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  On the evening of Wednesday, 30 November 1892, the cartoonist Edward 
Linley Sambourne freshened himself up with a Turkish bath before 
departing as usual for his regular editorial dinner meeting at  Punch .  1   
The permanent staff and proprietors of the  London Charivari  had held 
such meetings almost since the birth of the magazine in 1841, and 
around the mahogany table in the upstairs room, all manner of discus-
sions were to be had, and decisions to be made, as to the content of 
the coming week ’ s issue.  2   While key staff members were responsible 
for particular aspects of the magazine, the ebb and fl ow of conversation 
around the table meant that much of what appeared in  Punch  was a 
collective effort, by a group of men (and they were all  men ) of differing 
opinions and personalities. Sambourne – the junior cartoonist in a 
hierarchy headed by  Punch  ’ s great master, John Tenniel – was particularly 
conscious of this culture and, more often than not, had the subject 
matter of his weekly cut decided for him. 

 That evening was no exception, and at some time during the food 
service or after-dinner drinks, it was suggested that Sambourne take 
as his subject a recent speech by Cecil Rhodes, given at a reception at 
the City Terminus Hotel, and reported in a rather tongue-in-cheek 
fashion in that morning ’ s  Times .  3   Over the course of the next few days, 
Sambourne worked hard at his commission, sent his fi nished version 
off to be engraved and printed by other hands, and, in the number 
published for 10 December 1892, there appeared what can only be 
described as a masterpiece of comic art: ‘The Rhodes Colossus’ ( Figure 
1.1 ); as enduring an image of British imperialism as has ever been 
created by an artist or artists, serious or comic.  4    

 The image of Cecil Rhodes in his safari suit, bestriding the African 
continent from Cape to Cairo, is a fi xture of innumerable textbooks, 
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  Figure 1.1        Linley Sambourne, ‘The Rhodes Colossus’,  Punch , 10 December 
1892, p. 266.    
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atlases, encyclopaedias, and histories (scholarly and popular).  5   And yet, 
very few such works have sought to employ the cartoon as anything 
other than a useful illustration (often a cover illustration), a visual 
affi rmation of other evidence, or an attractive means of breaking up 
the dense text of a monograph. This has largely been the fate of cartoons 
when used (if at all) in historical scholarship; and this despite a long-held 
regard for cartoons and their creators as makers of history, perhaps best 
epitomised by Arthur Balfour, in his speech at the retirement dinner 
of Sir John Tenniel himself.  6   The work of that ‘great artist and great 
gentleman’, Balfour asserted, was destined to be among ‘the great sources 
from which to judge of the trend and character of English thought and 
life in the latter half of the nineteenth century’.  7   

 Appearing on a weekly basis in magazines like  Punch , and its chief 
rivals of the period – including  Fun ,  Judy , and  Moonshine  – cartoons 
were a key means by which British readers encountered and engaged 
with issues of empire and imperialism. Across the Channel, the immense 
power of French satirical art also sustained a particular focus on matters 
imperial (via  Le Charivari  and its imitators); and in Germany, the 
cartoonists of  Kladderadatsch ,  Die Fliegende Blätter , and  Simplicissimus  
intervened regularly in the debates over overseas expansion that char-
acterised the period of the ‘New Imperialism’. Indeed, in Thomas Theodor 
Heine ’ s ‘Kolonialmächte [Colonial Powers]’ from  Simplicissimus  ’ s 
special 1904 number on ‘the colonies’ ( Figure 1.2 ), one fi nds perhaps 
the only rival to Sambourne ’ s comment on European imperialism in 
terms of visibility and enduring infl uence.  8   So too, in the rising power 
that was urged to ‘take up the white man ’ s burden’ (and which perhaps 
survives today as the only imperial power left from the ‘Age of Empire’), 
the US cartoonists of  Puck  and  Judge  (and countless other magazines 
and newspapers) critiqued foreign imperialism, while also supporting 
their nation ’ s expansion into ‘the West’, the Pacifi c, and Asia (as well 
as hegemony over the Caribbean and Latin America made possible by 
American economic preponderance).  

 As the ubiquity of cartoons like ‘The Rhodes Colossus’ indicates, 
Balfour ’ s opinion (despite the context for his speech lending itself to 
exaggeration and overenthusiasm) has been paid lip service ever since. 
Kent Worcester noted recently – in his Preface to one of the more 
ground-breaking works of comics scholarship – that there exists a 
‘compelling case for incorporating the study of comics and cartoons 
into the professional toolkit of the modern historian’.  9   But regardless 
of appearances, and notwithstanding their visibility and accessibility, 
cartoons and caricature have not been accorded a ‘place in the sun’ 
among the traditional ‘great sources’ for historical inquiry; nor are they 
a prime choice among the new sources of evidence that have so enriched 
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  Figure 1.2        Thomas Theodor Heine, ‘Kolonialmächte’,  Simplicissimus , 9 (6), 
May 1904, p. 55.    
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the cultural turn in the history of imperialism. As such, although there 
have been some valuable surveys by Roy Douglas and Mark Bryant, 
the scholarly appreciation for the function of graphic satire in sustaining 
– as well as challenging – imperialism, is haphazard at best.  10   One can 
fi nd excellent usage of cartoons in recent works by Bradley Deane, 
Neil Hultgren, and others, but in the main these are isolated.  11   Other 
visual and material sources – commercial advertising, print capitalism, 
travel and tourist literature, and other cultural forms (such as fi lm) – have 
been the basis for a wealth of insightful, dedicated analyses.  12   But it 
remains the case that cartoons and comic images are still not taken 
seriously.  13   

 Cartoons are sources that are ‘laden with clues to the social and 
political dynamics of any given time and culture’; and these clues and 
dynamics are often more revealing of what the past was ‘really like’ 
than the written word.  14   In part because of their emotive nature, their 
relative immediacy, and their many-layered meanings, cartoons are an 
excellent way of accessing past attitudes: ‘With some lines and a few 
words, we are instantly back in the midst of the confl icts and personali-
ties of the day.’  15   While some see in their form and content a devastating 
weapon that can sway public opinion, their true value for the historian 
lies in the way they refl ect the ideas and prejudices of their creators 
and intended audiences.  16   This extends to far deeper and richer apprecia-
tions of historical contexts available if one goes beyond the image, to 
explore cartoons as material culture; and, as pointed out so ably by 
Nicholas Hiley, there is an enormous amount to be gained by:

  analysing the complex industries which created these images; the processes 
by which they were made and printed; the relationship between the 
cartoonist and the publication for which they worked; the circulation 
and readership of that publication; and the impact of those cartoons upon 
readers.  17    

  But as Hiley also implied, perhaps the sheer hard work involved in 
exploring all these rich contexts has actually been an impediment to 
the proper use of cartoons by historians. More therefore needs to be 
said about the value of cartoons, to justify their importance as sources 
(and to justify all that hard, scholarly work). To paraphrase one of the 
greatest scholars to have worked in this fi eld – Lewis Perry Curtis, Jr 
– why do cartoons matter?  18   

 Cartoons were (and are) not ‘passive refl ectors of reality’; nor were 
they (or are they) ‘passively received by readers’.  19   Rather, they help to 
crystallise attitudes, and express in pithy and succinct fashion the 
thinking of a broad segment of society (past as well as present). It is 
this ability to simplify and essentialise that makes the cartoon so 
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powerful an art form. Most importantly for the study of imperialisms 
is the way cartoonists have always ‘devoted much time and talent to 
mocking or laughing at people far beyond their own class and ethnicity 
– namely, the Other’.  20   Comic artists do not create such images anew, 
but they can give singular form to the multiple, more nebulous concep-
tions on which they draw for inspiration, and then disseminate those 
images to mass readerships. 

 While it is diffi cult to observe instances when cartoons have changed 
the political landscape, impacted voting patterns, or toppled governments, 
it is possible to point to a historical  fear  that cartoons might achieve 
such things. So dangerous did the cartoon seem to the regime of Napoleon 
III, for instance, that the Emperor of the French inaugurated a censorship 
apparatus directed specifi cally at curbing its infl uence.  21   Across the 
Atlantic, the Tammany-Hall politician William M. ‘Boss’ Tweed was 
so fearful of cartoonist Thomas Nast that he is famously said to have 
remarked:

  Let ’ s stop them damned pictures. I don ’ t care so much what the papers 
write about me – my constituents can ’ t read; but damn it, they can see 
pictures.  22    

  Despite resorting to bribery, Tweed failed to halt Nast ’ s caricaturing 
of him (for example) as a corrupt, Neronian Roman Emperor, taking 
pleasure in the ravishing of Columbia by the ‘Tammany Tiger’.  23   It is 
widely accepted by the scholarship that, yes, Nast did play a key role 
in the demolition of Tweed ’ s personal standing, and helped end his 
career.  24   In so doing (and via his later defence of incumbent Republican, 
Ulysses S. Grant, against the Democratic challenger, Horace Greeley; 
and his popularisation of the Democratic donkey and the Republican 
elephant), Nast helped to elevate the status of the cartoonist to that 
of an important political actor.  25   A recognition of the cartoonist as a 
serious artist was not to be far behind. 

