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Abstract 

Wilhelm Busch: Cryptic Enigma 

The principal aüns of this shtdy are to dkpel the notion that Wühelrn Busch was Little more than a 

popuiar entertainer, and to show, on the basis of his biography and selected prhary works, his serious 

contriiution to letters. By ushg humour as a prirnary means to conceal social cornrnenimy, his cryptic 

criticism, directed primarily at the philistine limitations of the bourgeois Miestyle, is ofien overlooked and as 

a resuk, readers may remah incognizant of the underlymg message. 

The study begins with a close, literal translation of Busch's autobiography Von mir iiber mich 

(1894), deviating as Little as possible h m  the semantics of the Geman original. A cornparison of this 

autobiography to its earlier versions is followed by an analytical cornparison with the biographical facts about 

hun that can be derived h m  archival sources. This draws attention to Busch's socio-professional origins, 

refùtes legends that have been woven around his persona and estabiishes the impetus for his development 

fiorn an aspiring artist making fùnny pictures for tziç own pleasure to the creator of mass produced picture 

stories that succinctIy captured contemporary society by integrating societal expectations and cultural trends. 

in a synthesis of drawings and verses, he depîcted a world that became surreal through elimination and 

exaggeration and in that way presented unrnasked reaiay. Busch's legacy Lies in his success in perfecting and 

popularizing this new fonn of expression, the new medium to express the problems ofthe era. Addresshg 

the readers' intuitive understanding rathm than inteliectual comprehension, his work provokes iaughter and 

invokes the dynarnics of society. The reader recognizes Busch's p i c m  story world as a humorous 

representation of the real world with which he is f m i k ,  he can sense the absurdity of the modem human 

condition and his aiienation fkom society, but at the sarne time his unwilling participation in it. 

These biographical and sociologid investigations of Busch as an author are followed by cbse 

textual analyses of the two prose tales, EclFuards T r m  (1 89 1) and Der Schmetterling (1 8%). Transcending 

reality, their surreai environments allegoricaily mask the absurdity of hurnan existence; here Busch 

unrnistakably dernonstrates rnaterialism and resulting selfishness, hostility and dishonesty as universal and 

irradicable. He had used caustic humour in word and picture to disguise systemic societal hypocrisy in the 

picture stories, but he clarifies his perceptions through the aiiegories in Eduards Tralm and Der 

Schmetteriing. Thus, if the social criticism and the messages inherent in the prose works are read and 

understood before the picture stories, then the social critickm in the picture stories becomes heightened and 

sekvident. Busch's depiction of scenes 6om the rnicro-environment allow an accurate extrapolation to the 



broader social environment and the collective identity of his contemporary society. They open a window on 

the bourgeois epoch so that the value systems h t  provided a behavioural fhnework for the 19th centurÿ 

bourgeoisie can be recognized- DieRornme Helene and FFps der Affe are examples of fùtile indoçtrùiation 

and the consequence ofresistance, The power of authority and the futility of defiance are seen when Plisch 

und P l m  are brought to heel by force, or in the annihilaon of M a  und Mori~.~. The individual who thinks 

b s e l f  completeiy in control of his Life and his world, but is really without power, is shown in bachelor 

Tobias ffiopp's rude awakening after maffiage, in the poet Balduin BahZmrn, thwarted by so many trite 

occurrences, and in Male Mecksei, the megalomanic philistine. The citizens in Der Geburtstag oder Die 

Partikulmisten demonstrate a collective identity and the superficiaiîty of such conformïty. Through the 

conduct of his figures, Busch exposed greed, arrogance, bigoûy and narrow-mindedness as the results of a 

society perverting interpersonal relationships. Because his works grant this insight into the late 19th century, 

they represent a contriiution to our understanding of the bourgeois epoch. They can help us understand 

which interpersonal relations, spirituat and intellectual elements were prevalent, and how the bourgeois 

Lifestyle and mentality hctioned. Furthennole, because Busch doesn't see the egstisrn and duplicity of his 

own environment as a specific product of that society, but rather as a general human evil that cannot be 

eradicated, his work still provides opportunities for unmasking facades in society today. 

Busch's hovative method of line drawings accornpanied by verse or short text contnbuted to the 

modem beboinning ofthe comic strip cartoon, which is demonstrated through an analysis of his legacy in that 

genre and his influence on North American comic strip authors and illustrators, the most far-reaching Likely 

king B e  &tzen/àmmer Ki&. Analytical cornparisons include Busch's progressive fward rnovement fiom 

picnire to picture, his method of synergizing drawings and text, as well as (dis)similacities in motifs, 

characterizations, pranks and messages. ln the context of reviewing Busch's legacy, the study also 

demonstrates how Busch and his works were exploited during the Third Reich, and that efforts to categorize 

him as a forerumer of National Socialism were base propaganda. The investigation of Busch's legacy 

concludes by examuiingthe continuhg presence ofBusch and his work in the awareness of German-speaking 

people, as manifested by an abundance of intertextual and intermedial paradigms which convey messages 

in poignant, easy to remember fashion. This ongoing reference to Busch's works in vastly di£Ferent societies 

is fhal zvidence that modem societies still extract answers fiom the enigrnas in his work 
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Introduction 

While Wilhelm Busch is one of the most widely read authors of the 19th century, and continues 

to be an immensely popular writer in German-speaking countries, he is usually regarded as Little more 

than a humorous entertainer, whose works fell "Opfer ihrer beispiellosen Popularitat und der Tendenz, 

komische Literatur nicht so e m t  zu nehrnen, wie sie es verdient" (victirn of their unmatched popularity and 

the tendency to not take comicai literature as seriously as it warrants M y  334]).' Patrick Bridgwater suggests 

in The Penguin Cornpanion to Eurupean Literatwe that Busch has been "a household narne in 

Germany" (150) ever since the fwst publication of M m  und Moritz (1865)~~ and Benét's Reuder's 

Encyciopedia calls him "Germany's most renowned artist-poet" (154). Killy's Literatw-Lexikon 

describes him as "Zeichner, Maler und Dichter," (graphicartist, painter and author) who, as a painter, is today 

regarded as "eigenstandiger Vorlaufer der Moderne" (independent precursor of Modern ~ g e ) ,  and who 

"entwickelte einen eigenen Stil der Bildergeschichte, der die . . . Gattung des Comic strip direkt 

beeinflussen solite" (who devehped his own style of picture story, which wouId directly influence the genre of the comic 

strïp). It goes on to suggest that the effect ofthe picture stories cornes "gerade von dem meist komischen 

Kontrast zwischen Text und Zeichnung, wobei die . . . Bilder rneist den konkreten anschaulichen Fall, 

die pointiert witzigen Verse die kuhle Abstraktion liefem" (precisely fiom the usuaiiy finny contraçt between 

word and drawing, whereby the pictures usually provide the concretely visible case, the pointedly hnny verses the cool 

abstraction 1332-31). The dilemma in studying Busch is that the literary world sees in him a graphic artist 

who complemented his pictures with verses and who also wrote some prose; and the world of fme arts 

sees in hirn a humorous author who accompanied his texts with illustrations, who also dabbled with 

paintings in oil, but never exhibited his work This mixed reception, and the uncertainty about how to 

c lassa  Busch's oeuvre, have resulted in large portions of his work being ignored by average readers and 

scholars alike. 

'AH Geman quotations, be they h m  primary or secondary sources, have been translated into English in order to 
rnake this study accessible to both linguistic groups. 

'1 will be using Geman titles consistently throughout this dissertation, as many of Busch's works have never been 
translateci into English. 



A review of secondary Siterature about Busch and his works reveals that the vast majority of 

publications about him are newspaper articles, which-while paying homage--contribute very Iittle in the 

way of schoIarIy insight. They do contribute, however, to the ongoing popuiarity of Busch, "whose 

unrïvalled fame h his own time has grown since to the proportions of a cuit shared by masses and elites 

alike" (Kunzle, Busch Abroad99), and have "made him a byword in every German household" (Morgan 

130). Success and mass appeal are suspect. Tt was the success of the picture stories that created the 

Busch phenomenon, caused the hyperbolized accolades and made him an integral part of bourgeois 

culture, yet "his bitter satire against bourgeois pettiness is generally missed by the bourgeois hirnselfwho 

adores Busch's work" (Benét 158). Conversely, scholarly investigations are few and are ofien tinged 

by the extremes of either unabashed idolatry or disdainfiil contempt. To the disceming investigator, a 

multi-facetted author, poet, epigrammatist, painter, caricaturist, and collecter of local sayings, legends 

and fairy tales emerges through Busch's works, and yet an artist who remains at the sarne time a cryptic 

conundrum, enigmatic to fathom. Busch's unique ability to tell stories in picture and verse, satirizing 

contemporary bourgeois hypocrisies, and providing powerfil morality lessons, coupied with comedic 

casualness, places him outside the traditional canon and makes him difficult to categorize. His social 

criticism is clear, however, can still be recognized by attentive readers today, and maintains its relevance 

for modem society. 

Busch was a controversial artist fiom the beginning. His contemporary, Wilhelm Raabe, 

"betrachtete Buschs ungeheuren Erfolg als einen Beweis fur das sittliche Elend Deutschlands" (considered 

Busch's tremendous success as proof for Germany's moral misery pavid 5 Il), yet later waxed eloquently about 

"welch e h  Wohltiiter der Mann pusch  war], der da den Millionen zu dem rechten Lachen verhilft!" 

(what a benefàctor the man pusch waç], who hetps millions to really laugh! [222]). Kurt Tucholsky called h h  

"meisterhaft" (masterfui [398]), while Friedrich Theodor Vischer described him as "grob und gründlich 

ekelhaft" (coarse and thomughly disgusting [321-21). Just as Peter Sprengei credited Busch with a 

"Vorbildrolle" (roie mode1 [238]), Thomas Theodor Heine pronounced him "der eigentliche Erfinder der 



zeichnerischen Kurzschr'rft" (theactual inventorofgraphic shocthand [34]), fiom whorn Arnerican comic strip 

artists like Richard Felton Outcault, Rudolph Dirks or Frederick Burr Opper derived their skills, and 

suggested that only those Arnerican comic strips "bringen uns zum BewuBtsein, d d  Buschs überlegene 

Lustigkeit auch haufig satirisch zugespitzt war" ( d l  our attention to the fàct that Busch's superior fiinninas was 

often pointedy satïric [36& Hermann Loens dechred hirn greater, more important and valuable for 

Germany than Zola, Tolstoi and Ibsen (56). In stark contrasf Heinrich Bo11 bemoaned that "das 

nationale Unglückder Deutschen wollte es wohl, daB ihre Vorstellung von Humor von [Wiihelrn Busch] 

bestimmt werden sollte . . Ich halte das fur ein Verhhgnis" (the national misfortuneofthe Gemans must have 

wanted it that their idea of humour would be defined by wiihelrn Busch] . . . 1 believe that to be a disaster [114]). 

Finally, Albert Einstein opined, "Wilheh Busch aber, insbesondere der Schriiteller Busch, ist einer 

der gr6Bten Meister stilistischer Treffsicherheit. Ich denke--auBer vielleicht Lichtenberg--hat es keinen 

Ebenbürtigen in deutscher Sprache gegeben" (Wilheim Busch, however, especially Busch the miter, is one of the 

greatest masters of  stylistic precision. 1 think-other than perhaps Lichtenberg-there has been no one equal to him in the 

German language [56]), an assessrnent echoed in Fritz Martini's Deutsche Liferatzrrgeschichte (435). It 

becomes clear fkom these conflicting assessments which began with some of Busch's first work and have 

not abated to this day that the reactions to his writings are wide-rangkg, ambiguous and bewildering; 

in a word, enigrnatic. 

The Oxford English Dichonary defines "enigma" as 

1.a. A short composition in prose or verse, in which something is described by 
intentionally obscure metaphors, in order to afford an exercise for the ingenuity of the 
reader or hearer in guessing what is rneant; a riddle. 1 .b. in wider sense: An obscure or 
allusive speech; a parable. 2. [fig.] Something as puzzlkg as an enigma; an unsolved 
prob tem. 

This definition can certainty be applied to Busch, who lived the Me of a recluse and protected his private 

sphere fiercely, but more importantly to his works: His stories "talk" on several levels, the most obvious 

being the humorous one that has received popular attention, even to this day, and the lesser observed 

levels of sarcasm, irony and social cornrnentary. Cornplementing the sketchy graphics of his line 



drawings, Busch empbyed pithy, epigrammatic and cryptic doggerel verses to actualize animation and 

effervescence, which at the same tirne aided the reader in remembering the verses easily. The O@d 

English Dictionary's defmition of "cryptic" is as follows: 

A.1 .a. Hidden, secret, occult, mystical. A. I .b. Mysterious, enigmatic. A.2. Ofthe nature 
of a crypt orvault. Rare. A. 1.3. Of rnarkings, colouration, etc.: Serving for concealment; 
protective. B. A secret or occult rnethod (of cornmunicating knowledge). 

This defmition can be applied to Busch, whose works even today are not fully analysed and use overt 

humour as a primary rneans carrier to conceal underlyhg social cornrnentary and criticism. Andreas 

Knapp suggests that Busch's reception is typified by an "Ausblenden der teilweise sehr aggressiven und 

entlarvenden Elemente durch eine Verniedlichung oder Verhmlosung" (Repression of those partly vew 

aggressive and unmasking elements through trivialization or by declaring thern inconsequential [1 l2]), and as a result, 

the reader as receiver remains incognizant of the underlying message. This mode of reception, which 

supports rny contention that Busbh and his works are cryptic enigmas, is facilitated through his fusing 

of laconic verses with contoured caricatures. 

To be sure, ifBusch is today described as the "ancestor of American comics" (Taylor 77), this 

was not intentional or planned. He was a Erequent contributor to Munich's Fliegende BZatter and 

Mûnchener BiZderbogen since 1859, but in order to be published, he had to follow the production 

guidelines for producing broadsheets, as laid out by the publisher of the periodicals, Caspar Braun. This 

work soon led to the creation of versified stories with illustrations. His fust resounding success came 

with Max und Moritz ( 1  865), a morality tale in the style of Heinrich HoEnannfs Shwwwelpeter (1 845). 

Morgan suggests that this "led Busch into a field which was peculiarly his own and in which his 

undisputed mastery carried him to a unique emhence in German letters. No other Geman poet before 

or since has produced work so abounding in familiar quotations of humorous character; . . . a gifi for 

terse and pungent utterance combine in these masterpieces of epigrammatic brevity" (129). Busch's 

attitude to his works was somewhat more self-effacing, as cm be seen fiom his poetry collection Zu 

guter Letzt (1904) where he larnented: 



Grad so behillt sich der Poet, Just so the poet also rnakes do. 
Du Iiebe Zeit, was soli er machen? For goodness sake, w hat s hould he do? 
Gebraucht sind die Gedankensachen ~ s e d  up are al1 those things of thought 
Schon alle, seit die Wek besteht, (34: 307) Already, since the world began, 

This, of course, echoes the sentiment of Terence, "no word is spoken now but has been said before" 

(1 33), but Busch may also have taken Goethe's advice: "Alles Gescheite ist schon gedacht worden, man 

muB nur versuc hen, es noch einmal zu denken" (al1 smart things have already been thought, one only has to try 

to think them again [Maimen 80 Il). How well Busch did this is in part the subject of this dissertation. 

Intention of the Study 

The principal aims ofthis dissertation are to dispel the notion that Wilhelm Busch was little more 

than a popular entertainer, and to show, on the basis of his biography and selected prirnary works, his 

serious contriiution to letters. 1 address the problem of trying to "categorize" Busch and attempt to 

make a contribution to understanding his legacy.' 

In this fmt major modern study of Busch in English, 1 include the frrst English translation and 

examination of Busch's own autobiography Von mir iiber mich ( 1  894) and an analytical comparison of 

this with the biographical facts about him that can be derived fiom archival sources. The differences 

are significant. Busch was an intensely private person, and guarded carefully both his own private 

sphere and that of the people surroundhg hirn. Rumours spread about his persona fiom the early days 

of his career, but he rarely took steps to correct them, and rather chose to respond through his works. 

It wasn't oniy modesty or reticence that prevented him fiom talking about himself, The ever-increasing 

accolades that greeted each new picture story afier the initial success of Mm und Moritz caused hirn 

discornfort and ernbarrassment; "Eh Herr [zog] meine Abentezter eines Junggesellen aus der Tasche 

und las sie laut der Reisegesellschafi vor . . . Es war mir sehr peinlich und ekelhaft; ich tat, ais wenn ic h 

schliefe" (a gentlemen pulled my Abenteuer eines Junggesellen fiom his pocket and read out loud to his felIow ûavelIers 

'The foundation of this study rests in considerable part on matenals Iocated in the archives and l i b r q  of the 
Wilhelm-Busch-Society in Hanover, Gennany, where 1 worked for severaI months in early 1999. 



. . . It was very embarrassing and disgusting; 1 pretended that I was sIeeping 1 : 1611). He was severely lacking 

in self-confidence, saw hirnself as a failed artist, and after the lack of popular and critical success of the 

poetry collection Kritikdes Herzens (1 874) also as a failed writer. Although he recognized afier a while 

that he could continue to be successful with his picture stories, he had no sense of having found a new 

medium of expression, the new medium to express the problems of the era. Influenced by other German 

satirists and epigrammatists before him, Busch perfected his picture stories Eom the tradition of 

illustrated broadsheets and book illustrations, and integrated in them societal expectations and cultural 

trends. Not only do his picture stories depict the darker side of the "Gründerzeit" era, but they also 

provide an answer to the "crisis of language" that had gripped Iiterary arts since the early part of the 

century. By using a type of styIized shorthand, Busch drew a world that became surreal through 

elimination and exaggeration and in that way presented reality unrnasked. 

This dissertation fürther offers the fxst intensive scholarly analyses of Eduards Traum and Der 

Schmeîierling in English. Structured as fairy tales, the social satire Eduards Traum (1 891) provides 

symbolic insights to Busch's philosophy of life, and Der Schmetterling (1895) gives an atlegorical 

account of his corning of age. Both can be seen as allegorical parallels to Busch's Weltanschazrung, 

provide explanations for his raison d'être, and a basis to show approaches to social commentanes that 

can be found throughout his works. Eduards Traum and Der Schrnetterling are, therefore, the focal 

primary works for this study, but numerous others are included, "Für die Gesellschaft bin ich] nicht 

genugsam dressiert" (1 am not sufficientlytrained forsociety w4: 15 11) is what Busch said about hirnself, His 

stories include criticism of that society, such as depictions of braïnwashing the individual to be part of 

a conforming mass, the collective identity, the hpotence of the individual, the power of authority and 

the futility of defiance. Max undMoritz, h s  Huckebein, Fipps der Affe, and Diefirnrne Helene are 

al1 exarnples of futile indoctrination and the consequence of resistance. The individual who thinks 

himselfcompletely h control of his life and his world, but is really without power in the scheme of the 

masses of society, can be seen when Plisch und Plum are brought tu heel by force, in bachelor Tubias 



fiopp's rude awakening d e r  marrias, in the poet Balduin Bühlamrn thwarted by so rnany trite 

occurrences, or in Muler KleckseZ, the megalomanic philistine. These are a11 examples of conformity 

to society's standards gone awry. 

The dissertation inter-relates these analyses, demonstrates the social criticism in Busch's works, 

and atternpts to formulate an approach to interpreting and understanding his entire oeuvre. It attempts 

to show Busch as one of the early trailblazers who uses "sichtbare Gestalten statt . . . flüchtige Worte" 

(visible figures instead of fleeting w o r d ~ ) ~  combined with short verses to deliver poignant messages. The 

success of Busch's innovations contributed to the modem beginnings of the cornic strip cartoon, which 

1 demonstrate by an analysis of his legacy for this genre and his Muences on North American comic 

strip authors and illustrators. 

The study concludes with an examination of how Busch's influence continues today, but to 

ensure an encompassing portrayal of Busch, a chronology of his life is appended. The result is a better 

understanding of Busch, particularly for English-speaking Germanists, for whom Busch to date is--if 

at al1 considered--primarily a caricaturist and the creator of the Max und Moritz picture story. 

Scholarly work to date 

A well known author of the "Gründerjahre," Busch continues to be an irnmensely popular and 

widely-read author in Gerrnan-speaking countries. Part of this is attributable to the fact that glossy 

editions of his picture stories are continually marketed in high numbers and are readily available in 

bookstores or superrnarkets. Articles and books too numerous to mention here have been written about 

hirn in the German Ianguage; however, many are not based on scholarly research, but simply additional 

nibutes to an author whose name has become a legend. 

It is interesting to note that some of the dissertations written about Busch at European 

universities were not written by Germanists, but by students fiom other disciplines. For example, Petra 

4Goethe in conversation with Eckermann, Ianuar 4th, 183 1, in discussing some ofRodolphe Ttipffer's early picture 
novels (Kroeber 726). 



Fresser's 'Die Bildergeschichten 'The Tooth-Ache' von George Cruikshank und Der hohte Zahn' von 

Wilhelm Busch1' was written for a doctorate in dentistry at the medical faculty of the University of 

Cologne. Because of my focus on Busch in English, I shail litnit my review of European theses to those 

with literary relevance to my topic. Peter Mancer's 1962 dissertation at the University of Zurich, 

WiZheZm Busch als Dichter, discusses one of Busch's autobiographical writings, a few poems, BuZduin 

Bahlamm and Der Schrnetterling to provide a one-sided portrayal of the stylistic intricacies of Busch's 

language as related to Joseph von EichendoB. Andrea Hilgenstock's 1989 dissertation at the Technical 

University of Berlin, "Gesellschaftspantomimen. Wilhelrn Busch und seine ironische Bild-Welt-Satire," 

examines selected works for expressions of the absurd or the grotesque. Her dissertation is thoroughly 

researched and well written, although her Marxist dialectics occasionally lead to specious argumentation. 

Waltraut Liebl's 1990 dissertation at the University of Innsbruck, "Bild und Sprache: Modelle der 

Wirkungsi-kthetik bei Wilhelm Busch," is a contemporary view of how Busch's style of combining 

ep igramrnatic verses w ith concise sketches has influenced advertis h g  today. S he provides a good 

overview to prove that Busch's method ofcomic art combined with a short, poignant message has been 

internalized by some of todayls creators of advertising. 

As already rnentioned, many of the German language scholarly investigations are tinged by one 

of the two extremes of either uncritical reverence or supercilious condescension. included in the former 

group are most of the older publications (e.g. Karl Anlauf, Erwin Ackerknecht, Fritz Novotny, Friedrich 

Bohne and Joseph Kraus), but also more recent studies by Peter Haage, Henvig Guratzsch or Gustav 

Sichelschmidt, as well as many of the articles published in the WiZhelrn-Busch-Jahrbiicher. A 

patronizing sort of superïority to their subject is evident in works by Ludwig W. Kahn, Hinrich Hudde, 

Karsten Imm, Peter Nusser, Jürgen Lieskounig, Berndt W. Wessiing, and Heinrich Theissing, to name 

but a few. It seems odd, as already noted by Gert Ueding, that "diese scharfen Fronten in der Busch- 

Rezeption weder die Erforschung seines Werkes noch die Beschafiigung mit seiner Lebensgeschichte 

stirnuiiert [haben]" (such fiercely opposing viewpoints in the Busch reception have stimulated neither research of his 



works nor of his life-stoiy [Lmnevier 71). This may in part be attributable to the resistance of Busch's 

oeuvre to be categorized, as was already recognized by Heidemarie Kesselmann in 1979: " ~ u s c h s ]  

aukrordentlich heterogenes Werk . . . [ist] nicht aber einer fiir die Literaturgeschichtsschreibung 

notwendigen formalen Systematisierung zugiinglich" (pusch's] extraordinary he:erogeneous oeuvre, however, 

. . . does not tend itsetfto the formal systernatization . . . as necessary for the writing of literary histories [ 191). Reiatively 

few publications deal with Busch and his works in a strictly objective sense, most notably those by Gert 

Ueding, Michael Hetzner and Gottfried Willems. 1 shall be referring to these, as appropriate, during the 

course of my study. Moreover, it seems that the comical traits of the picture stories or poetry in some 

ways comrnunicated themselves in such a fashion that only very few researchers have been able to 

penetrate to the serious essence underlying Busch's amusing art. 

There is very little literature about Busch in English, perhaps also due to the fact that Busch is 

not easily categorized. Another question to consider when reviewing the scant writings in English on 

Busch is whether he is too "German" to achieve much attention on an international stage? Probably not, 

if one considers that he was translated into at least fourteen diEerent languages during his lifetime.' 

Some of Busch's works were translated into English almost irnmediately, but these early translators 

Iimited themselves to the picture stories. Several of his works, particularly his prose and later poetry, 

and his autobiography were ignored. More recent translations, some of which include scant 

introductions to Busch, are Iimited to the early picture stories. The one notable exception is an anthology 

in English edited and translated in 1982 by Walter Arndt, The Genius of WiZheZm Busch. Comedy of 

Fruswtion, in which he expertly reproduces Busch's rhyme and metre in English. Broadsheets and 

'English (1868), French (1873), Dutch (1860), Italian (1882), Portuguese (1886), Danish (1866), Hungarian 
(1895), Spanish (188 I), Japanese (l887), Russian (1880), Polish (1905), Latvian (1904), Hebrew (1 898), WaIloon (1889). 
1 compiled this sampling through reading many articles on Busch- It is not intended to be complete. A comprehensive 
bibliography on Busch does not exist, although Albert Vanselow's 19 13 publication Die Erstdmcke und Erstûrisgaben der 
Werke von Wîlhelm Busch. Ein bibliographisches Verzeichnis is important, as is Richard Abich's 1933 -3 7 Wïlhelrn-Busch- 
Bibliogrqhie, which includes tributes and reviews ofBusch publications. The WZhelrn-Busch-Juhrbuch periodically (most 
recently by Ries and Herlt in 1992) publishes a bibliography of articles which appeared there, and prints a yearly listing of 
secondary literature that has become known to them. A 1990 bibliography by Manfied Gorlach of the Max und Moriiz 
translations includes translations into more than 190 Ianguages or dialects. A large nurnber of new Busch editions were 
marketed after the expiration of the copyright protection in 1959, and the Wilhelrn-Busch-Society concedes that a reliable 
figure for the number of copies of pnmary works in print can no longer be ascertained. 



picture stones, including the classics M m  und Moritz, Diefi-omme Helene and Die Knopp-Trilogie, 

make up by far the largest part of the anthology, yet Arndt also includes a small selection of poetry, a 

condensed version of Der Schmetterling (1 8W), and Was mich beh-zJ? ( 1  886). 

Historians today recognke the importance of Busch as the forerumer of American and British 

comic magazines: yet little critical attention has been paid in English to review the? German origins. 

Several early comprehensive works about cornic strip hist~ry and developrnent regard Busch as the 

"father of the comic sequence" (Murrell 9) and refer to hirn when discussing the origins of early 

Arnerican comic strips (Martin Sheridan, Coulton Waugh, Stephen Becker), yet this has not been further 

explored--particularly from a Busch perspective--even in David Kunzle's recent History of the Cornic 

Skip. Kunzle describes in some detail Busch's various picture stories md places them in an historical- 

sociological context, but his conclusions follow traditional interpretations and he does not go beyond a 

general statement about Busch's influence on American cornic strips. 

