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While the library of Carl von Ossietzky-University in Oldenburg, Germany, 
holds a special collection of around 5000 early British comics, that collection is 
not catalogued nor digitised extensively, far from it. Throughout his years as a 
teacher at the university, Kevin Carpenter has promoted research into this spe-
cial collection, and while insisting that he did not collect comics, he has collect-
ed his own catalogue of early British comics to be able to show how these work, 
how stories were told in text-adventures as well as in caricatures and comics, 
how themes re-appeared and changed when re-told. 

While working with Kevin Carpenter’s collection, its width and strengths have 
become clear: The material allows us to look not only into the bandwidth of 
productions at the time, understand the development and establishment of a 
dedicated section in publishing and its titles, figures, styles, and genres. Also, 
influences on and interdependencies between individual publications become 
visible and allow to understand better in what way individual social issues, 
cultural changes, and historic events and incidents were taken up in what ways 
in the comic papers then. It invites to discover forgotten contributions to the 
history of comics as well as the narrative culture of its time – good and bad. 

Not only because I am most grateful for receiving Kevin Carpenter’s collec-
tion, but also because of the doors it opens for research and contemplation, I 
want to share it with interested readers and researchers by publishing selections 
from it. This way, more than just single representative examples become easily 
accessible and allow to understand the narrrative strategies, routines, but also 
the extend of experimentation and development in these comics. And, not at 
least, they allow us to see better similarities and differences in other comics’ 
developments.  

       Jakob Dittmar, 2025
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Illustrated Chips was published by Alfred Harmsworth (later Lord Northcliffe), 
who founded the Amalgamated Press in 1901 to contain his diverse publications. 
While he later established the Daily Mail and Daily Mirror, he started with small-
er publications across different fields, earning most from entertainment periodi-
cals. 

In 1890, after having analysed the market, he hastily assembled a paper called 
Comic Cuts. Its huge success marked the beginning of the comic paper-boom in 
Britain. The new comics cost a halfpenny each, and competition for these ha’pen-
nies was fierce. Without revealing its exact weekly sales, the editor of Comic Cuts 
soon boasted that its circulation equalled the combined sale of all its competitors 
(Comic Cuts, 15 November 1890), a few months later assessing its average issue 
readership as “two or three million people” (Comic Cuts, 7 March 1891), and 
scornfully adding early the following year that most of the forty or fifty imitations 
had “died a lingering death” (Comic Cuts, 6 February 1892). To squash the re-
maining competition, Harmsworth speedily brought out a companion to his first 
comic, calling it Illustrated Chips (1890). Both of these comics initially pinched 
material from abroad, although they very soon relied almost exclusively on mate-
rial provided by British artists. Short comic strips, along with single-picture car-
toons, often appeared on the cover pages of these comics; full strips were rare. In 
1904, the Amalgamated Press started the popular children’s coloured comic Puck 
(the title had been lifted from the successful US-American humorous paper es-
tablished in 1871). As colour-printing was more expensive, these publications by 
the Amalgamated Press were directed at more affluent readers. Their success did 
prove that affluent parents were happy to spend more on good print and approved 
content for their young children’s entertainment. It seems safe to say that Illustrat-
ed Chips was directed at working-class readers while Puck aimed for middle-class 
readership. Ten years later it was the huge popularity of the colour-printed comic 
The Rainbow (1914) that indicated how large the upmarket market for these “nurs-
ery comics” actually was. Once the First World War was over, the Amalgamated 
Press soon released a new range of colour-printed titles for well-off families, 
beginning with Tiger Tim’s Tales (1919), relaunched as Tiger Tim’s Weekly (1920), 
then Playtime (1919) and later Playbox (1925).

Following price standardization at the Amalgamated Press in the autumn of 1922, 
they cost a penny (1d) apiece, a price that seemed to have fallen within the dis-
cretionary pocket money of lower-middle-class and working-class youngsters, 
particularly boys. These “black comics” included the old stalwarts Funny Wonder, 
Chips, and Comic Cuts, also Merry and Bright (1910) along with the newcomers 
Joker and Larks (1927) and many more. In its heyday in the 1930s, Illustrated 
Chips alone reputedly sold a million copies per week. Nor were these comics 
only available in Britain and Ireland. Many “overseas editions” were distributed 
through agents in Canada, Australia, New Zealand and South Africa, the shipped-
out versions generally consisting of one or more comics folded or stapled inside 
one another. 