 It was those arch-imperialists – the Victorians – who had fi rst begun 
to appreciate the importance of cartoons and caricature as art forms 
and shapers of opinion. The death in 1864 of John Leech –  Punch  ’ s 
principal cartoonist since the 1840s – occasioned a signifi cant outpouring 
of public grief, and a greater appreciation for his amusing little black-
and-white sketches of everyday life as constituting  real  art.  26   A long-time 
admirer of Leech, John Ruskin linked the thriving  Punch  school of 
cartooning (epitomised by Leech ’ s successors, Tenniel and George Du 
Maurier) to the great masters of the past.  27   That same British tradition 
was celebrated by R. W. Buss in 1874, just as the ‘New Imperialism’ 
was germinating; and by the 1890s, Graham Everitt and Gleeson White 
had joined Ruskin and Buss in heaping praise on those cartoonists who 
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so skilfully combined the art of graphic humour with more serious 
book and periodical illustration.  28   The recognition of black-and-white 
art – as such – gathered strength with the sponsorship of M. H. Spielmann, 
the powerful arbiter of late-Victorian taste, who championed it via his 
 Magazine of Art , and also wrote the fi rst full-scale history of  Punch .  29   

 Where the art world was perhaps a little slow to pick up on the 
importance of cartoons and cartoonists, the same cannot be said for 
politicians. Benjamin Disraeli did his best to ingratiate himself with 
John Leech in the 1840s; while his great rival, W. E. Gladstone, was 
honoured to accept an invitation to dine at the  Punch  table in 1889.  30   
Indeed, it was eventually Gladstone who acted on his Tory predecessors’ 
recommendation that John Tenniel be granted a knighthood in 1893; 
and this underscored the importance of cartoonists in national life just 
as matters imperial reached their apogee.  31   Knighthoods for his successors 
as the senior British cartoonists of the day – including Bernard Partridge 
in 1925 (a staunch imperialist) and David Low in 1962 (a fi erce critic 
of empire) – could follow without occasioning much controversy. Via 
his wartime study of the British comic art tradition, and his later 
autobiography, Low did much to cement in place the importance of 
the cartoon as art form.  32   

 If cartoons were appreciated as a form of art just as imperialism 
reached its high-water mark, then it was as the age of imperialism was 
ending that the fi rst steps were taken to study comic art for its own 
sake. Scattered studies and appreciations of the power and importance 
of comic art had appeared earlier, but the 1960s and 1970s witnessed 
the beginnings of a scholarly appreciation of the myriad art forms that 
– in combining text and image in either single-frame, or sequential 
form – came to constitute the stuff of ‘comics studies’. Arguably, the 
foundational stage was the completion (by M. Dorothy George) of the 
British Library ’ s catalogue of prints (an undertaking begun as long ago 
as 1870).  33   This gave the cartoonist and collector Draper Hill the basis 
for his ground-breaking study of the eighteenth-century master, James 
Gillray (which he dedicated to George herself).  34   And this in turn attracted 
the attention of the great Austrian-born art historian E. H. Gombrich, 
who had recently given academic respectability to the study of cartoons 
in his essay ‘The Cartoonist ’ s Armory’ of 1963.  35   Around the same 
time, French cultural theorist Roland Barthes was the fi rst serious 
critic to even acknowledge the existence of the comic strip, when he 
mused on the function of the text-balloon in ‘The Rhetoric of the 
Image’ (1964).  36   By then, Umberto Eco had also turned his attention to 
comic art (specifi cally  Superman , and Charles M. Schulz ’ s  Peanuts ), 
lending enormous weight to the interrogation of the art forms at a time 
when American cultural imperialism seemed unstoppable.  37   
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 By the middle of the 1960s, L. H. Streicher was calling for a unifi ed 
theoretical framework for cartoons as historical sources; and W. A. 
Coupe had commenced his long and distinguished career as a historian 
of German graphic satires.  38   Then in 1970 – via a backhanded aside in 
his essay ‘The Third Meaning’ – Barthes reluctantly accepted the 
emergence of the comic strip as a new form of art, despite it having 
been ‘born in the lower depths of high culture’, and being largely a 
‘derisory, vulgar, foolish, dialogical [form] of consumer subculture’.  39   
Matters then began to develop rather rapidly, as the California-based 
David Kunzle produced his fi rst great volume of historical analysis 
( The Early Comic Strip ); T. M. Kemnitz asserted the validity of ‘The 
Cartoon as a Historical Source’; and academic attention was drawn to 
cartoons and comics in several important special issues of scholarly 
journals.  40   Institutional status was bestowed on cartoons, caricature, 
and comic art more generally, via the establishment of the British 
Cartoon Archive (University of Kent at Canterbury, 1973), the Billy 
Ireland Cartoon Library and Museum (State University of Ohio, 1977), 
and the Caroline and Erwin Swann Collection (Library of Congress, 
1977).  41   The criticism of Eco and Barthes was translated (in part) into 
English around the same time, opening up new vistas for analysis and 
appreciation in the prime territories of modern comic art. But while 
teaching classes at the School of Visual Arts in New York City (from 
1973), the cartoonist Will Eisner found a dearth of scholarly literature 
and critical appreciation, and so embarked on his own account.  42   
Published as  Comics and Sequential Art  in 1985, it joined Charles 
Press ’ s  The Political Cartoon  (1981) as the fundamental bases for a 
new scholarly fi eld of ‘comics studies’.  43   

 This kind of serious attention had signifi cant appeal to the then-
maturing ‘Generation X’, for whom comics were a major touchstone 
(especially males searching for new and subversive literatures).  44   This 
coincided with a noticeable shift towards the darker imagery and more 
serious storytelling that pervaded the comic book as a form of literature, 
and led to the rise of what is commonly called the ‘graphic novel’.  45   
Such a self-conscious transition towards serious literature prompted 
several promising starts in terms of a dedicated academic scholarship 
– including the journals  Comics Anno: Jahrbuch der Forschung zu 
populär-visuellen Medien  (1991–1995);  Ridiculosa  (1994–present); 
 9e Art: Les Cahiers du Musée de la bande dessinée  (1996–present); and 
 Inks: Cartoon and Comic Arts Studies  (1994–1997); and Scott McCloud ’ s 
ground-breaking  Understanding Comics  (1994) – before the advent of 
the Internet forever altered the landscape, and led to an explosion in 
interest in cartoons and comic art. Although eschewing the online 
form, the most enduring and important scholarly venue has been John 



INTRODUCTION

[ 9 ]

A. Lent ’ s  International Journal of Comic Art  (1999–present); and it has 
been joined by  Deutsche Comicforschung  (since 2005),  European Comic 
Art  (since 2008), as well as  Studies in Comics  (since 2010), and  Comi-
calités: Études de culture graphique  (since 2013). In addition to reviving 
 Inks  in 2017, the Ohio State University Press has also launched a 
dedicated scholarly book series – ‘Studies in Comics and Cartoon’ (from 
2013) – and the Australian Research Council, as well as the Arts and 
Humanities Research Council in the UK, have recently funded major 
multi-year research grants on comics and cartoons.  46   

 While comics studies is therefore reaching a point of maturation in 
the early twenty-fi rst century, the seeking of a broader relevance of 
the various comic art forms has a longer history. Already, by the end 
of the 1970s, some signifi cant assertions were being made about the 
connection between a satirical comic press and the fl ourishing of 
democratic institutions.  47   The long battle of the cartoonist against 
censorship became the  raison d’être  for much of the work of Robert 
Justin Goldstein and the community of likeminded scholars who have 
followed his lead (in the years since the bicentenary of the French 
Revolution fi rst inspired him).  48   Since the era of rapid decolonisation, 
such assertions have perhaps been less ground-breaking when applied 
to the metropolitan contexts of Britain, the United States, and Western 
Europe, than when they have been observed and championed in colonial 
and postcolonial contexts.  49   Indeed, it has become something of a truism 
that in postcolonial Africa, the health or otherwise of democratic regimes 
can (in part) be measured by the cultures of political satire they sustain.  50   

 In states where liberal democracy has been a fundamental aspect 
of developing national identity and national life – for instance in the 
United States – the connection between cartoons, comics, and liberty 
has seemed straightforward.  51   Yet at the same time as he himself was 
exploring such connections, Charles Press warned against too romantic 
a view of cartoonists ‘as staunch defenders of freedom’.  52   Press was 
writing as the Cold War hotted up, in the wake of the Soviet invasion 
of Afghanistan, and the election of Ronald Reagan. He was joined by 
Chris Lamb from around 1983 (in three articles for  Target: the Political 
Cartoon Quarterly ), who then continued his postgraduate work as the 
naivety of post-Cold War consensus was being exposed to the fallout 
from 9/11, and the Bush invasions of Afghanistan and Iraq.  53   Lamb feared 
the decline of the once-mighty art that had challenged presidents and 
potentates in the new context of the twenty-fi rst century: in which the 
controversies over the  Jyllands-Posten  ‘Muhammad’ caricatures (2005), 
and the  Charlie Hebdo  massacre (2015), have paradoxically reinforced 
the power and importance of the cartoon, but also begun to prompt 
some refl ection on the limits of civility and freedom of expression in an 
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increasingly globalised world (and one which still relies on Orientalist 
stereotypes for the communication of political messages).  54   

 Yet even now, while even those most convinced of the way the 
cartoon can be seen as ‘the embodiment of … Democracy’ are willing 
to admit that cartoons and cartoonists have had negative impacts on 
minorities or subaltern groups at times, such instances have generally 
been subordinated to a Whiggish narrative of liberal-democratic progress 
(e.g. by the self-confessed ‘free-speech absolutist’ Victor Navasky).  55   
While much attention has been given over to the function of cartoons 
as being subversive of empire, supportive of national self-determination, 
and inimical to tyranny, little has been said about the ways they have 
also supported and sustained forms of inequality and imperialism (and 
the various threads of gender, class, and other politics that have been 
essential components of imperial enterprises).  56   

 Rather than emphasising cartoons and comics as inherently  democratic  
forms of art, it is perhaps more appropriate to view them as being 
inherently  imperial . It is surely no coincidence that Ohio State ’ s fi rst 
dedicated ‘Studies in Comics and Cartoon’ volume (mentioned above) 
focuses on matters imperial: Mark McKinney ’ s  Redrawing French Empire 
in Comics .  57   For, at their genesis in Europe ’ s print revolution, caricatures 
and cartoons were mobilised as weapons in the struggles over imperial 
forms of authority in Central Europe, during the Renaissance and the 
Reformation.  58   But – as is widely accepted in the scholarship – it was to 
be in the context of a rapidly expanding British Empire that the cartoon 
truly came into its own.  59   As Richard Scully has shown recently, the 
traditions that have been the critical touchstone for global cartoons and 
comic art – the British and American (or even a single ‘Anglo-American’ 
tradition) – may have been based in the liberalising press cultures of 
the day, but, just as importantly, they were themselves born from 
an imperial, transatlantic relationship.  60   William Hogarth ’ s ground-
breaking  Emblematical Print on the South Sea Scheme (1721 ) dealt 
with matters of international trade and empire, and (arguably) helped 
establish English graphic satire in its modern form.  61   A generation later, 
George Townshend (1724–1807) imported British-style caricature to the 
North American continent during the Seven Years War (1754–1763), 
but also adapted it. What had been an art form based on allegory (in the 
manner of Hogarth) was transformed into one which depicted actual 
people and political fi gures (in Townshend ’ s case, his original barbs 
were directed at his superior, General James Wolfe; his later works at a 
variety of political enemies).  62   This helped lay the foundations for what 
was achieved subsequently by the likes of James Gillray (1756–1815) 
and Thomas Rowlandson (1756–1827). This was the critical moment 
of development for E. H. Gombrich, but a Whiggish and nationalist 



