Busch Abroad: How a German Caricaturist Willy
Nilly Helped Launch the New Cheap Comic
Magazines in Britain and the United States

¢ he survey of Victorian illustrated
~ journalism remains to be written; the
"I, role of illustration in the popular
*2 press remains to be assessed. The
Gt ‘e’/ pioneering illustrated weeklies, the
' =" [|lystrated London News and Punch,
both relatlvely elite in their appeal, are well-known,
so is, at a somewhat lower level of readership, the
Penny Magazine.l Among these major monuments,
the journalistic landscape is dotted with a number of
other, often short-lived weeklies which made valiant
bids for circulation in a volatile market. Below the
commanding heights of the humorous magazine
occupied by the threepenny Punch, there sprang up
around mid-century numerous twopenny papers
which soon expired. Finally two twopenny weeklies,
Fun and Judy, established themselves as serio-comic
rivals to Punch, in 1861 and 1867 respectively. These
distinguished themselves by appealing to the lower-
middle class, as opposed to Punch’s upper-class read-
ership, and by carrying a genre which was slower to
catch on in England than in France and Germany: the
comic strip. In the twopenny field a few prolific
native talents—Marie Duval (with the ineffable Ally
Sloper) and James Sullivan (with the hapless British
Working Man) supplied the demand for this essen-
tially popular vehicle of social farce. But when the
penny weekly comic became economically (and dem-
ographically) feasible in the 1870s, art from abroad—
France, Germany and America—was freely bor-
rowed, or stolen.

Sporadic cross-channel borrowing had occurred
before, most notably, however, in the opposite direc-
tion, so that narrative sequences by George Cruik-
shank, for instance, were translated in French and
German versions.2 By the 1860s, French and German
artists stood forth as potential models for English
magazines looking for new styles and formats in pop-
ular humorous illustration; during the next decades,
borrowing direct seemed to answer the need to cut
production costs to the bone. There follows here an
account of how one German artist, Wilhelm Busch,
whose unrivalled fame in his own time has grown
since to the proportions of a cult shared by masses
and elites alike, served willy nilly as a launching pad
for the new cheap comic paper of late Victorian Brit-
ain. The absorption of Busch into English and Ameri-
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can magazines is paralleled by attempts to market
him in translated album editions, the summary his-
tory of which also belongs here. The relative failure
of the little album, compared to the apparent success
of the magazines, their artistic backbones stiffened by
foreigners, offers an instructive contrast in the free-
for-all of popular publishing in the late Victorian era.
Finally, this essay illuminates the failure of new
efforts to legislate and enforce copyright, vis-a-vis
small fry like cheap magazine illustrations.

During the 1870s Wilhelm Busch, already famous
in Germany as the primary maker of long comic strip
stories and Bilderbogen (short comic strips printed on
amass-produced single sheet, and later often incorpo-
rated into magazines and collected into albums),
became an international treasure-trove. Today, to be
sure, he has been translated into dozens of foreign
languages, but the new evidence presented here of the
impact and exploitation of Wilhelm Busch’s abroad
in his own lifetime, in six different languages and
seven different countries, should come as a surprise
to German and non-German scholars alike, who have
held to the stereotype of Busch as being too “Ger-

an” to succeed abroad at the popular level. It is
indeed true that 20th-century Busch translations have
not achieved wide distribution; the recent effort of
Walter Amdt (The Genius of Wilhelm Busch), finely
tuned, sophisticated and linguistically spectacular as
it is, cannot aspire to the truly popular market among
English-speaking peoples such as Busch enjoys and
has always enjoyed in Germany. But it is important to
know that in his own time Busch’s style and subject-
matter (if not his name) were disseminated through-
out Europe, and especially in Britain and the United
States, to literally millions of readers, mainly of the
lower classes and children. This was done partly
through authorized editions, but chiefly through a
system of casual and reckless plagiary such as is now
effectively hindered by international copyright law. It
is well known that Busch’s famous Max und Moritz
inspired among the first regular newspaper comic
strip characters, Rudolph Dirks’ Katzenjammer Kids
(1897). Less well known is that the previous year
Max und Moritz were directly pirated under the
names Tootle and Bootle in the first British halfpenny
comic, Comic Cuts, started in 1890, and soon reach-
ing a circulation of millions.3 For all their immense
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popularity, Max und Moritz never reached so many
Germans simultaneously in Busch’s lifetime.