Amalgamated Press, 
Illustrated Chips and Puck
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The Comics in 
Illustrated Chips and Puck

Up-To-Dayte’s Academy’, ‘Professor Radium’, ‘Dr. Patent’s 
Academy’. Also figures from history and literature are used for 
fantastic fictional jokes that relate to the historic context or fic-
tional storyworlds of these figures:  ‘Sir Walter Raleigh’, ‘Oliver 
Twist & The Artful Dodger’. 

The extend of borrowing and direct lifting of material that can 
be seen in the pages of these early comic papers is noteworthy. 
Not only the Amalgamated Press but rather the entire industry 
seems not to have cared about copyrights at all: Story ideas, fig-
ures and punch-lines were partly original, partly lifted straight 
from other publications. Other names and figures are clearly 
designed to fit as close as possible on a design in a competitor’s 
paper. With these, the sources of inspiration are never hard to 
find. The same can be said for developments in visual storytell-
ing, as the possibilities and peculiarities of comics narration and 
design were only beginning to develop then. But, considering 
that speech balloons had been fully established within British 
caricature around the middle of the 19th century, it is notewor-
thy how long it took for the speech balloon to become estab-
lished as the main text-form in comics even after it was used 
sucessfully in 1902 on ‘Happy Hooligan’ and other US-pub-
lished comics by Frederick Opper. 

The way these comics tell their stories raise questions about 
their audiences and have to be considered together with the 
text-adventures and romances that were half of the content of 
not only Illustrated Chips. In the caricatures, comics, and illus-
trated comments, the narrations relate partly explicitly to other 
comics’ titles but also to comics as a medium itself. Texts partly 
are written in a tone of confidentiality, irony, partly jovial, partly 
chummy even, or determined. 

The styles of drawing are diverse: some images, especially 
of distingued members of society, show gentlemen and ladies 
in the same style as advertisements did at the time, especial-
ly women are drawn in the same style as illustrations for the 
novels of the time employed: with delicately lined curly flowing 
linework, while other figures are shown in clear and simplifying 
lines. Frames around these images often are art-noveau-inspired 
and decidedly not square boxes around images. These quare 
boxes are established in the comics at the very same time to 
structure the sequence of images clearly. To illustrate the dif-
ferences between these approaches, a few selected caricatures 
are included in this volume. The focus of this collection is on 
comics, though, with the example on the right being exeptional 
in its use of the frames as part of images and their frames.  

While different publications were put on the marked, merged or re-named as the 
owner considered best, a host of comics were published in these. If they were not 
really boosting sales, they were stopped abruptly, while similar themes and figures 
re-appeared under new names and in slightly different circumstances. Guest-ap-
pearances of figures from one comic in other comics were used to attract readers 
of the different titles to read all the others comic papers as well. At the same time, 
no names of artists or writers are stated in the pages of Illustrated Chips and its 
sister-publications, they were not considered important nor in support of sales.

For many years, the two sections in the comic papers: “Screaming Sketches, En-
grossing Tales” (masthead of The Comic Home Journal, 1902) or inversely “The 
Best Stories and the Funniest Pictures” (masthead of Illustrated Chips, 1922), re-
mained separate and distinct. Perhaps this clear compartmentalisation into serious 
fiction here, humorous comic strip there, is one of the reasons why the adventure 
strip was slow to enter and then develop in British comics. The rule remained that 
about half of the content of Illustrated Chips consists of fictional texts, editor’s 
comments, satires, and of course advertisements. The other half are not illustrated 
texts as mentioned before, but are picture-based: Apart from the longer running 
main comic titles, many comics were included in the pages of Illustrated Chips 
and Puck that were one-offs, like the figures in most of the caricatures created for 
one contribution only. While much of the comics content were comic strips of 
varying length, some of the comics were full-page comics, running in every issue 
of their publication as long as they were popular enough to support sales. The fluid 
co-existence of these diverse visual formats in sometimes crowded juxtaposition 
proves that readers had no issues with these wild blends of different types of story-
telling, commenting, and advertising at all.  