INTRODUCTION

[ 11 ]

narrative of metropolitan British affi nity with cartooning obscures a 
broader story.  63   For at precisely the same time as Townshend fi rst 
drew – and in the same imperial context – Benjamin Franklin published 
‘Join, or Die’ in the 9 May 1754 edition of his  Pennsylvania Gazette , 
urging the colonies of British America to unite and cooperate more 
closely in the face of pressure from Native Americans and French 
imperialism to their west and north. A decade later – during the furore 
over the Stamp Act (1765) – Franklin and Townshend were actually in 
direct competition with one another in the burgeoning marketplace 
for caricature in the imperial capital. Townshend ’ s comment may 
have sold around 2,000 copies, but it has been Franklin ’ s nightmare 
vision of imperial dismemberment –  Magna Britannia: Her Colonies 
Reduc’d  (1766) – that has lived longest in the popular and scholarly 
imagination.  64   

 Such a history of development underscores the decidedly imperial 
and transnational nature of eighteenth-century caricature. This is the 
best-studied and best-appreciated period in scholarly terms (not least 
for its scatological and sexual humour), and caricature and cartoons 
have been deployed as sources in some of the best studies of the period. 
Linda Colley drew on caricature for her classic study of British national 
identity and its imperial component; and Douglas Fordham noted the 
importance of satirical prints in the eighteenth century as underscoring 
a sense of an imperial, cartographic worldview.  65   The public perception 
of Britain ’ s chief instrument of imperial control – the Royal Navy – was 
also mediated through caricature to a considerable degree (both at home 
and abroad).  66   So too, Marcus Wood ’ s studies of the main economic 
driver of the ‘First’ British Empire – chattel slavery – have taken satirical 
imagery and comic art as their fundamental organising principal.  67   

 But despite the importance of the eighteenth century for the develop-
ment of political cartoons as an art form, it was in the under-studied 
nineteenth century that the forces of imperialism and colonialism made 
it into the near-universal form of expression that characterised the 
twentieth century. The global reach of British-style humour magazines 
– both within the formal empire and via the informal empire of com-
merce and information-exchange – was a fundamental driver of the art 
form in the nineteenth century.  68   In this, they formed an essential 
aspect of that globalising of the mass media that has been explored so 
ably by Simon Potter.  69   As key nodes in that network, ‘Greater Britain ’ s’ 
imperial relationships were mediated, critiqued, and sustained in 
important ways via cartoons and cartoonists well into the twentieth 
century. Lewis Perry Curtis can almost have been said to have founded 
a whole new fi eld with his studies of Ireland and the Irish in caricature 
and the periodical press: a fi eld that still inspires debate in a decidedly 
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un-postcolonial context.  70   The direct descendants of the British tradition 
found in Australasia, Canada, and South Africa, moreover, have gone 
from providing bastions of ‘Britishness’ for the aspirational settler 
societies they sustained, to assertive and world-leading traditions derived 
from and helping construct a variety of contested, postcolonial national-
isms.  71   In Canada, the parallel importation of the French and British 
inheritances led to a fl owering of comic art in Quebec, and this melding 
of the two major western traditions was also seen elsewhere.  72   Although 
derived from Iberian traditions that were themselves under constant 
pressure from censorship regimes, the earliest examples of Spanish-
American and Brazilian cartooning and comic art owed just as much 
to ‘informal’ French and British forebears and imperial infl uences. In 
the Brazilian case, the Regency established for Emperor Pedro II was 
targeted by Manuel de Araújo Porto-Alegre, who collaborated on  Niterói: 
Revista Brasileira  from his base in Paris; while in the case of Argentina, 
criticism of the ‘informal’ relationship with Britain was a major focus 
for the French-style comic weekly  Caras y caretas  from 1898.  73   There-
after, the bulk of Latin American comment has been focused on 
postcolonial domestic affairs, or the ongoing neo-colonialism of the 
United States. 

 In metropolitan Europe ’ s post-imperial period, comic artists have 
been key interpreters of the imperial legacy, in all manner of forms: 
from the ‘empire-as-charity-concern’ kind of ‘gutter patriotism’ that so 
irritated George Orwell; to an uneasy perpetuation of nationalist and 
imperialist ideologies found in ‘Dan Dare’ (in the  Eagle , 1950–1967); 
down to much deeper critiques, more removed in time from the period 
itself (such as in Alan Moore ’ s  League of Extraordinary Gentlemen , 
1999–2007).  74   Images of empire and imperialism from the past have 
been a ready-made source of material for political cartoonists down to 
the present day, serving as a perfect means of critiquing neo-imperialist 
tendencies. Similarly, the desire to contest royal and imperial authority 
shaped the French form of satirical art from the outset.  75   In subtle ways, 
cartoonists have often sought to appropriate and transfer that authority, 
rather than simply to abolish or weaken it. Just as has been the case 
in Britain, French comic artists and cartoonists have maintained an 
uneasy relationship with the colonial past, imagining imperialism as:

  tragedy, farce, or epic struggle; deeply fl awed and doomed to failure from 
the start or potentially recuperable at key points; a heroic narrative of 
sacrifi ce and redemption or a grotesque descent into human depravity; 
and a closed chapter of history or a force that reaches into the present  76    

  Countless other examples serve to reinforce the point (including Hergé ’ s 
 Adventures of Tintin  running the full gamut from the arch-imperialism 
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of 1930s  Tintin au Congo , through to the more enlightened attitudes 
of the postcolonial period).  77   Another example is the French comic strip 
series  Asterix  (begun in October 1959), whose creators René Goscinny 
and Albert Uderzo rejected the idea of any encoded social or political 
signifi cance in the strip and its characters; yet one cannot ignore the 
story of a small community trying to hold out against the might of 
the Roman Empire as being anything but an anti-imperial statement 
(and this at a time of acute colonial crisis for the French republic in 
the late 1950s and early 1960s).  78   Cartoons and comics therefore serve 
as such useful sources for understanding imperialism because they 
themselves emerged from imperial contexts. 

 When indigenous traditions of comic art came into contact with 
western forms, local artists rapidly subverted the style, content, and 
form thereof, and began to utilise the imported methods and technologies 
to pursue anti-imperial (often proto-national) agendas. In part to battle 
corruption in his own government, but also to combat foreign infi ltration, 
King Vajiravudh (Rama VI) of Siam (1910–1925) formalised the status 
of satirical cartoons as  phap lo  in the Thai language, and took the lead 
in drawing cartoons for his own royal gazettes and newspapers.  79   The 
importation of western-style comic art to Meiji-era Japan has been 
perhaps one of the most important such cultural and artistic transfers. 
A great many afi cionados and scholars have traced the origins of today ’ s 
 Manga  and  Anime  to this key moment of contact – to say nothing of 
the more specifi c origins of Japanese political cartooning occasioned 
by the merging of indigenous art forms with the ‘ Ponchi-e ’ picture 
(literally the ‘ Punch  picture’).  80   The intersection of indigenous art forms 
and western graphic satires in the multitude of African contexts is 
only now beginning to be appreciated.  81   So too the crucibles of formal 
and informal empire have been critical to the forging of a distinct 
Chinese culture of comics and cartooning.  82   The same can be said for 
the Middle Eastern, as well as the Russian, traditions of comic art, 
where the arrival of western cartoon styles played a transformative 
role in the merging of existing cultures of graphic satire with newer 
forms, and created a globalising convergence.  83   

 This (necessarily brief) summary of the development of comics studies 
– and of imperial contexts for cartooning – characterises a still-new 
groundswell of innovative scholarship that is beginning to change the 
intellectual landscape. The contents of the present volume aim to 
provide still further coherence to an otherwise disparate fi eld (or set 
of fi elds and sub-fi elds), in part by building on excellent early work 
from only the last decade or so: on the Irish and other contexts noted 
above, as well as on Cuba, Korea, Cyprus, and the Philippines.  84   Given 
the over-emphasis on the caricature and cartoons of the eighteenth 
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century,  Comic Empires  is focused deliberately on the nineteenth and 
twentieth centuries: when imperialism made the cartoon a global form, 
and when it was deployed so readily as a weapon of decolonisation. 

 The concentration on the chosen time period is just one means of 
combating the disparate nature of much of the scholarship; it also 
provides a useful comparative means of appreciating the connections 
between and across national contexts. The chapters that comprise  Comic 
Empires  are also divided up among three distinct parts. The chapters 
of Part I are grouped around the major theme of ‘High imperialism and 
colonialism’. In general terms, these studies deal with cartoons that 
were produced at the imperial centre, and which assisted in the dis-
semination of imperialism as an ideology. The metropole of the British 
Empire seems the logical place to commence such a collection. In 
‘Courting the colonies’, Robert Dingley and Richard Scully begin the 
investigation of imperialism in British cartoons and caricature in the 
same place as this Introduction has done: with Linley Sambourne of 
 Punch , and an appreciation of his use of imperial allegory (in particular 
related to colonial adventuring in Africa and the South Pacifi c). 

 Appropriately – given the importance of the American tradition to 
the development of comic art and the cartoon in particular – imperialism 
in US contexts also gives a strong showing in the following pages. 
Albert Pionke and Fred Whiting build on recent interest in cartoons 
of US involvement in Cuba (where new American imperialism clashed 
with the older, Spanish regime), and advance a compelling case for the 
way the American self-image was fostered in that context. Similarly, 
Stephen Tuffnell observes how the image of an ‘imperial’ United States 
was inherently bound up with its iconographical relationship with 
imperial Britain. In focusing on the prime sites for the United States’ 
expression of colonial-imperial ‘Manifest Destiny’, Fiona Halloran builds 
on her comprehensive work on US cartoonist Thomas Nast by exploring 
the interplay of race and empire in images of the American West. 