Of the three North American dissertations that have been written about Busch (New York 

University 1947, University of Minnesota 195 1, University of California at Los Angeles 1968), only the 

fust was written in English. This is significant, because dissertations written in German may well 

receive attention fiom German or English-speaking Gerrnanists, but notas likely from scholars studying 

comic strip art or art history. Edmund P. Kurz's 1947 1 1 l -page English-language dissertation, "The 

Political and SociaI Attitudes of Wilhelm Busch," tries to explain Busch's political and social attitudes 

against the backdrop of the political, religious and social character of 1940s America. He reiterates in 

a superfkial manner Busch's political and religious ideas as he believes them reflected in some of the 

po litical-religious satires, rnost notab ly Pater Filucius, Der Heifige Antunius von Padua, Der 

Geburtstag and Diefimine Helene, and reflects on Busch's social attitudes toward love and marriage 

as Kurz sees them delineated in Die Knopp-Trilogie, and pedagogy as he sees them reflected in Max 

T h e  first important reference was made by Martin Sheridan, Comics and fheir Creators (Soston: Hale, 1944), 
but Busch's influenceon the Americancomic strip was-previous to Sheridan-acknowledged in William Murrell, 'Wilhelm 
Busch and American Comic Art," American-Germon Review 1 -3 (1935): 9- 13. 



und Moritz. Analysis is almost completely absent fiom this dissertation, and the reader gets the distinct 

impression that Kurz is trying to perpetuate some of the negative views held in post-World War II 

America about the German psyche by explaining some of the more popular Busch picture stories. Four 

years Iater, Mons  Theophil Uhlefs 164-page German-language dissertation, "Wilhelm Busch in neuer 

Beleuchtung," seems to reinforce the notion that Busch is nothing but a shallow, if compassionate, 

entertainer. me considers four different thematic areas that he contends were preferred by Busch: his 

position in the ''Kulturkampf' vis-à-vis Der Heilige Antonjus von Padua, Busch's pedagogical theories 

as delineated in Mm: und Moritz, bourgeois morals and customs as depicted by Busch, and fmally the 

life of artistic genius during the late 19th century as caricahirized in Balduin Bahlamm or Muler 

Klechel. Uhle ignores Busch's prose and poetry and draws an erroneous picture of Busch as a 

magnanimous and chivalrous benefactor, somewhat a h  to the "GroBvater" in Johanna SpyTi's Heidi 

stories. Fhally, in 1968 Joseph Kraus completed a 234-page German-language dissertation, 

"Ausdrucksmittel der Satire bei Wilhelm Busch," which examines satire, irony and the grotesque in Der 

Heilige Antonius von Padua, Diefi.omrne Helene, and Max und Moritz, but aIso what Kraus calls 

political F olemics without humour in Pater Filucius, Monsieur Jacques à Pnris wahrend der 

Belagenmg im Jahre 1870, Der Partikzrlarist and other picture sequences fust published in the 

Münchener Bilderbogen or the Fliegende Blütîer in 1 870 and 187 1. Kraus concludes that Busch in 

many ways anticipated expressionisrn and absurd literature but tried to overcome the feeling of absurdity 

through a belief in eternal reincarnation, He vaguely suggests--and 1 concur-that Busch's assessrnent 

of his own contemporaries could easily be transferred to Our own t h e .  

There has only been one book published about Busch in English: Dieter P. Lotze of Allegheny 

College prefaced his 1979 study with " . . . this is the first critical study of Wilheh Busch in English . 

. . " (7) and proceeds with a general introduction to Busch and his works. While Lotze writes broadly 

of Busch's works, he writes uncrïtically. The book is entertaining; a short biographical section is 

followed by a type of chronological "works cataloguef1 complete with commentary, in which Lotze, in 



addition to introduchg the major writings of Busch, also presents a small selection of the lesser known 

works. Strong emphasis is placed on the picture stories, and Lotze manages to refute some 

preconceived ideas surroluiding Busch's works, such as the cliché that M m  und Moritz was targeted 

specifically for an audience of children. 

Iust twenty articles have been published about Busch or his works in English. This meagre 

collection is surprising, as some of his work has long been translated into English (the fvst English 

translation of M a  und Moritz appeared in the early 1 870s). Of these articles, two (Alexander Dorner, 

William Murrell) were written in the 1930s and can be considered obsolete fiom today's perspective. 

Articles by Thomas Berg, M e e d  Gorlach, Jiirgen K. Hoegl, and Gideon Toury are discussions with 

linguistic themes: Toury reviews difficulties arishg through translations by using the Hebrew translation 

of M a  und Moritz? and Gorlach ("Haw, the wickit Things") has a similar theme with the example of 

Scots translations. Berg uses some ofBusch's couplets for demonstration purposes, while Hoegrs article 

contains very little on Busch. An article written by Kurz ("Wiiheh Busch and the Problem of 

Pedagogy") is based on the author's earlier thesis and offers no new insights. Gorlach's "A Handsel for 

J.K. Annand" is a tribute to this Scots writer and contains a Scots translation of Ham Huckzbein. An 

article published by William F. Borer is a farcial examination of a one-page manuscript to determine 

whether it was in Busch's own handwriting. Two essays by Max E. Noordhoom and Ted S hoemaker 

deal exclusively with M a  und Moritz: Shoemaker limits himseifto a b&f portrait, while Noordhoorn's 

essay includes a brief survey of contemporary children's literature and a review of Busch's vita until the 

publication of M m  und Moritz. Three more essays (John Fitzell, Erich Heller "The Iittle world," C.P. 

Magill) are empirïcal studies of Busch offering few new insights. An article by Dieter and Barbara 

Lotze is directed to those who teach physics as part of a liberal arts undergraduate program, and contains 

constructive suggestions how classes c m  be made more interesting by utilizing some of Busch's relevant 

verses and pictures. An essay by.Charlotte M. Craig contrasts Busch to another Geman epigrammatist, 

Georg Chnstoph Lichtenberg. She makes a convincing argument for Busch's aphorisms to be 



considered as having the same value as his. R. Loring Taylor's "The ambiguous Legacy of Wilhelrn 

Busch" gives a good account of its subject. Although Taylor concentrates mainiy on the picture stoties, 

he does touch on Edumds Traum and transIates a brief excerpt fiom it, but stops short of an analysis. 

The chapter entitied "Wilhelrn Busch: Dumping the Chamber Pot on Human Vanity" in Dieter and 

Jacqueline RolIfinkels The Call of fiman Nature. The Role of Scatology in Modern German Literahfre 

is an attempt to review elements of the grotesque in some ofBusch's works. An essay by Jorg Thunecke 

gathers information about the genesis of Rudolph Dirks' Kutzenjammer Kids and their comection to 

Max und Moritz. Finally, the title of David Kunzlels article "Busch Abroad: How a German Caricaturist 

Willy Nilly Helped Launch the New Cheap Comic Magazines in Britain and the United States" promises 

more than it delivers in that Kunzle discusses the well-known fact that pIagiarisms of Busch took place 

very early, but provides no cornparisons or analysis. 

Additionally, abstracts about Busch appear in a number of general works, for example by 

Bayard Quincy Morgan in The Columbia Dictionury of Modern Ewopean Literature, in William Rose 

Benétls The Reader 's Encyclopedia. An Encyclopedia of World Lirerature and the Arts, Walter Sorrell's 

Dualiv of Vision, and Maurice Horn's The World Encyclopedia of ~ornics.  They typically offer 

conventional wisdom about Busch, although Patrick Bridgwater in The Penguin Cornpanion to 

European Literature does rnake the conspicuous suggestion "for other German 'nonsense' poets, turn 

to Morgenstern and Grass" (1 50). 

Finally, we can read about Busch in English in some translated studies, such as Bettina 

Hürlixnann's Three Centuries of Children 's Books in Europe. Wolfgang Kayser's The Grotesque in Art 

and Literalure, or Reinhold Reitberger and WoLfgang Fuchs's Comics. Anatomy of a Mass Medium, 

as well as in some reviews and critiques (Edgar Alexander, Heller "Creatures"). 
. 

In sumrnary, other than Lotze's book discussed above, to my know ledge no major study has been 

published about Busch or his works in English, and articles are limited. A major investigation is thus 

needed to irnprove Our understanding and to advance the recognition of Busch and his works. 



Methodology 

My use of the term methodology encompasses the approach used in collecting, classifying, 

investigating, comparing and evaluating various elements of Busch's work, and to this end 1 make use 

of several different methods. "In Wahrheiî jedoch paBt Wiihelm Busch überhaupt in keine wie auch 

immer beschaffene Zui& hinein" (In truth, however, Wilhelm Busch does not fit intoanyguild whatsoever, no rnatter 

what its composition [Glockner 6341). By utilizing a variety of methods, therefore, 1 can contemplate topics 

that would not be possible when applying just one technique. 

1 begin with a close, literal translation of Busch's autobiography Von mir tlber mich (1 894), 

deviating as little as possible fiom the semantics of the German original. After comparing this 

autobiography to its earlier versions, I conduct an analytical comparison of what Busch chose to share 

about himseifwith factual biographical records, because this will reveal discrepancies, and perhaps lead 

to new insights into Busch's character. The sociology of authors embraces two approaches to creators 

of literary works, one stressing theü role as imitators, and the other their visionary and expressive 

powers (Ha11 50). Zn the first approach, the author creates "die Illusion der unmittelbar erlebten 

Wirklichkeit des Erzahlten" (the illusion of the actually experienced reality of the depiction bamrnert 691) and 

mirrors in his works "politische, okonomische, moralische oder ideologische Aspekte des sozialen 

Lebens" (politicai, econcmic, moral or ideological aspects of sociai Iife [Silbermann 431); the second approach 

assumes that "der Autor und sein Werk die Gesellschaft gestalten" (the author and his work shape society 

[Silbermann 431). The frst approach applies to Busch, of whom Otto Felix Volkrnann said that "aus 

der Beobachtung des Wirklichen envachsen pusch] die Hauptmotive seiner Dichtungen" (out of the 

observation ofreality grow the primary motits ofhis writings [6]). Following Hall's comment that "literature may 

be seen as telling us the truth about man's life in society" (23), 1 pursue the social origins of various 

influences on Busch. Similady, Robert Escarpit suggests that "in order to fvc a writer's place in society, 

the fust step is to investigate his origins" and he advocates two primary considerations in this process, 

"research into geographical origins and research into socio-professional origins" (33). Therefore, to 



illustrate the possible influences ofBusch1s milieu on his work and extrapolate how he approached his 

society, how his relations with society were rnediated by local connections and feelings, various different 

environrnents in which he moved and which affected his Me and work are considered, for example 

private schooling and academies, life in parsonages and artists' colonies, remote villages and major urbân 

centres. This heips to determine "the historical society in which the author lived . . . the social world 

mirrored in the content of the work . . . and the social world of the reader" (Miles 3), and reveals the 

intertextuality of Busch's personality in his works. Otto Rank could well have been thuikuig of Busch 

when he noted that an artist should "liberate himself' 6om social pressures as much as he should be 

concerned to "liberate hirnseif" fkom the constraint of a literary tradition (372). When Busch perfected 

his picture stones he moved beyond the tradition of illustrated broadsheets and book illustrations; "a 

literary genre is not invented: it is adapted to the new demands of a social group and this justifies the idea 

of the evolution of genres patterned after the evolution of society" (Escarpit 79). There is oflen a risk 

in literary criticisrn when mingling the biography of an author with his works because "investigations of 

the way in which an artist approaches his society . . . undermine studies that move too brutally fiom the 

intentions of a text to an accepted vision of society" (Hall 54). It should also be recognized that a Iiterary 

work has an effect on the reading audience by virtue of its own characteristics, whereas only those from 

the reading audience who have corne to know the works and then want to know the author as a person 

become interested in his vita. Alphons Silbemann explains that "Autor und Iiterarisches Werk 

unterliegen Einflüssen und Reaktionen . . . die zwischen dem Verstandnis des Schriftstellers . . . sowie 

seiner Haltung und seinen Interessen. . . und der Wirkung seines Werkes interagieren" (Author and Iiterary 

work are subjected to influences and reactions that interact between the understanding ofthe author as weli as his attitudes 

and interests and the effect ofhis work [443). Oeuvre and author are not necessarily complementary, however, 

which isn't to Say that a psychology of literature is irrelevant, but only that a work cannot necessarily be 

interpreted by using only biographical data as guidelines. Zhdanov suggests that "literature is a social 

phenomenon, the perception of reality through creative imagery" (qtd. in Escarpit 4). When the various 



versions of Busch's autobiography are seen as creative imagery in the fonn of an aesthetic montage, they 

repeatediy point to the discrepancy he encountered between the cognitive and affective-emotional 

experiences of his social origins. These ofkn codicting experiences were not unusilal in the economic, 

social, moral and cultural realities of middle to Iate 19th-century Gennan society. in hyperbolizing their 

disparities Busch created incongrnous impressions in his picture stories, overlaying the affective- 

emotionally perceived discords with a cognitive facade of a largely false, facile harmony. 

Following the biographical and sociological investigations of Busch as an author, 1 attempt a 

close textual analysis of the two prose tales, Eduards Tram (1891) and Der Schmefferling (1895). 

Ralf Schnell contends that Eduards Traum represented Busch's ambition "auf dem engen Raum der 

Kurzprosa die Weite einer ganzen Welt zur Darstellung zu bringen und deren innerem Zustand 

angemessenen Ausdruck zu verleihen" (to represent the vastness of a whole world in the conhed space of short 

prose and express its inner state appropriately [53]), Transcending reality, the surreal envuonment of the two 

prose tales allegorically masks the absurdity of human existence and corresponds to musings already 

contemplated by Busch some thirty-plus years earlier: "Egoismus, Unklarheit, Wankehuth, Undank 

sind die ewig unvermeidlichen Attribute jener grokn Masse, die das Volk genannt wird (egotism, 

uncertainty, fickleness, ingratitude are the eternally unavoidable attributes in that epat  mass that is called the people @3 1 : 

29J), and reflect Busch's philosophy. The emphasis in the analyses of these two works then must be on 

the interpretation of meaning, which is stressed in hermeneutics. Andrew Milner sumarizes the 

relevant rneaning of literary herrneneutics as '?that intended, either consciously or unconsciously, by the 

author ofthe literary text" (29). The hermeneutic tradition is based upon independent unities of meaning 

and significance, which change depending on the reader's own world or social circle, and which Janet 

WoEexplains thus: "interpretation of the past is always, and necessarily, f?om the standpoint of the 

present" (103). The meaning in the past can be approached through a successfùl bridging of the 

henneneutic dEerence of the historical distance between the (then-)author and the (now-)reader, as 

Milner suggests: "authorial intentions . . . are decipherable, especially in the case of texts f?om the distant 



pst, only in relation to the homon of expectations of an anticipated readership" (30). As an exarnple, 

Busch used caustic humour in word and picture to disguise criticisrn of systemic societal hypocrisy, and 

he clarifies these criticisms through the allegories in Edumds Traum and Der Schmerterling. Therefore, 

the understanding gained about Busch through the messages immanent in these two works Ieads to the 

unmasking of the social criticism inherent in his picture stories. However, the surreal world created by 

Busch in the allegories of the two prose tales to mask his philosophy of Me and his view of contemporary 

society can be much better understood and explained fkom the standpoint of the present through the 

knowledge acquired by the study of surrealistic approaches of the 20th century. Artists of the 

surrealistic movement aspired to enter the r e a h  of the "super-real" by expressing the irrational and 

creative products of their imagination. By transcending the bourgeois reality to which they were 

accustomed they hoped to prevaü over the world shaped and represented by rationality, conventions and 

bourgeois values. While the surreal realm of Eduards Traum and Der Schmetterling may have been 

dismissed by some contemporaries as "erratisches Zeichen" (erratic syrnboI mector 731) or "tollste 

Ausgebürten des Gehims" (maddest monstrosities begot by the brain [Nadler 67 1 ]), today's understanding and 

acceptance of surrealistic concepts facilitates immanent analyses of these two works. 

The analyses of Eduards Traum and Der Schrnefterliilg, combined with the knowledge gained 

about Busch and his raison d'être through sociological and biographical investigations, provide the basis 

to show the social cornmentary and messages concealed in Busch's picture stories. In al1 of his works, 

Busch depended on the confkontation between the structure of his language, the structure of his 

drawings, the structure of the world and the structure of what the reader believes is reality, to elucidate 

the shortcomhgs of his tirne w ithout pontificat hg bettement. 

In the 1st  chapter, 1 survey the tradition ofpicture stories until the time that Busch started to 

publis h his early works in the FIiegende Bldtter and the Münchener Bilderbogen to get an understanding 

of Busch's predecessors. This serves to ctanfl the influences that affected Busch fiom graphic artists 

before him, in particular Rodolphe Topffer and Heuinch H o f i a m .  1 further try to demonstrate how 



Busch's innovative method of line drawings accompanied by verse or short text uifluenced North 

American comic strips, with particular reference to the popular target of Busch as a source for 

plagiarisrn, considering not ody direct copying, but also indirect conceptual semblances of characters, 

themes, or motifs, as is most clearly evidenced in a comparison of Busch's M a  trnd Moritz to Rudolph 

Dirks' Katzenjamrner Kids. Beginning with a comparison of physical features, parallels are drawn fiom 

the Max undMoritz pranks to sequences in the Kahenjarnrner Kids. In the context of reviewing Busch's 

legacy, this chapter also reviews how Busch and his works were exploited d u ~ g  the Third Reich. 

Finally, the dissertation surveys the ongoing tradition of Busch's style of writing and drawing, how his 

irfluence continues today and how this legacy is still used to convey a message in poignant, easy to 

remember fashion. 



1. Wiedensabl's favourite cbild 

The tiny hamlet of Wiedensahl would have remained obscure, had not Heinrich Christian 

Wilhelm Busch been bom there in April, 1 832. The village had fust been settled under the direction of 

the Earl of Schaumburg in the earIy 13th century. Because of its strategic location along the oniy road 

between Stadthagen, the second city in the Earl's fiefdom, and the monastery Loccum, part of the 

Diocese of Minden, Wiedensahl was often the subject of skirmishes between a succession of earls and 

bishops until the secular earls ceded their cIairns to the ecclesiastical monastecy, which subsequently 

continued to receive the Wiedensahl tithe until the 19th century, when villeinage was abolished during 

the French occupation in 18 10. As a result, the tithe was fvst converted to a yearly rent of 935 taler, 

until the village made a lump-sum settlement of 25,100 taler in 184 1. Mortgages taken out to contribute 

to this settlement arnount were not paid off until the mid 1870s (Strecker 30). This fmancial hardship 

was compounded by the fact that it took until 1868 to conclude the constitution which guaranteed the 

owners appropriate compensation for damages incurred through infiactions against hunting and forestry 

rights by members of the nobility. 

While Wiedensahl was thus fmancially beholden to the rnonastery in Loccum, throughout the 

centuries it had looked to Stadthagen for economic guidance and military protection. This was in part 

because the road to Stadthagen was more used and in better condition than the one to Loccum, and in 

part because Stadthagen had become a trade centre for the region, Wiedensahi's geographic location Ïn 

the "Dreilhdereck" between Hanover, f russia and Schaumburg-Lippe, and the experience of al1 sorts 

of political unrest had taught the viilagers that it was safer to take refuge in the walled city of Stadthagen 

than to look to their monastic masters for support. Because of this orientation to the secular town, trades 

developed early in Wiedensahl, and while the craftsmen still kept their farms, most of the farm work fell 

to the women. Thus, while the fiscal union of the northeastern German States in the 1830s benefitted 

the Hanoverian Wiedensahl, to travel to Stadthagen in the neighbouring state of Schaumburg-Lippe, the 

villagers still had to contend with crossing borders and ensuing customs duties. However, the village's 



centuries old tradition ofchanging allegiances based oncurrent necessities is perhaps an explanation why 

the July 1830 uprisings largely bypassed the area. An uprising in July 1830 by workers and students 

in Paris had caused the fa11 of the Bourbons and their king, Charles X, who had been about to overthrow 

the constitution. This revolution with its demands for parliarnentary reform spread fiom Paris to several 

other European countnes, including most German States, where demonstrations for shilar  patriotic- 

democratic goals ensued. Faliing wages and rishg prices, and craftsmen feeling threatened by factory 

machine-y were the cause for nurnerous demonstrations and use of force against the property of 

unpopular manufacturers in urban centres, and during unrest in the countryside peasants destroyed 

manorial records and attacked customs stations. Wiedensahl was hardly affected by these events; its 

unusual political and economic situation had caused an apolitical attitude of specious self-suficiency and 

independence to become deeply engrained, as can be seen rnirrored by the statement of the dream teller 

in Eduards Traum, who, as Busch's alter-ego, is expressing views that can be regarded as equivalent 

to those of Busch: "Mit der Politik gab ich mich nur so vie1 ab, ais notig, um zu wissen, was ungefahr 

los war" (with politics 1 only bothered enough to know approximately what was going on @34: 18 II).' 

At the time Busch was born, Wiedensahl was a cautiously prosperous village with 140 houses 

and about 800 inhabitants (Strecker 54). The properties, strung along both sides of the road, sometimes 

had only six metres fiontage, but the fields stretched up to 1,300 metres into the flatlands behind the 

farms. Everything appeared orderly, clearly laid out, from the parsonage, pub and the pond that gave 

the village its name at its centre, to the farrns neatly aligned on either side. Its people were arranged in 

just as orderly a fashion: Their livelihood and place in Iife was determined depending on the fmily they 

were born into, not unlike realities in many other villages of the time. T i n  Bauer traut dem andern 

nicht" (One fmer  doesn'ttnist the next @34: 2021). They were reserved and proud, self-righteous and smug, 

and deeply steeped in "protestantische Anschauungen" (protestant belieg [BI: 561). They were 

conscientious, painstakingly precise, not oniy in the execution oftheir responsibilities and duties, but also 

'Al1 German quotations, be they k m  primaqr or secondary sources, have been translated into English in order Co 
make this study accessible to both linguistic groups. 



in protecting their own interests. Busch recounts a custom that originated in the middle ages when the 

Wiedensahl f m e r s  sought protection fkom p l u n d e ~ g  robber barons by retreating behind the walls of 

Stadthagen and regularly receiving help in the defence of their properties f?om the Schaumburg-Lipper 

knights. In gratitude, the Wiedensahl f m e r s  deiivered eggs and young chickens to the eari's household 

whenever his consort was in confinement: 'Was aber guten Willens geschah, wurde spater ein Zwang. 

Die Eier und Hahnchen muBten . . . geliefert werden, ob die Frau in Wochen war oder nicht. Bis um 

die Mitte des letzten Jahrhunderts ist die Verpflichtung in Kraft geblieben" (But what happened because of 

good will later became an obtigation. The eggs and chicken had to be delivered, . . . whether the Iady was lying in or not. 

This commitment remained in force until the middle of the last century p 4 :  5281). AAer ail, the good will generated 

by these gifts would pay handsome dividends when protection was again needed! Later imrnortalized 

in Max und Moritz as Witwe Bolte depicting domestic order, Schneider Bock depicting prokssional 

honour, Lehrer L h p e l  depicting reason and wisdom, Onkel Fritz de picting familial bliss and finally the 

collaboration of commerce and religion in the fiornrnen Backersleut', these villagers emerge later as 

hypocrites professing to be pious, honest and upright, but actually replacing right with might, unjustly 

appropriahg authority through the use of force, as cm be seen in the final Max und Moritz prank: The 

miller granulates the boys in his mil1 and feeds them to the ducks. Obsewing this obviously wicked but 

self-serving event, the villagers wryly s h g  "Wat geiht meck dat an?!" (What's it to me?! CHI: 389]), 

mirroring similar apathetic reactions of the Wiedensahl villagers, as observed by Busch. 

Sociological research has s h o w  strong conformances to cornrnunity interests especially in rural 

areas in the 19th century, as well as clear ostracism of those that didn't conform to communal customs. 

Reinforcing the concept of a common consent and the necessity of social acceptance, the viliage 

comrnunity and neighbourhood are specifrcally recognized as having educational authority over children, 

because households were not private as t k y  are today, but rather comrnunally oriented (Rosenbaum 92). 

in t h e s  of insufficient (or lack of) birth control, children were an inevitable and often undesired by- 

product of sexual relations and indifference and lackof interest toward children were prevalent. Despite 



pregnancies, women stiii had to complete their regular work load, and infililt care had to be uitegrated 

into the daily routine as best as possible. Added to that, the lack of interest in children was compounded 

by the high infant death rate, "die unertriiglich gewesen wae, hatte man dem einzelnen Kind sehr vie1 

emotionale Zuwendung gewahrt" (which would have been unbearable if one would have been very emotionaliy 

attached to the individual child Fosenbaum 901). The presence ofmany different authority figures corn bined 

with the heavy daily workload of al1 aduits and "die geringe Emotionalitat und Intensitat der hauslichen 

Beziehungen . . . verhinderten die heute so ausgepfigte gegenseitige psychische Abhangigkeit von Eltem 

und Kindern" (the minimal emotionality and intensity o f  domestic relationships precluded the mutual psychological 

dependency of parents and children, which todsy is so pronounced Fosenbaum 933). Busch was htimateiy 

farniiiar with these societal interactions in smail villages. His early development was influenced by a 

blend of his geographic origin, social position and hierarchy, economic status and religious affiliation. 

Synthesizing these socio-emotional foundations, the social structures and cultural surroundings with 

individuai elements Iike needs, desires and beliefs permits one to extrapolate how he responded to his 

social surroundings and how resulting interactions were facilitated by village-wide paradigrns of 

authority and hypocrisy. He summarized the lessons learned and wrote a didactic poem, Strebsarn, to 

illustrate their importance: 

Mein Sohn, hast du allhier auf Erden 
Dir vorgenomrnen, was zu werden, 
Sei nicht zu keck; 
Und denkst du, sei ein stiller Denker. 
Nicht leicht bef6rdet-t wird der Stanker. 
Mit Demut salbe deinen Rücken, 
Vol1 Ehrfûrcht hast du dich zu bücken, 
MuBt heucheln, schmeicheln, mu& dich fugen, 
Dem selbstverstandiich nur durch Lügen 
Kommst du vom Fleck. (H4: 284) 

My son, if you here on earth 
resolved to make something of yourselc 
Don't be too cheeb, 
And if you think, be a quiet thinker. 
n i e  beiiyacher won? easily be promoted. 
Anoint your back with hurnility, 
In reverence you're to bow and scrape, 
You must pretend, flatter, you must obey, 
Because of course only through deceit 
W il1 you get anywhere. 

In many ways, however, Busch's childhood was typical of a German childhood of the 19th 

century, in that his father and mother adhered to expected behavioural patterns, conventional parental 

role distributions, as welI as domestic standards for disciplinhg children. They worked hard to be 

respected members of their rural cornrnunity. Busch's mother Henriette Dorothee Charlotte was the 



daughter ofthe surgeon and storekeeper Georg Kleine, who had fled to Wiedensahl fiom Hesse because 

he did not want to be drafied into the English army. Upon her rn-age to Friedrich Wilheirn Stümke, 

her dowry, consisting of the store and adjohhg f m  was legally transferred to her husband. The thee 

children fkom this marriage al1 died, as did Stümke, and Henriette becarne his heir. When she rnarried 

Busch's father, Johann Friedrich Wiihelm Busch, at age twenty-eight, her entire property was transferred 

into her second husband's name. Busch's father was the premarital son ofa Westphalian f m e r ,  Johann 

Emme. Although his father in turn, Busch's patemal grandfather, later married the mother, Sophie 

Busch, (Busch's grandrnother) and recognized the child pusch's father) as his own, there were 

idiosyncrasies: The child--as the eldest--should have inherited the farnily farm, but did not, and also kept 

the mother's maiden narne as his own. The stigma of illegitirnacy held, especially within the confimes 

of a small village. Busch's father left his Westphalian home early, completed an apprenticeship in 

commercial management in Loccum and after his marriage to Busch's mother took over her general 

store: "Die Farnilie Kleine gehorte rn den Honoratioren in Wiedensahl, und der eingeheiratete Busch 

wollte auch dam gehoren" (The kmily Kleine was part o f  the Wiedensahl elite, and through association by marriage 

Busch wanted to belong also Wiechert 401). At the tirne, economic factors were a prirnary consideration 

in selecting a marriage partner. Marriage offered the opportunity "Besitz und Vermogen zu enverben" 

(to acquire property and wealth) and it was clear that "jede Ehe mit einem Partner, der weniger mitbrachte 

als man selbst . . . identisch war mit sozialem Abstieg" (each manïage to a partner who brought k s s  [to the 

marriage] as oneself . . . was equai to a social corne down posenbaum 731). WhiIe the marriage of Busch's 

parents, therefore, offered his father the opportunity for social advancement, it inversely also amounted 

to a social demotion for the mother. This social blernish rnust have reverberated for some tirne, because 

"Bauern heirateten unter sich. Jeder Versuch, diese unsichtbare Grenze . . . zu durchbrechen, wurde 

scharf sanktioniert (peasants rnarried each other. Each attempt to break through this invisible boundary was strongly 

sanctioned Fosenbaum 52]), and in light of this the parents' careful attention to the village's behavioural 

code is particularly plausible, as is their ambition to be respected members of the village. 