The names of the figures and their comics titles brim with alliterations (the list is 
far from complete): ‘Maggie the Magpie’, ‘Sammie Snail’, ‘Sammy Sardine and 
the Tiddler Twins’, ‘Silas Submariner’, ‘Sammy the Soothsayer’, ‘Chutney the 
Charmer’, ‘Gussie, the Giddy Ghost’, and the wildest of alliterative titles: ‘Bill 
and Ben, our Bold, Bad Balloonatics’, soon changed to ‘Bill and Ben, our Bold, 
Bad Balloonists’, though. Even the most successful and long-running full-page 
titles in the comics of Amalgamated Press are part of this approach. While they 
are not included in this volume, they are crucial in the context of the publisher’s 
production profile and in their effects on comics history: ‘Weary Willie and Tired 
Tim’ (see separate volume in A3 due to their page-formats), and ‘Tiger Tim’. 
While ‘Casey Court’ was one of the longest-running series, it never covered full 
pages itself but remained a little under a half-tabloid-page. The name and the 
figures of the ‘Casey Court’ were used across the publisher’s output, partly appear-
ing in other comic titles, partly under their own name, usually as the ‘Casey Court 
Boys’, and in sequential image comics (a collection of one-panel jokes of the 
‘Casey Court’ is available in a separate volume, too). 

Other titles existed alongside, and indicated the genre or topic of the material. For 
example: ‘The Newlyweds’ (redrawn after the US-original in Edwardian style and 
settings), ‘Merry Andrew’, ‘Billy Smiff’s Pirates’, ‘The Little Stowaway’, ‘Dr. 
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No names of artists or writers are stated in the pages of Illustrated Chips and its 
sister-publications, even those who drew the most successful titles in the publi-
cations of the Amalgamated Press. Alan Clark states that the most accomplished 
illustrators were allowed to sign their work, but this seems to have been the case 
only later, the material sampled for this collection seems not to support his state-
ment generally. Despite the anonymity, some illustrators are known, not at least 
as Clark and others have researched extensively on them: Julius Baker started 
and provided several titles, as did Tom Browne. Most illustrators also worked for 
regional or local papers, as well as in advertising, and while some illustrators have 
been very productive, they seem to have not been working on their own but partly 
in studio-like teams with division of work: Details are not recorded, but we know 
that there were writers, main illustrators, fill-in artists, and letterers. But it seems 
that no record has been kept on who worked at what time on what title. As the 
archive of the Amalgamated Press has not been preserved, much remains unclear. 
While some information is available for individual artists, others have remained 
hardly more than names on lists of contributors to these periodicals. It has to be 
assumed that quite some illustrators have not been recognised at all, yet. With 
attribution of comic strips produced during the 1914–18 war is even trickier, as 
“duplicators” replaced some of the men away on active war-service. Also, there 
seem to be no female artists at this stage of the British comics industry, despite the 
pioneering work of Marie Duval on ‘Ally Sloper’ from 1867 to 1880. But several 
female writers worked for Amalgamated Press, usually using male pen-names. 

Personal style was of no advantage for working in illustration and comics produc-
tion, then. Rather, illustrators were employed to fill in under vacancies or holidays. 
For example, Walter Bell was known for his ability to draw in the styles of oth-
er illustrators and took over ‘Casey Court’ for ten years as well as he drew Tom 
Browne’s ‘Weary Willie and Tired Tim’. Frederick Adkins worked as a letterer, 
drew filler jokes, and some comics apart from standing in for other illustrators if 
needed. Some produced a lot of different titles: Apart from Casey Court, Julius 
Stafford Baker invented and produced the following titels. As with the other illus-
trators, a lot of smaller productions could be added. ‘Hans the Double Dutchman’ 
(Comic Home Journal), ‘Billy Smiff’s Pirates’ (Puck), ‘Stone Age Peeps’ (Illus-
trated Chips), ‘The Inventions of Pat’ (Nuggets), ‘Henry Hawkins’ (Jester and 
Wonder), ‘Comic Cuts Colony’ (Comic Cuts), ‘Raggs Rents’ (Merry and Bright), 
‘Prehistoric Pranks’ (Funny Wonder), ‘Dr Croc’s College’ (The Sunday Fairy), 
‘The Moonshine Movie Nibs’ (Lot-O’-Fun).