 In Part II, the focus is on the ‘Critique of empire and the context of 
decolonisation’, and therein, Shaoqian Zhang adds to our knowledge of 
China ’ s struggle with Imperial Japan in the twentieth century. David 
Lockwood ’ s chapter then engages with one of the most important 
contexts for analysis of cartoons and empire characterising the current 
scholarship. The cartoons and cartoonists of the Indian subcontinent 
have provided a logical ‘way in’ for those seeking to explore the rep-
resentation of colonial cultures in metropolitan contexts, but also the 
way subaltern cartoonists appropriated and subverted the metropolitan 
original for their own purposes. As Partha Mitter, Mushirul Hasan, 
and Ritu Khanduri have shown in recent years, in India this ranged 
from something as simple as the tracing of the contents of  Punch , 
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 Judy , or  Fun , and altering the captions and meanings, down to the 
more sophisticated productions that helped found India ’ s fl ourishing 
tradition of comic art.  85   In the broader subcontinent, similar patterns 
characterised Bangladeshi and Sri Lankan developments (although 
these were somewhat delayed when compared with the key context 
of India and Pakistan).  86   Lockwood explores how the New Zealand-born 
cartoonist David Low critiqued Britain ’ s delayed exit from India, and 
engages with some of the key issues addressed in this Introduction: 
what was the  effect  of such cartoons on the intended readership? And 
what do they reveal about broader knowledge of, and support for, the 
empire in British society? 

 The context of Egypt (and, particularly, Egyptian cartoons and cartoon-
ists) is of particular note also in the chapters in Part II, just as it has 
been in the broader scholarship. Herein, major contributions will be 
found in Keren Zdafee ’ s examination of Sarukhan ’ s al-Masri Effendi 
cartoons of the 1930s, and Stefanie Wichhart ’ s engagement with the 
iconography of decolonisation in the Suez Crisis. In this, they add to 
the sterling early work of Tim Benson and Anthony Gorst, whose 2006 
volume  Suezcide  shed much new light on the cartoonists’ response to 
that fl ashpoint of decolonisation in Egypt.  87   They also tap into the 
important recent work of Marilyn Booth, and Eliane Ursula Ettmueller, 
whose focus on the hitherto-neglected  Punch es of Egypt is taking the 
fi eld in new directions.  88   Intimately linked to the turmoil of Suez, the 
Cyprus Emergency of 1955–1959 is the focus of Andrekos Varnava and 
Casey Raeside ’ s chapter; they build on earlier work that observes the 
subtle, yet multifaceted attitude of the London  Punch  to Britain ’ s 
‘inconsequential possession’. 

 The chapters of Part III explore contexts where the distinction between 
support for, or opposition to, empire are not so clear-cut. Leslie Rogne 
Schumacher ’ s chapter deals with the way in which one imperial power 
critiqued the imperialism of another. Connected to the Middle Eastern 
context by more than one layer of imperialism, his examination of the 
way a pro-imperial  Punch  engaged with the Armenian massacres in 
the Ottoman Empire sheds light on a number of tensions, as well as 
contributing to the sense of timeliness of this volume as a whole (just 
as in the case of Egypt – noted above – Ottoman cartooning has also 
been a feature of the recent scholarship).  89   

 In their chapters, both Jean-Claude Gardes and Charlotte Riley engage 
with key left-wing critiques of empire and imperialism: from the perspec-
tive of Germany ’ s supposedly anti-imperialist, socialist paper  Der Wahre 
Jacob ; and the ambivalence towards empire displayed during the Attlee 
years in Britain (1945–1951). Then, rounding out the collection, David 
Olds and Robert Phiddian explore the Australia of the 1960s, when the 
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cartoonists of the Commonwealth sought to move away from their 
British roots and towards a newer form of national identity (often 
expressed consciously in opposition to imperial ties). 

 The contents of  Comic Empires  is therefore representative of a 
multitude of different historical and geographical contexts, penned by 
scholars from all manner of backgrounds. In this, the volume takes a 
collaborative approach to the subject matter that is developing as a 
model of best practice in the fi eld.  90   Such an approach has many merits; 
not the least of which is that it engages simultaneously with several 
general scholarly literatures (including history, literary studies, comics 
studies, and art history), at the same time as with the particular imperial 
contexts that have so fascinated each of the contributors. Other aspects 
of this ongoing collaborative project – published as a symposium in 
the  International Journal of Comic Art  – have laid important foundations 
already.  91   As was noted therein, the construction of important scholarly 
bridges between individuals, fi elds, disciplines, and institutions is best 
undertaken in this collaborative fashion.  92   The approach taken can 
often seem very broad, with a wide range of chosen subject matter, 
and an often disparate set of approaches from overlapping disciplines 
and fi elds. But, as with the building of any bridge (literally as well as 
metaphorically), the fi rst stage is often simply to throw in as much 
foundational material as possible, creating a causeway, allowing later 
work to construct a more purposeful, imposing, and refi ned superstruc-
ture, via which a freer fl ow of scholarly ideas and practices can occur 
in the future. 

 Despite its variegated contents, therefore – being divided into three 
parts, and each chapter taking a different case study as its focus –  Comic 
Empires  also serves to synthesise and bring together various contextual 
strands and major themes that are common across the study of cartoons 
and imperialism. Most notable (and as has been perhaps the most 
persistent reason for studying these important sources since the 1960s), 
is the function of the cartoon in creating and disseminating an image 
of ‘the Other’, and its inevitable fostering of an auto-image by contrast. 
This is not only a function of the stereotyping of subaltern, colonised 
peoples (as in the case of Sambourne ’ s ‘Samoa’; Nast ’ s Chinese railroad 
workers in the American West; or the Irish apes so expertly dissected 
by Curtis) as inferiors to an imperial norm or superior type. It is also 
bound up with the construction of images of imperial competitors or 
opponents. Scully and Dingley explore this in literal form via the cartoons 
of Linley Sambourne, who imagined John Bull, Uncle Sam, and other 
great powers as suitors courting and competing for the affections of 
feminised colonial characters. Leslie Rogne Schumacher sees in  Punch  ’ s 
critique of Ottoman policies towards their Armenian subjects an indirect 
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but inherent endorsement of Britain ’ s (supposedly) different attitude 
to subject peoples. So too, Stephen Tuffnell locates the growth of an 
imperial self-image in the United States in long-standing imaginings 
of Britain (John Bull in particular) as a competitor, but also as a model 
and fellow traveller. In this, the contents of this volume converge with 
the most recent work that highlights the importance of cartoons and 
caricature in particular as a means of mass-dissemination of auto-imagery: 
Maren Jung-Diestelmeier ’ s examination of German images of Britain.  93   

 So too, the development of an auto-image in contrast to the imperial 
oppressor – and its dissemination via mass print media – was fundamental 
to emerging national consciousnesses from China to the Middle East 
and beyond. As Keren Zdafee shows, Egypt ’ s al-Masri Effendi character 
fulfi lled this important function in ‘his’ later-colonial context; Stefanie 
Wichhart shows how something similar was done in Egypt ’ s postcolonial/
decolonising period. Where Wichhart (as well as Varnava and Raeside, 
Lockwood, Zhang, and others) is most innovative for the fi eld, however, 
is in showing how the critique of empire also facilitated or tapped into 
a shift in national identity in the imperial metropoles themselves. 

 But of course, the way in which a positive auto-image was dependent 
on negative stereotyping of the ‘Other’ (whether subject or oppressor; 
partner or competitor) has always underscored how fl uid and nebulous 
are the dividing lines between the one and the other. Suffusing many 
of the chapters – but especially those in Part III – one is shown again 
and again that the simple distinction between being anti-imperial or 
pro-imperial falls down when ambiguity and ambivalence are uncovered.  94   
Gardes sees this in a German context; Riley in a British one; and then 
– in the fi nal chapter of the collection – David Olds and Robert Phiddian 
explore a context that was paradoxically both characteristic of an imperial 
metropole, as well as being a venue for decolonisation: the settler-colonial 
self-image of white, ‘British’, Australia in the 1960s. 

 Beyond these ‘big picture’ themes, the collection also seeks to highlight 
the importance of key publications in providing important venues for 
debates around empire in the public sphere. Of all the publications 
examined and dissected in this volume, one stands head-and-shoulders 
above the others:  Punch, or the London Charivari . The key venue for 
British graphic satire and comic art for more than a century and a half, 
 Punch  has been a ‘go-to’ source for historians looking for useful illustra-
tive material for the 1841–1992 period (as well as for the period of its 
brief revivifi cation by Mohammed Al-Fayed between 1996 and 2002). 
While Balfour ’ s prediction of it being one of the ‘great sources’ has not 
quite been fulfi lled (for the reasons outlined above), the  London Charivari  
is better understood as a publication than almost any other; and its 
contributors better understood than perhaps any other cohort of 
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humorists. Certainly, too singular a focus on  Punch  alone can be 
counterproductive (as Henry J. Miller and Richard Scully have emphasised 
recently).  95   Miller in particular cautioned against making too close a 
link between the opinions of  Punch  and ‘public opinion’ in Britain (in 
particular opinion outside the metropolis of London, where there were 
Tory and Liberal counterparts to  Punch  in  Judy  and  Fun ), but recent 
research by Patrick Leary has shown quite convincingly that – in the 
middle decades of the nineteenth century – the staff sought to tailor 
their weekly comment to the assumed sensibilities and shared culture 
of their target, middle-class readership.  96   At that stage of its long life, 
 Punch  was gravitating away from the radical stance it had maintained 
in its fi rst decade (so memorably chronicled by Richard D. Altick), and 
was adopting a more ‘respectable’ position.  97   While increasingly aligning 
itself with the politics of the emergent Liberal Party (as noted above, 
Gladstone himself was pleased to dine at the editorial dinner table in 
1889), the very nature of  Punch  meant that it could express support 
for more conservative positions (or even out-and-out Conservatives), 
particularly as the nineteenth century waned.  98   And what is more 
fascinating is that the kind of ‘cartoon-by-committee’ editorial approach 
to graphic satire (detailed at the beginning of this chapter) meant that 
often, multiple different positions might be discernible in a single 
cartoon. 