From me about me 

Busch's father was determined to obscure the stigma of his illegitimate birth by advancing 

socially and economically, being a successful business man and mode1 citizen. He was a sober and 

calculating man of consemative attitudes, and strict toward his children. His puritanical rigidity was 

described by Busch as "miiBig und gewissenhafi; stets besorgt, nie zartlich" (moderate and conscientious, 

always anxious, never affectionate w4: 147). He never did get over the disgrace of his illegitimate birth, an 

insurmountable blernish in particular within a rural community, and was driven to overcome this 

"shortcoming" through material success and his children's success in society: "[Er] hat sich durch 

geschaftlichen Erfolg entschadigt, war aber zu Hause ein gefühlsarmer Tyram" (he found compensation 

through success in business, but at home he was an unemotional ty-rant p e e r  1 11). A cornerstone of 19th century 

society was the authoritarim-patnarchal family which credited the male with enterprise and rationality, 

whereas the female was characterized by passivity and regarded alrnost entirely as a sexual object and 

workhorse (Hausen 16 1). Typical for this assessment, Henriette acquiesced to her husband's ambitions, 

was "still, fleiBig, fromm" (quiet, industrious, pious m4: 147]), too busy with mnning the f m  and tending 

to her increasing brood of children to show much This led Kraus to speculate that "[es] wiire 

wohl besser gewesen, wenn sich die Mutterliebe auch in sichtbaren Zartlichkeiten geauBert hiitte" (it 

would have been betier if this motherly love had been reflected with some noticeable affection) because h later years 

Busch's relationship to women was rnarked by a "gewisse Sprodigkeit" (certainaloohess [Selbstzeugnisse 

121). Busch recalled later that to al1 appearances, his parents "lebten eintrachtig und so hauslich, daB 

einst über zwanzig Iahre vergingen, ohne d d  sie zusammen ausfbhren" (Iived in hamony and so settied that 

once twenty years passed without them going on an outing together w4: 1471). The surface harmony of this famiiy 

Iife taught Busch at a very early age that the outward facade a person shows society is dif3erent fiom the 

true realities, which he expressed as "Du siehst die Weste, nicht das Herz" (you see the vest, not the heart 

"Busch as the oldest of seven children may well have been thinking of his own parents when describing Helene's 
parents in Diefiomme Helene, "Zwar man zeuget viele Kinder, / Doch man denket nichts dabei (ùideed one fathers many 
children, / but one doesn't think much about it (H2: 2051). 



m4: 3931) in the poetry collection Schein und Sein, published posthumously fiom materials found in 

his estate. Busch internalized these impressions of an outwardly harmonious family life untiI the facade 

is dissembled. The theme oftheir unmasked reality becoming apparent can be seen in Max zrnd Moritz, 

Hans Huckebein, Fipps der Ape, and Diefiornrne Helene. 

Dettweiler conducted a psychomalytic analysis of Busch's parents and concluded that Busch's 

mother was not able to give her children a "Gefuhl der Urgeborgenheit" (feeling o f  basic security [89 

because she was herself psychologica1ly and physically overtaxed. Her husband was a person who 

demanded "totale Untenvefing" (absolutesubjugation Cg]). Dettweiler concludes that the Busch children 

"diese nicht-verbale Kornmunikation ais PrQung vol1 [mitbekamen]" (klty absorbed this kind ofnon-verbal 

communication in their psyche [1 O]). It appears that while both parents provided well for their children, the 

farnily atrnosphere was cold, void of emotions, filled with an "unterschwellige Spamung" (underlying 

tension [Dettweiler 1 O]), yet outwardly, both lived in harmony. The sense of futility to deS. authority, first 

recognized through the mother's example of submitting to her husband, was compounded by the village 

teacher, who %esal3 einen kniffigen Rohrstock" (had a fierce stick [H4: 3321) and used it ofien to subjugate 

his pupils. Protestant anthropology, such as tau@ by Martin Luther, speaks of man and his 

surroundings as a "disorderly and wild crowd . . . indeed, a pigsty and mob of wild beasts" (Tappert 125) 

if not disciplined and bridled. This viewpoint gained momentum in the 19th century and contrasted with 

the teachings of the Enlightenrnent, which specified that the character of a person is wholly dependent 

on how s h e  was raised and educated. Regular churchgoers, and following the teachings of the 

Protestant church that "the child needs the discipline of the rod" (Eby 32), village teacher and father 

between them "Faben Busch] durch die Kinderjahre hindurchgeprügelt" (flogged @3usch] through his 

childhood years [H4: 5453). The justification for this was that "every individual must be brought up in 

subserviency to the state, and outwardly at least he must be submissive to the religious doctrines and 

practices of his prince" (Eby 18). Luther formulated this theory in the early 16th century followhg the 

Peasants' War, but over the years this attitude of outward subserviency and submissiveness had spread 



to include such behaviour opposite al1 authority figures. Busch was an apt pupil: 

Es saust der Stock, es schwirrt die Rute. The stick whistles, the rod whooshes. 
Du darfst nicht zeigen, was du bist. (H4: 286) You may not show what you are. 

The deceiving appearance of the publicly punctilious behaviour of both parents contrasted to the 

repressed atmosphere of the private Busch household. The sanctimonious behaviour of the village 

teacher and the self-righteousness of the villagers communicated to Busch at a very young age the 

superficiality of interpersonal relationships and the narrow boundaries of acceptable behaviour in society, 

the double standards of a society where "nichts so ist wie man wohl mocht" (nothing is as you would like it 

to be m4: 2021). 

Busch spent a large part of his childhood in this environment within the narrow confmes of a 

very stmctured, rigid f m i n g  community. However, because his father did not think the local school 

would facilitate the kind of successfid career he envisioned for his son, after three years in the village 

school, the nine-year old Wilhelm was placed in the care of his uncle, Georg Kleine, a Lutheran minister 

in Ebergotzen, another small village a three-day journey tiom Wiedensahl. It was nothing unusual that 

Busch was sent away to receive an education superior to that which the village teacher could provide--it 

was a fate shared by many children fiom rural areas and for the sarne reasons, and indeed, Busch "fieute 

[sich] darauf; nicht ohne Wehrnut" (looked fonvard to it, not without rnelancholy p 4 :  1471).~ He was fortunate 

that his uncle was a "ruhiger Naturbeobachter und auBerst milde" (a quiet observer of nature and extremely 

gentie [H4: 148]), who provided a broad, though unconventional, education. KIeine was a follower of 

Friedrich Schleiermacher's teachings on pedagogy, which rejected the notion that "Erziehung ist nur 

Unterdrückung des Bosen, das Gute entwickelt sich dam selbst" (education is merely suppression of the 

essential bad, the essential good will then develop on its own [42 11) and instead counselled that as the essentiai 

bad in a person should be suppressed through education, changes in living conditions and the essential 

good in a person should be promoted by those same means. Compared to the previously described 

3To parallel Helene in Diefi-omme Helene again, sent to be raised by her aunt and uncle: ''Da ist OnkeI, da ist 
Tante, / Da kt Tugend und Verstand" (There is uncle, there is auntie, / There is virhie and reason [H2: 2051). 



teachings of subservience and submissiveness, this was a much more temperate pedagogy. It "setzte 

die Formbarkeit des irtdividuums voraus und gelangte so zu einer Padagogik, die von einer echten 

Erziehbarkeit des Menschen ausging" (assumed that an individual can b e  shaped and in this way anived at a 

pedagogy that starts out h m  the true trainability of man Wihr 7 11). The private tutoring Busch received f?om 

his uncle, the village parson, set hirn apart Fom the other children attending the local village school, 

making him at the sarne time an outsider and placing hirn in a position of privilege. Busch stayed with 

Kleine for about seven years, moving with hirn when his uncle was transferred corn the modest parish 

in Ebergotzen to the larger one in Liithorst, and only lefi to attend the Polytechnical College in Hamover. 

Later, Busch recalled his unclels mild pedagogy, contrary to the authoritarian pedagogy of the time: 'Nur 

ein einziges Mal, wennschon ofters verdient, gab's Hiebe; mit einem trockenen Georginenstengel; weil 

ich den Dorftrottel geneckt" (only once, even rhough more often deserved, did 1 get a hiding; with a dried dahlia stalk; 

because 1 teased the village idiot [H4: 1481). The impact of the broad-minded parson1s household had a 

liberating effect on young Busch. The private tutoring was oriented to the exacting curriculum of 

Protestant Orthodoq, but detours were made to include domestic and foreign literature and philosophy. 

This also followed Schleiemacher's teachings that pedagogy hm two distinct areas of responsibility: 

"Das Ausbilden der Natur und das Hineinbilden in das sittliche Leben" (instnicting a person's nature and [his] 

preparation for an ethicd Iife [416]). Kleine supported Busch's inclination to drawing and painting, 

encouraged his interest in trout fishing and bird watching, and gave hirn lessons in his own passion, 

beekeeping. Almost sacrilegious for a Lutheran minister, Kant's philosophy was tackled with the reading 

of the Critique of Pure Reason Kleine tolerated Busch's reading of contemporary non-denominational 

works of literature, which "begierig verschlungen wurdenl' (were eagerly devoured m4: 148])." He also 

'While in Ebergotzn Busch befiended the local innkeeper and storekeeper, a supporter of the Freethinkers ofthe 
earlier lM century. The eeethinking congregations evolved as a counter-movernent to the Lutheran church, who 
collaborated with the reactionary Prussian govenunent to prohibit al1 joys of Iife, for example, Goethe's works were declared 
to be "sinfiil." The underiying beliefwas that 'Yhe cormpting infiuenceofthe Besh prevented man h m  perceiving the divine 
pattern until total comprehension occurred in the afterlife. Man's lot, therefore, was complete obedience to the divinely 
sanctioned order on earth" (Brose 226). It is no wonder then, that the rights of the individual, which were dismissed as 
"sinfÙIness," were fought for initially within the realm of religion. Popular kethinking literature included Leben Jesu, 
kritisch betrachfet (Lfle ofclésus) ( 1  835) by David Friedrich StrauB and Ludwig Feuerbach's Wesen des Christentums (The 



taught him that by observing nature he would begin to learn about the real values of life. It speaks for 

the parson's unbiased teaching methods that Busch was able to admit later that "in meinem elflen Jahr 

verbluffte mich der Widerspruch zwischen der Allwissenheit Gottes und dem Eeien Willen des 

Menschen; mit 15 Jahren zweifelte ich am ganzen Katechisrnus" (in my eleventh year the contradiction ofGod's 

omniscience and the fiee will of people bafned me; at age 15 1 doubted the entire catechism [B 1 : 1441). 

It was in this environment that Busch lost the inhibitions bred into hirn in Wiedensahl and 

developed the foundations of a self-effacing confidence that would later allow him to denounce the 

hypocritical behaviour of his fellow citizens without condemning them. Yet, Busch's exposure to the 

diametrically opposed social milieus of village school and life as the son of the village's social clirnber 

in Wiedensahl, followed by private tutoring in Ebergotzen and Luthorst as the nephew of an 

unquestioned member of those villages' elite, had sharpened his senses to the hidden undercurrents of 

social interactions. The impressions of the fust nine years of his childhood could not be expunged, they 

could only be suppressed, later to be recalled and relied upon in the creation ofMm und Moritz, Hans 

Huckebein and Diepomme Helene, where hyperbole served to reveal his views of the powerless hiding 

behind the cover of pretended harmony. From the complex beghnings of subjugation experienced in 

his parental home, followed by an elitist position as the private student of the village parson, himself a 

local dignitary, Busch developed into a writer and artist who transformed these early impressions into 

picture stories, and clearly treasured the experience: 

Um eine Sprache von Herzen sein eigen zu nennen, muB man, glaub ich, etwas drin 
erlebt haben, etwas sehr Wichtiges--nknlichdie Kindheit. In diesem Sinn hab' ich zwei 
Sprachen: Hochdeutsch und Plattdeutsch. Nur was in diesen Sprachen, in den Sprachen 
meines Paradieses, geschrieben ist, kann mich rühren, d.h. in innerster Seele rühren; 
denn ich weiB wohl, daB es e h  »Paradise Lost« gibt, welches hinter der ganzen 
Menschheit liegt. 

Essence of Chrisfianity) (284 1 ) .  The former "deconstructeci Jesus by placing him in the context of ancient mythology" and 
concluded that Christ's birth, resurrection and ascension "rernain eternal truths, whatever doubts may be cast on their reality 
as historical iàcts" (Brose 227). The purpose of Feuerbach's text was to "galvanize man for constructive work on earth by 
separating him h m  distracting preoccupation with perfection in the afterlife . . . [and] convert the fiiends of God into the 
fiiends of man, believers into thinkers, worshippers into workers, candidates for the other world into students ofthis world" 
(Brose 227). 



To realiy cal1 a language one's own, one has to have, 1 believe, experienced something very important 
in it-childhood. In this sense 1 have two ianguages: High German and Low German. Only what has 
been wrïtien in these languages, the languages of my paradise, can move me, that is, move me to the 
sou[, because I know welI that there is a »Paradise Lest«. which can be found behind al1 of rnankind. 

This explanation, in a letter dated Apri12ndy 1875 to Maria Anderson, concludes that "wer m m  Heizen 

dringen will, der schreib in seiner Muttersprache" (those who want to reach the hart  should write in their rnother 

tongue @ 1 : 1371). It is hence understandable that Busch, who faced the dichotomies of cognitive and 

affective-emotional experiences in his childhood in Wiedensahl, and who encountered dichotomous 

behavioural patterns in the households of his parents and his uncle, should create picture stories 

containing similar dichotomies. 

Genesis of Busch's autobiography 

Afier relative obscurity as a fieelance illustrator and writer for the Fiiegenrien BZatter and 

Mmchener Bilderbogen, and an unsuccessfid publication of the Bilderpossen in 1 864, the immediate 

commercial success of Mm uzd Moritz in I86s5 catapulted Busch to international f m e  and such 

popularity that al1 of his subsequent picture stories also becarne best sellers. Despite this success, 

biographies about Busch emerged slowly. When Busch was in Munich in the fa11 of 1877, the painter 

Franz von Lenbach introduced hirn to the writer Paul Lindau who had becorne interested in Busch and 

wanted to write an article about him in the magazine Nord und Sad, of which he was editor in the 1 870s. 

Unable to fmd biographical data on Busch in reference books, he hirned to Busch directlyy and upon 

S H e i ~ c h  Richter ofDresden had published the Bilderpossen, containing Der Eispeter, Katze und Mazu, Krischan 
mit der Piepe and Ha'nsei und Gretel, in 1864, but they were a commercial failure. In order to compensate for this, Busch 
offered him 1 M m r  und Moritz fiee of charge, but Richter declined. Anxious to get the story published, Busch then offered 
the manuscript to Braun & Schneider, publisherç of the Fliegende Bldtter and Münchener Biiderbogen, and even offered 
to make changes if required. Braun & Schneider printed 4,000 copies for the first edition, which were distributed in the 
summer of 1865. ï h e  book was an immediate success. ï h e  first translation-into Danish-followed in 1866; the first 
confirmed English translation in 1871, although earlier pirated and unattributed û-anstations are likely. At the tirne of 
Busch's death, translations into at least eleven languages existed; and the German text had been published in 56 editions 
and about 430,000 copies. At the time of expiration of the copyright in 1959, the Wilhelm-Busch-Society estimated in 
excess of 2 million copies in circulation. Since then, a large number of new editions have been published and reliable 
numbers for copies in print can no longer be determined. In 1997, Gürlach talked of translations into more than 280 
languages and dialects (Wandlungen 21). Finally, the Wilhelm-Busch-Society advises that a copyofthe first edition ofMar 
und Moritz fetched in excess of 250,000 DM at a 1998 auction. 



compiling the required Uiformation, published a biographical essay about Busch in the February 1878 

issue ofNord und Süd. This essay was the frst  detailed publication about Busch, and Busch liked the 

result, which he expressed in a very chatty letter to Lindau: "Die unverdient liebenswürdige Vivisection 

des Kamickels in Nord und SUa hat mir vie1 SpaB gemacht. Ich durfte ja nicht hoffen, daB Sie so vie1 

Gründlichkeit daranverschwenden würden, sonst hatte ich Ihnen ausfuhrlichere Notizen geliefert" (t very 

much enjoyed the undeservedly kind vivisection of the rabbit in Nord undSzïà. 1 couldntt begin to hope that you would 

waste so much thoroughness on it, otherwise I would have given you more detailed notes 1 : 1831). 

The next detailed discourse about Busch was published in 1885 in France. In the early 1880s 

John Grand-Carteret, a Swiss national living in Paris, published several articles about caricature and 

graphic art in Geman speakhg countries for the French journal Livre. tntending to write an article 

about Busch, he requested and received materials fiom Busch publisher Otto Bassermann. However, 

rather than use this information for an article, Grand-Carteret instead developed it into the main chapter 

of his large treatise Le mœurs et la caricature en Allemagne, en Auiriche, en Suisse, published in Paris 

in 1885, and introducing Busch as "voici certainement, le roi de la charge et de la bouffonnerie" (certainiy 

the king ofcaricature and farce [296]). Busch's reaction to this work is not known, âlthough it is known that 

he had a copy of the text in his possession.b 

In the same year that Grand-Carteret published his work in France, Busch was contacted by 

Eduard Daelen who was working on a biography on Busch. Although Busch was doubtfil that the 

subject Daelen had selected for his bookwould prove fruitfÙI(J3 1 : 262), he agreed to cooperate and even 

rneet with Daelen, which they did in early November 1885. Eleven years earlier, in November 1874, 

Busch and Daeten had fust met at a meeting of the artistst association "Allotria" in Munich; Daelen was 

a member, and Busch attended as a guest of Lenbach. Perhaps for this reason, Busch had "volle[s] 

Vertrauen" (complete confidence) that materials Daelen gathered on a research trip to Munich to visit. 

£tiends and acquaintances of Busch, would be "in den besten Hiinden" (in the best hands [BI: 2631). 

6Busch's copy of this text, containing his annotations, is located in the archives of the Wilhelm-Busch-Society. 
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Despite this kind disposition towards Daelen, in a letter to his fnend Friedrich August von Kaulbach, 

Busch formulated some strong reçervations about biographies: "Für die gewohnlichen biographischen 

Schreibereien, die naturgema entweder lügenhafl, langweilig oder indisixet sind, besitz' ich keine 

absonderliche Verehrung" (1 don't have a peculiar admiration for the usual biographical scribblings, which by nature 

are either mendacious, tedious or indiscreet 1 : 2641). Similar concems implying that Busch was not fond of 

biographies or their writers are addressed in a letter to Hermann Levi, another Busch confidante: "Auch 

ich traue den Biographen nicht . . . AIS Hem D. mir schrieb, was er vorhatte, riet ich üun ab" (1 also don't 

trust biographers . . . When ML D. wrote me o f  his plans, 1 advïsed against them 1 : 2663). h both ietters Busch 

c l a h s  that he encouraged Daelen to "weniger die Person als die Sachen zu besichtigen und weiterhin 

zu untersuchen und deutlich zu machen, wann und wamm man lacht" (look l a s  at the person and more at the 

materials and fürther to examine and make clear when and why people laugh 1 : 2661). These clairns stand in odd 

contrast to Busch's letters to Daelen. Although it is not known what Daelen and Busch taked about 

when they met in Hanover in November 1885, Busch's letters to Daelen do not support the contentions 

he made to his fkiends. His letters to Daelen-both before and after the biography was published--never 

touch on researching patterns of laughter, but rather repeatedly distinguish themselves through their 

obvious tone of support for Daelen's undertaking: On request he gave Daelen information about the 

sources for his works (B 1 : 265-6), his relationship to publishers (El 1 : 269-70), and he expressed the 

hope that Daelen's research would have the result that "aufdiesem Wege noch manches von mir entdeckt 

[wird]" (in this manner various things of  mine would be rooted out 1 : 2631). 

The Daelen biography Üûer WiIhelm Busch undseine Bedeutung. Eine lustige Streitschrift was 

published in July 1886. In addition to attempting to swlize Busch as a central figure of the 

"Kulturkampf' by describing Pater Filucius, Der heilige Antonius von Padua and Bilder zur Jobsiade 

as important contributions to the clash between Prussia and the Catholic Church, the biography contains 

lapses of tact which were objectionable to Biisch, as well as errors, inaccuracies and fallacies that 

disturbed him and which he pointed out in a btter to Daelen on July 29, 1886. He preceded this letter 





d u e  bias toward his subject? Otto Bassermann expressed his opinion in a letter to Daelen'' and the 

features editor ofthe Franyùrter Zeitung, Johannes Proelll, found it necessary to write a scathing review 

of the Daelen biography and at the same time hoped to correct some of the fallacies. The ProelB article, 

"Aus Wilhelrn Buschs Leben," was printed in two parts on September 7th and 8th 1886. Unfortunately, 

it contained M e r  mistakes. ProelB was rather unscrupulous in his treatrnent of Busch's personal data, 

associations, literary and artistic merits. He emphasized his own opinion that Busch copied older 

existing works and adapted them for his own purposes;" he suggested that Busch received a large part 

of the profits for M a  und ~ o r i i z , ' ~  and without the connection to the publishing house Braun & 

Schneider there would be no author named Wilhelm Busch. 

While there is conceivably a grain oftruth in those assertions, it is perhaps no wonder that Busch 

at this point felt prompted to come forth and c l a r e  some of the more flagrant fallacies. He had 

previousiy commented on the Daelen text in a private letter, but after the ProelD article considered it 

prudent to print a rebuttal in the Franwter  Zeitzing; he sent a letter to the paper with this suggestion 

and two days after receiving a positive response from Proelf3 rnailed him the fust part of Was mich 

betrzfl, which was published in 5% columns in the F r a n w e r  Zeitung (No. 283) on October 10th 

1886. The date of "Septernber 1886" on the manuscript indicates that he must have had it written when 

'Some examples of Daelen's inflated exaltations are: 'Wahrlich, ein Fürst, ein Konig, ein unumschrankter 
Hemcher in dem Weltreiche des Humors ist Wilhelm Busch" (TruIy, Wilhelm Busch is a prince, a king, an absoiute mler 
in the empire of humour [5]) ;  'Es gibt nur sehr wenige Künstler in der ganzen Weltgeschichte, die sich eines ahnlich 
bedeutenden Einfiusses ihrer Werke aufdie Geistesrichtung der Menschheit nihmen k o ~ e n "  (There are on1y very few artists 
in the entire history of the world that can ciaim that their works have had a similarly important influence on the intellectual 
direction of mankind [a); WilheIrn Busch is deserving of a place next to "Dante, Michelangelo, Shakespeare, Goethe" (6); 
'Wilhelm Busch ist unstreitig der gfiBte Meister des Humors, aber nicht weniger auch der der Satire" (Wilhelm Busch is 
without a doubt the greatest master of humour, but no less also of satire [A). 

' I h e  letters fiom Otto Bassemiam, Busch's long-time publisher, to andfor about Busch are largely unpublished, 
but are available in the archives of the Wilhelm-Busch-Society. His letter to Daelen dated December 16, 1886 states that 
"[sein] Urteil [kt] kein gutes" (his opinion is not a good one), yet it is "[ihm] peinlich, Kritik über Ihr Buch zu üben" (it is 
awkward to criticize your book), He continues the letter expressing hope that a second edition will be published to correct 
some of the emrs  ofthe first edition and offers his own copy ofthe text, which he had marked up and corrected. (A second 
edition of the Daelen biography was never published.) 

"ProelB specifically talks about Don Quixote, the Epistolae Obscurorurn Virorum, the Biblia Pauperum and 
suggests that Busch has an alrnost unlirnited source of material to draw fiom. 

"in hct, Busch sold al1 rights to M a  undMoritz to Braun & Schneider for a one-time payment of 1,000 Gulden. 



he sent the letter offerhg it to the paper." In the letter accompanying his submission to the newspaper, 

Busch denies very emphatically that he used older works as sources for his own, and also clarifies the 

payment he received for M i  und Moritz. As an autobiography, the Fvst part of Was mich betr@ is 

incomplete, and for this reason ProelB suggested a continuation in fûrther articles. Busch sent him a 

second part in late November, and it was printed in 6% columns in the Franwter  Zeiîung (No. 336) 

on December 2nd ofthe same year. Meanwhile, however, Busch had received another correspondence 

from Daelen, and while this letter is not available,'" Busch's response to him indicates that Daelen must 

have been concerned that Busch shared some of the ProelB criticism of his book. Busch pacifies: 

Sie haben recht, mit der Kritik Ihres Buches in der Fran-fUrter Zeitung wenig zufkieden 
zu sein und in Anbetracht dieser SachIage k m  ich wohl verstehen, dafi die 
Veroffentlichung meiner kurzen Lebens besc hreibung Was mich betrzfl in der gleic hen 
Zeitung den Anscheh envecken k o ~ t e ,  daB auch ich mich gewiBermakn auf seiten 
b e r  Gegner stellen wollte. Das w&e e h  arges MiBverstandnis. (B 1 : 276) 
You are right to be little satisfied with the criticism of your book in the Frankfurteer Zeitung and in view 
of this 1 can understand that the publication of my short biography Was mich betrrflt in the same 
newspaper creates the impression that 1, too, wanted to position myself on the side of your opponents. 
That would be a bad misunderstanding. 

Busch gws on to explain that his biography was prornpted by the ProelB article and reiterates that his 

concerns about the Daelen biography are few and insignifcant. Those assertions are in stark contrast 

to a letter to Kaulbach written just four days earlier: 'Da er Daelen] seinen Pegasus auf s Neue von der 

Krippe zu holen drohte, ging ich hin, um ihm entschieden meine Meinung zu sagen. Ich filute ihm seine 

Flüchtigkeiten, Unrichtigkeiten, Taktlosigkeiten zu Gemüte" (as he paelen] threatened to get out his Pegasus 

again, 1 went to firmly give him my opinion. 1 laid out his flaws, emrs, indiscretions @3 1 : 275]), or to a ietter Busch 

sent to his fiiend Friedrich Warnecke sorne two months later that States very categorically, "Die 

Broschüre von Daelen hat selbstverstandlich durchaus nicht meinen Beifall. Ich fmde sie weder richtig 

noch berechtigt, weder geschrnackvoll noch taktvoll" (Of course the Daelen booklet does not have my approval. 

I find it neither correct norjustified, neither tastehl nor tacttùi 1 : 2781). hdeed, the meeting with Daelen, which 

13Located in the archives of the Wilhelm-Busch-Society. 

140ther than letters, which were kept in the files of the Bassemann publishing house, most ofthe 
correspondence to Busch is not available, because he destroyed most letters to him as soon as he had responded to them. 



Busch alluded to in his letter to Kaulbach, took place in Hanover on October 17, 1886, and Daelen 

reported that Busch "empfmg mich wie einen alten Freund mit herzlichster Liebenswürdigkeit" (greeted 

me like an old fXend with warmest kindness weumann 5911). This cornparison of Busch's comments to 

Daelen and to his fiends shows that throughout the entire Daelen episode, Busch's remarks to tnends 

about the Daelen biography are glaringly different than his remarks to Daelen hirnself. He repeatedly 

stressed his displeasure to his fkiends, and he repeatedly downplayed his criticism to Daelen who must 

have had an ùikling of this and questioned Busch about it, but agaîn Busch responded favourably: 

Ich habe Ihnen sr. Zt. [sic] unumwunden kiargelegt, mit welchen Stellen ihrer 
Broschure ich nicht einverstanden bin; aber ebenso unumwunden habe ich auch das 
Verdienstvolle b e r  Aus-ngen anerkannt und ich will dem heute noch hinzufugen, 
daB dieser Wurdigurig des Ganzen gegenüber die wenigen Punkte, an denen ich etwas 
auszusetzen fand, als unwesentlich zu betrachten sind. (B 1: 2761 
1 had candidly told you at the time with which parts ofyour booklet I did not agree; but equa:ly candidly 
1 also recognized that which has ment in your treatise and to that I would like to add today that opposite 
this appreciation of the whole the few points to which 1 objected can be considered as negligible. 

This creates the impression that Busch was essentially supportive of the Daelen biography, but didn't 

have the confidence to Say so publicly, indeed he created quite the opposite public impression. It could, 

however, also indicate some of Busch's own hypocrisies that he so vatiantly exposed in the picture 

stories. There is no doubt that he was upset at some of the Proeu assertions that attacked his integrity 

as a writer. Having written the two parts of his autobiography, Busch tumed his back on literary society 

and never published another picture story again. 

Meanwhile, Bassermann continued marketing Busch and his works, publis hed collections of 

Busch's works in a four volume edition entitled Humorisfischer ~ausschatz,'~ and piamed an 

anniversary edition for the Fromrne Helene celebrating Z00,000 copies of the book in print, in which he 

also wanted to reprint Busch's autobiography. When Bassemiam fvst approached Busch with this idea 

lSThe Humoristischer Hausschatz has been published by Bassemann in large volumes since then. In the year 
ofBusch's death, 1908, the 19th edition with 12 1- 130 thousand copies was published; an umumbered edition with 336-345 
thousand copies was published in 1932, but a printing h m  1950 contains the notation "20th edition." The Iast edition 1 
was able to ascertain was the 26th in 1964 without an indication of print quantities. However, since the expiration of the 
copyright protection in 1959 a large nurnber of "unauthorized" identical or similar copies have been distributed by various 
publishing houses. 



in September 1892, Busch was hesitant to agree. By December he had let hhseifbe penuaded, and 

suggested to use the fist part of Was mich betrzp unchanged; by January he contemplated some minor 

changes; in April 1893 he fonvarded to Bassermann a copy of the reworked rendition, which he called 

Von mir über mich, and this is what was published the following August in the anniversary edition of 

Diefrornrne ~e1ene.I~ The introductory paragraph of this revised work is indicative of Busch's attitude 

to this undertaking, and also contains a caveat directed at the reader: "Wer kt heutigen Tages noch so 

harmlos, daB er Weltgeschichten und Biographien fur richtig halt? Sie gleichen den Sagen und 

Anekdoten, die Namen, Zeit und Ort benemen, um sich glaubhaft zu machen" (in these days, who is 

innocent enough to assume worid histories or biographies to be correct? They memble legends and anecdotes which 

mention narnes, time and place to appear believable [HeZene VII). 