Louis Briault created some other alliteratively named capers like ‘The Rollick-
ing Rambles of Reggie and Roger’ (for Larks) and ‘Old London Laughing’ (for 
Butterfly). He contributed to the establishment of comics based on film-stars with 
his ‘The Comical Capers of Billie Reeves, the Scream of the Screen’ (for Sparks 
in 1916). Bertie Brown (alias Albert Thacker Brown) drew ‘Homeless Hector’ 
for Illustrated Chips, ‘Pa Perkins and His Son Percy’, ‘Dad Walker and his Son 
Wally’ for Larks. Bertie Brown started in 1915 one of the very first comics centred 
on the film star Charlie Chaplin. As sales increased sharply, more Chaplin-relat-

The Illustrators

ed material was published and comics that told stories around other movie stars 
became established after the First World War as the cinema had become the main 
entertainment provider. 

While the editor would write instructions to the artists for the production of the 
next number, there have been writers in the permanent employ of Amalgamated 
Press who did not only provide text-adventures. But whether they provided texts 
and scenarios for the one-page comics for example, is unknown. 

The exchange of talent (i.e. workforce) between competitive publishers is un-
known but seems to have been rather limited. Noteworthy is in this regard Allan 
Morley, who was a most established contributers to D.C. Thomson, the main 
competitor to the boys’ papers of the Amalgamated Press since the 1920s, but 
drew ‘Casey Court’ at some point in the run of that title anyway. Please note the 
ubiquity of the same alliterative titles for his productions for Thomson in that con-
text: ’Keyhole Kate’, ’Hungry Horace’ and ’Freddy the Fearless Fly’ to name only 
some that have been started by Allan Morley.

Charlie Pease (Albert T. Pease) worked for most titles of the Amalgamated Press. 
He started ‘Peter Parsnips’, ‘Wee Willie Winkle’ and ‘Darkie Mo and Jolly JuJu’, 
as well as the military humor strip ‘Plum and Duff: The Boys of the Bold Bri-
gade’. The Comiclopedia (Lambiek.net) writes in their long and detailed entry on 
him about idea generation and production methods: ”Pease also wrote scripts for 
his colleagues, using an original technique for coming up with ideas. He marked 
two self-made spinning wheels with random words. When in search of a new plot-
line, he spun the wheels and waited what word combination came up when they 
came to a halt. He then tried to build a script around these two words. Afterwards, 
he sketched out the stories on thin sheets of paper and sent them to his editor. The 
editor then suggested some changes or additions and sent everything back, after 
which Pease (or another artist) worked out the drawings and inked them.” (https://
www.lambiek.net/artists/p/pease_charlie.htm)  

 
Illustrated Chips, 29 June 1907
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Amalgamated Press pushed new titles into the 
comics market and dominated it quite quickly 
until its position was successfully attacked in 
the 1920’s by the Scottish publisher D.C. Thom-
son. In the Amalgamated Press, content and 
talent was shared and moved between the differ-
ent publications while adjustments for different 
audiences were made, for example the children 
of ‘Casey Court’ (of Illustrated Chips) appeared 
in ‘the Newlyweds’ (Puck), but were presented 
as a danger to prosperity and order in the house 
(see the volume on ‘Casey Court’ for details). 
Other material was moved without changes to 
its tone, as the example of ‘Chutney the Charm-
er’ in this volume illustrates. 

The advantage of cross-publication marketing 
as well as the pull-factor of sucessfull figures 
was maximised, not least on the editor’s pages, 
where the editors advised and recommended the 
sister papers to they readers. Also, figures read-
ing the different papers are included in several 
of the comics and one-panel series like ‘Casey 
Court’. 

While coloured comic journals were more 
up-market and expensive, the papers printed 
in black were called ”black comics” despite 
their tinted papers. These spread into a group of 

aproximately a dozen tabloid newspaper-format 
comics produced for lower-middle-class and 
working-class families: Larks, Jester, Joker, 
Butterfly, Favourite Comics, Jolly Comic, and 
others, including the established Comic Cuts 
and Illustrated Chips. They contained four 
pages of serialised story in small print and four 
pages of humorous strips. 