But Busch’s contribution to the internationaliza-
tion and massification of the comic strip and comic
magazine goes back much further yet. In the late
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Fig. 1. “Sloper’s Tub,” Free Adaptation by Marie
Duval of Busch’s Hot Bath (1866), Ally Sloper’ s Half
Holiday, 28 June 1884.

1860s, when the first English edition of his work
appeared, his knockabout comedy and linear simplifi-
cation influenced the creation of Ally Sloper, the first
recurring English comic strip hero, developed in the
1870s into a wildly successful character (an adult, but
a congenital small-time mischief maker like Busch’s
famous Max and Moritz) by Marie Duval, who made
unmistakable borrowings of Busch motifs (Fig. 1)
and occasionally quoted his graphic tricks.4

More important, Busch became a primary factor
in a major new journalistic phenomenon pioneered in
Britain; the cheap comic journal in newspaper for-
mat. The progenitor of these, Funny Folks, carried no
less than seven Busch Bilderbogen, reproduced
entire, in the first few months of its appearance
(1874), starting with Der hohle Zahn (The Rotten
Tooth, Fig. 2) in the very first issue. The new, low
price of this weekly (one penny, where predecessors
had cost twopence; Punch cost threepence) and of its
various progeny (notably Illustrated Tid Bits with
Busch in six issues 1884 and the short-lived C.H.
Ross’s Variety Paper, with Busch in eleven issues,
1887) was made possible by the availability, for free,
of the exciting comedy of Busch and other Fliegende
Bldtter artists, later supplemented by French and
Americans.

The new American comic journals also helped
themselves liberally to Busch. The German language
Schnedderedengg (New York) soon after its launch-
ing in 1873, appropriated the whole of the recently

THE TALE OF A TOOTH.

( ¥rom the German.)

THE BEIRIT CURE, TUE COLD WATERl CULE.

THE BAKING CURE. THRE PASSION CURE.

Fig. 2. “The Tale of a Tooth.” Perfect (photomechanical?) copy of Busch’s Rotten Tooth (1862),

Funny Folks, 12 December 1874.
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published Pater Filucius, and tried to prop up a flag- total number of drawings/compositions purloined
ging circulation with other Busch imports just before must run into the thousands, involving at least 25 dif-
its demise in 1877: it was born and died with Busch. ferent magazines in six languages and seven different
The better-known and long-lasting Puck (New York) countries (not counting Germany and Austria).

was using another recent Busch publication, Knopp,

within months of its founding in 1877, followed by Photomechanical reproduction, which emerged
various Busch Bilderbogen and almost the whole of during the 1870s, made it technically easy and cheap
the long Fipps der Affe in 1879. The English boys’ to copy drawings already published elsewhere. Popu-
adventure story magazine Boys of England main- lar magazines regarded themselves as beyond the
tained itself in the 1870s at the expense of Busch reach of what international copyright laws existed in
(Fig. 3), as did the Portuguese satirical paper Pontos the last third of the 19th century, although such laws
Nos ii 1886-89. Other countries—France, Italy, Hol- did become actually more effective by century’s end.
land, Austria and Germany ( the latter two in political Charles Dickens’ complaint of 1842 “I am the great-
parodies rather than piracies—(Fig. 4) helped them- est loser by the existing [Copyright Law] alive,”>
selves occasionally. I have found 82 pirated Busch might have been reiterated by Wilhelm Busch forty
items; the real total must be considerably greater. The years later, with the great difference that while Dick-
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Fig. 3. “Mr. and Mrs. Timid’s Midnight Adventure,” compressed copy of Busch’s Mouse (1860), Boys of
England, 16 March 1875.
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Gin edled Paar im Fafje jist;
Bwei fuaben nahen abgewiyt,

Die Halen, fie find fpi und fang;
Den bdjen Vuben wird angft und bang'.

Gdi und Pragal {ind fie genanut,
Gie neden Sdjarjdymid und Wurmbrand.