Reactions to this revised autobiography in various newspapers, most notably the Berliner 

TagebZaît, prompted Busch to yet another revision, which he sent to Bassermann in January 1894 with 

the comment that "darnit hat mein Selbst biograp hieren seinen definitiven AbschluB gefûnden" (with this, 

myautobiographical writings have reached a definitive conclusion) and the expianation that this further reworking 

was necessary "nachdem ich bemerkt, daB man aus der Charakteristik meines Vaters eine unpassende 

Folgerung gezogen, bin ich mit der Bezugnahme auf Andere noch bedenkiicher geworden" (afier 1 noticed 

that inappropriate conclusions were drawn fiom my Mer's characteilstics, i becarne even more hesitant when refening to 

orhers p2 :  23-24]). This final version was tkst published in 1899 in a new edition of Pater Filztcizts. 

Although Busch had stipulated that the 1894 version should be the only one used in the future," in 

Ionie anniversary edition of Die fromme Helene contains a portrait of Busch, the autobiography Von mir rlber 
mich, the never-before published poem Der Àfdckergreis, which was introduced as "ein neues Gedicht, welches als eine Art 
Résumé seiner Lebensanschauungen gilt" (a new poem, which can be considered as a kind of résumé of his [ Busch's] 
philosophy of life [letter h m  Bassemann to G. Hirth, May 6, 1893]), and Diefiomme Helene. 

'''The envelope containing the 1894 manuscript (located in the archives of the Wilhelm-Busch-Society) cames 
Busch's signature below the foltowing remark in his own handwriting: "Sollte es wünschenswert sein, einem meiner Bucher 
eineBiographie beizugeben, so soll dies Manuskript benutzt werden, ohne irgendwelche Veriinderung. Ein Wiederabdmck 
des Vbn mir über mich der Jubilaurnsausgabe der Helene soll dagegen nicht stattfinden. Es wurde mir mgeweht, daB doch 
vielleicht etwas zu vie1 Wortliches aus dem Wüs mich betrfft herübergenornmen sei. Auch m6cht ich nicht, daB die 
Charakteristik meines Vaters, die von einem Zeitungsschreiber fâlsch gedeutet ist, wiederholt würde." (Should it be desired 
to include a biography with one of my books, then this manuscript shall be used, without any changes. A reprint of the Von 
mir über mich of the anniversary edition ofHelene shall not occur. A Little bird told me that perhaps a M e  too much was 
taken over verbatim eom Was mich betrifft. 1 also don? want my fathefs characteristics, which were misinterpreted by a 
newspaper writer, to be repeated.) 



subsequent printings after 1905 the publisher supplemented the 1894 version with parts of the 1893 

version. These printings were never authorized by Busch, in fact, the 1894 version of Von mir über 

mich, so to speak the "Ausgabe Ietzter Hand" and the only one defmitively authorized by hùn, was not 

pubiished again until Noldeke produced an edition of his complete works in 1943. My translation ofb 

2 894's Von mir aber mich, the first into English, is Iocated in Appendix B of this dissertation. 

Cornparison and anaiysis of Busch's autobiographical writings 

The purpose of a biography, or an autobiography, is "the simulation, in words, of a person's Me, 

fiom al1 that is known about that person" (Kendall 39) in order to familiarize the reader with the subject 

person and the essence of that person's Me. in arriving at that goal, a biographer "should deal with al1 

aspects of his subject which tend to the transmission of personality" (O'Connor 43) and within a 

gcneralized narrative concerning events, movements, factual evidences, recapture a sense of the life 

being lived. Moreover, for the creator of an autobiography, in other words in writing one's own history, 

it is important "fur sich wie für andere ein ïnneres Selbstbild glaubhaft und greifbar zu machen" (make 

an imer picture of himself believabte and tangible for himself as for others pascal, "Autobiographie" 791). 

Therefore, aside from factual data about the subject's life, his physical being and the milieu he lives in, 

the readers of biographies and autobiographies expect to leam not only material facts, but also persona1 

and intimate details of that person: his psychological make-up, individual traits and features, high and 

Iow points of development, what rnakes hirn stand out tkom the crowd. In presenting this information, 

the autobiographer "presents an inner core, a self beneath the personality that appears to the world, that 

is his most precious reality since it gives rneaning to his lifie" (Pascal, Design 193). 

This prying into the "intimsten Winkel" (most intimate corners [W7: 4391) of the inner core was 

disgusting and objectionable to Busch, who was very reticent in revealing too much about his personal 

life, providing sparse information about hirnselfto a reading public, and restricting visits to his homes 

in Wiedensahl or later in Mechtshausen to only very few people. His opinion about biographies or 

autobiographies was ambivalent: "Wenn einer was erlebt hat, so lese ich Biographien oder auch 
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Selbstbiographien wie eine Novelle mit groBern Interesse; aber ich habe ja nichts erlebt" (Ifsomeone has 

experienced something special, then E read biographies or even autobiographies like a novel and with great interest; but 1 

havent experienced anything [W7: 43 11). Clearly reflecting his opinion that only extraordinary experiences 

or accomplishments should be for public consumption, not the details of day-to-day life, he elaborated 

hrther: 'Von Shakespeare weiB man recht nichts, ebenso von Homer nicht; Mozarts Grab k t  unbekannt. 

So ist's gerade recht. Das Gute und Bedeutende von ihnen k t  in ihren Werken da. Das andere 

Mindenvertige und weniger Liebenswürdige sol1 verschwinden" (One doesnt know much about Shakespeare, 

or about Homer, the location of Mozart's grave is unhown. That's the way it should be- The good and significant ofthem 

are represented in their works, n ie  other inferior and less charming should disappear m7: 4391). 

To recall, Busch's autobiography evoived as follows: 

1 Event 

ProelB article "Aus Wilhelrn BLISC~S Leben" 
appeared in the Frankfurter Zeitung 

ProelB requested a sequel 

Preparations for the anniversary edition of 
Die fromme Helene 

Public reactions to the revised autobiography 

Autobio~ra~hv 1 Reference Date 

Was mich betrim (13" 
-- / October 10, 1886 

Was rnich betrifft (14 
Von mir über mich 

- - - - - - -- - - - 

Busch beguis Was mich betrzyt (I) with an introduction explaining the reason for his 

autobiographical writing, "Es scheint wunderlich; aber weil andre über mich geschrieben, muB ich's auch 

einmal tun" (ït seems odd; but because others wrote about me, I must also do it once m4: 1471). To enhance the 

impression of being an uninvolved observer, Busch most ofien uses the passive voice, or the impersonal 

"man" (one), and therewith implies a general tnith of his statements, rather than a personai experience. 

Was mich betrzB (7) forms the ftamework and narrative structure for the subsequent versions; al1 

versions contain a minimum of personal and biographical data, are very short, relate isolated episodes 

and only about the fust 27 years of his life until about 1859, using the village or city Busch lived in as 

a point of reference. S tylized anecdotes conveying a seemingly enchanted and blissfùlly happy 

paradisiacal childhood are prevalent, and increase in the various versions in reverse proportion to the 

Decem ber 2, 1886 

April, 1893 

Von mir über mich (revised) 

I8The notation "0" was not included in the original printing in the Frany2rrter Zeitzrng, but is shown in the Bohne 
edition ofSusch's wmplete works. As this is the most readily available edition, 1 am following this method of identification. 

January, 1894 



decrease of actual facts. He avoids any kind of self-analysis or justification, usuaIly a typical component 

of autobiographies, Persona1 names are not mentioned except for those of his hosts in Antwerp; 

important events, experiences or acquaintances are not considered; and the success of his works is 

ignored. The few tangible details he does share are not objectively reported, but cloaked within animated 

portrayals of isolated incidents. Busch transfers the technique of creating a picture story ont0 his 

autobiography and weaves together separate episodes conveying a seemingly harmonious and idyllic 

childhood and adolescence into the shape of a continuous narrative, and "this shape is the outcorne of 

an interpenetration and coIlusion of inner and outer Iife, ofthe person and society" (Pascal, Design 1 85). 

In this marner Busch Unplies to have found "his place in Me" and thus avoids having to deal with his 

various persona1 and work related crises, or the two biographical writings by Daelen and ProeU3, 

Although chronologically listed, the information Busch shares appears to be included arbitrarily; 

his criteria for including some (and presmably excluding other) information are not evident, and 

together this creates the overall impression that the various stations of his Iife were just as arbitrary. This 

impression that he made no conscious decision, but played the rote of a bystander who was driven fiom 

here to there by chance and circurnstance is reinforced by Busch's choice of expression, for example 

verbs indicating coincidental movements, and in doing so, he is intentionally vague, as the following 

examples illustrate: 
- -- 

1 Was weiB ich denn noch aus rneinem dritten Jahr? (What do I still know from rnv tnird year? [H4: 1471) 1 
1 AIS ich neun Jahr alt geworden, beschlo6man1 mich dem Bruder meiner Mutter in Ebergotzen zu übergebenl 

(When I was nine years old, it was decided to hand me over to my mothets brother in Ebergotzen [H4: 1471) I 
Etwa ums Jahr 45 bezogen wir die Pfarre zu Lüthorst (Around the pa r  45 we rnoved to the parsonage in ~üthorst [H4: 1 14911 
Sechzehn Jahr alt . . . erhielt ich EinlaB zur Polytechnischen Schule in Hannover (Sixteen years oid . . . I was 
granted admission to the Poiytechnical School in Hanover CH4: 1491)  

Nachdem ich drei bis vier Jahr in Hannover gehaust, verfügt ich mich . . . in den Düsseldorfer Antikensaal 
( ~ f t e r  I lived in Hanover for three to four years . . . I proceeded to the Dusseldorf Hall of Antiquity CH4: 1491) 

Von Düsseldorf geriet ich nach Antwerpen (From Dusseldorf I found rny way to Antwerp EH4: 1491) 

Nach Antwerpen hielt ich mich in Wiedensahl auf ( ~ f t e r  Antwerp I spent tirne in Wiedensahl [H4: 1501) 

Von Wiedensahl aus besucht ich den Onkel in Lüthorst  r rom Wiedensahl 1 visited the uncle in Lüthorst [H4: 1501) 

Von Lüthorst trieb rnich der Wind nach München mi rom Lüthorst the wind bIew me to Munich [H4: 1511) 

Es kann 59 gewesen sein, als die "Fliegenden" meinen ersten Beitrag erhielten (lt might have been 59 that the 
"FIiegendenn received rny first contribution CH4: 1 5 11) 



Even in those cases where the precise date would have been easy to include, Busch prefers to remain 

ambiguous. Moreover, the information he imparts through these cryptic references is lirnited to 

providing stylized data only about the factual event, but no uisight or reflection. Busch's professional 

development, his early engineering studies, his move 60m Dusseldorf to Antwerp, his retum to 

Wiedensahl and then Lüthorst, his attempts at painting in Munich, this continuous nounderhg foilowed 

by new beginnings, reads like a cheerful and arnusing tale. No hint can be found ofthe clashes with his 

father about breaking off his engineering studies to become a painter, his feelings of isolation, his dire 

fuiancial straits, his position as an out. ider, his debilitating insecurities. 

Was mich betrzfl fl) hence represents a superficial curriculum vitae, very different fiom the 

sequel, Was mich ben@ (II), which encrypts Busch's inner disposition within whirnsical, seemingly 

unconnected, anecdotes. Was mich hem@ (71) makes clear that Busch's intention was not to provide 

a fact-filled synopsis of his lifè, but rather to describe events and experiences that helped shape him as 

a person. Busch does not, however, present himselfor his views as objective; his recollections are ofien 

"Un scharfen Sonnenlicht fniher Eindriicke; manches uberschattet von mehr als vierzig vergangenen 

Jahren; . . . Alles so heiter, als hatt es damals nie geregnet" (in the glaring sunlight o f  early impressions; quite 

a few overshadowed by more than forty years passed . . . everything so  bright as though it never rained then m4: 1541). 

This assertion is supported by Pascal's suggestion that "der Autobiograph die Wahrheit seines Lebens 

und seiner Personlichkeit [sucht]; sie  ka^ aber keine objektive sein (the autobiographer is searching for the 

mth of his life and his personality; but this tmth cannot be objective ["Autobiographie" 801). Even more abstruse 

than Was mich behifjr (I), a desperate seeming self-mockery is discernible as Busch rarnbles through 

his "putzvwnderliche Polterk2hmerchen der Erïnnerung" (strange-wondrous junk m m  of  mernory) with its 

various compartments containing "scheinbar weikels], abgelebte[s] Zeugs; das dennoch weiter wirkt, 

cirückt, zw ickt, erfieut; . . . obwohl Nc ht eingeladen" (seerningly wihed discarded stuff; that nevertheless still acts, 

pinches, nips, delights; . . . although not invited), and llwe&n, roten Türen, ja selbst mit schwarzen" (white, red 

doors,yes even blackones @34: 1521) concealhg old follies which open at whim and which he quickly closes 



again. "Schnell eine andere Tiir" (Quickly, a Qifferent door (H4: 1 541) is the reaction to avoid his own 

personal self-doubts before those memories can touch his present inner self. Hence, these memories 

become anecdotal images, neatly compartmentalized behind their various doors, and personal statements 

are replaced by detached observations and descriptions of seemingly incidental episodes. 

There is no direct biographical reference in Was mich betrzj7 0. Busch's "self' is cornpletely 

obliterated, but the cloaking of momentous episodes fiom his iife in comical or satirical anecdotes could 

perhaps be described as an "indirect autobiogaphy." As such, the technique of weaving separate scenes 

together to create a collage is intensified as Busch conceals episodes from hîs cwn Me behind a fictional 

narration. His reminiscences begin with a cheerfùl childhood Christmas scene, followed by the bright 

image of a beloved woman, and abruptly jump to the black door hiding nightly fears. Some foIlowing 

episodes depict Busch's compassion and empathy to a cold-hearted world, and another childhood idy Il 

before several images of death cornpiete the anecdotal memories. Comprehensible only to the initiated, 

Busch alludes to his relationship with Johanna Kessler, "Aber ich, Madam! und Sie, Madam; und der 

Herr Gemahl" (But 1, Madarn! and you, Madam; and your lord husband), something he had objected to when 

Daelen did the same in his biography, but hastens to paciSl those in the know in the next sentence: "Doch 

nur nicht iingstlich. Die bosen Menschen brauchen nicht gleich alles zu wissen" (But don't be anxious. 

Those wicked peopie dont have to know everything w4: 1531). This clearly visualizes his dichotornous 

behavioural pattern of wanting to tell, yet needing to disguise at the same tirne. 

Satirking illusions of "die gute alte Zeit," (thegood oid days) Busch inserts social criticism and by 

üsing various episodes fiom his stays in Munich illustrates his point of view that "die Zeit [nicht] ideal 

[kt]" (times arentideai [H4: 1 SZ]), that there is misery and poverty in the city (H4: 1 54), and that "überall 

[gibt] es VerdrieBlichkeitenn (annoyances happen everywhere [W4: 1 561); the village is not Arcadia, either, 

"auch hier gibt's arme Leutchen" (there are pwr foks there, too p 4 :  1541). Addressing himseifdirectly to 

the reader, Busch pacifies his middle class audience with acute irony: 

Du aber sei fioh. Du stehst noch da, wie selbstverstandlich, auf deiner angestammten 
Erde. Und wenn du . . . wohigemut nach Hause gehst zum gutgekochten 



Abendschmaus und zwinkerst deiner reizenden Nachbarin zu und kannst schakern und 
lustig sein, als ob sonst nichts los w&e, dann darfman dich wohl einen recht natürlichen 
und unbefangenen Hurnoristen nennen. (K4: 1 56) 
And y ~ u  be glad. You're stiil standing there, very matter-of-fact, on your hereditary soil. And when you 
. . . cheerfùlly go home to the well-prepared evening feast and wink at your charming lady neighbour, 
and you can flirt and joke and be meny, as though nothing else was happening, then one can indeed cal1 
you a quite natural and uninhibited humorist. 

This clearly illustrates that Busch intentionally used his art to mock the issues of his tirne, specifically 

disguised within his picture stories, without attempting to resolve or even unravel them. He had 

preceded his reco~lections with an explanation of his philosophy and point of view: 

Man wirft sein Bundel ab, den Wanderstab daneben, zieht den heiBen Überrock des 
Daseins aus, setzt sich auf den Maulwurfshügel allerscharfster Betrachtung und schaut 
dem langgeschwanzten Dinge nach, wie's mehr und mehr nach oben strebt . . . bis es 
tiefer und tiefer sinkt, um schlieBlich matt und flach aufs dürre Stoppelfeld sich 
hinzulegen, von dem es aufgeflogen. (H4: 152) 
One throws down one's bundle, the staff beside it, takes off the wann topcoat of existence, sits down on 
the moiehill of keenest observation and gazes &er that long-tailed thing, as it strives ever more upward 
. . . until it sinks lower and Iower to finally corne to rest weary and shallow on the withered stubble-field 
h m  where it started. 

Searching for workable and practical guidelines fiom the teachings of various philosophers to live his 

life, Busch had found repeatedly that their teachings, the "langgeschwanzten Dinge" (long-tailed things), 

while theoretically sound, had no functional impact on day-to-day life, until they finally, "matt und flach" 

(weary and shallow) as an expression of failure and rejection, come to rest on a "dürre[sj Stoppelfeld" 

(withered stubble-field), fallow thoughts and questions with no answers. Mankind only has at his disposa1 

"Mittel temporiker Erlosung" (means of temporary relief) like watching a ballet, celebrating a birthday, 

reading poetry or playing cards (H4: 152); al1 tools to temporarily escape the realities of life, because 

"durch al1 die Herrlichkeit hindurch, allgegenwartig, [existiert] ein feiner, peinlicher Duft, ein leiser 

zitternder Ton" (throughout the enîire spIendour, exists, omnipresent, a gentle, embarrassing scent, a quiet, shivenng 

sound [H4: 1561): Death or the sense of irnpending death is forever present, making self-actualization or 

happiness unattainable for mankind. Recognizing that he failed to reveal as much as the readers perhaps 

would have liked, nor entertain as much as his audience was accustomed fiom him, Busch concludes 

Was mich betrzfl with an ironic reproach directed at the reader: 



Doch ich sehe, du hast dich gelangweilt. Das beleidigt mich. Aber ich bin dir 
unverwüstiich gut. Ich werde sonstwie fur dich sorgen; ich verweise dich auf den 
vielsagenden Ausspmch eines glaubwürdigen Blattes. "Il faut louer Busch pûur ce qu'il 
a fait, et pour ce qu'il n'a pas fait." Wohlan, mein Freund! Wende deinen Blick von Iinks 
nach rechts, und vor dir ausgebreitet lie@ das gelobte Land aller guten Dinge, die ich 
nicht gemacht habe. v4: 157) 
But 1 can see you were bored. m a t  insults me- But my Iiking foryou is indestxuctible. I shall Iook after 
you in some other way; 1 refer you to the profound declaration h m  a credible paper. "One has to praise 
Busch for that, which he h a  done, and for that, which he has not done." Now then, my fiend! turn your 
eyes fiom left to right, and spread out before you lies the promised land c ~ f  al1 the good things that 1 
havent done. 

He also points his reader in the direction of Goethe, Cemantes, Rubens, and others. He is, in effect, 

suggesting that he is much less skilled than those masters, and his readers should be glad that he is not 

worthy to compare his skills to theus. Busch is asking to be granted his privacy in persona1 matters and 

in return he'll provide his readers with other things. He was aware that reflection or seIf-analysis should 

be a crucial aspect of any autobiography, but he denied having such ability. When asked in late 1888 

to provide an autobiographical essay for the journal Deutsche Dichhzng, Busch declined, responding: 

Dafi einem nichts absonderliches passiert ist, wie z.B. mir, das wiüe gar nicht so 
anstoBig; auch der allergewohnlichste Gegenstand, in Licht und Gegenlicht, ist wert der 
Betrachtung. Aber eben dies Gegenlicht, die zur Deutlichkeit so hochnotwendigen 
Reflexe--da liegt's. Selbst Scharfsinn und Aufiichtigkeit, nach innen und aukn, 
zureichend vorausgesetzt, kann ich mich jetzt, wie ich nun mal geworden bin, nicht 
mehr fUr berechtigt halten, die vielen Menschen, die ich liebe, oder gar die wenigen, 
welche ich ehemals haBte, so mir nichts dir nichts vor's Licht zu holen, um mich selber 
in's Klare zu setzen. (B 1 : 3 10) 
That nothing out ot the ordinary happened to a person, Iike myself for example, wouldn't be so offensive; 
even the most ordinary thing, in lighting and backlighting, is worthy of contemplation. But just this 
backlighting, the reflection so very necessary for clarity-that's the issue. Even assuming suEcient 
acumen and honesty, to the inside and outside, I can now, the way 1 have tumed out to be, no longer 
consider myselfto be justified to drag the rnany people that 1 love, and the few that 1 used to hate, willy- 
nilly into the bright light, just to make myself clear. 

As Busch, therefore, avoids any kind of self-analysis in his autobiographies, the reader has to read 

between the lines, and Busch intentionally makes this rnethod of reading and understanding his 

autobiography more and more difficult with each version, Was mich betrzfl (Ii) was elirninated entirely 

in the subsequent versions of the autobiographical writings, with the exception of the description of the 

childhood experience of frnding the village copper dead under a pear tree. Even this scene, which Busch 



included in Von mir über mich in much abbreviated and idyllicized form, was strîpped of al1 of the social 

criticism uiherent in the depiction of this episode in Was mich b e ~ z f l  fl). Additionally, the introductory 

paragraph fkom Kas mich betrifl m changed completely fiom 1886 to 1893 and moved the emphasis 

fiorn "weil andre über mich geschrieben, muB ich's auch einmal tun" (because others wrote about me, 1 must 

aiso do it once m4: 147]), to the wamhg "Kein Ding sieht so aus, wie es ist" (Nothing Imks the way it is 

[Helene VDl). In this marner, the stated purpose of writing about himseifmoved fiom the implication 

that Busch wanted to clarïfjwnd correct what Daelen and ProelB had written about hirn to the suggestion 

that the reader should receive the narrative as an enterta'hing story, not necessarily based only in fact, 

but perhaps supplemented by fiction. 

A consistent feature of al1 versions of Busch's autobiographies is that they are more and more 

general and less and less specific fiom version to version; slight changes fi-om version to version, each 

in itseifalmost irrelevant, illustrate his growing reluctance to share any kind of private information. Even 

somethiig as banal as his birth date is increasuigly more obscured: 

The fact that Busch was enigrnatic about his birth date has been used by researchers as an example that 

"Busch befirchtet, d a  seine Umwelt zu vie1 über sein Leben erfahrt" (Busch is concerned that those around 

him find out too much about his life [VaBen 671). Another possible reason for this particuiar change, narneiy, 

that there are inconsistencies surrounding his birth date in officiai records as also in statements fiom 

Busch himself, will be discussed later in this dissertation. 

This characteristic of obscuring details appears to start a pattern that continues throughout al1 

versions of his autobiographical writings. The description ofhis parents remained unchanged fkom 1 886 

to 1893, but was then drastically reduced to two sentences in the 1894 version after some newspapers 

had printed some disparaging remarks about Busch's father: 

44 

ich bin geboren am 15. April 
1832 zu Wiedensahl als der erste 
von sieben. (1 was born kpril 15, 1832 
at Wiedensahl as the first of seven. [H4: 
1471 

Ich bin geboren im April 1832 zu 
Wiedensahl als der erste von 
sieben. ( 1  was born in April 1832 at 
Wiedensahl as the first of seven. 
CHelene VIII) 

Ich bin geboren 1832 in 
Wiedensahl. (1 was born in 1832 in 
Wiedensahl. [H4: 2051) 



Wein Vater war Kramer, heiter unc 
srbeitçfroh ; (MY father was a storekeeper 
:heerful and industrious;) 

Mein Vater war Kramer; klein, 
kraus, rLlhrig, maBig und 
gewissen haft; stets besorgt, nie 
zirtlich; m m  SpaB geneigt, aber 
ernst gegen Dummheiten. Er 
rauchte bestandig Pfeifen, aber, ais 
Feind aller Neuerungen, niemals 
Zigarren, nahm daher auch niemals 
Reibhdzer, sondern blieb bei 
Zunder, Stahl und Stein, oder 
Fidibus. Jeden Abend spazierte er 
allein durchs  Dorf; 
Nachtigallenzeit in den Wald. 
Meine Mutter, still, fleiBig, fromrn, 
pflegte nach dem Abendessen zu 
lesen. Beide lebten eintriichtig und 
so hauslich, daB einst über manzig 
Jahre vergingen, ohne dan sie 
zusammen ausfu hren . (MY father was 
a storekeeper; small, crinkly, active, 
moderate and conscientious, alwaysanxious, 
never affectionate; inclined to joke, but grave 
opposite pranks. He constantly smoked 
pipes, but, opposed to al1 innovations, never 
cigars, hence he also never used matches, 
but stuck to tinder, steel and fiint, or used 
spills. Every evening he went for a solitary 
walk through the village; during the time of 
the nightingales into the woods. My mother, 
quiet, industrious, pious, was in the habit of 
reading after supper. Both Iived in harmony 
and so settled that once twenty years passed 
without them going on an outing together. 
CH4: 1471) 

neine Mutter, still und fromm, 
xhaffte fleiBig in Haus und Garten. 
:my mother, quiet and pious, busily toiled ir 
iouse and garden.) 

Mein Vater war Kramer; klein, 
kraus, rührig, rnaBig und 
gewissen haft; stets besorgt, nie 
ziirtlich; zum SpaB geneigt, aber 
ernst gegen Dummheiten. Er 
rauchte stets Pfeifen, doch als 
Feind aller Neuerungen niemals 
Zigarren, nahm daher auch niemals 
Reibholzer, sondern bIieb bei 
Zunder, Stahl und Stein oder 
Fidibus. Jeden Abend spazierte er 

z u r a l l e i n  durchs  Dorf; zur  
Nachtigallenzeit in den Wald. 
Meine Mutter, still, fleiBig, fromm, 
pflegte nach dem Abendessen zu 
lesen. Beide lebten eintrachtig und 
so hauslich, daB einst über zwanzig 
Jahre vergingen, ohne daB sie 
zusarnmen ausfu hren. (MY father was 
a storekeeper; small, crinkly, active, 
moderate and conscientious, always anxious, 
never affectionate; inclined to joke, but grave 
opposite pranks. He always smoked pipes, 
though opposed to al1 innovations never 
cigars, hence he also never used matches, 
but stuck to tinder, steel and flint, or used 
spills. Every eve~ing he went for a solitary 
walk through the village; during the time of 
the nightingales into the woods, My mother, 
quiet. industrious, pious, was in the habit of 
reading afier supper. Both Iived in harmony 
and so settled that once twenty years passed 
without them going on an outing together. 
[Helene VII-VI1 II) 

Jebe und Strenge sowohl, die mil 
/on ihnen zuteil geworden, hat dei 
'Schlafittig" der Zeit aus meinei 
jankbaren Erinnerung nicht ZL 

ierwischen vermocht. ( ~ h e  sands O 

ime have not been able to erase from ml 
wteful memory the love as well as th€ 
liscipline which were bestowed upan me bl 
.hem both. [H4: 2051) 

Although only brief, the early description causes the reader to suspect a conflict between father and son, 

and points to a "puritanische Strenge und Kühle" (puritanical strictness and reserve weding, Kinder 51) 

within the early parent-son relationship that had a lasting influence on Busch. in the working manuscript 

of the 1893 version of  Vin mir iiber mich the description of the mother is folIowed by this passage: 

Wir lebten in ehem kleinen Überflu~, zu essen gab's genug und wenn gespart wurde, 
so geschah's fur die Zukunft der Kinder. Diese Liebe und Entsagung rührt mich noch 
h e r ,  obwohl ich doch schon ziemlich lange hübsch abgeschabt bin auf dieser 
Erdkruste. 
We lived with a littie affluence, had plenty to eat, and if  there was economizing, it happened for the 
fiiture ofthe children. 1 am still moved by this love and renunciation, although for quite a long tirne I've 
b e n  worn pretty thin on this earth's crust. 

This was stroked out prior to submitting the final manuscript. in 1894, the above shown passage 



beginning with 'Ziebe und Strenge sowohl . . ." (The sands o f  tirne ...) was added. All potentially 

ambiguous descriptions of his parents were removed fiom the 1894 version and their characterization 

was prettified, their love and strictness are given grateful and emphatic praise. As "love" was not 

mentioned in the earlier versions at all, it can be deduced that the reference was added to dmw a more 

complete stylized, idyllic picture. 