While each of these periodicals pointed at the 
others in advertisements and editorial, these 
were also referred to in the images: papers with 

Advertising and Placement Across Titles

Illustrated Chips, 16 March 1907

Illustrated Chips, 18 May 1907

Illustrated Chips, 2 December 1907 (enlarged reproduction)

the titles of the other journals regularly appear 
in all kinds of comics. The figures from one title 
were mentioned or even appeared as figures in 
other titles. Also, figures from the more success 
comics were used in caricatures, for decorative 
bands and ornaments etc. For example, most 
tramp-figures appeared in pairs that were varied 
only slightly: thin and long one of them, short 
and round the other. To illustrate that method, a 
few examples for these uses are shown on this 
double page from ‘Weary Willie and Tired Tim’ 
to very similar figures are shown on this double 
page. The character design of the figures even 
points at the influence of comics on early film, 
as they clearly predate the set-up of the Lau-
rel and Hardy-duo while including the typical 
physicality and practical humour of those early 
films. The hectic farce of these comics seems to 
have filtered through into early slapstick film. 
That again fed back into British comics: When 
the cinema started to take form in the early 
1910s, a series of small, cinema-related strips 
started to appear in the comics. Soon, comics 
were constructed around the stars of film with 
Charlie Chaplin dominating the field for years. 
The comics papers had no difficulties to include 
comics later that were explicitly starring Laurel 
& Hardy, either. A favourite of the readers, these 
ran as long as both stars were alive (until 1957). 
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Illustrated Chips, 8 May 1907

Chutney the Charmer

While publishers of fiction certainly promoted British hegemony long before the 
Ewardian age, most had focused on stories that used the empire as a colourful 
backdrop to their adventure stories. In difference to that, Harmsworth’s titles were 
an efficient mouthpiece for the jingoism of the age (Carpenter 1983 52). In how 
far that jingoism and racism in these publications mirrored the mood and opinion 
in wider society or whether they helped these positions to gain the dominance they 
then held in public opinion goes beyond the reach of this publication. 

The Amalgamated Press dominated the market for entertainment periodicals, in-
creasingly also with productions earmarked for young audiences. The perspective 
expressed was not unusual, as all publications in Britain, not only the entertain-
ing press with its ready use of ethnic and racial stereotypes, reflected and mostly 
sustained the Imperialist world view interwoven with racist ideas of superiority of 
some over others, convenienty decorating exploytation with some assumed obli-
gation of “white man’s burden”. That position was predominant in British popular 
media, but not shared by all. How much differentiaton of positions was given in 
real life is unclear, but it has to be remembered that in several comics black figures 
simply are part of the personnel, they act and are treated like all other figures. Not 
all fictional adventure-stories looked down at other cultures, but the most. Depent-
ing on recent wars and unrests in the British empire, different ethnic and racial 
groups are in the focus of jokes. Quite some comics of the later Edwardian time 
make fun of Asian figures, invariably showing these in coolie-garb and with one 
long pigtail each. And without a doubt, these visual stereotypes go beyond simpli-
fications into types, in early comics they often combine with the use of derogatory 
terms and names. They are part of the zeitgeist and contribute to the indoctrination 
of readers into underlying mindsets. Even when comparing these to the generally 
rough humour that is played out in the names and attributions given irrespective of 
racial or national contexts across comics productions of the time, the difference is 
getting more clear in the ways these figures are used for telling jokes. 

Please bear in mind that these routines were conspised by some already then, 
while the mainstream continued to consider racist stereotyping funny much longer. 
It continued easily into post-Second World War society, where some elements of 
this everyday racism were so established that some less-reflective members of so-
ciety defend it as part of their nostalgic memories of childhood. There is a straight 
line from the material here to the racism of Boris Johnson and sorts.  

It has to be pointed out that the Science Fiction adventure comics of the 1950s and 
60s apply the same jingoistic approach still, only black figures have become green, 
Africa has turned into a planet of its own, and the colonial officers have gotten 
new uniforms (Carpenter 1982, 77). The treatment of the Windrush-arrivals and 
after is part of the picture, not its excessive abboration. Earlier, in 1939, George 
Orwell examined the contents of the best-selling boys’ weekly papers and con-
cluded that these preserved the worst illusions of the Edwardian age. The positions 
taken in these papers had not reacted to changes in the world nor to the increasing 

Stereotypes, Types,  
and Fictions of Empire
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Illustrated Chips, 29 June 1907Illustrated Chips, 15 June 1907

demands for representation and independence from colonies and dominions - in 
his words the position taken was that ”the clock has stopped at 1910 and Britannia 
rules the waves” (Orwell, George: ”Boys’ Weeklies.” In: Horizon, March 1940). It 
did not change really after the war, either. 