Da niigt fein polnifd), czedyifd) Fludyen, l
Gie werden plattgedriidt wie fudyen.

ma@lanu:ufni:im%..:f? BildePbogon.

Dic Beiden aber, gar durdtrieden,
Bwet Palen durdy die Rigen jdjicben.

Und bdic Moral von der Sejdjidt’?
Mit deutfdyer Spradye fdyerze nidit.

Fig. 4. “Parlamentarischer Bilderbogen,” political adaptation of Busch’s Diogenes and the Little Rascals of
Corinth (1862), by Th. Zacakowski, Der Floh,21 March 1886.

ens was painfully aware of the damage, Busch mer-
cifully was not.

The first international copyright agreements of
1838 and 1844, to which the U.S. would not adhere,
coincided with a great flourishing of lower-class lit-
erature, during which Busch’s chief predecessor in
the comic strip, the Genevan Rodolphe Topffer,
was plagiarized in little albums published in
France, England and the U.S. The next major inter-
national copyright acts, 1886-1891, fell in another
boom period of lower-class literature. The penny
comic paper had been launched in England (with its
much smaller ten centimes equivalent in France)
and soon achieved unheard-of circulations in six
figures. This was by means of plagiaries which under
existing English laws dating back to Hogarth’s Act of
1734 ( the first specifically protecting visual mate-
rial)® and penalizing the plagiarist five shillings per
print (i.e., copy of newspaper) found in his posses-
sion, might legally have subjected the publisher to
immense fines for a single issue.”

The Beme Convention on International Copy-
right of 1886, while not specifying prints, used the
rubric “literary and artistic works” which clearly

covered them. On the other hand, it sought “qualified
exclusion” for essentially “ephemeral” newspaper
and magazine articles.8 Caricature illustration might
be deemed to fall into the latter category, except that
the idea behind the exclusion was that the reprinting
of topical newspaper and magazine articles did not
harm the author, and an a priori prohibition on doing
so might tend to retard the diffusion of thought; was
(social) caricature “diffusion of thought?”” Then
again, “miscellaneous items” were also expressly not
protected—did this exempt caricature altogether
from the Act?

There was no honor among thieves, who stole
from each other. One particulary egregious pirate, the
London weekly Pick-Me-Up (1888-1909) had the
gall to print over its masthead “All our sketches are
specially drawn for Pick-Me-Up, and persons repro-
ducing them become liable under the Copyright Act.”
Another, halfpenny magazine called Snapshots tried
to cut through the jungle of borrowing from the U.S.
by establishing a British copyright from this source.
Snapshots’ masthead advertized “Humorous Pictures
and Amusing Reading. Chiefly from Advance Proofs
of Current American Papers by Exclusive Arrange-
ment.” This was surely bluffing, for one can hardly
imagine American papers fumishing “advance proofs,”



or Snapshots paying for permission to use them. The
idea of establishing a British copyright on foreign
material by being the first to print it did however
exist, and seems to have lain behind The Comic Pic-
torial Sheet published by James Henderson (also
responsible for the first penny paper, Funny Folks),
which “printed, published and copyrighted” drawings
from abroad. This survives in the form of a very
large, uncut, folded page (as I found it in the British
Library) and was, I suspect, only theoretically availa-
ble for sale, for its sixpenny price was much beyond
what buyers of halfpenny and penny papers could
afford; it was surely printed purely in order to estab-
lish a copyright.?

Devising and drawing a good comic strip was
beyond the capabilities of most British caricaturists.
Demand clearly outstripped supply. It is nowhere
more evident than in the comic strips (as compared to
the cartoons, which were easier to devise—all that
was needed was a verbal joke or witticism) that the
whole phenomenon of cheap comic papers in Eng-
land depended from their inception on the availability
of foreign sources which could be plagiarized at will
and without fear of legal repercussions. Even if
charges were pressed, they did little to halt the pro-
cess, for tracing a drawing’s origin could prove most
complicated. In 1890 a lawsuit was instigated over a
(prose) story that supposedly originated in England,
was plagiarized in the United States, and then was
replagiarized back to England: it emerged that the
story had originally been pirated from a German
source. 10