The recollections of his parents are followed in al1 three versions by little childhood episodes; 

Was mich b e ~ z p  (I) leads fiom idyllic images of summer, flutes and bountifùl harvest to the macabre 

vision of 'lein Kübel vol1 Wasser, und ich sah mein Schwesterchen drïn liegen, wie ein Bild unter Glas 

und Rahrnen, und als die Mutter kam, war sie kawn noch ins Leben zu bringen. Heut (1 886) wohne 

ich bei ihr" (a trough filled with water, and 1 saw my littie sister lying inside, like a picture under glass and frame, and 

when Mother came, she was scarcely to be brought back to Iife. Today (1 886) I live with her. w4: 1 471). Aside fiom 

making stylistic improvements, the 1893 version removed only the reference "Heut wohne ich bei ihr" 

(Today 1 live with her) although Busch lived with this sister until he died, and in 1894 this section was 

deleted entirely. The contrasting images of young Busch viewing his sister like a piece of art while s he 

is drowning, not helping her, and an elderly Busch being aided by the same sister19 were perhaps too 

personal to remain in al1 versions. In the 1893 version Busch had already enhanced those early childhood 

mernories with a quaint story fiom the time he was seven; a pastoral image of little Busch joining his 

grandmother early in the momings, obviously intended to give the impression of an idyllic childhood. 

Busch's description of his move to Ebergotzen concludes the earIy Wiedensahl years. The pithy 

remark "Ich fkeute mich darauf; nicht ohne Wehrnut" (1 looked forward to it, not without melancholy m4: 1471) 

only hints at the nine-year-old's mixed feelings. Cloaked within a stylized anecdote of the cart 

Peiterwagen] and horse used on the journey, in which order those who accompanied him got ont0 the 

cart, this depiction is much more detailed than other recollections; an indication that leaving his early 

'susch lived in the home of his sister Fanny Noldeke h m  1872, first in the Wiedensahl parsonage; after Fanny's 
husband, Pastor Hermann Noldeke, died in 1878, in the Wiedensahl Pfarrwitwenhaus; h m  late 1898 with Fanny in her 
son's (Pastor Otto Noldeke) home in Mechtshausen. 



childhood home and his parents had much more impxt  on Busch than he ever conceded. Busch's 

recollections conclude with an idyllic image of "eh Rudel Hirsche springt über den Weg; oben ziehen 

die Sterne" (a herd of deer jumps acmss the path; the stars move above p 4 :  1481). The portrayai of the trip 

remained largely unchanged in the later versions, but his musings about arrïving in Ebergotzen and 

meeting the miller's son are greatly reduced in their meaningfùlness: 

Gleich am Tage der Ankunft 
schloB ich Freundschaft mit dem 
Sohne des Müllers. (Already the day 
of arrival I became fnends with the miller's 
son.) 

Sie ist von Dauer gewesen. 
Alljahrlich besuch ich ihn und 
schlafe noch imrner sehr gut 
beim Rurnpumpeln des 
Mühlwerks und dern Rauschen 
des Wassers. (lt was enduring. I visit 
him every year and still sleep very weII 
near the rackety-rack of the millwork and 
the murmuring of the water. [H4: 
1481) 

1893 

GIeich am Tage nach der der 
Ankunft schloi3 ich Freundschaft 
mit dem Sohne des Müllers. Wir 
gingen vors Dorf hinaus, urn r u  
baden. Wir machten eine Mudde 
aus Erde und Wasser, die wir 
"Peter und Pault' benannten, über- 
kleisterten uns damit von oben bis 
unten, legten uns in die Sonne, bis 
wir inkrustiert waren wie Pasteten, 
und spülten's im Bach wieder ab. 
Das Bündnis mit diesern Freunde 
ist von Dauer gewesen. Alljahrlich 
besuch ich ihn und schlafe noch 
immer sehr gut beim Rumpumpeln 
des Mü hlwerks und dem Rauschen 
des Waçsers. (Already the day after 
arriva1 I became friends with the miller's son. 
We went out in front of the village for a 
swim. We made a mire out of dirt and 
water. which we named 'Peter and Paul,' 
covered ourseives with it from top to bottom. 
laid down in the Sun until we were 
encrusted like pastries, and rifised i t  off 
again in the creek. The alliance with this 
friend has endured. 1 visit him every year 
and still sleep very well near the rackety- 
rack of the miliwork and the murmuring of 
the water. [Helene lx-a) 

GIeich am Tage nach der der 
An kunft sch loi3 ich Freundschaft 
mit dern Sohne des Miillers. Wir 
gingen vors Dorf hinaus, um zu 
baden. Wir machten eine Mudde 
aus Erde und Wasser, die wir 
"Peter und Paul" benannten, 
überkleisterten uns damit von 
oben bis unten, legten uns in die 
Sonne, bis wir inkrustiert waren 
wie Pasteten, und spülten's im 
Bach wieder ab. (~lfeady the day 
after arrival 1 becarne friends with the 
miller's son. We went out in front of the 
village for a swim. We made a mire out of 
dirt and water, which we named 'Peter 
and Paul,' covered ourseIves with it from 
top to bottom. laid down in the Sun until 
we were encrusted like pastries, and 
rinsed it off again in the creek. [H4: 
2061) 

While a description of childhood play is added, the very personal declaration of fi-iendship with Erich 

Bachrnann, who would be a lifelong fiiend, was eliminated. The 1886 narrative leads the reader to the 

present tirne, and the need for a lasting ûiendship can be extrapolated 6rom the admission that he still 

visits this childhood fiiend every year. Ergo, the reference was deleted. In the fmal version only the 

beginning sentence rernains, followed by an anecdotal episode and the vivid image of the two encrusted 

boys, widely farniliar to the readers fiom M m  und Moriîz. The personal, intimate disclosure was 

replaced by an impersonal but vividly graphic image. 



Contrary to the impersonal description of his parents, the portrait Busch draws of his uncle in 

Was mich betrrjYi (I) conveys a deep attachent. Obviousiy too revealing, it was reduced to sornething 

much more pertiinctory in both subsequent versions: 

1886 
Der Onkel (jetzt über 80 und 
frisch) war ein stattlicher Mann, 
ein ruhiger Naturbeobachter und 
ZuBerst milde; nur ein einziges 
Mal, wennschon 6fters verdient, 
gab's Hiebe; mit einern trockenen 
Georginenstengel; weil ich den 
Dorftrottel geneckt. (The uncle, (now 
over 80 and bright) was a strapping man, 
a serene observer of nature and extremefy 
mild-mannered. Onlyonce, although more 
often desenred, did I get a beating; with a 
dried dahlia stalk; because 1 teased the 
village idiot CH4: 1481) 

1893 
Mein Onkel war 3uBerst milde. 
Nur ein einziges Mal, wenngleich 
6fters verdient, gab's Hiebe; mit 
einem dürren Georginenstengel; 
weil ich den Dorftrottel geneckt 
hatte. (MY uncle was axtremely mild- 
rnannered- Onlyonce, although moreoften 
deserved, did I get a beating; with a 
withered dahlia stalk; because I teased the 
village idiot. [Helene XI]) 

1894 

Von meinem Onkel, der auBerst 
milde war, ert-iieit ich nur ein 
einzigmal Hiebe, mit einem 
trocknen Georginenstengel, weil 
ich den Dorftrottel geneckt hatte. 
(From my uncle, who was extremely mild- 
mannered, I received a beating only once, 
with a dried dahlia stalk, because I teased 
the village idiot. [H4: 2071) 

In contrast to curtailing the portrayai of his uncle, the image of the innkeepelo who introduced Busch 

to "fieireligiose Schriften" (liberal non-denominational writings m4: 1481) was cultivated. Afthough 

described as an "altere[r] Freund" (older fiiend CH4: 1481) in Was mich betr@ (I), this clear admission 

was reduced to a vague "guter Bekannter" (good acquaintance m4: 2061) in Von mir über mich, thereby 

obscuring the extent of theù fiiendship. The very eloquent characterization of the innkeeper as "unklar, 

heftig, nie einen Satz zu Ende sprechend" (vague, forcefiil, never finishing a sentence m4: 1481) tkom 1886 

was deleted and Busch lefi it up to the reader to form his own opinion about the man when he refers to 

the innkeeper's philosophy of "Optimismus mit rückwirkender Kraft" (optimism with retrospective strength 

[H4: 2071) and shares his memory of being slapped by him. Both uncle and innkeeper had considerable 

influence on Busch, he was fond of them and they played a big role in what Busch considered his private 

Iife. This explains both his reticence about his uncle and his desire to not seem overly critical of his 

friend. 

The recollections of the innkeeper in Was mich betr@ (I) are followed by a description of the 

village teacher in Ebergotzen, and here Busch sets hirnseifapart fiom the other children in the village, 
- -- -- 

2%einrich Briïmmer (March 9, 180 1 to March 9, 187 1). 



reinforcing that impression by emphasizing "meine Studien" (my studies &I4: 1481). This eiitist 

implication of private tutoring is considerably weakened in 1894, when Busch removed the reference 

to the teacher and stressed that his fnend, the miller's son (Bachmann) shared his own Iessons (H4: 207). 

T'ne move to Lüthorst, caused by his uncle's posting to a larger parish, concIudes another chapter 

in Busch's young life. Comparing the matter-of-fact sentence about this move with the detailed 

recollections of the earlier move fiom Wiedensahl to Ebergotzen, this latter move doesn't appear to have 

had much impact on Busch. Following a brief factual statement, Busch immediately leads into an 

anecdote of a graphic description of marital strîfe at the neighbour's house: 

1886 

Etwa ums Jahr 45 bezogen wir 
die Pfarre zu Lüthorst.-Vor 
meinem Fenster murmelt der 
Bach; dicht drüben steht ein 
Haus; eine Schaubühne des 
ehelichten Zwistes; der 
sogenannte Hausherr spielte die 
Rolle des besiegten Tyrannen. 
Ein hübsches natürhches Stück; 
zwar das Laster unterliegt, aber 
die Tugend triurnphiert nicht. 
 round the year 45 we rnoved to the 
panonage in iiithorst. In front of my 
window the creek gurgled; close by on the 
other side is a house, a theatre for marital 
strife; the so-called head of the household 
played the role of defeated tyran t. A pretty, 
naturaliçtic piece; although depravity 
succurnbs, virtue does not triurnph. EH4: 
1491) 

1893 

Etwa ums Jahr 45 bezogen wir 
die Pfarre zu Lüthorst. Unter 
meinem Fenster rnurmelte der 
Bach. Gegenüber am Ufer stand 
ein Haus, eine Schaubühne des 
ehelichen Zwistes. Das Stück fing 
an hinter der Szene, spielte 
weiter auf dem Flur und schloB 
irn Freien. Sie stand oben vor der 
Tür und schwang triumphierend 
den Reiserbesen; er stand unten 
irn Bach und streckte die Zunge 
heraus; und so hatte er auch 
seinen Trium ph.  r round the year 45 
we rnoved to the parsonage in Lüthorst. 
Under rny window the creek gurgled. On 
the opposite bank was a house, a theatre 
for marital strife. The play began behind 
the scene, continued playing in the hall 
and concluded outside. Site stood above in 
front of the door and triurnphantly 
brandished the twig broorn, he stood 
below in the creek and stuck out his 
tongue; and that way he had his triumph, 
too. CHelene XI II) 

1894 
Etwa urns Jahr 45 bezogen wir 
die Pfarre zu Lüthorst. Unter 
meinem Fenster rnurmelte der 
Bach. Gegenüber am Ufer stand 
ein Haus, eine Schaubühne des 
ehelichen Zwistes. Das Stück fing 
an hinter der Szene, spielte 
weiter auf dem Flur und schloB 
im Freien. Sie stand oben vor der 
Tür und schwang triumphierend 
den Reiserbesen, er stand unten 
im Bach und streckte die Zunge 
heraus; und so hatte er auch 
seinen Triumph.  round the year 45 
we moved to the parsonage in Lüthorst- 
Under rny window the creek gurgled. On 
the opposite bank was a house, a theatre 
for marital strife. The play began behind 
the scene, continued playing in the hall 
and concluded outside. Shestood above in 
front of the door and triumphantiy 
brandished the twig broorn, he stood 
below in the creek and stuck out his 
tongue; and that way he had his triurnph, 
too. ([H4: 2081) 

The changes fiom Z 886 to 1893 remove the sting of social criticism inherent to the early version. Al1 

versions follow this episode with a second reference to his schooling, an emphasis on reading Kant's 

Cririque of Pure Reason and developing an inclination to philosophical musings. 

Busch's acceptance at the Hanover Polytechnical School is mentioned in al1 three versions. The 

two earlier versions also ïnform of his participation in a militia during the 1 848 revolution and his 



sarcasm toward this involvement becomes evident when he declares "die bislang noch nicht geschatzten 

Rec hte des Rauc hens und des B iertrinkens" (the heretofore not appreciated rights of smoking and beer drïnking 

w4: 1491) as his rnost notable achievements of that tirne. This satire and the reference to any 

participation during the 1848 revolution was eliminated in the fuial version, and replaced by a comical 

episode in Hanover involving his overcoat; a fùrther indication that Busch was intent on rernoving any 

social criticism. 

While Busch's recollection about his stay in Dusseldorf undenirent only minor changes, his 

mernories about his stay in Antwerp were considerably altered. Although some of his warm feelings 

for his hosts Jan and Mie2' c m  still be gleaned fkom the 1894 version, this is much more evident in the 

1886 text. Was mich betrzfl (I) also recalls his sadness when he visited Antwerp years later and found 

that the Timmermans had passed away; this glirnpse of his personal feelings was e1imina:ed. Busch also 

discusses his introduction to the old Dutch masters: 

1886 

Von Düsseldorf geriet ich nach 
Antwerpen in die Malschule . . . 
ma rom Dusseldorf I came to Antwerp to the 
Painting Academy. . . ) 
In Antwerpen sah ich zum ersten- 
mal im Leben die Werke alter 
Meister: Rubens, Brouwer, 
Teniers; spiter Frans Hals. lhre 
gottliche Leichtigkeit der Darstel- 
lung, die nicht patzt und kratzt 
u n d  s c h a b t ,  d i e s e  
Un befangenheit eines guten 
Gewissens, welches nichts zu 
vertuschen braucht, dabei der 
s t o f f l i c h e  R e i z  e i n e s  
schimmernden Juwels, haben für 
immer meine Liebe und Be- 
wunderung gewonnen; (in Antwerp 
I sîw for the first tirne in rny life the works 
of old masters: Rubens, Brouwer, Teniers; 
later Frans Hals. Their divine ease of 
portrayal, no botching, scratching or 
çcraping, this innocence of a good 
conscience which does not need to hush 

1893~- - 

Von Düsseldorf geriet ich nach 
Antwerpen in die Malschule. 
(~rorn Dusseldorf I came to Antwerp to the 
Painting ~cademy.) 
In dieser kunstberühmten Stadt 
sah ich m m  ersten Mal die 
Werke alter Meister: Rubens, 
Brouwer, Teniers; spater Frans 
Hals. l hre gottt iche Leichtigkeit 
der Darstell ung malerischer 
Einfille, verbunden mit stofflich 
juwelen haftem Reiz; diese 
Un befangen heit eines guten 
Gewissens, welches nichts zu 
vertüschen braucht; diese 
Farbenmusik, worin man al le 
Stimmen klar durchhort, vom 
GrundbaB herauf; haben für 
immer meine Liebe und 
Bewunderung gewonnen. (in this 
art-renowned city 1 saw for the first time 
the works of old masten: Rubens, 
Brouwer, Teniers; later Frans Hals. Their 
divine ease in the portrayal of picturesque 

. . . begab ich mich nach 
Antwerpen in die Malschule, wo 
man, so hie8 es, die alte 
Muttersprache der Kunst noch 
imrner erlernen kenne. In dieser 
kunstberühmten Stadt sah ich 
zum ersten Male die Werke alter 
Meister: Rubens, Brouwer, 
Teniers, Frans Hals. lhre 
gottliche Leichtigkeit der 
Darstellung malerischer Einfalle, 
verbunden m i t  s to f f l i ch  
juwelenhaftem Reiz; diese 
Unbefangen heit eines guten 
Gewissens, welches nichts zu 
vertuschen braucht; diese 
Farbenmusik, worin man alle 
Stimmen klar durchhort, vom 
GrundbaB herauf; haben für 
immer meine Liebe und 
Bewunderung gewonnen. (. . . 1 
made rny way to Antwerp to the Painting 
Acaderny, where one, it was said, could 
still learn arts ancient mother tongue. In 

*'Jean Baptiste and Maria Marier Timmermans. 



up anything, with that the materia1 
attraction of glearning jewels, have forever 
garnered rny love and admiration;) 

und gern verzeih ich's ihnen, daB 
sie rnich zu sehr geducM haben, 
ais daB ich's je recht gewagt 
hâtte, rnein Brot mit Maien zu 
verdienen, wie manch anderer 
auch. Die Versuche, freilich, sind 
nicht ausgeblieben; denn 
geschafft muB werden, und 
seIbst der Taschendieb geht 
taglich auf Arbeit aus. (and I giadly 
forgive thern that they cowed me too much 
to ever really attempt to eam a living with 
painting, as some othen do. The attempts, 
nevertheles, didnr fail to appear; one 
must toi1 and sweat, and even the 
pickpocket goes to work daily. [H4: 
149-1 501) 

notions, wupled with a gern-like appeal of 
the subject; this innocence of a good 
conscience which does not need to hush 
up anything; this music of coloursin which 
one is able to hear al1 voices corning 
through clearly, from the lowest bass on 
upward, have forever garnered rny love 
and admiration. [Helene Xi i il) 

this art-renowned city I saw for the first 
time the works of old masters: Rubens, 
Brouwer, Teniers. Frans Hals. Their divine 
ease in the portrayal of picturesque 
notions, coupled with a gem-like appeal of 
the subject; this innocence of a good 
conscience which does not need to hush 
up anything; this music of colours in which 
one is able to hear al1 voices coming 
through clearly, from the lowest bass on 
upward, have forever garnered rny love 
and admiration. [H4: 208-2091) 

The 1886 version contains the personal admission that the impact of their works was such that 

he afterward never thought himself good enough to be able to attempt to earn a living as a painter, but 

Busch played down this key experience, which reverberated through his entire Me, with a half-cornical, 

half-mocking self-deprecation. In an "interplay, a collusion, between past and present; its significance 

. . . more the revelation of the present situation than the uncoverhg of the past" (l'ascal, Design Il), 

Busch elaborates with unusual honesty by suggesting that "diese Versuche . . . sich immerfort durch die 

Verhaltnisse hindurchziehen, welche mir schlieBlich me inen bescheidenen Platz anw iesen" (these attempts 

. . . steadily run through the conditions which eventually showed me to my modest place IH4: 1 50 3). In 1893 he 

removed aii conifessions revealing an impact on his present existence or his professional development, 

and changed the text to unabashed admiration. Moreover, the verb [geraten] used in 1886 to indicate 

his coming to Antwerp created the sense of a chance arrivai; this was changed in the final version to 

convey a conscious decision to travel to Antwerp. An implication of a sense of purpose, missing up to 

this point, fias therewith been added and appears to indicate a tuming point. 

Retuming to Wiedensahl h m  Antwerp, Busch took an interest in local legends and fairy tales. 

The images he evokes when reminiscing about the various village people who told hirn these stories, 

aiready an idyiiic visualization in Was mich beh.18 m, were expanded and even more idyllicized in the 

5 1 



f i t  version of Von mir über mich. M e r  efforts to publish the entire collection failed in 1857, Busch 

never attempted to publish the collection again. However, he adapted at least one of these stories for 

a publication in the FIiegende Blatter ("Klassischer Weisheitsspruch," FB#780 ml : 49]), and several 

of the stories were printed in the Korrespondenzblatt des Vereinsfur niederdeutsche Sprachforschung 

("Volksüberlieferungen aus Wiedensahl," 190 1). The complete coilection was pubIished posthumously 

in 1910,L 

Busch then describes a visit to his uncle in Lüthorst. His recollections factually encompass 

several lengthyvisits between 1854 and 1858. He became involved with the amateur theater in Dassel, 

close to Lüthorst, in the fa11 and winter of 1 857/5 8, m e  one play for their stage (Das Liebhabertheater 

oder Einer hat bebimrnelr und alle haben gebumrnelt) and also participated in at least five plays as an 

actor. This persona1 reference was later eliminated. Durhg the earliest stay in 1854 Busch became 

interested in his uncle's hobby of beekeeping, prompting thoughts of emigration to Brazil, and leading 

hirn to read Darwin. Both DaeIen and Lindau had overstated this interest and clairned that Busch was 

a practising beekeeper. Busch opted to correct that error in the earlier versions, but then removed this 

private detail, as also the private admission that he had thought of emigrating to Brazil: 

1886 

Von Wiedensahl aus besucht ich 
den Onkel in Lüthorst. Ein 
L i e b h a b e r t h e a t e r  i m  
benachbarten Stadtchen zog 
mich in den angenehmen Kreis 
seiner Tatigkeit; aber ernsthafter 
fesselte mich das wundersame 
Leben des Bienenvolkes und der 
damals wogende Kampf um die 
Parthenogenesis, den mein Onkel 
ais gewandter Schriftsteller und 
Beobachter entscheidend mit 
durchfocht. Der Wunsch und 
P l a n ,  n a c h  B r a s i l i e n  
auszuwandern, dem Eldorado der 
Imker, blieb unerfüllt. DaB ich 

- - - - - - - 

1893 

Von Wiedensahl aus besucht ich 
den Onkei in Lüthorst. Ein 
L i e b h a b e r t h e a t e r  i m  
benachbarten Stadtchen zog 
mich in den angenehmen Kreis 
seiner Tatigkeit; aber mehr noch 
fesselte mich das wundersame 
Leben des Bienenvolkes und der 
damals wogende Kampf urn die 
Parthenogenesis, den mein On kel 
als gewandter Schriftsteller und 
Beobachter entscheidend mit 
durchfocht. Der Wunsch und 
P l a n ,  n a c h  B r a s i l i e n  
auszuwandern, dem Eldorado der 
i rnker, hat s ich  n i ch t  

Von Wiedensahl aus besucht ich 
auf langere Zeit den Onkel in 
Lüthorst. 
(From Wiedensahl I visited the uncle in 

Lùthorst for a lengthy stay.) 

Es hatte sich grad um einen 
Grundsatz der Wissenschaft, 
namlich, daB nur aus einem 
befruchteten Ei ein iebendes 
Wesen entstehen konne, ein 
Streit erhoben. Ein schlichter 
katholischer Pfarrer [Johann 
Dzierzon, 1811-19061 wies nach, 

W t  ôler Welt. Volksmürchen, Sagen, Volkslieder zrnd Reime gesamrnelt von W ilhelm Busch. (München: Lothar 
Joachim, 19 10). 



ü b e r h a u p t  p r a k t i s c h e r  
Bienenzüchter geworden, ist 
freundlicher Irrtum. 
(~rorn  Wiedensahl I visited the uncle in 
Lithorst. An amateur theatre in the 
neighbouring town drew me into the 
pieasant circle of its activities; but even 
more 1 was gripped by the wondrous life of 
the bees and the fight about 
parthenogenesis, which my uncle as 
skilled author and observer decisively 
participated in. The wish and plan to 
emigrate to Brazil, the Eldorado of 
beekeepers, did not fulfil itself- The 
assumption that I became a practising 
beekeeper, is a fnendly error. [H4: 
1501) 

verwirklichen sollen. Die 
Annahrne, daB ich praktischer 
Bienenzüchter geworden sei, ist 
freundlicher Irrtum. 
 rom Wiedensahl 1 visited the uncle in 
Luthorst. An amateur theatre in the 
neighbouring town drew me into the 
pleasant circle of its activities; but even 
more I was grippecl by the wondrous life of 
the bees and the fight about 
parthenogenesis, which rny uncle as 
skilled author and observer decisively 
participated in- The wish and plan to 
emigrate to Brazil. the Eldorado of 
beekeepen, did not fulfil itself. The 
assumption that i becarne a pracüsing 
beekeeper, is a friendly error. [Helene 
XIV-xvl ) 

daB die Bienen eine Ausnahme 
machten. Mein Onkel, als 
gewandter Schriftsteller und guter 
Beobachter, ergriff seine Partei 
und beteiligte sich lebhaft an 
dern Kampf. Auch mich zog es 
unwiderstehlich abseits in das 
Reich der Naturwissenschaften. 
(A dispute had just arisen concerning a 
scientific principle, namely that a living 
k i n g  could only develop from a fertilized 
egg. A modest Catholic pn'est [Johann 
Dzierzon, 181 1-19061 established proof 
that bees are an exception. My uncle, as 
adept writer and skilled observer, took a 
position and participated spiritedly in the 
fight. l also was irresistibly drawn away 
into the realm of natural sciences. [H4: 
2091) 

Busch's recoilections then focus on Munich, As his introductory statement to the Antwerp phase 

changeci to indicate a purposefùl reason for going there, the introductory statement to Munich was also f m e d  

up: Wm mich betrrfl m and the early Von mir Uber mich text imply a chance journey, but a sense of purpose 

and direction is injected with the €mal phrasing in 1894. He fails to disclose h t  he traveiled between 

W i e d e d ,  Lüthorst and Munich for several years before finding a foothold in Munich: 

1886 
Von Lüthorst trieb mich der Wind 
nach München, wo bei der grad 
herrschenden akademischen 
Stromung das kleine nicht eben 
geschickt gesteuerte Antwerpener 
Schifflein gar baid auf dem 
Trockenen saB. (From Liithorst the 
wind canied me to Munich, where in the 
prevailing acadernic current of the time, 
the Iittle boat from Antwerp, not exactly 
piloted well, was soon sitting on dry land- 
CH4: 1511) 

Von Lüthorst trieb mich der Wind 
nach München, wo bei der grad 
herrschenden a kademischen 
Stromung das kleine nicht eben 
geschickt gesteuerte Antwerpener 
Schifflein gar bald auf dem 
Trockenen saB. sa rom Lüthorst the 
wind carried me to Munich, where in the 
prevailing academic current of the time, 
the Iittle boat from Antwerp, not exactly 
piloted well, was soon sitting on dry land. 
[Helene XVI) 

1894 
Von Lüthorst ging ich nach 
München. Indes in der damaligen 
akademischen Siromung kam 
rnein flarnisches Schifflein, das 
wohl auch schlecht gesteuert 
war,  n i ch t  rech t  zum 
Schwimmen .  rom Lüthorst I went to 
Munich. However, in the academiccurrent 
of those days, my srnaIl Flemish boat, 
which was probably also steered badly, 
d i d n ~  reaiiy get affoat. [H4: 2101) 

Pointedly dismissive, Busch reports in al1 versions on his failure at the Royal Academy of  Arts, and 

includes only the most cryptic suggestion of  a conflict between his Love for Dutch painters and the 

contemporary ideas about painting, as he encountered them in Munich, and this is even fùrther diluted 

in the fmal version. Referring to his involvement with an artists' association, Was mich b e ~ @  0) 



expresses the desire that "die Veroffentlichung der dort verübten Spak, besonders der personlichen 

Verhohnhacklungen, ist mir unerwüiischt," (the publication of the jokes played there, in particular the persona1 

ridicules, is not welcomed by me) but concludes with the resigned recognition "Was hilft's? Dummheiten, 

wenn auch vertraulich in die Welt gesetzt, werden fküher oder spater doch leicht k e n  Vater enirischen, 

mag er's wollen oder nicht" (What's the use? SiIIinesses, even if confidentially put about, wiIl sooner or Iater easily 

catch their creator, whether he wants it or not [H4: 15 11). Likely recognizing the fùtility of expressing his 

wishes for non-publication of those early texts and caricatures, this remark was eliminated in Von mir 

über mich; instead he added analytical explanations about laughter or gloating, and the explicit assurance 

that al1 characters in his picture stories are taken £tom his imagination, "Phantasiehansein" (imaginary 

ninnies) or "Konturwesen" (contoured beings), who are freed fiom laws of gravity (=iaws of society) and 

as such can "vie1 aushalten, eh' es uns weh tut" (endure a lot before it huas us m4: 2101). This phrasing, 

particularly the inserted "uns" (us), which is easily overlooked by casual readers, is another indication 

of disguised social criticism in the picture stories. Their characters can endure much before the 

conditions illustrated fiom their encounters have so much overt impact that the readers have to react in 

a manner more serious than arnused laughter. 

The 1894 version of Von mir aber mich follows these analytical discussions with a satirically 

idyllic picture of f m  life in the rnountains. This section communicates not only üony, but also 

bittemess and appears to replace the genre scenes £tom Was mich beîrzfl (74 and their inherent 

messages. 

As already indicated, Busch spent very little tirne and space discussing his works and successes. 