This volume collects material from that very Edwardian age, with the most exam-
ples published in 1907. The material has to understood in that light: the underly-
ing tone permeats much of the material and reminds readers of those illusions de 
grandeur that translate into dreams of special relationships with the hegemonies of 
our time that Britain can not really afford. (Stop ranting! - Ed.)

Please remember with all representations included here that they illustrate how 
the majority of the British did see the world then. And: French, Italian, Belgian, 
German, and US American media were absolutey not different: Their reciprocal 
imperialist mindsets did set the stage for World War One. 
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Topical Jokes: 
Bad Housing for Example

Illustrated Chips, 8 June 1907 (reduced reproduction)

After newspaper taxes had been reduced, new printing presses that were faster 
and cheaper were installed and efficient distribution established, the penny press 
had taken off in the 1840s as most working-class people could not afford much, 
more managed to buy the penny papers, partly by sharing the costs in a group 
who would then share the papers and entertainments: Each copy of these papers 
was read by several people until it fell to rags (Carpenter 1983, 6). And that was 
because they offered distraction as well as recognition: readers were able to relate! 

Housing was not regulated in Britain before 1909 at all, landlords and builders 
took advantage of this and provided housing that was as small and as densely built 
as possible. Minimal criteria for decent housing were not formulated officially 
until the housing acts of 1909, of 1919, and of 1930. When comic papers became 
affordable to the masses before 1900, the housing conditions, especially in the 
quickly grown urban areas, accordingly were bad for the majority of Britain’s 
poorest families and only slightly better for the more wealthy parts of the working 
classes who could afford better ventilated dwellings. Many people were living 
in unhealthy and overcrowded back-to-back houses that were owned by private 
landlords. And while most people had access to clean water, they partly had to 
go a bit to the location of the next waterpump. Washing with hot water at home 
was a luxury in these houses and hygiene accordingly. As rents tended to be high, 
and money was scarce for most, workers could not afford fresh or nutritious food. 
Also money to all other purposes like clothing and of course entertainment was 
very limited. At the same time, more people could read once the Education Act of 
1872 had an effect. The pricing strategy of the Harmsworth publications and later 
Amalgamated Press worked. People needed amusement and found themselves 
or some of their concerns represented, especially in these conditions. Duly, the 
reality of the comics includes a high number of tramps and poor street urchins and 
the like, also many guards and policemen as representations of authority, and quite 
some slum environments. For example, housing blocks and similar densely pop-
ulated dwellings appear in quite some images, but with very different functions 
within the story or comment:  

Illustrated Chips, 20 April 1907
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Illustrated Chips, 29 June 1907

They can symbolise the cleverness of their proprietors as in all examples on this 
and the previous pages. They even connotate an advantage of the high-rise over 
the small house - note for example the depiction of children and their activities in 
the above comic in difference to the collapsing building on the previous page. 
They all illustrate the consequences of this form of living for their inhabitants, the 
difference between the above examples and the example taken from ‘Mulberry 
Flats’ by Comic Cuts on the right is that the inhabitants flee their creditors and the 
ramshackle building rather than staying in place. This last example was published 
after the Housing Act of 1909 was passed, the others before. In all of them, readers 
would have recognised aspects of their housing situation, but if they read these as 
idealisations of alternative building forms to back-to-back houses and the like or 
rather as wry comment on profiteering from the need for living space is not clear. 
But while the tone of the texts is ironising and ambivalent in its judgement of 
the described actions, the visuals of the comic show the self-evacuating tennants 
clearly in a positive way (with the tennant of the top floor drawn in the likeness of 
the comic-hero Tired Tim). And while it is a comics reader that accidentally calls 
the bluff that kept the creditors at bay, the comic still makes light of their evasion. 