The market in popular books was also free and
easy. It was partly to forestall the foreign market in
plagiaries, which tended to be aesthetically as well as
financially damaging to artist and publisher, that
Busch’s publisher sought agents abroad to handle for-
eign-language editions. The earliest foreign edition of
Busch that I have found is a Dutch, and certainly
unauthorized, lithographic adaptation of Die Maus,
oder Die géstorte Nachtruhe (original 1860 and
1862), which is not credited to Busch.1! An English
edition of 1868 containing five items, credited to
Busch, with a title punning on his name: A Bushel of
Merry Thoughts, must be authorized and printed from
copies of the original blocks (this was too early for
photomechanical reproduction).12 An 1871(?) New
York edition of Max and Moritz: A Juvenile history
in Seven Tricks13 (Busch’s most famous single work
down to this day), which went through several more
editions (or reprints) down to the end of the century,
is probably authorized, but the 1872 London edition
of Buzz a Buzz or the Beesl4 (=Die Bienen), crudely
copied as it is, must be pirated, despite the claim to be
“printed abroad” from the “original German illustra-
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tions.” The same book was pirated in New York.13

Busch’s first publisher, Braun and Schneider, was
aware of the commercial possibilities abroad, although
they were not considered lucrative. Another publisher
of Busch, Moritz Schauenberg, himself did a French
edition of St. Anthony of Padual® which evidently
failed completely at the time, although it was
reprinted in 1883. The special appeal of this work lay
in its anti-clericalism, which also underlay an even
more sensational, for its time indeed remarkably
“sexational” work, Die Fromme Helene. Even before
its first publication in May 1872 the energetic Basser-
mann, taking over from Braun and Schneider as
Busch’s chief publisher, was busily sending “letters,
notices and circulars in all directions,” especially to
Britain and the United States.17 At the same time, he
was worried that advance proofs would fall into
improper hands and be leaked to some American
pirate, as had happened with St. Anthony of Padua.

Bassermann had found an American translator,
Charles Leland, but no American publisher. William
Nimmo in Edinburgh, however, was interested, and
after some hard bargaining worked the price down to
£75 for translation rights and the use of zincographic
copies of the 180 woodcuts, with Bassermann keep-
ing American rights. Titled Pious Jemima: a doleful
tale (1872), with a “very free” (actually poor) transla-
tion, priced cheap at one shilling, the booklet was not
a success and by 1874 Nimmo sold the rights to Ward
Lock and Tyler in London, who did a cheap reprint.18

In 1874 Braun and Schneider appear with A.N.
Myers and Co. in London as co-publishers of Max
und Moritz, in an edition conceived as part of an
“educational series” for the young. In this decade sev-
eral Busch Bilderbogen appeared in New York and
London in authorized children’s editions. A Danish
publisher in 1876 produced an album of various short
works, presumably authorized,!9 and an edition of
Helene which was excoriated as “horrible” by Bas-
sermann. An authorized Dutch edition of
Stippstorchen (1881)20 was found to be “not bad,”
and a Dutch Jobsiade,?! also of 1881, although con-
taining three to four times as much text (which pre-
sumably neither Busch nor Bassermann could read)
seems to have passed muster. (An English Jobsiade
had been mooted back in 1875.) In 1881 again
appeared the first Spanish edition of Busch, now very
rare, with thirteen Bilderbogen in authorized copies
obtained, allegedly, “at great cost” from Braun and
Schneider.22

A big collected edition of Busch—the biggest for-
eign edition so far—appeared in London in 1883, and
was apparently authorized, referring back in the pref-
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ace to three earlier editions or installments of 1871-
74 that have not, oddly, survived in our major public
libraries (see advertisement in Fig. 5).23 This was
from its title, prose captions and entire physical
makeup directed exclusively at children—the audi-
ence that the comic magazine will increasingly seek
to include. But had Busch known about this, he
would not have been pleased, for he never allowed
the German editions to be targeted explicitly at his
younger readers.