He also did not talk about any of his friends or acquaintances fkom Munich, neither his Eiendships with 

Levi, Kaulbach, Lenbach, Lindau, nor his association with Braun & Schneider, nor his IXeiendship and 

business relationship with Bassemam. The self-effacing report on his works fiom 1886, while fui-ther 

reduced, is considerably more self-confident in 1894, although the explanations conceming the picture 

stories are more abstract: 



1886 
Es kann 59 gewesen sein, als die 
"Fliegenden" meinen ersten 
Beitrag erhielten: zwei Mânner 
auf dem Eise, von denen einer 
den Kopf verliert.-lch hatte auf 
Holz zu erzshlen. Der aite 
praktische Strich stand mir wie 
andern zur Verfügung; die Lust 
am Wechselspiel der Wünsche, 
am Wachsen und Werden war 
auch bei mir vorhanden. So 
nahmen denn bald d ie 
kontinuierlichen Bilderge- 
schichten ihren Anfang, welche, 
mit der Zeit sich unwillkürlich 
erweiternd, mehr Beifall 
gefunden, als der Verfasser 
erwarten durfte. Wer sie 
freundlich in die Hand nimmt, 
etwa wie Spielu hren, wird 
vielleicht finden, daB sie, trotz 
bummlichten Aussehens, doch 
teilweis im Leben geglüht, mit 
FleiB gehammert und nicht 
unzweckmat3igzusammengesetzt 
sind. Fast sarntlich sind sie in 
Wiedensahl gemacht, ohne wen 
zu fragen und, ausgenommen ein 
al legorisches Tendenzstück und 
einige Produkte des drangenden 
Ern i ih rungst r iebes,  zum 
Selbstplasier. flatte jedoch die 
sorglos in Holzschuhen tanzende 
Muse den einen oder andern der 
würdigen Zuschauer auf die Zehe 
getreten, so wird das bei 
land lichen Festen nicht weiter 
entschuldigt. Ein auffallig 
tugendsames Frauenzimmer ist's 
freilich nicht. Aber indem sie 
einerseits den Myrthenzweig aus 
der Hand des übertriebenen 
Wohlwollens errotend von sich 
ablehnt, halt sie anderseib 
gemütlich den verschleierten 
Blick eines alten kthetikers aus, 
dem bei der Bestellung des 
eigenen Ackers ein Stiubchen 
Guano ins Auge geflogen. (it may 
have been in '59, when a drawing with 
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1893 

Eç kann 59 gewesen sein, ais 
zuerst in den "Fliegenden" eine 
Zeichnung mit Text von mir 
gedruckt wurde: zwei Manner, 
die aufs Eis gehn, wobei einer 
den Kopf verliert. Vieifach, wie's 
die Not gebot, illustrierte ich 
dann neben eigenen auch fremde 
Texte. Bald aber meint ich, ich 
müBt alles halt se!ber machen. 
Die Situationen gerieten in FluB 
und gruppierten sich zu kleinen 
Bildergeschichten, denen gr6Bere 
gefoigt sind. (11 may have been in '59. 
when a drawing with text of mine was fi& 
pnnted in the 'Fliegenden": two men who 
are going out on the ice, where one of 
them loses his head. Many times, as 
necessity dictated, 1 then also illustrateci 
other texts beside my own. Soon however 
I felt that I should reallydo it al1 by myself. 
The scenes started to flow and grouped 
themselves into little picture stories, which 
were followed by bigger ones.) 

Fast alle hab ich, ohne wem was 
zu sagen, in Wiedensahl 
verfertigt, (~lmost al1 of them 1 
cornposed in Wiedensahl, without saying 
anything to anyone.) 

Dann hab ich sie laufen lassen 
auf den Markt, und da sind sie 
herumgesprungen, wie Bu ben 
tun, ohne vie1 Rücksicht zu 
nehmen auf gai zu empfindsame 

Orn run to Hühneraugen; (~hen  I let th, 
market, and there they jumped about, as 
boys witl do, without showing much 
consideration about steppingonto peoples' 

tocs,) 

u n d  sogar e in  a l tes ,  
schwibisches Bauerlein, das 
seine Ferkel zu MarMe trieb, hat 
sich recht drüber argern müssen. 
(and even a little old peasant from 
Swabia, who drove his mucky pups to 

Es kann 59 gewesen sein, als 
zuerst in den "Fliegenden" eine 
Zeichnung mit Text von mir 
gedruckt wurde: mei Manner, 
die aufs Eis gehn, wobei einer 
den Kopf verliert. Vielfach, wie's 
die Not gebot, illustrierte ich 
dann neben eigenen auch fremde 
Texte. Bald aber rneint ich, ich 
müBt alles halt selber machen. 
Die Situationen gerieten in FluB 
und gruppierten sich zu kleinen 
Bildergeschichten, denen groBere 
gefolgt sind. (lt may have been in '59, 
when a drawing with text of mine was fint 
printed in the 'Fliegenden": two men who 
are going out on the ice, where one of 
them loses his head. Many tirnes, as 
necessity dictated, I then also illustrated 
other texts beside my own. Soon however 
1 felt that 1 should really do i t  al1 by rnyself. 
The scenes started to flow and grouped 
themselves into little picture stories, which 
were followed by bigger ones.) 

Fast alle hab ich, ohne wern was 
zu sagen, in Wiedensahl 
verfertigt. (~lrnost al1 of them I 
composed in Wiedensahl, without saying 
anything to anyone.) 

Dann hab ich sie laufen Iassen 
auf den Markt, und da sind sie 
herurngesprungen, wie Buben 
tun, ohne vie1 Rücksicht zu 
nehmen auf gar zu empfindsame 
Hühneraugen; (Then 1 let them mn to 
market, and there they jumped about, as 
boys will do, without showing much 
consideration about steppingonto peoples' 
toes, ) 

wohingegen man aber auch wohl 
annehmen darf, da8 sie nicht gar 
zu empfindlich sind, wenn sie 
mal Schelte kriegen. (while one can 
probably also assume, that they arenY al1 
too sensitive when they get an occasional 



text of mine was f int printed in the 
"Fliegenden': two men who are going out 
on the ice, where one of them loses his 
head.4 had to narrate on wood. That old 
practical stroke was available to me as i t  
was to others; the enjoyrnent of the 
interplay of wishes, the growing and 
becorning, was atso existing in me. Thars 
how the continuous picture stories got 
their beginning, which, with t h e  
spontaneously grew, and found more 
approval than the author could expect. 
Those who approach them I<indly. perhaps 
like music boxes. will perhaps find, that 
despite their playful exterior they are 
nevertheles partly bumt in real Iife, 
hamrnered and put together with indu*. 
Almost al1 were done in Wiedensahl 
without asking anyone, and with the 
exception of an allegorical tendentious 
piece and a few products of the pressing 
survival instinct, for my own pleasure. If 
however the carelessly dancing muse in 
her wooden clogs stepped on one or the 
other of the dignified spectator's toes, then 
that isn't particularly apologized for at 
country celebrations. Of course, she isn't a 
particularly virtuous wornan. But if she 
blushingly rejects the rnyrüe branch of 
exaggerated goodwill on the one hand, she 
on the other hand easily bears the veiled 
look of an old aesthetician, who got a 
speckof guano into his eye while tilling bis 
own field. [H4: 1511) 

market, was really 
[Helene XVII) 

upset about that. scolding. [H4: 2 10-2 1 11) 

The 1886 version still points to an underlying rneaning within the picture stories. They are not like music 

boxes sirnply to enjoy, not meaningless fiinnies, as Ueding (Miniam-e 15) irnplies; rather, they have their 

basis in reality, despite their playful exterior, and Busch sirnply used a fumy way of being serious. The 

suggestion that the picture stones are "irn Leben gegluht" (bumt in real life) and thus exempli@ actual 

societal paradigms was eliminated in the later versions. in reference to the Daelen biography, which had 

placed Busch next to Goethe, Michelangelo and Shakespeare, the 1886 text "[lehnt] den Myrthennueig 

des übertriebenen Wohlwollens errotend von sich [ab]" (biushingly rejects the myrtle branch of exaggerated 

goodwill), but this basffil rejection of exaggerated praise for hhse l f  was removed in the later version. 

The other notable change is the pointed reaction to Vischer's accusation of havulg a pornographic touch 

(320). While the 1893 version stilI has a toned down reference to Vischer, probably only understood 

by few contemporaries, Busch took a more relaxed position to criticism in 1894, in keeping with the tone 

of the fuial version in which he appears to paint hirnselfas a reIaxed sage. 



Some persona1 clarifications, explmations and justifications foiiow: 

1886 

Man hat den Autor, den diese 
Muse begeistert, für einen 
Bücherwurm und Absonderl ing 
gehalten. Das erste ohne Grund, 
(people have thought the author. who is 
fascinated by this muse, for a bookworm 
and a weirdo. The first without reason,) 

das meite ein wenig mit Recht. 
Seine Nachlassigkeit  i m  
schriftlichen Verkehr mit Fremden 
ist schon mehrfach gerüchtweise 
mit dem Tode bestraft, Für die 
Gesellschaft ist er nicht genugsam 
dressiert, um ihre Freuden 
geziemend zu würdigen und 
behaglich genieBen zu konnen. Zu 
einer Abendunterhaltung jedoch, 
unter vier bis h6chstens sechs 
Augen, in einer neutralen 
Rauchecke, bringt er noch immer 
eine Standhaftigkeit mit, die kaurn 
dem anriickenden Morgen weicht. 
(the second with some justification. The 
rurnourrnill has several times punished his 
negligence in written correspondence with 
strangers with hisdeath. He isnY sufficiently 
trained for society to appropriately 
appreciate its pleasures. For an evenings 
entertainment, however, arnong four to six 
eyes at the rnost, in a neutral smoking 
corner, he still has the stamina that barely 
diminishes as the morning advances. CH4: 
1513) 

1893 
Man hat den Autor für einen 
Bücherwurm und Absonderling 
gehalten. Das erste mit Unrecht. 
Zwar Iiest er unter anderrn die 
Bibel, die groBen Dramatiker, die 
Bekenntnisse des Augustin, den 
Pickwick und Don Quichotte und 
hâlt die Odyssee für das schonste 
der Mârchenbücher, aber ein 
Bücherwurm ist doch ein Tierchen 
mit ganz anderen Manierchen. Ein 
Sonderling dürfte er schon eher 
sein. Für die Gesellschaft, auBer 
der unter vier bis sechs Augen, 
schwarmt er nicht sehr. Seine 
VergeBlich keit im schriftlichen 
Verkehr mit Fremden wurde schon 
mehrfach gerüchtweise mit dem 
Tode bestraft. 

Verheiratet ist er auch nicht. Er 
denkt gelegentlich eine Steuer zu 
beantragen . . . (people have thought 
the author to be a bookworm and a weirdo. 
The first unjustly so. Although he reads 
arnong other things the Bible, the great 
dramatists, the Confessions of St. 
Augustine, Pickwick and Don Quixote and 
considers the Odyssey the best of fairytale 
books, but a bookworm is really a creature 
with totally different mannen. More Iikely 
he couid be an eccentric. For society, except 
to be in the Company of four to six eyes, he 
has Iittle enthusiasm. The rumoumill has 
several times punished his forgethlness in 
written correspondence with strangers with 
his death. He's not mamed, either. He is 
thinking to sometime apply for a tax . . . 
CHelene XVI-XVI II) 

1894 
Man hat den Autor für einen 
Bücherwurm und Absonderling 
gehalten. Das erste mit Unrecht. 
Zwar Iiest er unter anderm die 
Bibel, die groi3en Dramatiker, die 
Bekenntnisse des Augustin, den 
Pickwick und Don Quichotte und 
halt die Odyssee für das schonste 
der Mârchenbücher, aber ein 
Bücherwurm ist doch ein Tierchen 
mit ganz anderen Manierchen. Ein 
Sonderling dürft er schon eher 
sein. Für die Gesellschaft, aui3er 
der unter vier bis sechs Augen, 
schwarmt er nicht sehr. GroB war 
auch seine Nachlassigkeit, oder 
Schüchternheit, im schriftlichen 
Verkehr mit Fremden. Der 
gewandte Stilist, der seine Korre- 
spondenten mit einem zierlichen 
Strohgeflechte beschen kt, macht 
sich umgehend beliebt, wahrend 
der Unbeholfene, der seine Halme 
aneinanderknotet, wie der Bauer, 
wenn er Seile bindet, mit Recht 
befurchten mu& da0 er AnstoB 
erregt. Er zogert und vergiBt. 
Verheiratet isl er auch nicht. Er 
denkt gelegentlich eine Steuer zu 
beantragen . . . (people have thought 
the author to be a bookworm and a weirdo. 
The first unjustly so. Aithough he reads 
among other things the 8ible, the great 
drarnatists, the Confessions of St. 
Augustine, Pickwick and Don Quixote and 
considers the Odyssey the best of fairytale 
books, but a bookwom is really a creature 
with totally different manners. More Iikely 
he could be an eccentric. For society, except 
to be in the Company of four to six eyes, he 
has little enthusiasm. Great also was his 
negligence, or bashfulness, in written 
contact with strangers. The skillful stylist, 
who presents his wrrespondents with a 
dainty ornament of straw will imrnediately 
make himself popular, while the clumsy 
one. who knots his straws together Iike the 
peasant when he makes rope, must rightly 
fear that he causes offence. He hesitates 
and forgets. He's not married, either. He is 
thinking to çometirne apply for a tax ... 
CH4: 2111) 



At fxst glance, the final version of Z 894 appears to be much more detailed, but only well-known 

facts and some impersonal musings were added. Removed is the 1886 reference to his death. A m o u r  

about Busch's death had been circulating since the mid 1870s; obituaries about Busch were printed in 

newspapers, and Bassennann, as Busch's pgblisher, received numerous inquiries whether Busch had 

indeed died or was still alive. Daelen's biography, Busch's own Was mich betrzp and the Von mir zïber 

mich in the anniversary edition of Diefiomme Helene, as well as the publication of Eduards T r a m  

altogether succeeded in quelling that rumour, so that Busch no longer felt a necessity to refer to it in 

1894. The admission of being a bacheior and his plan to apply for a tax on al1 husbands was akeady 

considered in 1893. It is of note that here, where Busch talks directly of hirnself in connection with the 

present t h e ,  he refers to hirnseff as "der Autor" (the author) in the third person, rather than use the first 

person "1," and shares his view about hirnself as though talking about someone else, thereby creating 

additional distance. 

Busch was aware that his autobiographical writings were lacking some essential ingredients to 

be complete, that they perhaps disguised more than they revealed, and he gives this justification: 

So vie1 wollt ich von mir selber 
sagen.--Das Geklage über alte 
Bekannte hab ich schon langst 
den Basen anheimgestellt, und 
selbst über manche zu 
schweigen, die ich liebe und 
verehre, kam mir hier passend 
VOr. ( ~ h a r s  how rnuch 1 wanted to say 
about myself.4 have long left the 
complaining about old acquaintances to 
the gossips, and to keep silent about some 
who I love and admire seemed fitting to 
me here. [H4: 1511) 

1893 

Ich komme zum SchluB. Das 
Portrat, um rund zu erscheinen, 
hatte mehr Reflexe gebraucht. 
Doch manche t re f f l i che 
Menschen, die ich liebe und 
verehre,  f ü r  Se lbs tbe-  
leuchtungszwecke zu verwen- 
den, wollte mir nicht passend 
erscheinen, und in bezug auf 
andre, die mir weniger 
sympathisch gewesen, halte ich 
ohnedies schon Iangst ein mildes, 
gemütliches Schweigen für gut. 
(l'm coming to the end. The portrait, to be 
comptete, would have needed more 
reflection. But i t  did not seem appropriate 
to me to use some splendid people. whom 
I love and respect, for the purpose of self- 
illumination, and in  reference to others 
that I find less pleasant, 1 have long 
considered a lenient and easy-going 
silence as preferable. [Helene XVI II) 

Ich komrne zum SchluB. Das 
Portrat, urn rund zu erscheinen, 
batte mehr Reflexe gebraucht. 
Doch manche vorzügliche 
Menschen, die ich Iiebe und 
verehre,  f ü r  Selbstbe-  
leuchtungszwecke zu vewen- 
den, wollte mir nicht passend 
erscheinen, und in bezug auf 
andere, die mir weniger 
sympathisch gewesen, halte ich 
ohnehin schon Iangst ein mildes, 
gemütliches ~ c h w e i ~ e n  für gut. 
(l'm coming to the end. The portrait, to be 
complete, would have needed more 
reflection. But it did not seem appropriate 
to me to use some outstanding people, 
whom 1 love and respect, for the purpose 
of self-illumination, and in reference to 
others that I find less pieasant, f have long 
considered a lenient and easy-going 
silence as preferable. CH4: 21 11) 



Notwithstanding the emphasis on a "lenient and easy-going silence" becoming of a mild and wise 

and philosophical thinker, the persona that Busch was in the process ofcreating around his narne, he had 

not been able to resist including that mildly biting reference to Vischer as "eh altes schwabisches 

Bauerlein, das seine Ferkel zu Markte trieb" (a iittie oid peasant h m  Swabia, who drove his mucky pups to market 

[Helene XVI]) in the 1893 version-hardly indicative of leniency or serenity-but afier "refiecting" more 

about it, removed that reference in 1894. After all, Vischer had died in 1887. 

The assertion then that Busch deleted al1 potentially negative inferences Fom the fmal version- 

whether they could be applied to himselfor to those around him--is generally applicable. The alienation 

which Busch experienced during the formative years of his life corresponds in many ways to the style 

of his autobiographical writings. Iust as his life can be separated into dichotomous episodes and 

experiences and suppressed impressions so that there are gaps in his persona1 memory bank, his 

autobiographies separate into unconnected scenes and episodes as well. Private information is 

increasingly removed as Busch reports on his life retrospectively, that is, fiom his situation at the tirne 

of writing, and he attempts to exclude al1 potentially problematic influences of his past Including them 

would relate the disturbing components of his past to his present identity. Busch was unwilling to 

engage in what Pascal calls the "representation of the self in and through its relations with the outer 

world, . . . the selfcornes into bekg only through interplay with the outer world" (Design 8) and this 

disinclination to bring his present position to the reader prompted Busch to elirninate al1 controversial 

references and instead to connect separate idyllicized snapshots of his Me with accompanying humorous 

or ironic cornrnents, expressions or idioms. As such, while his autobiographies are not technically 

fictionalized, they are not authentic autobiographies either, because they stylize and idyllicize his 

background and development. in that sense, they are not unlike his picture stories which are also 

intended to superficially entertain while disguising the underlyingrealities, which Busch hrther obscured 

more and more fiom version to version. 



Factual Realities 

The idyllic environment described in Busch's autobiographies, the realities of living in remote 

vilIages and the implication of being a recluse created the persona of a lenient, wise, serene thinker and 

sage. Busch encouraged that persona in his fmal autobiography and the picture was fostered by his hein 

and al1 too often in the secondary literature. That the "reall' Wilhehn Busch had altogether dEerent 

characteristics can be gleaned fiom his letters, fiom his interactions with others, and fiom reports of 

friends, not the least his fiend and publisher Otto Bassermann who succinctly said of Busch in 1859, 

when Busch was still feeling his way around the arts comrnunity in Munich: "Und sagt man ja, so sagt 

er nein!" (And if one says yes, then he says no! Wochhuth 2: 9041). 

Far removed fiom an idyllic environment, Busch's childhood was marked by an emotional void 

and many restricting niles. His Protestant upbringing implied the infusion of a strong sense of duty, 

discipline, rigidity, severity, and obedience. That he also needed warmth and closeness caused him to 

have a guilty conscience, and those feelings of guilt toward his parents stayed with Busch throughout 

his life. Growing up in a farnily ruled by pragrnatic considerations, Busch soon Iearned that suppressing 

his own emotions and conforrning to parental expectations was the easiest way to avoid conflict, and 

shaped his opinion that "der natiirliche, unverdorbene (?) Mensch, also besonders das Khd,  muB 

überwiegend bose sein, sonst ist seines Bleibens nicht in dieser Welt" (the nahiral, unspoiled (?) person, 

therefore especially the child, has to be prirnarïly bad, otherwise he cannot remain in this world 1 : 1571). The 

realistically dysfunctional families later depicted by Busch's picture stories thus had their or@n in his 

own childhood. "Ein ffeundliches Nahesein ist irnrner gut. Das weiB Keiner besser, als ich, der in den 

Kinderjahren die Bangigkeit gründlich studiert hat" (A fiiendly closeness is aiways good. Nobody knows that 

better than 1, who thoroughIy studied fearfulness in his childhood 182: 1571) is how he later described the fears 

that resulted from this emotional conflict. Conforming to necessities, he accepted his move to 

Ebergotzen with outward calm, yet rnuch later compared that loss of his entire known surroundings as 

being choked with fear: "Heimweh--das sind solch eigentümliche Halsschmerzen; ich hab sie in 



Eberg~tzen gehabt, als ich Ïn fkühsten Kinderjahren von Hause fortkarn" (Homwickness-that's like some 

strange sore throar; I had it in Ebergotzen, when I lefi home in my early childhood [Wï: 4291). Three years passed 

before Busch travelled back to Wiedensahl again: "Ais ich dam wieder mal nach Hause karn, ging meine 

Mutter grade ins Feld, den Leuten Kaffee zu bringen. Ich kannte sie gleich; aber sie kannte mich nicht, 

als ich an ihr erst mal vorbeiging." (When I got back home again afier a time, my mother was just going into the fields 

to take coffee to the workers. 1 knew her right away, but she didn'! recognize me when I first walked past her w7: 4291). 

Busch formulated the Iasting impression from these early experiences and the restrictive upbringing as 

folIows : "Das entscheidende Wort, welches durc h unsre Seele klingt, ist Res ignation" (the deciding word 

that sounds throughout Our sou1 is resignation @ 1 : 271). Rather than be defeatist, he adopted a behavioural 

pattern that endeavoured to transcend resignation. 

Suppressed resignation and the untried belief that obedience would result in success caused hirn 

to obey his father's edict and begin engineering studies in Hanover, although his inclination Ieaned 

toward drawing and painting and the margins of his engineering notebooks were covered with 

caricatures. He suffered from the usual insecurities of a country boy living in a big city for the fust time. 

His mathematics professor's assessrnent of him was: "Vie1 guter Willen, etwas flüchtig" (lots ofgood wiil, 

a little careless); the remark "tadeloses Betragen" (impeccable behaviour) implies that he was intent on 

complying with expectations, but his drawing instructor's appraisal "Erste Klasse" (first cIûss) indicates 

that Busch's interest lay elsewhere? Perhaps influenced by the public mood of the day, reacting in the 

1 848 revolution against the powers ofestabtished governrnents, Busch was already testing his boundaries 

of conforrnity. This was intimated by an acquaintance with: "eh Komiker war an ihm verdorben,  de^ 

er verstand, alles ins Lacherliche zu ziehen" (a cornedian was lost in him, because he knew how to make fun of 

everything ~ l l m a n n  261). This he employed durùig times of stifiing rigidity when everything was to be 

taken seriously and with solemnity- After the revolution, however, Busch received reinforcement of his 

childhood lesson of conforming to societal order: "Fur die Radaumacher schloB man die Schule. Für 

'3The notebooks and report cards are located in the archives of the Wilhelm-Busch-Society. 

6 1 



uns andere, die brav gewesen, ging der Unterricht weiter" (the school was closed for the hooligans. For us 

othen, who had remained docile, the lessons continued [H4: 5381). h light of this indoctrination, it is perhaps 

surprishg that his own progression fiom conforrnity to fàmily and societal expectations to a more 

unorthodox career path evolved dramatically when he decided after 3 L/z years in Hanover to discontinue 

his engineering studies against his father's express wishes and follow his inclination to become a painter. 

Busch's m e r  was incensed by his son's decision to dedicate hhselfto the "brotlose Kunst der 

Malereitl (penniiess art ofpainting p 8 :  228]), but during a three-months stay in Wiedensahl, Busch, aided 

by his uncle, managed to persuade his father to continue fiancial support. Many aspirimg artists were 

drawn to the Art Academy in Dusseldorf," which had the reputation of a "Mekka der modemen 

Malerei" (Meccaofmodern painting messling 431) and Busch was hopefùl to irnprove his untrained skills. 

Quickly disappointed by the prevailing atrnosphere, he nevertheless made a genuine effort to apply 

himself, as is evident fiom the "se1bstgegeber.e oktroyierte Verfassung fiir Wihei.cn Buschf' (self-imposed 

coerced constitution for Wilhelm Busch), which demanded a rigorous daily work habit. Noncornpliance would 

be "von einem moralischen Katzenjammer hochstlicht maltrtitiert" (highly maltreated by a moral hangover 

@3ochhuth 2: 897-8981}. In Iight of his precarious relationship with his father this was perhaps a droll 

thought, yet it clearly reflects his ongoing lack of self-worth. Fellow students fiom this t h e  describe 

Busch as an "emster, zurückhaltender Mensch, . . . der wenig sprach, der oft etwas Sarkastisches in 

seinen kurzen Bemerkungen an sich hatte und der fleiBig seinen Studien oblag" (serious, reticent person, . 

. . who spoke little, who often had something sarcastic in his briefremarks and who diligently applied hirnselfto his studies 

p 8 :  2301). His teachers, too, cornrnented on his industry, basic talent and conduct, but one teacher also 

added "spater gofitenteils gefehlt" (Iater primady absent). Probably not wanting to admit a fiirther 

misguided attempt at f iding a profession, Busch stuck it out in Dusseldorffor two semesters before he 

T h e  director of this art school had been since 1826 the then-renowned Friedrich Wilhelm von Schadow- 
Godenhaus- The son of famed classicistic Berlin sculptor Johann GottiXed Schadow, he had studied in Rome, gained 
followers for his work and enjoyed an illustrious narne tfiroughout the first haIf of the 19th century. By the t h e  Busch 
entered the academy, Schadow's romantic and ideaiistic style oFdepicting primarily biblical motives had become dated, and 
aithough his reputation still drew many students of fine arts, most were also quickly disenchanted and lefi again. 



transferred to the Royal Academy of Fine Arts in Antwerp, preceded by fellow student August Klemme, 

who had previously paved Busch's way to Dusseldorfas well. 

Enthusiasrn for the works of the old Dutch and Flemish masters and zeaious anticipation of his 

own achievements prompted Busch to make the June 26,1852 diary entry: "Von diesem Tage an datiere 

sich die bestimmtere Gestaltung meines Charakters als Mensch und Maler. Es sei mein zweiter 

Geburtstag" (Let the more specific shaping of rny character as a person and painter be dated h m  this day forward- It 

shall be mysecond birthday w4: 5953). A letter to his parents continued in the same ardent spirit, "kh lerne 

hier in einem halben Jahre ebensoviel als ich in Dusseldorfin einem ganzen gelernt haben würde" ([have 

leamed here LI half a year just a s  rnuch as 1 would have learned in Dusseldorf in an entire year 1 : 4]), and was 

probably also intended to pacie his impatient father who was increasingly unwilling to fmancially 

support his vacillating son. incomparingthe Antwerp experience to a second birthday, Busch described 

one of the primary psychosocial developments in any person, namely the necessity to €id a meaninghl 

balance between one's own dreams of grandeur and realistic goals. Not surprisingly, an identity crisis 

soon followed his euphoria and tumed h o  a lengthy depression when he realized the gap between his 

ability and his expectations. Although some paintings and sketches from the time in Dusseldorf and 

Antwerp remain, Busch destroyed most, and this started a lifelong pattern of destruction during times 

of despair. Loath to admit to another failed attempt, his explanation for leaving Antwerp afier only a 

brief stay was rather that "ich denke jetzt zu dem Punkte gekommen zu sein, wo ich meine Vorstudien 

so ziemlich beendigt nennen kann," (1 believe [te arrived at the point where 1 can consider rny preiirninary studies 

as nearlycompleted [B 1 : 61). His plans were to retum to Wiedensahl, complete sorne drawings fiom nature 

and start work on a painting, but a serious bout with typhoid fever delayed his departure. Scarcely 

recovered, he amved in Wiedensahl in urgent need of both physical and mental recuperation, and stayed 

for about eighteen months while he collected local legends, fairy tales, and songs. An atternpt to publish 

these along with his own illustrations failed, much to the chagrin ~f his father, who was impatiently 

waiting for Busch to "make something of his We." Debilitated by another failed attempt, his growing 



hsecurities and his apparent inability to support himself fmancialiy, Busch several tirnes fled to his 

empathetic uncle in Lüthorst before the same fiend who had already paved his way to Antwerp sent hirn 

enticing letters fkom Munich and prompted Busch to follow him. This pattern of fleeing Wiedensahl, 

crisis and failure elsewhere, and returning to Wiedensahl for recuperation would continue for many years 

until Busch €mally refùsed to leave the viIlage for more than a short holiday. Lindau described it thus: 

Der Aufenthalt in der GroBstadt wax- für ihn immer eine Aufiregmg und Anstrengung, 
e h  Opfer gewesen, das er der Be lehng  und Anregung bringen zu miissen glaube. Mit 
den Jahren aber hatte sich in ihm der Drang, sich durch die Reibung mit dern 
groBstiidtischen Treiben seine Ftische zu bewahren, immer mehr gemindert, und die 
Anstrengung war fur îhn immer beschwerlicher geworden. ("Erinnerungen" 36-37) 
A stay in a large city was always an excitement and a strain for him, a sacrifice that he thought he had 
to make for persona1 development and inspiration. As the years passed, however, the urge to maintain 
his Eeshness through contact with the big city hustle and bustie, became less and les,  and the effort 
becarne more and more arduous for him. 