 The master of the double meaning was John Tenniel, who served 
an outspokenly Liberal editor in Tom Taylor between 1874 and 1880, 
but managed to celebrate the Conservative Disraeli as a sympathetic 
and loveable rogue.  99   In 1889, he asserted that:

  As for political opinions, I have none; at least, if I have my own little 
politics, I keep them to myself, and profess only those of my paper’.  100    

  But precisely what  Punch  ’ s politics were at any given moment is a 
matter for continued debate; and indeed its often variegated attitude 
towards empire and imperialism is illuminated in many of the following 
chapters. As noted above, the self-professed Liberal Unionist (and 
therefore  imperialist ) Linley Sambourne seems to have been able to 
poke fun at Rhodes ’ s notion of ‘Cape to Cairo’ in 1892, but treated 
John Bull as the natural suitor for Samoa by the end of the century 
(see  Chapter 2 ). John Leech (an early social radical, but who supported 
British rule in India in the most brutal terms) imagined American 
attempts at empire-building as patently ridiculous in the 1850s (see 
 Chapter 3 ). But by the 1950s it was British imperialism that often 
seemed foolish to the likes of Leslie Illingworth, Norman Mansbridge, 
and Ronald Searle (see  Chapters 9  and  10  in particular). In the mid-to-late 
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1870s, Disraeli ’ s new imperialism was something to be satirised by 
Tenniel at the height of his powers; but Britain ’ s imperial, civilising 
mission was an article of faith to  Punch  in the latter stages of the same 
cartoonist ’ s 50-year career (see  Chapter 11 ).  101   Yet this was not without 
qualifi cation. To a great extent, it would appear that  Punch  ’ s readiness 
to comment on matters imperial did much to domesticate imperialism: 
to make it familiar and inoffensive to a broad spectrum of political 
opinion, and even perhaps to trivialise it. 

 The example of  Punch  also illustrates well a factor often unnoticed 
by past scholarship, but becoming much more prominent in analyses 
of the cartoon (e.g. in the work of Nicholas Hiley and Richard Scully). 
This is the noticeable shift in the genre of publications carrying comic 
art in the period under discussion.  102   If it was on the back of the  Punch  
model of the satirical weekly magazine that the political cartoon colo-
nised the globe, then it was the newspaper that did most of the decolonis-
ing and nationalising. So,  Punch ,  Der Wahre Jacob , and  Puck  can be 
seen as publications where typically, the attitude towards empire and 
imperialism was bound up with nineteenth-century sensibilities; whereas 
 The Australian ,  Eshi jingwen ,  Ruz al-Yusuf , and the  Evening Standard  
arguably exhibited more of a twentieth-century attitude. But there were 
formats that transcended the great shift from the satire magazines to 
the newspapers that also feature in  Comic Empires : notably, the per-
sistence of the single-page broadsheet or poster as a medium for dis-
seminating ideas and messages to a mass audience in public space 
(epitomised perhaps by Zhang ’ s exploration of Chinese posters during 
the struggle with Japan; and something that is exercising the broader 
scholarship).  103   

 All of the chapters comprising  Comic Empires  underscore the par-
ticular importance of individuals as shapers of their times. This includes 
– fi rst and foremost – artists and cartoonists. Certainly the great names 
of Tenniel and Nast, Low and Lindsay, appear prominently; but also 
the lesser-known and under-appreciated geniuses of East Asian, Middle 
Eastern, and Australasian cartooning are highlighted in the following 
pages. These artists were dependent on personal and professional 
relationships with editors, prose writers, and other adjuncts to their 
art. It seems that the ‘biographical model’ remains a key means of 
engaging in cartoons scholarship and comics studies, just as it was 
nearly a decade ago.  104   Where the scholars who have contributed to 
this present volume have been unable to identify major cartoonists, 
editors, or other contributors, this points all the more insistently to 
the potential for new avenues of research to be opened up. Ultimately, 
of course (and as noted above),  Comic Empires  is not intended to be a 
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defi nitive ‘last word’ on the importance of cartoons and imperialism, 
but rather a starting point for ever-fuller, and more complex engagements 
with its main themes and content. 

 At its fundamental level, this volume and the cases in it show how 
comic art featured across the story of imperialism and transcended 
periods of history, imperial traditions, and imperial/colonial spaces. 
At a more specifi c level the chapters show how comic art refl ected the 
various ideas, developments, and moods of supporters and critics of 
empire, as well as more ambiguous perspectives, whether from the 
imperial metropole or the periphery. Comic art was not a static source 
that represented one idea or voice, but encompassed the entire fabric 
of imperialism. Whether studying the canon of one artist or one journal, 
or comparing across many, comic art offers a unique and largely untapped 
perspective, blending the humorous with the very serious commentary 
on imperialism in all its forms and manifestations and across its high 
and low points. This volume offers the most comprehensive exploration 
of comic art and imperialism to date, and yet this is just a fi rst foray 
into what we hope is the start of a wider exploration into the subject.  

   Notes 
   1       Linley Sambourne, Diary entry, 30 November 1892 [p. 83].   
   2       Patrick Leary,  The  Punch  Brotherhood: Table Talk and Print Culture in Mid-Victorian 

London , London: The British Library, 2010, esp. pp. 15 ff.   
   3        The Times , 30 November 1892, pp. 9 and 12.    
   4       For a detailed account of the creation of ‘The Rhodes Colossus’, see: Richard Scully, 

‘Constructing the Colossus: The Origins of Linley Sambourne ’ s Greatest  Punch  
Cartoon’,  International Journal of Comic Art , 14 (2), 2012, pp. 120–142.   

   5       For example: Robin Brooke-Smith,  The Scramble for Africa – Documents and Debates , 
London: Macmillan, 1987; R. I. Moore (ed.),  Philip ’ s Atlas of World History , London: 
Philip ’ s, 1992, p. 125; Thomas Pakenham,  The Scramble for Africa, 1876–1912 , 
London: Abacus, 1996, p. 257; Lawrence James (ed.),  The British Empire, 1497–1997: 
500 Years that Shaped the World , London:  The Daily Telegraph , 1997, p. 114.   

   6       Nicholas Hiley, ‘Showing Politics to the People’, in Richard Howells and Robert 
W. Matson (eds),  Using Visual Evidence , Maidenhead: Open University Press/
McGraw-Hill, 2009, p. 24; Richard Scully and Marian Quartly (eds), ‘Using Cartoons 
as Historical Evidence’, in  Drawing the Line: Using Cartoons as Historical Evidence , 
Clayton, VIC: Monash University ePress, 2009, p. 01.1.   

   7       A. J. Balfour, Speech of 12 June 1901, quoted in ‘Banquet to Sir John Tenniel’,  The 
Times , 13 June 1901, p. 6.   

   8       T. T. Heine, ‘Kolonialmächte’,  Simplicissimus , 9 (6), May 1904, p. 55. The cartoon 
has been reproduced numerous times, e.g. Ann Taylor Allen,  Satire and Society in 
Wilhelmine Germany:  Kladderadatsch  and  Simplicissimus , 1890–1914 , Lexington: 
University Press of Kentucky, 1984, p. 124; Roy Douglas,  ‘Great Nations Still 
Enchained’: The Cartoonists’ Vision of Empire, 1848–1914 , London: Routledge, 
1994, pp. 80–81; Pakenham,  The Scramble for Africa , p. 315; Stephen J. Eskilson, 
 Graphic Design – A New History , second edition, New Haven: Yale University 
Press, 2012, p. 99; Richard Scully, Introduction to: ‘Comic Empires – Cartoons, 
Caricature, and Imperialism: A Symposium’,  International Journal of Comic Art , 
16 (2), 2014, p. 60.   



INTRODUCTION

[ 21 ]

   9       Kent Worcester, Foreword to: Jane Chapman, Anna Hoyles, Andrew Kerr and Adam 
Sherif,  Comics and the World Wars: A Cultural Record , Basingstoke: Palgrave 
Macmillan, 2015, p. vii.   

   10       Douglas,  ‘Great Nations Still Enchained’ ; Mark Bryant,  Wars of Empire in Cartoons , 
London: Grub Street, 2008; Scully, Introduction to: ‘Comic Empires’, p. 58.   

   11       Bradley Deane,  Masculinity and the New Imperialism: Rewriting Manhood in British 
Popular Literature, 1870–1914 , Cambridge: Cambridge University Press, 2014, esp. 
pp. 51–52; Neil Hultgren,  Melodramatic Imperial Writing: From the Sepoy Rebellion 
to Cecil Rhodes , Athens, OH: Ohio University Press, 2014, pp. 1–2.   

   12       Anne McClintock,  Imperial Leather: Race, Gender and Sexuality in the Colonial 
Context , London: Routledge, 1995; Anandi Ramamurthy,  Imperial Persuaders: 
Images of Africa and Asia in British Advertising , Manchester: Manchester University 
Press, 2003; David Ciarlo,  Advertising Empire: Race and Visual Culture in Imperial 
Germany , Cambridge, MA: Harvard University Press, 2011; John M. MacKenzie, 
 Propaganda and Empire: The Manipulation of British Public Opinion, 1880–1960 , 
Manchester: Manchester University Press, 1986; Chandrika Kaul,  Reporting the 
Raj: The British Press and India, c.1880–1922 , Manchester: Manchester University 
Press, 2003; Stephen Clark,  Travel Writing and Empire: Postcolonial Theory in 
Transit , London: Zed, 1999; Mary Louise Pratt,  Imperial Eyes: Travel Writing and 
Transculturation , second edition, London: Routledge, 2007; James Burns,  Cinema 
and Society in the British Empire, 1895–1940 , Basingstoke: Palgrave Macmillan, 
2013.   

   13       Brian Maidment,  Comedy, Caricature and the Social Order, 1820–50 , Manchester 
and New York: Manchester University Press, 2013, p. 16.   

   14       L. Perry Curtis, Jr,  Apes and Angels: The Irishman in Victorian Caricature , revised 
edition, Washington and London: Smithsonian, 1997, p. xi; Douglas,  ‘Great Nations 
Still Enchained’ , p. vii.   