While political content was not permitted in the magazines, editors and illustrators 
(who themselves belonged to the middle-classes mostly) knew their audiences and 
balanced their messages with examples of paternalistic advice regularly found in 
the editorial. The stories provided escape, while the comics, caricatures, and jokes 
made light of things as well as they acknowledged the reality of readers.   
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Animals in Comics 

The action in these comics and caricatures is rough and physical, people and ani-
mals as well as objects are knocked about a lot. This had been included since the 
work of Tom Browne, Charles Genge, Ralph Hodgson and Frank Holland in the 
1890s, artists whose comic strips had presented vagrants and bad boys in all man-
ner of fights and scrapes. Ink lines conveying movement, speed and action, along 
with rapidly sketched facial expressions suggesting surprise, shock, anger or glee, 
had rapidly become firmly established in the comic strip artist’s repertoire.

Some comics tell stories of anthropomorphised animals or uses animals in the tra-
dition of the fable, influenced heavily by Wilhelm Busch’s interpretations, though.
Later, when the comics market is differentiated more, especially nursery comics 
are filled with talking groups of animals that behave usually rather nice and de-
cent, often directed by some clever human child. 
In comics that tell stories about humans, animals appear partly as sidekicks and 
comic relief, even as commentator (see the parrot in ‘the Newlyweds’ for exam-
ple). For other animals in these comics, as well as in many of the short comics and 
drawn jokes, animals are played tricks on without mercy or restraint. 

Illustrated Chips, 16 February 1907

Tigers are understood to be danger-
ous, they hunt or are hunted, while 
cats seem to have been considered fair 
game for all kinds of cruelty by the 
artists, at least judging from the exam-
ples found in the material (see illus-
trations on these pages for examples). 
The social reality behind this might 
need more detail, at the moment no full 
picture can be given. Obvious is that 
quite some superstition involving cats 
is documented for Britain as well as for 
other European countries. These ideas 
were particularly dangerous for the 
cats: For example, anectodal evidence 
suggests the custom to brick in a living 
cat in the attick of a newly built house 
to protect the house against fire. This 
particular custom has been documented 
from various places in Britain, where 
starved cat-cadavers have been dis-
covered under restauration work. But 
it still seems a wild guess to conclude 
that cats were mistreated more than 
other animals then. 

Illustrated Chips, 15 June 1907

Illustrated Chips, 2 December 1907

Puck, 21 September 1907

Puck, 28 December 1907
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Maggie the Magpie

Puck, 22 December 1906

Puck, 26 October 1907

Puck, 25 January 1908Illustrated Chips, 5 January 1907
Puck, 25 January 1908
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Puck, 28 December 1907

Puck, 22 February 1908
This strip has been reproduced in smaller scale,  

all others are shown as originally published.

While ‘Maggie’ seems to be the name most given to magpies where Eng-
lish-speakers are concerned, the origin of this alliterative naming is unclear.  
Was it already established when Puck included comics under that very name? The 
host of today’s children’s books about magpies call that bird Maggie anyway. 

Puck, 21 September 1907

Puck, 25 January 1908
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Puck, 21 September 1907 Puck, 28 December 1907

Sammy Snail
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Puck, 25 January 1908 Puck, 22 February 1908
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Illustrated Chips, 2 February 1907

Adventures of Sammy Sardine  
and the Tiddler Twins

Illustrated Chips, 5 January 1907
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Illustrated Chips, 23 February 1907

Illustrated Chips, 16 March 1907

Illustrated Chips, 9 February 1907

Illustrated Chips, 16 February 1907
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Illustrated Chips, 9 March 1907

Illustrated C
hips, 2 M

arch 1907
Illustrated C

hips, 23 M
arch 1907
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Illustrated Chips, 6 April 1907

Illustrated Chips, 30 March 1907 Illustrated Chips, 27 April 1907



4342

Silas the Submariner

Illustrated Chips, 4 May 1907 Illustrated Chips, 11 May 1907
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Illustrated Chips, 1 June 1907 (damaged) Illustrated Chips, 15 June 1907

Illustrated C
hips, 18 M

ay 1907
Illustrated C

hips, 25 M
ay 1907
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Puck, 26 O
ctober 1907

Puck, 28 D
ecem

ber 1907
The Little Stowaway

Illustrated Chips, 13 April 1907 Illustrated Chips, 20 April 1907
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Puck, 21 September 1907