Busch had no real choice but to make another attempt at continuing his studies to become a 

painter, unless he wanted to admit defeat to his father, somethîng he was unwilling to do. At the Munich 

art school Busch found a style similar to the one he had lefi behind in ~ u s s e l d o r f , ~  quickly came to the 

concIusion that "die Malschule in München war nichts wert" (the art school in Munich was useless [W7: 

434]), and was faced with having to admit another false start when he joined the artists' association Jung- 

München, where he fust met Otto Bassemann and Caspar B r a ~ n . ' ~  Busch very much lived the life of 

a Bohemian, very aware of his image as a "bildhübscher Bursche" (attractive young feliow), who would 

"niemals ernstlich arbeitenl' (never work senously p k i s  "Geburtstag" 3 131). Theodor Pixis, a fetlow Jung- 

München rnember, remembered later: "Was er eigentlich trieb, das wuBte niemand. Bekam er in seiner 

Wohnung unerwartet Besuch, so verschwand gewohnlich irgendwas in seiner Tischschublade, ohne daB 

=The Royal Academy of Arts in Munich was under the direction of WiIheIm von Kaulbach, and classicistic 
historical paintings of the crusades, war battles, and fantastical paintings of graces, muses and angels were prevalent. 

z6The artists' association "Jung-Miinchen" was founded in 1853, and included primarily young art students who 
were not local to Munich. When Busch joined in Novernber 1854, he was one ofthe older members. Braun, a painter and 
illustratortrained in the art ofwood engraving, together with the bookselter and writer Friedrich Schneider had founded the 
publishing house Braun & Schneider in 1843. They had begun publishing the journal Fliegende BIdtter in 1844, and the 
broadsheets Mrïnchener Bilderbogen in 1848; their ernergence was calleci by Vischer "das Aufleben einer spezifisch 
deutschen Karikatur" (the revival of a specifically German style of caricature [309]), 



jemand wissen komte, was es war" (Nobociy knew what he was actually doing. Ifhe received unexpected Company 

in his flat, usually something disappeared into his desk drawer, without anybody knowing what it couId have ban 

["Erinnerungen'l). Noticeable at this time in Busch's behaviour is the polarity of excessive extroversion 

manifested by active participation in carnivals, parties, drunken revelling and pub crawls, and the 

diarnetrically opposed phenomenon of an increasing aversion to persona1 closeness. Busch was at a 

crossroads: M e r  a third futile attempt at art school, he had convinced hirnself that he was a failed 

painter, but he was far fiorn ready to settle into the rnundane career path his father had envisioned for 

hirn. Despite still hoping to fmd an artistic foothold in Munich during the next several years, he never 

stayed there for more than six months before heading home again, and even those stays were often 

interrupted by lengthy visits to outlying villages in the Alps and at the Starnberg See. While his 

associates frorn Jung-München still found time to work despite fiequent partying, Busch did Little 

painting, and instead dedicated himself to contributing caricatures, parodies, fictitious letters and 

newspaper reports to the Jung-München newsletter, Der BeMragen, which printed his caricatures of 

fellow members, with whom he "ging unbannherzig urn, nicht minder aber mit sich selbst" (dealt without 

mercy, but no less so than with hirnself [Pixis, "Erinnerungen"]). 

During one of his visits home he met up with a friend who was interested in heraldry; for hirn 

Busch copied many coats of arms fiom surrounding churches. When Busch realized that he couldn't 

tum this into a money-making venture, he tried his hand at treasure-hunting for supposed urns in a 

megalithic grave, but to no avaii. A renewed attempt to publish his collection of faüy tales failed, and 

he definitively gave up on that idea. During one of his visits to Lüthorst he resumed his interest in 

beekeeping, contemplated emigration to Brazil, but shied away fkom travelling to the unknown. 

Busch was drifting with no real sense of direction until the death of his sister Anna in July 1858 

wrenched him out of this mode and induced a fienzied creative period. That fall, Busch began his 

fieelance work for Caspar Braun. As it turned out, the Jung-München newsletter had been a good 

training ground. A comparison of Busch's early contributions to the Fliegende Blatter shows no 



difference in style, but soon, his intrinsic disdain for society asserted itseif in his  caricature^.^ 

Still fiancially destitute, Busch acted as Otto Bassermann's secretary during travels in Bavaria 

during the summer of 1859. Encouraged by his theatricai successes in Da~sel, '~ Busch provided lyrics 

to several operettas in Munich, some of which received great reviews. He also continued his work for 

the Jung-München newsletterTB but in A p d  1864 was removed as  a member because he was unable 

to pay his membership fee. Furious, he left Munich for Wolfenbüttel, where he proposed mam'age to 

Anna Richter, whom he had met the previous year, but her father refused to let her marry a "starving 

artisf" which only added to Busch's fnrstration. The followhg winter, desperate for rnoney, Busch 

offered M a  und Moritz, created in Wiedensahl in the summer in an effort to overcome this latest 

depression, to Braun & Schneider. The success of this picture story indicated that Busch had found his 

medium, and enabled him to boast Iater, "Wem was einfallt, der findet auch seinen Weg" (anybody who 

has an idea will find his way p 7 :  4341) and obscure his many false starts followed by new beginnuigs, as 

well as his initial resistance to this "Papiertheaterl'(papertheaae @32: 543]), as he called his picture stories. 

At the time, however, Busch was scarcely aware that he had stumbled upon a new medium, and simply 

continued his uncertain path of fieelancing for Braun & Schneider and several other publishers. 

An 1867 visit to Frankfiirt, where his brother Otto had begun work as a tutor for the Kessler 

farnily, put Busch into contact with Johanna Kessler, who f m l y  believed in his talent as a painter, 

hrthered it and showed it off during the "jour fuce" in her salon. As their frîendship developed, she 

financed his studio in Fraddbrt, and Busch lived there for about four years. While the nature of their 

'Braun had very rigid production guidelines and Busch followed these meticulously, resulting in numerous 
commissions to provide illustrations to the texts of other authors. Busch's first publication in Fliegende Blütter #705 was 
Der unbequeme Posten. The same issue also contained Der vergeJIichc Sfadtschreiber, and Enthusiastische Huldigwag. 
While someone else had done the woodcut for his first pubIication, Busch very quickly decided to do the engraving hirnself, 
beginning with Die kleinen Honigdiebe, his first Minchener Bilderbogen publication. In the ne.- thirteen years, Busch 
contrïbuted about 150 works with about 1,500 woodcuts for the Fi'iegende Bldtter and the Mzïnchener Bilderbogen, about 
130 within the first five years. 

28Compare page 52 of this dissertation. 

zgThe spring 1863 newsletter contains probably the first d d  of what would later become Der heilige Antonius 
von Padm The fifteen illustrations with text are reworked and included in chapter nine ofAntonitcs. 



relationship can ody be surmised, it seems obvious fiom letters that Busch found in her the love and 

w m t h  that he had been lacking from his mother. Their tnendship continued their entire lives; afkr 

Busch moved away fkom Frankfurt he visited fiequently and often wrote letters, except during a thirteen 

year silence following a disagreement in 1 He continued work on picture stories while in 

Frankfùrt, spent much t h e  painting, sculpting and sketching, and together with his brother devoted 

himself to the study of Schopenhauer's philosophical teachings. 

In Frankfùrt society Busch found plenty of materials to draw on for his Fromme Helene, which 

began the exclusive publishing arrangement with Otto Bassermam that would remain until 1896. 

Favourable conditions granted to him by Basserma~ and the increasing success of his picture stories 

gave Busch independence and some measure ofwealth fiom about this t h e  onward. At about the sarne 

tirne, Busch set up permanent residence with his sister Famy in Wiedensahl. Accepting that his fùture 

lay with picture stories, he published one or two picture stories every year for the next decade, and aIso 

continued painting, although he never exhibited any of his works. His own observances of societal 

interactions in Munich and FranlGurt, and his own family's hypocrisies3' were increasingly assimilated 

into his works. In an attempt to articulate the messages in his picture stories, he published the poetry 

collection Kritik des Herzens in 1 874, in which he clearly expressed what he observed as a dichotomous 

societal behavioural pattern between the facade of societal hypocrisy and the "Zeugnis meines und 

unseres bosen Herzens" (evidence of my and our wicked ha r t  m2: 5571). This showed his conviction of the 

3 0 M ~ ~ h  to JohannaKessler's chagrin, Busch had given up his studio in Frankfurt in 1872, and she was upset when 
Lorenz Gedon helped him fùrnish a new studio in Munich in 1877. To make matters worse, Busch complained to her that 
he couldn't work because "alle Augenblick klopft's" (there's a knock at the door every few moments) and "Café- und 
Abendgesellschafien, durchreisende Fremde, die nicht uninteressant-das alles gibt Gelegenheit, das Wetter bei Nacht zu 
prüfen . . . Es muB annersch werden! Aber wie? Aber wann?" (AAemoon and evening socials, strangers who are not 
uninteresting passing through-al1 that provides the opportunity to check on the weather at night . . . That has to change! 
But how? But when? 1 : 1821). She suggested he give up the Munich studio and corne back to FrankfÙrt where he would 
have the solitude he was looking for. When Busch reîùsed, she went into a huff. Busch sent her an ironic Ietter, calling her 
tantrum "eine Art von Rute" (a kind of cane 1: 183]), which concluded their relationship for thirteen years. 

3'When Busch's fàtherdied in 1868 a bitter family feud regarding his estate ensued, which had to be settled by the 
courts. It lefiBusch's motheralmost destitute with only the legally required portion ofthe inheritance, and Busch supported 
her until she died. 



veneer of civilization imposed on baser instincts. M e r  h a v e  long thought o fh i rn seh  a failed painter, 

the Iack of the poetry collection's criticai and commercial success convinced hirn that he was also an 

uiferior wrïter and ùiis brought on another bout of depression, which he was only able to ovescorne with 

the philosophical musings in an exchange of letters with Maria Anderson, a Dutch journalist who 

admired the poetry collection. Although Wiedensahl "war ihm nicht recht grün" (didn't Gare for him 

[Heumann 70]), when Busch found his "stilles Eckchen" (quiet corner @ 1 : 321) in his sister's house there, 

he gave in to his longing for the "Ruhe und Einsarnkeit" (solitude and remotenws 1 : 1761) of the small 

villages, where he was able to sit "an den offenherzigen Quellen des Lebens, die sich ja sonst unter der 

Dressur verstecken" (by the candid and outspoken springs of life, which otherwise hide under forced training and 

conditioning @ 1 : 16 11). Depressions plagued hirn as he questioned his outlookon life, which he described 

with "meine Seele ist heiser; ich habe eine philosophische Erkaltung" (my sou1 is home, 1 haveaphitosophical 

coid @3 1 : 2 151). He also questioned his ability to produce more adult stories, "zu den Büchern fur groBe 

Leute kommt so bald nichts hinzu" (nothing will be added to the books for grown-ups for a while 1: 2241). 

Although still maintaining a studio in Munich, he soon started expressing his dislike for that city, "Ich 

bin eigentlich nur ungern hier" (Iactually don? like it here 1 : 202]), and never returned there afier creating 

a public spectacle of himself during a short visit in 1881." For the rest of his life he stayed in 

Wiedensahl, and later Mechtshausen, except for shortvisits elsewhere, and the legend of the "Weise von 

Wiedensahl" (sage ofwiedensahl) stems from this t h e .  He kept up a lively correspondence with Fiends 

and acquaintances, and Lindau recalled that "seine Antworten [auf Briefe] lieBen auch gewohnlich nicht 

lange auf sich warten" (his answers [to letters] usually did not take long to arrive ["Erinnerungen" 33]), but 

generally refùsed visitors to his home and rather met with them in a nearby town. 

32Basserrnann reported this incident. Apparently, Busch, who was dmnk, with several of his fiends, including 
Bassermann, attended a performance by the hypnotist Hansen in the Kunstgewehehaus. "Busch zog der einen Schwester 
Lenbachs hintedcks den Stuhl fort, als sie sich eben setzen wollte, riefNansen laut ni, seine Vorführungen konneer ebenso 
gut machen, sie seien Schwindel, als man dam mm gemeinschaftlichen Essen begab, ri0 et mir den eben aufgetragenen 
Kase vom TelIer und warf ihn über die Kopfe der Urnsitzenden hinweg an die Wand." (Busch pulled the chair of one of 
Lenbach's sisters out fiom under her, just as she wanted to sit down, yelled out to Hansen that hecould do his performances 
just as  well, called them h u d s ,  then when we al1 went to dimer, he grabbed the sewed cheese h m  my plate and threw 
it against the wall over the heads of the people sitting around [Il]). 



Coming nom rural beginnùigs, Busch felt an outsider in urban bourgeois sunoundings, yet he 

experienced the major political and social upheavals that occurred d u ~ g  his lifetime in exactly that 

milieu. He witnessed the impact that political changes, industrialization and technological advances had 

on the social structure, which brought about a type of person whose essential Insignificance was hidden 

behind greed and ostentatiousness. However, while few of Busch's picture sulries cm be described as 

ovenly political, they depict in acute detail the human foibles and interactions partly brought on by these 

unprecedented political and social changes. Busch used irony, wit and sometimes sarcasrn to expose 

and ridicule the vices and foibies of his tirne, yet he had no ilhsions of being able to bring about a reform 

in society's behavioural patterns: 'Die Welt ist wie Brei. Zieht man den Loffel heraus, und w&'s der 

groBte, gleich klappt die Geschichte wieder zusammen, als wenn gar nichts passiert ware" (The wodd is 

like a gruel. ifyou pull out the spoon, the whole thing coIIapses as though nothing had happened w4: 1821). Busch's 

works mirror the petty conventions and customs of the bourgeoisie of which he was a part, and they 

adored his work and never tired of reading it, generally able to identify, but not able to recognize the 

satire against themselves. 

Various Birthdays" 

Numerous biographical references about Busch specie his date of birth as Sunday, April 15, 

2832. However, in reviewing the various statements Busch made about his birthday, the early 

biographical writings, and the offkial records about Busch, inconsistencies are noticeable. 

The fist inconsistency can be &und in Busch's letters to Maria Anderson. This Dutch journalist 

had contacted Busch to compliment him on his publication of fiitik des Herzens, a poetry collection, 

and for Busch quite a departure fkom the usual picture stories. An exchange of letters that lasted for 3 % 

years followed. A distinguishing characteristic ofEhsch's letters to Anderson is his apparent wilIÏngness 

to share his innermost thoughts and ideas with her, a feature scarcely noticeable in his letters to any other 

33My research and findings in this segment have been published as "Wann hatte Wilhelm Busch Geburtstag??" 
Germanic Notes and Reviews 3 1.1 (2000): 14-1 8. 



correspondent, During the tirne of the most intirnate letters, in July of 1875, Busch shared some details 

about his appearance: "Alter: 42 Jahr" (age: 42 years) and wrapped a 18 1.5 cm long black thread around 

the letter to indicate his height (B 1 : 150). He obviously went to some lengths to provide precise details 

in a manner that was very romantic for Busch. if he was born in 1832, however, Busch would already 

have been forty-three, An age of forty-two, as he indicated to Anderson, would consequently suggest 

a birth year of 1833. 

The fust Busch biographer, Paul Lindau, also assurned a birth year of 1 833. Lindau reports in 

his Erinneningen an Wiihelm Busch, "Als ich üuo sagte, daB ich etwas über ihn schreiben wollte, . . . 

schickte er mir folgendes nüchterne curriculum vitae: ~Geboren in Wiedensahl (Hannover) 1 833d1 

(when 1 told him that 1 wanted to write something about him, - . . he sent me the following simple cumculum vitae: »Born 

in Wiedensahl (Hanover) in 1833« [30]). Based on this information, Lindau published an essay about Busch 

in the February 1878 issue ofNord undSiid, in which he wrote that Busch "Lm Jahre 1833 das Licht der 

Welt erblickt hat1' (first saw the light o f  day in the year 1833 [258]). This is a fùrther inconsistency to 

biographical references, but it matches Busch's statements to Maria Anderson: The birth year is specified 

as 1833 and not 1832. When expressing his appreciation of the article, Busch complimented Lindau on 

his "Gründlichkeit" (thoroughness @3 1 : I83]), which would appear to imply that Lindau's staternents were 

accurate. Busch neither corrected nor disputed the birth year, and it can thus be conciuded that both in 

1875 to Anderson and in 1878 to Lindau Busch assumed his birth year to be 1833. 

When John Grand-Carteret published the next biographical essay about Busch in L885,34 he 

explained in a footnote that Busch "est un Allemand du Nord. II est né le 15 April 1832 à Wiedensahl 

(Hanovre)" (is a Gerrnan fiom the north. He was bom on ApriI 15, 1832 in Wiedensahl (Hanover) [296]). My 

research indicates this to be the fist  published reference to a birth date of April 25, 1832. 

Around this time, Daelen was preparing his own biography about Busch," and the next 

34Compare pages 29-30 of this dissertation regarding Lindau and Grand-Carteret. 

35Cornpare pages 30-35 of this dissertation regarding Daelen. 
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reference to the birth date c m  be found here. On January 16,1886 Busch wrote a long, chaîty letter to 

Daelen, which arnong other things contains the reference ". .. da ich aber bereits am 15. April 1832 

geboren wurde. , ." (. . . however, as 1 was already bom on April 15, 1832. . . 1 : 2651). TO the best of my 

knowledge, this is the first tirne that Busch deviated fiom his statements to Maria Anderson and Paul 

Lindau, and this resulted in two difîerent birth years fkom Busch's pen. 

As described earlier, Busch wrote his fvst autobiographical essay in the wake of the Daelen 

biography and its aftermath, and subsequently undertook two rewrites in which he was increasingiy 

reticent about his actual date of bi~-th.'~ While the 1886 composition still stated "Ich bin geboren am 15. 

April 1832 zu Wiedensahl als der erste von sieben" (1 was boni April 15, 1832 at Wiedensahl as the firstofseven 

m4: 147]), this was reduced to a much more pefinctory "Ich bin geboren 1832 in Wiedensahl" (r was 

bom in 1832 in Wiedensahl m4: 2051) in the fmal essay of 1894. 

Busch's diverging statements to Anderson and Lindau notwithstanding, the date of April 15, 

1 832 is generally regarded as Busch's date of birth. This date was also recorded in the "Familienbuch" 

(book oFFamiiy events) kept by Busch's father?' However, a birth ce~tificate~~ issued for the purpose of 

Busch entering the Polytechnical School in Hanover in 1847 raises questions about the various 

staternents about his birth date. As illustration 1 shows, a birthday of April fourteen 1832 is recorded 

there, both in letiers and in numerals, although the numeral is underlined in red and someone had added 

a " 1 5" in pencil in the rnargin. 

The statements by Busch hirnself with regard to his b-kthday vary in that he fust spoke of 1 833 

as his birth year and then of 1832- The second discrepancy can be found between the birth certificate 

and "Familienbuch," that is, the 14th and the 15th of April, 1832. While the "Familienbuch" reflects 

private records only, the birth certificate, carrying a seal and an original signature, has to be regarded as 

36Compare page 44 of  this dissertation. 

37The original "Familienbuch" is pnvately owned and I did not have access to it. However, a photocopy of it is 
available in the archives o f  the Wilheim-Busch-Society. 

found this birth certificate in the archives of  the Wilhelm-Busch-Society. 



a legaI document. However, it contains the notation "ausgezogen aus dem Kirchenbuch der Gemeinde 

Wiedensahl" (extracted fiom the church book of the parïsh Wiedensahl), so the possibility of a copyhg error 

remained, and a verification of the church book entry seemed prudent. Pnor to the introduction of civic 

registers for births, deaths, and marriages in 1876, church books served as legal registers. Between 

1 8 1 1 and 1 84 1 the church book for Wiedensahl was kept by the preacher Dietrich Georg Eberhard 

Krop, who baptized Busch and made the entry in the church book recording his birth and baptism. On 

October 10,1841 Hermann Georg Aibrecht Wilhelm N~ldeke-'~ joined the parish as pastor and in 1847 

issued the aforementioned birth certificate. The church book provides the followlng details to the birth 

of Heinrich Christian Wilhelm Busch on leaf 6 1 verso, where births for the year 1 832 are recorded: 

"geboren d. 14ten April morgens 6 Uhr" (bom the 14th A p d ,  6 o8c1ock in the rnorning [see illustration 2])." 

As the church book was the legal record of the tirne, this date should be regarded as Busch's actual date 

of birth, Further research of letters and documents yielded no additional results; nor did a review of 

published articles about Busch and his forefathers. It can be assumed that Christian Krollrnann, who 

reviewed churc h books during his genealogy research and refers direct ly to the W iedensahl church book, 

quietly ignored this discrepancy. Other biographes likely simply relied on what had been written 

previously. 

Of course, the reception of the works of an artist is independent of his birthday. The question 

about Busch's birth year appears to have been answered, although there is no satisfactory ansufer as to 

why Busch made the statements he did to Anderson and Lindau, Whether he was born on Saturday, 

April 14th, 1 832 or Sunday, April 1 Sth, 1832 rernains unciear, but according to the church book, the 

officia1 register for births, deaths, marriages, and confirmations of the t h e ,  Busch was born on April 

14th, 1832, and biographies about Busch should be adjusted accordingly. Did Busch know about this 

discrepancy? Perhaps, Zone considers a caricature in Hernach, the sealed collection of drawings and 

- - 

This pastor later manieci Busch's sister Fanny. 

401 was given access to review this church book in the parish office in Wiedensahl. 
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verses Busch gave to his nephew Otto Noldeke in 1905 with the stipulation that it should only be opened 

afier his death, the answer becomes clear. Entitled "Der Gratulant" (see illustration 3), the caricature 

of a man with a donkey's head presenting a bouquet of flowers carries the caption: 

Zu spat, mein Lieber! To Iate, rny dear! 
Der Namenstag ist langst vorüber. (H4: 372) The special day has long been here. 

Complementary TaIents 

Busch thought of himself as a painter throughout his life; his calling card announced him as 

"Maler" (painter) and his will identified hirn as "Maler und Schriflsteller" (painter and author)P1 The self- 

analysis that is missing in his various autobiographical writings can be found in his self-portraits as they 

exist in large numbers of oil païntings, drawings and caricatures; this would seem to indicate that 

Busch's choice of expression was the visual picture, not the written word (see illustrations 4a-b). 

Busch started as a writer: A poor performance during entry exams at the Hanover Polytechnical 

School required a supplementary show of skills, and Busch produced a sonnet to convlnce the director, 

Karl Karmarsch, to admit hirn as an engineering student. "Damals ging so was noch!" (in those days 

something like that still worked! [W8: 2201) was his iaconic rationale to this seeming incongruity. Busch aiso 

ended as a writer. He stopped creating picture stories in 1884, drawings probably around 1892, painting 

in 1895, but continued to write prose and poetry until the last year of his life. In his poetry collection 

Ki-itikdes Herzens he had "versucht, moglichst schlicht und bumrnlig die Wahrheit zu sagen" (attempted 

to speak the truth as simply and triflingly as possible @ 1 : 129]), but only "alte Geheirnrate und Professoren wie 

junge Privatdozenten" (old privy councillon and professors as weli as univasity lectures) appreciated the book? 

4'Busch's callinç card, copies ofhis will and several codicils can be viewed in the archives of the WilheIm-Busch- 
Society. 

'"5 a letter fiom Bassennann to Busch, dated November 28,1874, discussing reviews in various newspaperç, sales 
of the book to-date, and a letter h m  Germany's ambassador to Turkey to the publisher regarding the "obscene" character 
of Kririk des Herrens (Iocated in the archives ofthe Wilhelrn-Busch-Society). Although never confirmed by Busch, it had 
been widely speculated that he published Kririk des Herzens only to countermand the persistent mmour that while he drew 
the caricatures for the pichrre stories, he had hired sorneone else to write the verses for him. The Iikely underlying cause 



Busch likely knew that his poetry was a misfit arnid the exaltations of the "Gründerzeit," much as he 

later predicted that few readen would appreciate the subtleness of Eduords Traum (B 1 : 33 1). 

Contrary to publishing both prose and poetiy, Busch never exhibited any of his oil paintings or 

drawïngs fiom nature, but he Ieft behind a large collection of both, despite bouts of despair, during which he 

destroyed many painting and drawings Ïn garden bonfues. Aside fiom more than 4,500 caricatures of the 

broadsheets and pichire stories, almost 1,000 oii paintings and more than 2,000 drawings fiom nature are 

known to have surviveci, as well as some etchings, silhouettes and sculptures. Their artistic value has only 

been acknowiedged in the k t  couple ofdecades Many of his drawings eom nature in pencil, ink or water 

colours show how Busch h e r s e d  hirnself in the study of an object and would sketch it repeatedly until al1 

details must have become imprinted on his subconscious, so that he could recd their essence at any tirne. 

Busch's oil paintings are mostiy landscapes, peasants or genre scenes on small canvasses. He began in the 

tradition of the Dutch masters with almost monochromatic light-dark shadings; more colour was introduced 

later; his late paintings are of an expressive impressionistic style. 

These were the two sides to Busch: In his paintings, which he kept private, he was a post- 

romantic, reverberating in the spirit of the 1830s, but in his picture stories, which he published widely, 

he denounced the societal realities of the "Gründerzeit." The picture stories embody Busch's drawing 

skills as a caricaturist, cornplernented by his giR for pithy rhyming. He had stumbled on picture stories 

quite by chance, and when asked Iater what had corne first, the text or the pictures, was very adamant: 

"Zuerst wurden die Zeichnungen gemacht" (first the d b i n g s  were done @2: 2261). He followed his 

instinct that the text under the drawings would be more fiin as rfiymes than in plain prose, a brief caption 

of usually two or four lines eliciting meaning fiom cornmon clichés. 

its abrupt accuracy, its easy memorability clearly point towards the 

The succinct unadorned language, 

twentieth century, hto an era that 

for this mmour can be traced through Busch's later explanation to Lindau: 'Die ersten Bilderbogen waren bloB in 
Zeichnungen gedacht. Einige davon erklarte ich nachtfiglich in Versen, nur einen, soweit ich weiB . . . , in Prosa. Was 
sonst von Text in Prosa vorkommt, rührt vom Verleger her." (The first broadsheets were on!y thought out in drawings. I 
later explaineci sorne of them in verse, only one, as far as I know . . . , in prose. Other occurrences of  text in prose comes 
fiorn the publisher pl: 183-1841). 



demands a fastidious presentation of the literary word and even more so the visualkation of life and art. 

The picture stones thus exceed the range of conventional art classification, but precisely because of the 

novelty of their form of expression they cannot be codified. For Klotz, the connectivity within the 

overlapping of the various genres is the primary determinant 

E s t  beide Komponenten gemeinsam [erzieten] die eigentümliche Signatur und Wirkung 
von Buschs Bildergeschichten. GewiB gibt es in der Kulturgeschichte auch noch andere 
Autoren, die zweierlei Künste beherrscht und miteinander verbunden haben . . . 
vichelangelo, William Blake, Richard Wagner] . . . Der Unterschied zu Busch ist 
jedoch deutlich genug. Bei den andern Kunstlern haben die einzelnen Komponenten-- 
Text und Bild oder Text und Musik-keineswegs gleichen Rang und gleiches Gewicht. 
Und die Verbindung ist nicht unaufloslic h. Das heiBt: wir konnen Mic helangelos 
Skulpturen auch ohne seine Sonette begreifen. (1 1) 
Only both components together atîain the distinctive mark 2nd effect of Busch's picture stories. Of 
course there are other authors in the history o f  civiIization that were proficient in two art foms and 
combined them with one another . - . pichelangelo, WiIliam Blake, Richard Wagner] . . . But the 
difference to Busch is plain enough. With the other artists the -eus components-word and picture 
or word and music-by no means have the same importance or the same weight. And the connection is 
not insoluble. That is, we can indeed understand Michetangelo's sculptures without his sonnets. 

Busch's drawings within the picture stories are not only presented in a series, they are at the same time 

translated into rhymed Ianguage which encourages reading comprehension. The drawings, without their 

text, would have only a vague meaning; the tex& without the drawings, WOU id be equally nebuIous. 