   15       Haydon Manning and Robert Phiddian (eds), ‘Introduction: Controversial Images’, 
in  Comic Commentators: Contemporary Political Cartooning in Australia , Perth, 
WA: Network, 2013, p. 6.   

   16       Curtis,  Apes and Angels , p. x.   
   17       Hiley, ‘Showing Politics to the People’, p. 24.   
   18       Curtis,  Apes and Angels , p. ix.   
   19       Scully and Quartly, ‘Using Cartoons as Historical Evidence’, p. 01.1.   
   20       Curtis,  Apes and Angels , p. x.   
   21       Richard Scully, ‘The Cartoon Emperor: The Impact of Louis Napoleon Bonaparte 

on European Comic Art, 1848–1870’,  European Comic Art , 4 (2), 2011, pp. 152–154.   
   22       William M. Tweed (attrib.), in John Adler,  Doomed by Cartoon – How Cartoonist 

Thomas Nast and the New York Times Brought Down Boss Tweed and his Ring 
of Thieves , Garden City, N: Morgan James, 2008, p. 3.   

   23       Donald Dewey,  The Art of Ill Will: The Story of American Political Cartoons , New 
York and London: New York University Press, 2007, p. 45; Thomas Nast, ‘The 
Tammany Tiger Loose’,  Harper ’ s Weekly , 11 November 1871, pp. 1056–1057.   

   24       Fiona Halloran,  Thomas Nast: The Father of Modern Political Cartoons , Chapel 
Hill: University of North Carolina Press, 2012, pp. 119–143.   

   25       Halloran,  Thomas Nast , pp. 145–175; Dewey,  Art of Ill Will , pp. 17–19.   
   26       ‘Death of Mr John Leech’,  The Times , 31 October 1864, p. 10.   
   27       John Ruskin, ‘Appendix I. Modern Grotesque’, in  Modern Painters , Volume IV, 

London: Smith, Elder & Co., 1856, pp. 398–399; John Ruskin,  The Art of England 
– Lectures Given in Oxford , London: John Wiley & Sons, 1884.   

   28       R. W. Buss,  English Graphic Satire and its Relation to Different Styles of Painting, 
Sculpture and Engraving. A Contribution to the History of the English School of 
Art , London: R. W. Buss, 1874; Graham Everitt,  English Caricaturists and Graphic 
Humorists of the Nineteenth Century , London: Swan Sonnenschein & Co., 1893; 
Gleeson White,  English Illustration: The Sixties, 1857–1870 , London: Constable, 
1897; J. A. Hammerton,  Humorists of the Pencil , London: Hurst and Blackett, 
1905.   



INTRODUCTION

[ 22 ]

   29       Linley Sambourne, ‘Political Cartoons [Parts I & II]’,  The Magazine of Art , 1892, 
pp. 21–24 and 42–46; M. H. Spielmann,  History of ‘Punch’ , London: Cassell & Co., 
1895. On Spielmann, see: Julie F. Codell, ‘Marion Harry Spielmann and the Role 
of the Press in the Professionalization of Artists’,  Victorian Periodicals Review , 22 
(1), Spring 1989, pp. 7–15; Julie F. Codell, ‘“The Artist ’ s Cause at Heart”: Marion 
Harry Spielmann and the Late Victorian Art World’,  Bulletin of the John Rylands 
University Library of Manchester , 71, 1989, pp. 139–163.   

   30       Henry Vizetelly,  Glances Back Through Seventy Years: Autobiographical and Other 
Reminiscences , Volume 1, London: Kegan Paul, Trench, Trubner & Co., 1893, p. 
302; W. E. Gladstone, Diary entry, 14 November 1888, in H. C. G. Matthew (ed.), 
 The Gladstone Diaries, Volume XII, 1887–1891 , Oxford: Clarendon Press, 1994, p. 
163; W. E. Gladstone, Letter to Henry Lucy, 14 November 1888, in: H. W. Lucy, 
 Sixty Years in the Wilderness: Some Passages By the Way , London: Smith, Elder, 
& Co., 1911, p. 250; W. E. Gladstone, Diary entry, 7 May 1889, in Matthew,  The 
Gladstone Diaries, Volume XII , p. 203.   

   31       Lucy,  Sixty Years in the Wilderness , pp. 327–329.   
   32       David Low,  British Cartoonists, Caricaturists and Comic Artists , London: William 

Collins, 1942; David Low,  Low ’ s Autobiography , London: Michael Joseph, 1953. 
An earlier study –  Ye Madde Designer , London: The Studio, 1935 – had also paved 
the way for this refl ection on his craft.   

   33       Frederic George Stephens and M. Dorothy George (eds),  Catalogue of Political 
and Personal Satires Preserved in the Department of Prints and Drawings in the 
British Museum , 11 volumes [Volume III in 2 parts], London: The British Museum, 
1870–1954.   

   34       Draper Hill,  Mr Gillray: The Caricaturist. A Biography , London: Phaidon, 1965.   
   35       E. H. Gombrich, ‘Review of Draper Hill,  Mr Gillray the Caricaturist  and John 

Physick,  The Duke of Wellington in Caricature ’,  Burlington Magazine , 108, 1966, 
pp. 206–207; E. H. Gombrich, ‘The Cartoonist ’ s Armory’, in  Meditations on a 
Hobby-Horse , London: Phaidon, 1963, pp. 127–142.   

   36       Roland Barthes, ‘Rhetoric of the Image’, in  Image-Music-Text , Stephen Heath 
(trans.), London: Fontana, 1977, p. 38.   

   37       Umberto Eco, ‘The Myth of Superman’ [1962], in  The Role of the Reader: Explora-
tions in the Semiotics of Texts , Bloomington and London: Indiana University Press, 
1979, pp. 107–124; Umberto Eco,  Apocalittici e integrati: comunicazioni di massa 
e teorie della cultura di massa , Milan: Bompiani, 1964.   

   38       L. H. Streicher, ‘On a Theory of Political Caricature’,  Comparative Studies in Society 
and History , 9 (4), 1967, pp. 427–445; W. A. Coupe, ‘Observations on a Theory of 
Political Caricature’,  Comparative Studies in Society and History , 11 (1), 1969, 
pp. 79–95; W. A. Coupe,  The German Illustrated Broadsheet in the Seventeenth 
Century: Historical and Iconographical Studies , 2 volumes, Baden-Baden: Librairie 
Heitz, 1966 and 1967.   

   39       Roland Barthes, ‘The Third Meaning’, in  Image-Music-Text , Stephen Heath (trans.), 
London: Fontana, 1977, p. 66, n. 1.    

   40       G. M. Thomas (ed.),  20th Century Studies , 13/14 – Politics in Cartoon and Caricature, 
December 1975; Michel Covin, Pierre Fresnault-Deruelle, and Bernard Toussaint 
(eds),  Communication s, 24 – La bande dessinée et son discours, 1976; M. Thomas 
Inge (ed.),  Journal of Popular Culture , 12 (4 – In Depth Section: the Comics as 
Culture), 1979.   

   41       David Kunzle,  The Early Comic Strip: Narrative Strips and Picture Stories in the 
European Broadsheet from c.1450 to 1825  [The History of the Comic Strip, Volume 
1], Berkeley: University of California Press, 1973; Thomas Milton Kemnitz, ‘The 
Cartoon as a Historical Source’,  Journal of Interdisciplinary History , 4 (1 – The 
Historian and the Arts), Summer, 1973, pp. 81–93; Richard Scully, ‘A Serious 
Matter: Erwin D. Swann (1906–1973) and the Collection of Caricature and Cartoon’, 
 Journal of the History of Collections , 27 (1), 2015, pp. 111–122.   

   42       Brian Glaser, ‘Enduring Spirit: Will Eisner’,  Visual Arts Journal , 17 (1), 2009, at:  http://
journal.sva.edu/issues/2009spring/02will_eisner.html , accessed 4 November 2016.   



INTRODUCTION

[ 23 ]

   43       Will Eisner,  Comics and Sequential Art , Tamarac, FLA: Poorhouse Press, 1985; 
Charles Press,  The Political Cartoon , East Brunswick, NJ: Associated University 
Presses, 1981.   

   44       It has been argued – convincingly – that comics and comic art have been a foundational 
cultural determinant for delineating ‘Generation X’, even beyond the original, 
American context: Evi Sampanikou, ‘Generation X in Greek Comics’, in Christine 
Henseler (ed.),  Generation X Goes Global: Mapping a Youth Culture in Motion , 
New York and London: Routledge, 2013, pp. 130–155.   

   45       While there is no ‘canon’ as such, the keynotes of the new literature undoubtedly 
include: Frank Miller and Klaus Janson,  The Dark Knight Returns , Burbank, CA: 
DC Comics, February–June 1986; Alan Moore, Dave Gibbons, and John Higgins, 
 Watchmen , Burbank, CA: DC Comics, September 1986–October 1987; Art Spiegel-
mann, ‘Maus’, in  Raw , July 1980–1991 (completed in one volume –  Maus , New 
York City: Pantheon, 1991).   

   46       Jane Chapman, ‘Comics and the World Wars’, Arts and Humanities Research Council 
(2011–2015), at:  https://ahrc.ukri.org/research/readwatchlisten/fi lmsandpodcasts/
comicsandworldwarsaculturalrecord/ , accessed 3 April 2019; Richard Scully, ‘The 
Cartoon Empire: The Anglo-American Tradition of Political Satire and Comic 
Art, 1720–2020’, Australian Research Council (2013–2015), at:  www.une.edu.au/
about-une/academic-schools/school-of-humanities/research/current-funded-research/
arc-project-the-cartoon-empire , accessed 21 November 2016.   

   47       Charles Press, ‘The Georgian Political Print and Democratic Institutions’,  Compara-
tive Studies in Society and History , 19 (2), April 1977, pp. 216–238; Werner Busch, 
‘Die englische Karikatur in der zweiten Hälfte des 18. Jahrhunderts. Ansätze zu 
einer Entwicklungsgeschichte’,  Zeitschrift für Kunstgeschichte , 40 (3/4), 1977, 
pp. 227–244.   