In 1882/83 there appeared an unauthorized Ameri-
can edition of Plisch und Plum. At about the same
time Bassermann negotiated and authorized a Rus-
sian edition of the three parts of Knopp?*—the first
Busch in this language, although Russian comic mag-
azines had plagiarized Busch in the preceding
years.25 The Russian Knopp was by far the largest
foreign edition of Busch and Bassermann was soon
negotiating for a large collected Russian edition,
which triggered grandiose but unrealized ideas for
similar French and English editions. Bassermann bar-
gained with the Russian agent against Busch’s advice
and, in the absence of a copyright agreement with
that country, had had to sell cheap (10 Pfennig a cli-
ché), and consent to a mixed copying process (part
zincography, part “translation by an improving [!]
hand.” By 1895 we find in Russia eloquent testimony
to the power of Busch’s name: the Russian title “Fun,
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Fig. 5. Advertisement for Busch edition Fool s
Paradise.. from Luke Limner, Madre Natura, 1874,
p. 19.

Humorous Scenes, drawings of Busch,” consists of
33 short strips, none of them by Busch, nor even in
his style!26

From this bibliographic survey of the foreign edi-
tions of Busch (and there are many lesser ones I have
omitted) we may gauge that whether authorized or
not they were not demonstrably successful. The mar-
keting of and consumption of Busch came easier in
the really cheap magazines (one penny, even a half-
penny compared with the shilling booklet of the
cheapest foreign Busch edition), where the German’s
work could be sneaked in, unobtrusively, for free.

International copyright, which might have inhib-
ited persistent and widespread theft, existed between
Germany and France, and Germany and Italy, but not
between Germany and the other countries concerned,
as Busch’s publisher Otto Bassermann frequently had
reason to complain when confronted with evidence of
unauthorized foreign editions. Piracy was facilitated
by improved international communications; a Busch
original was copied in the United States within a few
months of its publication in Germany, and one draw-
ing was copied in the United States within six weeks
of its appearance in an Austrian magazine. The pro-
cess was also aided immeasurably by the application
of photomechanical reproduction techniques, which
came into common use in the later *70s (when even
Busch himself, reluctantly, ceded to them), and
which saved costs at the draughtsman-engraver level,
as well as (in the case of Busch piracies) in payment
to the author. Many of the copies were however
redrawn, whether because of a lack of photomechani-
cal facilities, or because an adaptation was required.
It is, remarkably, to Russian copies of 1882 that we
owe the first colored versions of Busch to appear in a
magazine.

While Busch’s art was a jewel irresistible to the
thieves, his name was not well known abroad. It was
sometimes played down or even omitted in the album
edition, and always omitted in the headings of the
magazine plagiaries. Lacking recognition, there was
no point in crediting him by name in the copies, quite
apart from the inadvisability of citing a specific ori-
gin for unauthorized imports (the phrase “from the
German” is occasionally used). When they appeared
inscribed on the drawings themselves, Busch’s name
or initials were generally removed. An appearance of
anonymity protected the theft. What one does not
expect is the shameless manner in which well-known
artists (and/or editors on their behalf) did not hesitate
to remove Busch’s name or initials and substitute
their own. One may forgive the Frenchman Th.-A.
Steinlen and the American F.M. Howarth (and even
the German T.T. Heine), for signing work which is



adaptation rather than direct copy, but hardly the
French artists Randon and Gédéon who signed rela-
tive straight copies. The copies of Gédéon, in
I’Eclipse (January 30,1870) enjoyed the singular dis-
tinction of being copied, in turn, by none other than
Victor Hugo, who can have had no idea of their ori-
gin, in drawings which have been credited to the
great French writer’s independent imagination, and
visualizing form and action for his own character
Gavroche in Les Misérables.2” Worst of all, Casimiro
Teja, the best-known cartoonist of Italy, appropriated
Busch’s compositions with a casual insolence.28 In
Austria “Th. Z.” (Zajakowski) is one of the few who
gives proper credit for his admiring political parodies
“frei nach Busch” (Fig. 4); and in Portugal, the
locally famous Gustavo Bordallo Pinheiro usually
added ‘copia de Busch’ after his own name, to other-
wise exact reproductions of the original.