The Newlyweds

Puck, 25 January 1908Puck, 21 September 1907
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Puck, 28 December 1907

Puck, 26 October 1907

Please note especially the details in the text for image No 4: Should this be the or-
igin to the Monty Pyhton’s ‘Dead Parrot Sketch’ of approximately 60 years later? 
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Puck, 22 February 1908

Puck, 25 January 1908
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Dr. Patent’s Academy

Puck, 22 December 1906 Puck, 26 October 1907
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Illustrated Chips, 2 February 1907

The Misadventures of Tatcho the Seer

Illustrated Chips, 5 January 1907
Puck, 28 December 1907

Puck, 25 January 1908
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Illustrated Chips, 2 March 1907
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Illustrated Chips, 9 March 1907

Sammy the Soothsayer
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Illustrated Chips, 23 March 1907 Illustrated Chips, 6 April 1907

Illustrated C
hips, 16 M

arch 1907
Illustrated C

hips, 30 M
arch 1907
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Illustrated Chips, 27 April 1907 Illustrated Chips, 4 May 1907

Illustrated Chips, 13 April 1907  
(incomplete copy)
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Illustrated Chips, 15 June 1907Illustrated Chips, 11 May 1907 Illustrated Chips, 25 May 1907
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Merry Andrew

Illustrated Chips, 5 January 1907

Illustrated C
hips, 2 February 1907

Illustrated Chips, 9 March 1907
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Billy Smiff’s Pirates

Puck, 22 December 1906

Illustrated Chips, 8 June 1907 Illustrated Chips, 15 June 1907
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Puck, 21 September 1907 Puck, 26 October 1907
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Puck, 28 December 1907 Puck, 25 January 1908
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Puck, 22 February 1908

Bill and Ben, Our Bold, Bad Balloonatics  
/ Balloonists

Illustrated Chips, 5 January 1907
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Illustrated Chips, 2 February 1907 Illustrated Chips, 9 February 1907
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Illustrated Chips, 16 February 1907
Illustrated Chips, 23 February 1907
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Illustrated Chips, 9 March 1907
Illustrated Chips, 16 March 1907
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Illustrated Chips, 30 March 1907



8786

Illustrated Chips, 13 April 1907  
(incomplete copy)

Puck, 21 September 1907

Sir Walter Raleigh
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Puck, 26 October 1907 Puck, 28 December 1907 Puck, 25 January 1907

Puck, 28 D
ecem

ber 1907
Puck, 25 January 1908

The Duke of Diabolo
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Puck, 22 February 1908

Illustrated Chips, 27 April 1907

Illustrated Chips, 4 May 1907

Gussie, the Giddy Ghost
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Illustrated Chips, 11 May 1907

Illustrated Chips, 18 May 1907

Illustrated Chips, 25 May 1907

Illustrated Chips, 1 June 1907
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Illustrated Chips, 15 June 1907

Illustrated Chips, 8 June 1907

Illustrated Chips, 29 June 1907
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Illustrated Chips, 9 February 1907

Illustrated Chips, 2 March 1907

Illustrated Chips, 16 March 1907
Illustrated Chips, 6 April 1907

Illustrated Chips, 25 May 1907

Illustrated Chips, 23 March 1907Illustrated Chips, 2 March 1907

Illustrated Chips, 2 March 1907

Illustrated Chips, 6 April 1907

Illustrated Chips, 30 March 1907
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Illustrated C
hips, 1 June 1907

Puck, 28 December 1907
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The Kevin Carpenter collection allows us to look not only into the bandwidth of 
early British comic productions but also to discover forgotten contributions to the 

history of comics. 

This volume collects several of the minor comics-series from the Illustrated Chips 
and Puck published by Amalgamated Press between 1906 to 1908. Here, we can 
read beyond the single representative examples that are available on the internet. 

We can start to understand narrative strategies and routines, but also the extend of 
experimentations and developments in these comics. Personal styles and influences 

on as well as interdependencies between individual productions across different 
comics publications become visible. 

The Kevin Carpenter Collection

New Smallprint Press, Trelleborg
 

ISBN: 978-91-981603-9-0 (print) 
ISBN: 978-91-990299-2-4 (pdf)
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