   48       Robert Justin Goldstein,  Political Censorship of the Arts and Press in Nineteenth-
Century Europe , New York: St Martin ’ s Press, 1989, esp. pp. 72–112; Robert Justin 
Goldstein,  Censorship of Political Caricature in Nineteenth-Century France , Kent, 
OH: Kent State University Press, 1989; Robert Justin Goldstein (ed.),  The War for 
the Public Mind: Political Censorship in Nineteenth-Century Europe , Westport, 
CT and London: Praeger, 2000; Robert Justin Goldstein and Andrew M. Nedd (eds), 
 Political Censorship of the Visual Arts in Nineteenth-Century Europe: Arresting 
Images , Basingstoke: Palgrave Macmillan, 2015.   

   49       See the essays in:  Ridiculosa , Hors série – La presse satirique dans le monde, 2013.   
   50       Francis B. Nyamnjoh,  Africa ’ s Media: Democracy & the Politics of Belonging , 

London, New York, and Pretoria: Zed & UNISA Press, 2005, esp. pp. 204 ff.; Ganiyu 
Akinloye Jimoh,  The Role of Editorial Cartoons in the Democratization Process 
in Nigeria: A Study of Selected Works of Three Nigerian Cartoonists , Boca Raton 
FL:  Dissertation.com , 2010; Daniel Hammett, ‘Narrating the Contested Public 
Sphere: Zapiro, Zuma & Freedom of Expression in South Africa’, in Ebenezer 
Obadare and Wendy Willems (eds),  Civic Agency in Africa: Arts of Resistance in 
the 21st Century , Woodbridge: James Currey, 2014, p. 204.   

   51       Ethan Georges Rabidoux, ‘ Street Gospels : Political Cartoons and their Role in 
Canadian Democracy’,  Canadian Journal of Media Studies , 8 (1), 2010, pp. 1–13.   

   52       Press,  The Political Cartoon , p. 50.   
   53       Chris Lamb,  Drawn to Extremes: The Use and Abuse of Editorial Cartoons in the 

United States , New York: Columbia University Press, 2004, pp. ix–xii.   
   54       Richard Scully, ‘Crossing the Line: Offensive and Controversial Cartoons in the 

21st Century – “The View from Australia”’,  International Journal of Comic Art , 
17 (1), 2015, pp. 336–357.   

   55       Stephen Hess and Sandy Northrop,  American Political Cartoons: The Evolution of 
a National Identity, 1754–2010 , New Brunswick and London: Transaction, 2013, 
pp. 186 and 17–18; Victor S. Navasky,  The Art of Controversy: Political Cartoons 
and Their Enduring Power , New York: Alfred A. Knopf, 2013, p. xviii.   

   56       See, for instance, the good mix of essays in:  Ridiculosa , 4 – Tyrannie, dictature et 
caricature, 1997.   



INTRODUCTION

[ 24 ]

   57       Mark McKinney,  Redrawing French Empire in Comics , Columbus: Ohio State 
University Press, 2013, p. 10.   

   58       W. A. Coupe,  German Political Satires from the Reformation to the Second World 
War, Part I 1500–1848 – Commentary , White Plains, NY: Kraus International, 
1993, pp. xi–xiii.   

   59       Coupe,  German Political Satires , p. xi.   
   60       Richard Scully, ‘The Foundations of the Anglo-American Tradition of Political 

Satire and Comic Art: The Eighteenth and Nineteenth Centuries’,  International 
Journal of Comic Art , 17 (2), 2015, pp. 98–132.   

   61       John J. Richetti,  The Cambridge History of English Literature, 1660–1780 , Cambridge: 
Cambridge University Press, 2005, p. 85.   

   62       Richard Scully, ‘Accounting for Transformative Moments in the History of the 
Political Cartoon’,  International Journal of Comic Art , 16 (2), 2014, p. 342.   

   63       Gombrich, ‘The Cartoonist ’ s Armory’, p. 135.   
   64       Scully, ‘The Foundations of the Anglo-American’, pp. 101–102; Peter Desbarats and 

Terry Mosher,  The Hecklers: A History of Canadian Political Cartooning and a 
Cartoonists’ History of Canada , Toronto: McClelland and Stewart/National Film 
Board of Canada, 1979, p. 23.   

   65       Linda Colley,  Britons – Forging the Nation, 1707–1837 , New Haven and London: 
Yale University Press, 1992; Douglas Fordham, ‘Satirical Peace Prints and the 
Cartographic Unconscious’, in John McAleer and John M. MacKenzie (eds),  Exhibiting 
the Empire: Cultures of Display and the British Empire , Manchester: Manchester 
University Press, 2017, pp. 64–89.   

   66       Richard Johns and James Davey,  Broadsides: Caricature and the Navy, 1756–1815 , 
Barnsley: Seaforth Publishing, in association with National Maritime Museum, 
2012.   

   67       Marcus Wood,  Blind Memory: Visual Representations of Slavery in England and 
America, 1780–1865 , Manchester: Manchester University Press, 2000; Marcus 
Wood,  Radical Satire and Print Culture, 1790–1822 , Oxford: Clarendon Press, 
1994.   

   68       Hans Harder and Barbara Mittler (eds),  Asian Punches: A Transcultural Affair , 
Heidelberg: Springer, 2013; Richard Scully, ‘A Comic Empire: The Global Expansion 
of  Punch  as a Model Publication, 1841–1936’,  International Journal of Comic Art , 
15 (2), 2013, pp. 6–35.   

   69       Simon J. Potter, ‘Communication and Integration: The British and Dominions 
Press and the British World,  c .1876–1914’,  Journal of Imperial and Commonwealth 
History , 31 (2), 2003, pp. 190–206; Simon J. Potter,  News and the British World: 
The Emergence of an Imperial Press System, 1876–1922 , Oxford: Oxford University 
Press, 2003; Simon J. Potter, ‘Webs, Networks, and Systems: Globalization and the 
Mass Media in the Nineteenth- and Twentieth-Century British Empire’,  Journal 
of British Studies , 46 (3), 2007, pp. 621–646.    

   70       L. Perry Curtis, Jr,  Apes and Angels: The Irishman in Victorian Caricature , Newton 
Abbott: David & Charles, 1971; Sheridan Gilley, ‘English Attitudes to the Irish 
in England, 1780–1900’, in Colin Holmes (ed.),  Immigrants and Minorities in 
British Society , London: George Allen & Unwin, 1978, pp. 81–110; D. G. Paz, 
‘Anti-Catholicism, Anti-Irish Stereotyping, and Anti-Celtic Racism in Mid-Victorian 
Working-Class Periodicals’,  Albion , 18 (4), 1986, pp. 601–616; R. F. Foster,  Paddy 
and Mr Punch: Connections in Irish and English History , London: Allen Lane, 
1993; Curtis, Jr,  Apes and Angels , 1997; L. Perry Curtis, Jr,  Images of Erin in the 
Age of Parnell: From the Collections of the National Library of Ireland , Dublin: 
National Library of Ireland, 2000; Michael de Nie,  The Eternal Paddy: Irish Identity 
and the British Press, 1798–1882 , Madison, WI: University of Wisconsin Press, 
2004.   

   71       Ian Fraser Grant,  Between the Lines: A Cartoon History of New Zealand – Political 
and Social History, 1906–2005 , Wellington: New Zealand Cartoon Archive, 2005; 
Edmund Bohan, ‘Auckland ’ s Carbuncle Jack and Mr Punch of Canterbury’, in Brad 
Patterson (ed.),  Ulster–New Zealand Migration and Cultural Transfers , Dublin: Four 



INTRODUCTION

[ 25 ]

Courts Press, 2006, pp. 229–240; Marguerite Mahood,  The Loaded Line: Australian 
Political Caricature, 1788–1901 , Carlton, Vic: Melbourne University Press, 1973; 
Vane Lindesay,  The Inked-In Image: A Social and Historical Survey of Australian 
Comic Art , Richmond, VIC: Hutchinson Group, 1979; Richard Scully, ‘The History 
of the Australian Satirical Press’,  Ridiculosa , Hors série, 2013, pp. 527–541; Jane 
Chapman, ‘ The Aussie , 1918–1931: Cartoons, Digger Remembrance and First World 
War Identity’,  Journalism Studies , 17 (4), 2016, pp. 415–431; Desbarats and Mosher, 
 The Hecklers ; Mary Lu MacDonald, ‘English and French-Language Periodicals 
and the Development of a Literary Culture in Early Victorian Canada’,  Victorian 
Periodicals Review , 26 (4), 1993, pp. 221–227; Terry Mosher, ‘Canadian Political 
Cartooning’,  International Journal of Comic Art , 16 (2), 2014, pp. 1–56; Christopher 
Arthur Holdridge, ‘ Sam Sly ’ s African Journal  and the Role of Satire in Colonial 
British Identity in the Cape of Good Hope,  c .1840–1850’, unpublished MA thesis, 
Faculty of Humanities, University of Cape Town, 2010; Andy Mason,  What ’ s So 
Funny? Under the Skin of South African Cartooning , Cape Town: Double Storey 
Books, 2010; Peter Vale,  Keeping a Sharp Eye: A Century of Cartoons on South 
Africa ’ s International Relations, 1910–2010 , Crossways: Xlibris, 2012. On the 
transnational and imperial origins of these traditions, see: Scully, ‘A Comic Empire’, 
pp. 6–35.   

   72       Josee Desforges, ‘Le débuts de la presse satirique a Montréal:  Le Diable bleu  (1843),  Le 
Charivari canadien  (1844),  Le Scorpion  (1854) et  Le Perroquet  (1865)’, in  Ridiculosa , 
Hors série – La presse satirique dans le monde, 2013, pp. 345–377.   

   73       Ana Pedrazzini and Maria Ximena Ávila, ‘Bref parcours à travers l’histoire de la 
presse satirique argentine de ses débuts au XIXe siècle jusqu’à nos jours’ and Isabel 
Lustosa, ‘La caricature Brésilienne: aspects notables de son histoire’, in  Ridiculosa , 
Hors série – La presse satirique dans le monde, 2013, pp. 303 and 322.   