The style of Busch is as inmediately distinguisha-
ble from that of other cartoonists at this period, as
Roman is from Gothic type. His kind of farce fitted
well into the tradition of the comic strip, a genre so
popular but also so difficult to handle successfully,
that the demand at this time exceeded the supply,
especially in the early years of a magazine. It was,
significantly, the new journals, started as commercial
speculations without adequate preparation, supply of
material, and financial backing, that helped them-
selves most liberally to Busch. The extent of the cop-
ying in each case was very variable, ranging from a
single drawing to more or less complete renderings of
Bilderbogen sequences (12-14 drawings) and, spread
over several successive issues, to the longer stories
Fipps der Affe and Pater Filucius. As small objects
invite theft more readily than large, the early Bilder-
bogen and shorter sequences were the favorite candi-
dates for petty pilfering.

Inevitable limitations on space are an obvious fac-
tor which determined the editing out of drawings here
and there, but in many instances the omissions appear
singularly ill-chosen and arbitrary. The selection,
arrangement and captioning of Busch’s drawings in
the language of their adoption allowed for all kinds of
modifications, distortions and even inversions of
Busch’s intention. Some of the transpositions are
amusing, and curious at the very least. At the worst,
editors were simply hasty and careless, cropping and
cutting at random, and in a way which was probably
no different from the treatment meted out to native
artists and writers. At the best, a journal could make a
creative adaptation. Teja may have thought he justi-
fied his theft by making a few changes which are,
arguably, improvements on the original designs, tak-
ing advantage of superior scale. The quarrying for
single drawings or small groups of drawings, pre-
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sented out of context, as fillers or to give a fix to oth-
erwise boring page layouts (especially the case in the
English papers, which are laid out in the most clut-
tered, mosaic, agoraphobic fashion), has a parallel
today in the Buschophiliac New York Review of
Books.

It is ironic that the artist who took such pains to
maintain the continuity and integrity of his narratives,
who labored so much over every detail of design and
verse, should be so mercilessly looted, chopped, frag-
mented, and dispersed. The most ludicrous and outra-
geous example of a casual massacre of Busch is
Puck’s compacting the long story of Knopp into a
stereotypical “Teutonic Courtship,” where charac-
ters, episodes and meanings pass through the editorial
grinder like the bodies of Max and Moritz. Busch’s
superb drawing of Knopp in agony awaiting the birth
of Julchen, recaptioned and repositioned to represent
the commonplace pleasure of a man who has just had
a good meal (Fig. 6), might well represent the feel-
ings of the artist, had he been confronted with this
“rebirth” at the magic wand of Puck.

There are, as one would expect, a number of polit-
ical allegorizations of Busch, adapted to local circum-
stances, especially in Austria (Fig. 4). From Germany
I have discovered only three of these, in the only form
in which Busch could legally and safely be reused in
his country of origin. (I found no German-language
piracies as such.) Whether because of the inhibitions
on political caricature in the German empire as a
whole, or because of a reluctance to parody so highly
respected an artist, Busch survived in his own coun-
try relatively unscathed, in the period we are dealing
with. (The Simplicissimus parodies came later, in the
early 20th century.)

Did Busch or his publishers know of these maga-
zine copies? We can gauge from his correspondence
that Bassermann (there is no comparable surviving
Braun and Schneider archive) cannot have known of
their extent, any more than he can have known of all
the album piracies, which are what he really feared
and to which he makes generic allusions. It is true
that Bassermann would have reason not to worry
Busch about petty foreign magazine piracies, when
he could not even send him favorable, let alone unfa-
vorable views of his work; the publisher would prob-
ably have been blamed by the ever suspicious author
for letting such piracies happen. But on two occa-
sions we know that Bassermann did learn of a maga-
zine piracy, and reacted sharply.

In the midst of successful negotiations for Russian
editions of Knopp and Helene, and an unsuccessful
bid to place a French edition of Busch’s “Haupt-
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4. Meisa Teaton, and he does not act without de- 5. DBut (ne fine day he makes up his mind, and starts 6. Wilhclmina receives her guest kindly, and enter-
Hheptag,  Wilhelmina continues to grow while he is  manfully for the palatial residence of the Schmidt family, — tains him liberally.

thig N .

7 In a panse of the meal, Here Kugelmacher ex- 8 Thrusting aside his pl:x;c, he boldly broaches the

presses to himself his delight at the fare. {unportant question.

9. Iisappeal. |

Fig. 6. “Teutonic Courtship,” photomechanical copy of Busch’s Mr. and Mrs. Knopp (1876), Puck,

19 September 1877.

sachen” (main works) Bassermann expressed to the
artist his outrage at a magazine piracy by a well-
known caricaturist from France, a country with which
Germany did have a copyright agreement:
The French ‘version’ of your Bilderbogen is an
even greater insolence than the exploitation of
your work in countries which have no copyright
arrangement with us. The latter have at least the
law technically on their side. But this Frenchman
has committed in effect outright theft of idea and
composition, and knowingly, which is why he has
drawn the figures differently, and then sends them
into the world under his name. There would surely
be something to do about this, even legally, but
the results would hardly be worth the difficulties
of a lawsuit. But some competitor to the Petit
Journal pour Rire [the French magazine guilty of
the plagiary] would surely be delighted to tear out
Mr. Random’s [sic] stolen feathers, if one sup-
plied it with the real clichés [engraved blocks or
plates].2%

On the second occasion, which was much more
serious, Bassermann demanded, and got, damages
from the culprit, the respectable Milanese Corriere

della Sera, evidently publisher of a new children’s
magazine or newspaper supplement. On 28 Decem-
ber 1887 Bassermann wrote Ulrich Hoepli, Vice-
President of the Italian Association for Authors’
Rights, for advice on how to proceed against the Mil-
anese publisher for the massive theft which added up
to the equivalent of a large album collection: two
chapters of Fromme Helene, two Haarbeutel stories,
four chapters of Plisch und Plum, and one chapter of
the Geburtstag, to a total of 136 drawings, reduced
(photographically), plus a portrait and a biographical
notice, all of which constituted the sole content of the
Christmas 1887 issue. On 3 January 1888 Basser-
mann wrote the director of the Corriere della Sera a
“salty letter,” demanding 1000 francs compensation,
a sum which he considered low, given the extent of
the theft and the circulation of the magazine (5,000
copies). Not having received a reply by 10 January,
Bassermann again appealed to Hoepli. He knew that
it would be hard for him to prove damage to his inter-
ests, since there was no Italian edition of Busch, the
thought of which prompted him to wonder if he
should not attempt one. The reply from the Corriere
della Sera must have arrived soon afterwards, for on
14 January Bassermann refused their offer of 250



francs, denying that the piracy was good publicity, or
that he was in the habit of granting newspapers per-
mission to reproduce more than a very small sample
of Busch drawings for publicity purposes. To Hoepli
he then wrote (18 January) that he would settle for
500 francs, and noted that since, according to Hoepli,
the Italian Busch piracy was not a success, he would
abandon the idea of an Italian edition. The authorized
editions of Fromme Helene in England and the Heili-
ger Antonius in France had not been successful;
whether the unauthorized editions in Denmark, Rus-
sia (unauthorized??), Holland, America had done bet-
ter, he did not know. On 26 July the indemnity
arrived from the Milanese pirate, how much was not
stated.

Bassermann’s activity in promoting foreign edi-
tions and pursuing the plagiarist, was predicated
more upon protecting himself and his artist-author
from ignoble, not to say ignominious unauthorized
adaptations such as the magazines inflicted. There
was little money in it, for sure; but by 1885—when
enquiries came in even from Prague and Stock-
holm—Busch had stopped doing picture stories, and
there remained little for Bassermann to do than
exploit existing editions. Money was pouring in from
the chief German collection, called Humoristischer
Hausschatz, over which the artist needlessly pro-
voked a quarrel with his faithful publisher and old
friend, whom he accused of cheating him. (Shades of
Dickens here, too!)