   74       George Orwell, ‘Boys’ Weeklies’,  Horizon: A Review of Literature and Art , 1 (3), 
1940, p. 174–200; Tony Watkins, ‘Piloting the Nation: Dan Dare and the 1950s’, 
in Dudley Jones and Tony Watkins,  A Necessary Fantasy? The Heroic Figure in 
Children ’ s Popular Culture , New York and London: Garland, 2000, pp. 153–176; 
Alan Moore and Kevin O’Neill,  The League of Extraordinary Gentlemen , San Diego 
and Burbank, CA: Wildstorm/DC Comics, 1999–2007. Also see: James Chapman, 
 British Comics: A Cultural History , London: Reaktion, 2011.   

   75       Jean-Claude Gardes, Jacky Houdré, and Alban Poirer, Introduction,  Ridiculosa  18, 
November 2011, pp. 9–12; Press,  The Political Cartoon , pp. 120–128; Goldstein, 
 Censorship of Political Caricature , pp. 87ff.   

   76       McKinney,  Redrawing French Empire in Comics , p. 10.   
   77       Matthew Screech,  Masters of the Ninth Art:  Bandes dessinées  and Franco-Belgian 

Identity , Liverpool: Liverpool University Press, 2005, esp. pp. 20–42.   
   78       Russel B. Nye, ‘Death of a Gaulois: René Goscinny and Asterix’,  Journal of Popular 

Culture , 14 (2), 1980, pp. 181–195.   
   79       John A. Lent,  Asian Comics , Jackson: University Press of Mississippi, 2015, p. 225.   
   80       Peter Duus, ‘Presidential Address: Weapons of the Weak, Weapons of the Strong – The 

Development of the Japanese Political Cartoon’,  Journal of Asian Studies , 60 (4), 
2001, pp. 965–998; Jozef Rogala,  The Genius of Mr Punch – Life in Yokohama ’ s 
Foreign Settlement: Charles Wirgman and the  Japan Punch , 1862–1887 , Yokohama: 
Yurindo, 2004; Kinko Ito, ‘A History of Manga in the Context of Japanese Culture 
and Society’,  Journal of Popular Culture , 38 (3), 2005, pp. 460–461; Adam Kern, 
 Manga from the Floating World , Cambridge, MA: Harvard University Press, 2007; 
Kinko Ito, ‘Manga in Japanese History’, in Mark W. MacWilliams (ed.),  Japanese 
Visual Culture: Explorations in the World of Manga and Anime , Armonk, NY: M. 
E. Sharpe, 2008, pp. 29–30; Todd S. Munson, ‘“A Sojourner Amongst Us”: Charles 
Wirgman and the  Japan Punch ’,  International Journal of Comic Art , 13 (2), 2011, 
pp. 614–626; Peter Duus, ‘“Punch Pictures”: Localising  Punch  in Meiji Japan’, and 
Sonja Hotwanger, ‘“ Punch  ’ s Heirs” Between the (Battle) Lines: Satirical Journalism 
in the Age of the Russo-Japanese War of 1904–1905’, both in Harder and Mittler 
(eds),  Asian Punches , pp. 307–335 and 337–364.   



INTRODUCTION

[ 26 ]

   81       Mason,  What ’ s So Funny?  See the essays in:  Ridiculosa , Hors série – La presse 
satirique dans le monde, 2013.   

   82       I-Wei Wu, ‘Participating in Global Affairs: the Chinese Cartoon Monthly  Shanghai 
Puck ’, and Christopher Rea, ‘“He ’ ll Roast All Subjects That May Need the Roast-
ing”: Puck and Mr Punch in Nineteenth-Century China’, both in Harder and 
Mittler (eds),  Asian Punches , pp. 365–387 and 389–422; Lent,  Asian Comics , esp. 
pp. 41–46.   

   83       See the essays in ‘Part III –  Punch  in the Middle East’, in Harder and Mittler (eds), 
 Asian Punches , pp. 185–303; José Alanez,  Komiks: Comic Art in Russia , Jackson: 
University Press of Mississippi, 2010, esp. pp. 13–30.   

   84       Christopher A. Vaughan, ‘Cartoon Cuba: Race, Gender and Political Opinion Leader-
ship in Judge, 1898’,  Ecquid Novi: African Journalism Studies , 24 (2), 2003, pp. 
195–217; N. Han Jung-Sun, ‘Empire of Comic Visions: Japanese Cartoon Journalism 
and its Pictorial Statements on Korea, 1876–1910’,  Japanese Studies , 26 (3), 2006, 
pp. 283–302; Andrekos Varnava, ‘ Punch  and the British Occupation of Cyprus 
in 1878’,  Byzantine and Modern Greek Studies , 29 (2), 2005, pp. 167–186; Abe 
Ignacio, Enrique De La Cruz, Jorge Emmanuel, and Helen Toribio,  The Forbidden 
Book: The Philippine-American War in Political Cartoons , San Fancisco: T’boli 
Publishing, 2004.   

   85       Partha Mitter,  Art and Nationalism in Colonial India, 1850–1922: Occidental 
Orientations , Cambridge: Cambridge University Press, 1994; Mushirul Hasan,  Wit 
and Humour in Colonial North India , New Delhi: Niyogi, 2007; Ritu Khanduri, 
‘Vernacular Punches: Cartoon and Politics in Colonial India’,  History and Anthropol-
ogy , 20 (4), 2009, pp. 459–486; Mushirul Hasan,  Wit and Wisdom: Pickings from 
the Parsee Punch , New Delhi: Niyogi, 2012; Ritu Gairola Khanduri, ‘ Punch  in 
India: Another History of Colonial Politics?’, in Harder and Mittler (eds),  Asian 
Punches , pp. 165–184.    

   86       Kanchanakesi Warnapala, ‘Caricaturing Colonial Rule in Sri Lanka: An Analysis 
of  Muniandi , the Ceylon  Punch ’,  Early Popular Visual Culture , 10 (3), 2012, pp. 
227–244; Lent,  Asian Comics , pp. 255–265, 305–318.   

   87       Timothy S. Benson and Anthony Gorst,  Suezcide: A Cartoon History of the 1956 
Suez Crisis , London: The Political Cartoon Society, 2006.   

   88       Marilyn Booth, ‘Insistent Localism in a Satiric World: Shaykh Nagg ā r ’ s “Reed-Pipe” 
in the 1890s Cairene Press’; Eliane Ursula Ettmueller, ‘Ab ū  Nazz ā ra ’ s Journey 
from Victorious Egypt to Splendorous Paris: The Making of an Arabic  Punch ’; and 
Marilyn Booth, ‘What ’ s in a Name? Branding  Punch  in Cairo, 1908’; all in Harder 
and Mittler (eds),  Asian Punches , pp. 187–244 and 271–303.   

   89       Elif Elmas, ‘Teodor Kassab ’ s Adaption of the Ottoman Shadow’, in Harder and 
Mittler (eds),  Asian Punches , pp. 245–270.   

   90       Scully and Quartly,  Drawing the Line ; Manning and Phiddian (eds),  Comic Com-
mentators ; Harder and Mittler,  Asian Punches ; Chapman, Hoyles, Kerr, and Sherif, 
 Comics and the World Wars .   

   91       László Kürti, ‘“The Women-fl ogger, General Hyena”: Images of Julius Jacob von 
Haynau (1786–1853), Enforcer of Imperial Austria’; Annick Pellegrin, ‘Nothing 
New under the Western Sun: The (Necessity and Inevitability of the) Conquest 
of the Americas in U.K.R.O.N.I.A./ Les Brigades du temps  and  Helldorado ’; and 
John Moores, ‘John Leech ’ s “‘General Février’ Turned Traitor” in the Imperial 
Imagination’,  International Journal of Comic Art , 16 (2), 2014, pp. 65–90, 91–110, 
and 111–131.   

   92       Scully, Introduction to: ‘Comic Empires: A Symposium’, p. 61.   
   93       Maren Jung-Diestelmeier,  ‘Das verkehrte England’ – Visuelle Stereotype auf 

Postkarten und deutsche Selbstbilder 1899–1918 , Gottingen: Wallstein, 2017.    
   94       Ambiguity and ambivalence is something inherent in Jung-Diestelmeier ’ s work 

(see above), but also more explicit and intrinsic to: Richard Scully,  British Images 
of Germany: Admiration, Antagonism & Ambivalence, 1860–1914 , Basingstoke: 
Palgrave Macmillan, 2012.   



INTRODUCTION

[ 27 ]

   95       Henry Miller, ‘The Problem with  Punch ’,  Historical Research , 82 (216), May 2009, pp. 
285–302; Richard Scully,  Eminent Victorian Cartoonists – Volume I: The Founders , 
London: The Political Cartoon Society, 2018, p. 17.   

   96       Leary,  The  Punch  Brotherhood , pp. 39–44.   
   97       Richard D. Altick, Punch : The Lively Youth of a British Institution, 1841–1851 , 

Columbus: Ohio State University Press, 1997; Henry J. Miller, ‘John Leech and 
the Shaping of the Victorian Cartoon: The Context of Respectability’,  Victorian 
Periodicals Review , 42 (3), Fall 2009, p. 267–291.   

   98       Scully,  Eminent Victorian Cartoonists – Volume I , pp. 156–157.   
   99       Frankie Morris,  Artist of Wonderland: The Life, Political Cartoons, and Illustrations 

of Tenniel , Charlottesville: University of Virginia Press, 2005, pp. 248–262.   
   100       John Tenniel, April 1889, quoted in Spielmann,  History of ‘Punch’ , p. 463.   
   101       John Tenniel, ‘Punchius Imperator A.D. MDCCCLXXVI’,  Punch ’ s Almanac for 

1877 , 14 December 1876, pp. 8–9.   
   102       Hiley, ‘Showing Politics to the People’; Richard Scully, ‘Towards a Global History 

of the Political Cartoon: Challenges and Opportunities’,  International Journal of 
Comic Art , 16 (1), 2014, pp. 29–47.   

   103       See the essays in:  Ridiculosa , 24 – Satire visuelle et espace public, 2017.   
   104       Scully and Quartly, ‘Using Cartoons as Historical Evidence’, p. 01.5.    
 