In the late *70s when Busch was serving (unbe-
knownst to Bassermann, I think) as a means of
launching cheap foreign magazines, the publisher
was actively planning to use him to launch a new
German illustrated magazine, of which Busch, amid
rumors that he was dead, would be the star. This ven-
ture, of which the Busch literature is apparently una-
ware, was seriously discussed. To be called Farbige
Launen (Colored Moods), it would include Wilhelm
Kaulbach and Wilhelm von Diez as illustrators, and
have Gustav Majer as art editor. But Busch, “slippery
as an eel” (schlupfrig wie ein Aal), put the dampers
on the proposal. Busch, the arch-individualist, did not
want to be part of a team, or to help promote others in
someone else’s magazine. It was just as well that he
was spared knowledge of the help he had given all the
foreign comic papers, with scant credit to his name,
and none to his purse.

Busch was integrated into a relatively new market
which was nowhere stronger and more expansive
than in Britain: illustrated children’s literature. Bas-
sermann’s publicity in Germany never admitted the
evident fact that children constituted a distinct market
for the work of his best-selling artist-writer. For
Busch himself, the idea of being a “children’s artist”
was simply degrading. He preferred to imagine an
audience in which adult and child were indistinguish-
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ably blent. In Britain and the United States, on the
other hand, where magazine and album piracy were
concentrated, Busch could be repackaged specifically
for the “juvenile masses.” At the same time, the
cheap comic papers gathered a mass audience—in
the millions—of semi- or newly educated adults of
lower middle- and upper-working classes who also
welcomed the “childish” knockabout humor for
which Busch is famous. “Busch abroad,” in his own
lifetime, was part of a great vulgarization of literature
and art which appears chaotic and anarchic, before it
was smoothed into the so-called popular culture of
today, which is managed for us by a corporate elite
who guard their copyright like crown jewels.
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Sampson Low and Co, 1868. Very rare. Recently reprinted
by Dover Editions, New York.

BNew York: Dorr, from the German by Charles
Brooks; same translation, Boston: Roberts Brothers,
1871.

14Byuzz a Buzz or the Bees. Done freely into Eng-
lish by the author of My Bee Book (i.e. W.C. Cotton)
from the Gemman of Wilhelm Busch, London: Griffith
and Farran; Chester Phillipson and Golder, 1872.

15Buzz-a Buzz or the Bees, translated from the
German of Wilhelm Busch by Hezekiah Watkins,
New York: Henry Holt and Co., 1873.

16] égende de Saint-Antoine, imité de I’allemand
de W. Busch. n.d. British Library entry stamp 1873.

17 An unpublished and relatively untapped archive
of Bassermann’s letters to Busch is in the Wilhelm
Busch Museum, Hannover. Letters from Busch
referred to in this article are reprinted in the standard
edition of Busch’s correspondence, Sdmtliche Briefe,
ed. Friedrich Bohne, Hannover, 1968. In order not to
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18Naughty Jemima: a doleful tale, n.d. but British
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YHumoresker af Wilhelm Busch, Copenhagen:
Thomsen and Bojensen, 1876.
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Munich) 1881.
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Peep Show of Professor Wolley Cobble, London,
Griffith and Farran. 1883.
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i.e. Schnaken und Schnurren, 1868-72), Kunterbunt
and “Busch’s Bilderbogen,” but of the twelve items
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publication The English Catalogue of Books, com-
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Fool's Paradise: Walk up, Walk up, and See the
Fool's Paradise, Hotten, 1871, and in Vol. III, p.
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Wonderful Adventures, Chatto, 1874, and Fools Par-
adise, further Adventures, Advent. of Prof. Wolley
Cobble, Chatto, 1873. The name of Busch appears in
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duced Fig. 5.

Any success these editions had was surely no
more than momentary, for the preface to the 1883
edition admits that “to the young and probably thou-
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the Munchner Bilderbogen of Dr. Wilhelm Busch—
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day entirely unknown.”
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21Gédéon’s translation of Busch’s Diogenes in
L’Eclipse 30 Jan., 1870; Hugo’s drawings repro-
duced in Qeuvres Complétes, Oeuvre Graphique 1,
ed. J. Marin, Paris: Le Club Frangais du Livre, 1967.

28Pasquino 1870-72.

29Bassermann to Busch, 10 May 1882. I have not
been able to identify the item as cited. The only Ran-
don copy of a Busch known to me is in Le Monde
Comique, 1872. I have identified twelve other occa-
sions when French magazines pirated Busch (1866-85).
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