Thus, the impact of the picture stories results fiom the synergistic value of their verses and drawings. 

This was a new medium of expression, able to enunciate what readers subliminally sensed, but were 

unable to articulate. 

Further supporting the strength of the synthesis of picture and word, Busch's development as a 

visual artist complemented his development as an author. Both were fiised in the picture stories. The 

evolution of Busch's language to contraction and intensity augmented his progressive ernphasis on 

contoured figures in his drawings, that is, as his drawings were reduced to few strokes to carry the 

essence of visualized meaning, so his language contracted to elicit meaningfulness 6.om few effective and 

compelling words. Therefore, while Busch developed as a multi-talented artist in various artistic forms, 

his fiindamental quest to say more with less remained the sanie regardless of which art form was used, 

and is similar in its expressive aesthetics. As such, the vibrancy of the skilful unity of drawing and 



cornplementaxyverse in the picture s t o h  was in high demand, whereas Busch's elusive prose and poetry 

received little attention, and his paintings and drawings from nature were for private enjoyment only. 

Financial Freedom with f icture Stories 

Kayser made the observation that one would have to go back to the authors of German 

classicism before fmding one whose works are as well known as those of Busch, but with a twist: 

Goethe und Schiller liefern uns die Zitate, wenn es feierlich wkd; Festredner steigern 
ihre Würde mit Goetheworten, und wenn sie gar Holderlin zitieren, dam erho ht sich der 
Podest um ganze Stufen. Wihelm Busch aber begleitet unseren Alltag. (Humor 3) 
Goethe and Schiller supply us with quotations for solemn occasions, keynote speakers heighten their 
eminence by citing Goethe, and if they even go as far as to quote HoIderlin, the pedestal is raised by 
several steps. But Wilhelm Busch accornpanies our everyday Me. 

Celebrated in his own t h e ,  Busch's fame has since vastly increased, but seems suspect because of his 

appeal to the elite and masses alike. Was his an art? Was it a craft? Or was it simply a rnoney-mdcing 

proposition? Certainly, afier selling the rights to Max und Moritz for a very modest amount and 

watching their tremendous commercial success, of which he would have no part, he was always very 

aware of the "business" side of his publications. He objected strongly to an EngIish publication of Die 

Ji.ornme Helene in 1872 because ". . . das [sic] der Mann [William P. Nimmo, the Edinburgh publisher] 

meinen Namen nicht auf den Tite1 gesetzt, gefallt mu nicht; nicht aus Eitelkeit, sondern weil es nicht 

ohne praktische Bedeutung fur mich ist" (1 dislike the fàct that that man william P. Nimmo, the Edinburgh 

publisher] didn't put rny name on the title[page], not because o f  conceit, but because it's not without practical meaning for 

me 1 : 9 11). Yet, as there was no copyright agreement with England at that t h e ,  he could do Little. 

As has been shown, Busch saw hirnseiffmt and forernost as a painter, although he would never 

exhibit his traditional paintings. Beginning with his first stay in Munich he made public the caricatures 

he had drawn for his own enjoyment. Suffering corn a chronic shortage of money, he eventually turned 

this pastirne into an incorne-generating scheme by adhering to the production guidelines for Braun & 



Schneider's Fïiegende Blütter and Mtmchener BiZderb~gen.~ which would pay him modestly per 

drawing. As the publisher had a large pool of artists to draw fiom, they were able to not only pay very 

M e ,  but also make sparse use of each contributor. Busch, like other artists, was thus very much 

dependent on the publisher's continuhg good wiIl in order to derive a srnall income. During a bout with 

typhoid fever in 1860, Busch's primary concern was loss of money and the cost of his ihess: ". . . nur 

kostet es doch etwas vie1 Geld, besonders, wenn ich das mitrechne, was in der Zeit hatte verdient 

werden konnen" (. . . only it costs quite a bit of rnoney, especially if 1 consider what could have been earned during this 

time @3 1 : 201). Although he was comparatively fiequently published in the FIiegende BZafter and the 

Mûnchener Bilderbogen for the next several years, Busch's continuous Iament was, "Wenn ich nur Geld 

hatte!" (If r only had rnoney 1 : 231) and he borrowed ofien nom whomever he c o ~ l d - ~  

Publisher Heinrich Richter of Dresden was interested in emulating the broadsheet mode1 when 

he met Busch and other Jung-München artists during an 1858 trip to the Brannenburg artists' colony 

with his father, the painter Ludwig Richter, who was greatly admired by the Jung-München group. 

Richter had become familiar with Busch's caricatures in the Jung-München newsletter and offered him 

a collaborative venture. Although Busch failed to act on this offer for several years, he recaited it in 

1863 when Fust attempting to fiee himseiffiom his dependence on Braun & Schneider. He had become 

kreasingly imtated by the dictate to sel1 al1 rights to his works to the publisher, who was then fiee to 

publish the same work repeatedly, eaming more with each subsequent edition while Busch, as author, 

would be left empty-handed. Therefore, he tried to negotiate a price per edition when he submitted some 

work to Richter, but was flatly rehsed. The response fkom Busch to this rejection reveals his attitude 

43Guidelines for the journal Fliegende BZütter were drawings supplemented by text; often the stories and picture 
sequences would be spread out over several issues. Subscription information suggested a weekly issue, and 24 issues with 
about 400 woodcut drawings wouId form one volume. The guidelines for the broadsheet Münchener Bilderbogen called 
for individualIy complete sequences comprised oftwo to four rows with three to five drawings on each row (= six to twenty 
drawings per broadsheet), and preferably a caption of two lines for each drawing (= twelve to forty lines per broadsheet). 

Tndeed, it would take until the mid-seventies until he repaid al1 his debts: '7% w k  mir überhaupt lieb, wenn ich 
aus meinen Ebergotzer Schulden endlich mal heraus k h e "  (I would indeed appreciate finally getting out of my debts in 
Ebergotzen 1 : 126J). 



to the artistic and commercial value of his picture sequences: "Ich betrachte meine Sachen einfach als 

das was sie shd, als Nürnberger Tand, ais Schnurrpfeifereien, deren Wert nicht in ihrem künstlerischen 

Gehalt, sondern in der N a c b g e  des Publikums zu suchen kt" (1 consider my things to be simpiy that which 

they are, as Nuremberg trïnkets, as follies, whose value is not to be found in their artistic content, but in the demand of the 

public). He d s o  left no doubt as to his underlyîng purpose: "Wenn ich meine Kuh zu Markt bringe, so 

wili ich sie auch verkaufen" (When I bring my cow to market, ifs because 1 want to seIl her @3 1 : 26J). Although 

the artistic merit of Busch's picture and drawing combinations is well known today, he was totally 

oblivious to their significance. Indeed, only because "[er] nun Geld notig habe" (Fe] needs money @3 1 : 

271) did he accept Richter's less favourable counter offer, which again required Busch to seIl a11 

pubtishing rights. The Bilderpossen were subsequently published both individualIy and in book fom, 

but were a fl0p.4~ TO recornpense Richter and to maintain his goodwill in hopes of future collaborations, 

Busch then offered him the manuscript for Max und Moritz gratuitously, but Richter refûsed. 

Some tirne later, Busch tendered the manuscript to Braun & Schneider, suggesting it could be 

used "fur einige Nummern der fliegenden BIatter [sic] und mit entsprechender Textverànderung auch 

fur die Bilderbogen" (for sonie issues of the Fliegende Bldtter and with appropriate changes in text also for the 

broadsheets 1 : 321). The publisher accepted the manuscript, paid Busch considerably more than usual," 

and prepared a book publication of the stoy. Busch was grateful, but thought that they were being 

foolishly generous: "Ich habe mit Freuden gesehn, daB Sie mir Ihr Mheres Wohlwollen und sich selber 

einen vortrefflichen Humor bewahrt haben" (1 was delighted to see that you retained your earlier goodwill towards 

me and for yourselfan excellent sense ofhumour). Nevertheless, he sceptically expressed his wisffil thinking: 

"Geben die Gotter, daB Ihr fieundlich-prophetischer B lick in die Zukunfi sich bewahrheiten [rn6geI1' 

(May the gods gant that your fiiendly-prophetic view into the fiiture may come m e  1 : 321). 

451n 1874 Busch and Bassermann purchased (back) the publishing rights and woodcuts for the BildErpossen (Der 
Eispeter, K&e und Maus, Krischan mit der Piepe and Hansel und Gretel) f?om then owner Paul Bette of Berlin, who had 
previously bought out the Richter publishing house. Records to support this transaction are located in the archives of the 
Wilhelm-Busch-Society, 

4 6 B ~ s ~ h  was usually paid about 3 Gulden per drawing with text (cf B 1: 273). Max und Moritz has 97 drawings, 
but Braun & Schneider paid Busch 1000 Gulden for fûll rights to the stcry. 



The success o f M a  undMoritz made other publishers aware of the fledgling artist, and Busch 

was fially able to demand a higher pnce for his drawings. Although Braun & Schneider raised his 

stipend slightly, Busch continued to be motivated by a need for greater compensation for the next several 

years. This can be seen by his ongoing debt probIern (B 1 : 42) and cornplaints that efforts to fiee himself 

fiom Braun & Schneider in 1866 failed47 because of the political u ~ e s t ~ ~  (B 1 : 41). Still regarding his 

caricature and verse combinat ions as folly, his op inion that they only deserved "ephemeres Dasein" 

(ephemeral existence 1 : 421) was strengthened, and his correspondence with Braun & Schneider took on 

a very commercial flavour: 

I Die feindlichen Nachbarn bitte ich mir mit 80 fl aufzuschreiben. (Piease credit Die feindlichen Nachbarn with 80 fi 
[BI: 421) I 

- -- - -- - - - - 

12 Stocke zum Rendez-vous bitte ich mir mit 80 fi gut zu schreiben. (~ iease  credit me with 80 fl for the 12 blocks 
for the Rendez-vous. EB 1 : 44; Der Korb was first pu bl is hed as Das gestdrte Rendez-vous]) 
Den Vetter Franz bitte ich mir mit 120 fl gut zu schreiben. (~iease credit me with 120 fl for Vetfer Franz. [BI: 471) 
Da Sie so freundiich waren, mir ein Honorar dafür [Die Fliege] anzubieten und ich's gebrauchen kann, so 
rnogen Sie mir gefalligst für jedes dieser Versconglornerate 8 Gulden gut schreiben. (AS you were so nice to offer 
me a fee for it [Die Fliegel and I can use it, kindly credit me with 8 Gufden for each of these verse congtornerations. [BI: 4%) 
Vorlaufig erhalten Sie wieder eine Anzahl von Stocken. Sie würden rnich verpflichten, wenn Sie mir noch 
vor meiner Abreise von hier 200 fl zuschicken mochten. (~eanwhileyou will receive a numberof blocks again. You would 
oblige me, if you would send me 200 fl before my departure from here. [BI: 501) 
Den Stocken [zu Schnurrdiburr], die ich l hnen hier zuschicke . . . wenn Sie mir vielleic ht bis Ende nachster 
Woche einiges GeId übermachen wollten. ( ~ h e  blocks [for Schnurrdiburr], which I am sending you now . . . if you could 
perhaps ~ n d i r  some monies to me by the end of next week. [BI: 52; he received 140 fi.]) 
. . . der alte Particularist und Mr. Jacques à Paris auf 32 Stocke berechnet, im Preise von 250 rth. (. . . the 
old particularid and Mr. Jacques d Pais calwÏated for 32 blocks, at a price of 250 rth. [BI :  601) 
Sie erhalten hier zwolf Skizzen zu einer Geschichte betitelt: Der hastige Rausch., im Preise von 160 Thalern. - 
( ~ o u  herewith receive twelve sketches to a story entitled 'Der hastige Rausch," at a price of 160 taler. [6 1 : 6 11) 
. . . die Skizzen ru zwei Bilderbogen im Preise von zusammen 260 Thalern. (. . . the sketches for two broadsheets 
at a price of altogether 260 taler, (B 1 : 631) 

47Although seerningly iIIogica1, Busch wanted to discontinue his association with Braun & Schneider. He feIt 
exploited by them and thought that if he could work with another publisher and control his stipend better, he would no 
longer be dependent on Braun & Schneider. In his own mind, his debt problems were a direct result of being underpaid by 
Braun & Schneider, therefore, if he could work with someone else and get paid beaer, he would then be able to pay his 
debts. 

'SPntssia heightened its expansionist policy throughout 1866, culminating in the dissolution of the German 
Confederation on June 14th, Prussia's deciaration of war against Austria and other German states on June 15th, and the 
Treaty of Prague on August 1 Sth, in which Austria conceded the dissolution of the German Confederation and Austrian 
exclusion Eorn Geman affiirs. Moreover, Prussia annexed Schleswig-Holstein, Hanover, Hesse-Kasse!, Nassau and the 
city of FrankfÙdMain. Saxony and other states would join this new North German Confederation under Pmssia's 
leadership, uniting 22 states north of the Main. 



Much like any for-profit venture, he kept carefùl track of agreements and did not fail to protest when the 

publisher made a mistake Ui calcuiating his payment for a picture story and underpaid him by some 197 

Gulden (B 1 : 53). 

Busch eventually did connect with various different publishers for whom he wrote some essays, 

and with whom he published a few picture stories over the next several years;" here, too, his business 

sense is very apparent in these dealings. Asked by the Grotesche Buchhandlung of Berlin to provide 

illustrations to Karl Arnold Kortum's Jobsiade, he offered "ich würde alles mit der Feder aufs Holz 

zeichnen und 1200 Thaler dafür verlangen" (1 would engxave everything on wooà and ask 1200 talers for it 1 : 

631). They declined, and Busch peddled the illustrations to other publishers. His terms were explicit: 

". . . Sie beginnen dam die Zahlungen in bestirnrnten Fristen, aber, wie ich me&, sofort und nicht etwa 

nach drei Monaten" (You will then rnake payrnents in specific time intervais, but, I think, beginning irnrnediately, and 

not, for example, after three months 1 : 641). 

It thus becomes evident that the creation of picture stories was, at Least in the begiming, 

primarily a money-making proposition. Most certainly, it was only a sideline giving hirn the financial 

fieedom to pursue painting, at which he spent much more time. However, he quickly developed some 

artistic pride, as is seen when he declined to illustrate sorneone else's verses, "mm Teil k t  es Unfhigkeit 

und Tragheit, zum Teil auc h Eitelkeit, die alles allein machen mochte" (in part due to inability and lethargy, 

in part also vanity, which wants to do everything henelf [B 1 : 661). The same p ide  can be seen in his objection 

to a poor translation of his verses, which "gelaufig ins Gedachtnis und über die Lippen gehen [müssen], 

eine Eigenschaft, die FIeiB erfordert und worauf ich nicht wenig stoiz bin." (must easiIy move into memory 

4'Most notably, Hans Huckebein, der Unglücksrabe (1867/68 in the journal Ober Land und Meer in four issues 
with 12 drawings each) and several smaller works with Eduard Hallberger of Stuttgart, as well as Der heilige Antonius von 
Padzra with Moritz Schauenburg of Lahr in Iune 1870. m e  sale of this book was banned by the censors and a lawsuit 
against the publisher "[wegen] durch die Presse veriibter Herabwürdigung der Religion und Erregung offentlichen 
Àrgemisses durch unzüchtige Schriflen" (due to practising disparagement of religion through the press and causing public 
rnischief through obscene writings) ensued, but the subsequent acquitta1 permitted book sales to continue in April 187 1 - 
The timing of the initial publication of this book just after the announcement of the Doctrine of Papal Infàllibility by the 
Vatican Council was unfortunate. In fàct, the manuscript had been ready in 1865, but was dropped by the original publisher 
(Kari Hallberger) after some woodcuts had already been made and it took Busch five years to find another publisher. 



and a m s s  the lips, a feature which requires diligence and which makes me not just a little proud 1 : 9 11). 

From 1859, when his fust contribution to the Fliegende Blatrer appeared, until 1872, when Die 

fiomme Helene was published, Busch's publications were sporadic and with several dzerent publishers. 

Trying to eke out a living with whatever means possible as an artist, living on the F i g e  of society, 

always at the rnercy of the "Herren Verleger" (Messrs publisher)sO had sharpened his view of the darker 

side of society. He had slowly become known for his satirical vignettes of societal aspects as he saw 

thern. Part of the success ofthe picture stories is then certainly attributable to the fact that the bourgeois 

readers recognized the depicted behavioural paiterns as something familiar fiom w ithin their own 

surroundings. By using exaggeration as a means of portrayal, Busch codonted his readers with the 

dichotomies of what society claimed to be reality to actual realities. By depicting something inherently 

familiar, and without suggesting change, Busch's stories and the author hirnselfbecame non-threatening 

and something to be enjoyed with impunity. 

Busch was slow to realize that emulating the successful Max und iktïorih pattern of looking 

behind the benign facade of the pretenses of his society, would grant hlln economic success. His 

commercial endeavours regarding the picture stories were ofien intempted by his overriding desire to 

get back to his fust love, painting. This al1 changed in 1872, seven years after the publication of M m  

und Moritz, when Busch settled on a permanent publishing contract with his fiiend Otto bas sen na^, 

also rnarked by his last contributions to the Fliegende Blmer and Münchener Bilderbogen, and the 

publication ofDiefiomme Helene. Bassemm began to actively and aggressively market Busch works 

and Busch's willingness to capitalize on the successful Max und Moritz pattern became obvious when 

he sent B a s s e r m a ~  the Bilder zur Jobsiade: "Das Schema, welches ihr zum Grunde liegt, ist das 

'%usch used this seemingly polite expression often when refening requests for permission to re-print some of his 
works to the pubtisher. He couId neither grant nor reject such requests himselfbecause he had sold al1 publishing rights. 
Placed in context within these letters, the ironic intent ofthe tem becornes obvious ( r d  letters 87,1330,1359,1379,1396, 
1400, 1433, 1486, 1501 in B1 and B2). According to the succinct report of Busch's nephews, his opinion was that "Die 
Verleger sind weiter nichts wie Kriimer. Ob einer mit Buchern oder mit Heringen handelt ist einerlei, Sie sind die 
Kapitalisten und beuten die andem aus und bauen sich Villen, haben auch die unangenehmen Eigenschafien der Ausbeuter" 
(Publishers are nothing more than shopkeepers. Whether tfiey deal in books or in hemng is al1 the same. ï hey  are the 
capitalists and e'cploit the others and build mansions, and have the unpleasant characteristics ofexploiters w l d e k e  15 11). 



Unveiwüstliche daran; es ist der Lebenslauf in abstracto" (The pattern on which it is based is its indestructible 

inwdient, it is life in abstracto @ 1 : 791). Attaining fmancial independence came at the price of following 

this tried and tested pattern, cookie-cutter crafting and ruming the danger of drifting fiom aesthetically 

valuable creations to epigonism and dilettantisrn; yet the collaboration with bas sen na^ appealed to his 

commercial instinct and inspired him artist ically. The ever-present anxiety inherent in this d ichotomy 

caused Busch's own self-deprecations, but Bassermann had no such concerns. His job was 

merchandising and he did it admirably well. 

Busch and his relationship with Otto Bassermann 

Busch and Bassermann, son of a politician tumed publisher?l frst  met when they were both 

members of the Jung-München artists' association. Their relationship was mutually beneficial: 

Bassermam found a supportive and mature fiiend in the seven years older Busch and the penniless 

Busch was able to support hirnself by workîng for Bassermann as his secretary (Bassemann 8). Even 

after Bassermann left Munich in late 1860 to train at the publishimg house founded by his father, Busch 

and Bassermam stayed in touch and corresponded fiequently. 

Almost immediately afier Bassermann assumed control of the family publishing business, he 

suggested that they publish something authored by Busch, but because the Company concentrated their 

operations on publications of a scientific or acadernic nature, Busch turned him away (B 1 : 42). Several 

years later, hstrated in his dealings with various other publishers, still trying to sel1 the Bilder ZZP 

Jobsiade,. and also the newly created picture story Diefi-omme Helene, Busch recalled Bassermann's 

LFt-iedrich Daniei Bassermann, representative ofthe liberal opposition in the Lower House ofthe Baden Landtag, 
founded the Bassermann publishing house together with Karl Mathy, leader of the Iiberal opposition in Baden's Lower 
House, in 1843 in Mannheim, and managed it until his suicide in 1855. His son, Otto Friedrich Bassermann, trained first 
with Cotta in Munich and then in the làmily-owned business, rnoved operations to Heidelberg after assuming management 
responsibility in 1865, and to Munich in 1878. Contrary to popular beliek the expression "Bassermannsche Gestalten," 
describing figures of a dubious nature, does not refer to the various figures created by Busch, but rather to a speech given 
by Friedrich Daniel Bassermann at the National Assernbly in Frankfiirt on 18 November 1848, in which he described 
conditions in revolutionary Berlin and reported ofstrange figures he saw onBerlin streets, and which he declined to describe 
tiirther (256). 



offer and travelled to Heidelberg in 1871 to offer both manuscripts to his old fi-iend. The contract 

between Busch and Bassermann was concluded very quickly, and this thne Busch was able to negotîate 

an agreement retaining the publishing nghts and thereby ensuring him a profit share for each printing, 

a deal that no other publisher would have granted at that tirne. Henceforth, Busch published only with 

Bassermann, although their contractua1 agreements changed ofien, until Busch was satisfied with 

receiving a 45% share of sales, while Bassermann had to bear al1 costs associated with p ~ t i n g ,  

publishing and marketing. 

In a biend of artistry and self-promotion, Busch was closely involved in al1 production details. 

He specified the print font and type of paper to be used: "Schwarzer Druck; Latein oder Schwabacher; 

gewohnliches Papier, aber genugsam dick, daf3 es nicht durchdruckt" (black ink; Latin or Schwabach font; 

regular paper, but heavy enough that it does not print through LB 1 : 821) and Iayed out margins, text and drawing 

placement on a page in letters: "Obenstehend der Raum, den Text und Bild einnehmen würden" (see 

above the space that would be taken up byte* and picture @3 1 : 691). He proof-read ail gaileys, approved printers 

and marketing schemes and suggested sales outlets outside the reguIar book buying venues: "@LI] muBt 

auch dafür sorgen, daB Helene die Bader besucht (die Saison ist nahe) und daB sie auf den Bahnhofen 

sich orientieren lent" (hou] have to ensure that Helene visits the resorts (the season is nearing) and that çhe learns to 

find her way around train stations pl: 761). Finally, he recornrnended sales prices: "Preis 10-15 

SiIbergroschenfl (price 10-15 silverGroschen 1 : 8 11). He rejected reviews ofhis works: "Was Rezensionen 

anbelangt, so muB ich Dû wiederholentlich bekennen, da0 derartige Sachen nicht rezensiert sein sollen 

. . . guter Humor und guter Vertrieb, die tun's." (AS far as reviews are concemed, I have to repeat to you that such 

things should not be reviewed . . . good humour and good sales, that does it 1 : 761). He cornplained eequentiy 

that Bassermann printed too few copies, and that sales and delivery failed to keep up with demand, 

thereby knpeding income: "Wem's Brei regnet, so fehlt der Loffel" (when it rains milk and honey, the spoon 

is missing [e.g. Bi:  771). He suggested cheap editions for mass printings to "Schrniede das Eisen, so 

lange es heiB ist" (make hay while the sun shines pl : 891). Busch ascertained his own deadlines so that 



Bassermann could do his work, "um das Dhg rechtzeitig zu Markte zu b ~ g e n "  (to take the thing to market 

on time 1 : 801) in order to take advantage of prime selling periods, and he expedited the publication 

of new works in order that they become "moglichst rasch rentabel" (profitable as quickly as possible 1: 

961). He even designed and created advertising posters for Bassermann io promote his works. Ever the 

prima donna, he was not above insinuating that he was being pursued by other publishers, but as long 

as Bassermann Dganted him favourable conditions, he would prefer to publish everything with hirn. 

Bassermann, fiom the early days of their collaboration, suggested editorial changes: "Für den 

moralischen, resp. unmoralischen Inhalt der Helene hatte ich nur ganz Heine hderungvorschlage, die 

mein Gewissen als Verleger in etwas beruhigten ohne dem Ganzen irgend Eintrag zu tun" (For the moral, 

resp. immoral content of Helene 1 only have some very minor suggestions for change that would paci@ my conscience as 

publisherwithout harming t h e s t ~ r y ) . ~  Busch usually disregarded those suggestions. Bassermann fiequently 

recornrnended topics for fbture picture stories, but those suggestions only came to fhition once: After 

the Jesuit laws were enacted, he prompted Busch to write and draw something relating to the 

Kult~rkampf?~ Busch prepared Pater FiZ~cius.~ When Bassemann prompted Busch to write a 

S2Letter h m  Bassermann to Busch dated October 9,187 1 .  Located in thearchives ofthe Wilhelm-Busch-Society. 

531he Doctrine of Papal hfàllibility was interpreted as a major aggression by the Roman Catholic Church on the 
autonomy of the state and its modem understanding of evolution based on natural sciences research. Bismarck strove for 
a separation of state and church and efiacted laws giving the state control over the school system. This was fought against 
by the increasingly strong Catholic fiaction in parliament, but an imperial law expeliing the Jesuits fiom Germany in 1872 
fùrther inflamed the Roman Catholic population. in addition to non-denominational schools and the banning ofthe Jesuits, 
Bismarck enacted laws giving the state legal control over the churches, introduced civil mamages and registry offices, 
thereby considerably weakening control ofthe Church over the popuIation. ïhis confrontation between Bismarck and the 
Roman Catholic Church is known as the "Kulturkampf" 

%''Der FiI., der ja auf Deine Anregung entstanden. . ." (Fil., which was created based on your suggestion . . . [B 1: 
8 11). Busch wanted to cal1 this picture story "Pater Filuzi" (Bl: 79), but on Bassermann's recommendation changed the 
ending "i" to "us" to cal1 the story Tater Filucius." Because of the allegorical cornplexity of the story, Bassermann asked 
for and received a breakdown ofwhat the various characters represented (Le. Gottlieb Michael =the German Empire, Tante 
Petrine = the Roman Catholic Church, Tante Pauline = the Protestant Church, Angelika = the future fiee state church, 
Filuzio =the Jesuits, Hund Schrupp = the ultramontane newspapers, Inter-Nazi and Jean Lecaq = international and French 
Social Democrats as accomplices and allies, Hiebel, Fibel, Bullerstiebel = soldiers, taches ,  m e r s ) ,  which Bassermann 
at first only communicated to book dealers, but later included with new editions of the picture story. 



satincal picture story about a contemporary scanda1 in Munich dealing with the "Dachauer Banken,'lss 

Busch requested that Bassermann send hirn research material such as newspaper articles, bank 

brochures, photographs and the like, because although the court case had not been concluded, it was 

"interessant genug, um sich dran zu versuchen" (interesthg enough to try a hand at it [B 1 : 931). Bassemann 

provided al1 the requested background material, but a picture story on this topic was never published, 

and if Busch did try his hand at this subject matter, he did not bring it to cornpletion. 

The correspondence between Busch and Bassemann until 1896 is punctuated with minutiae 

pertaining to the publishing of the various picture stories and the balancing of accounts. Many letters 

pertain to Busch's ongoing grievances about money and profit shares. He considered his talent to be his 

capital (B 1 : 9 1 and 98) and with increasing success his resentment of what he considered to be an 

injustice, narnely having to share the profits of his capital with his publisher, escalated. WhiIe 

Bassermann induIged Busch, over time the unrealistic position put forth by Busch caused a serious 

disruption of their friendship, aIthough their business relationship never suffered. in light of the 

numerous contract re-negotiations that granted Busch ever more favourable conditions, and his detailed 

involvement with production details, Busch's repeated protestations of "Unbeholfenheit in 

Geschaftsangelegenheiten" (ciurnsiness in business rnatters 1 : 224]), "mm Kaufmann bin ich nun einrnal 

verdorben" (I'rn not a business man 1 : 2631) or "[ich bin] in gesch8ftlichen Dingen ganz unerfahren" (Cr 

am] cornpieteiy inexperienced in business rnatters [B2: 791) sound false and coquettish. The fact remains that 

during a time when rnost authors had to supplernent their incorne by working in other professions, Busch 

made a very cornfortable living through pichire stories. This was largely effected through Bassermann's 

marketing efforts and distribution network. Although he was a cautious publisher who usually only 

T h e  actress Adele Spitzeder had founded a bank in Munich in 1871, offering high interest rates for short term 
deposits, She assumed that she would be able to cover interest payments and withdrawals with new deposits. Other 
organizations, called 'Dachauer Banken," or later "Sandbanken" colloquially, tried to emulate her rnethod, which essentially 
tned to exploit the widespread weaIth among the population d e r  the German-French war. Many branches opened in cities 
and villages throughout Germany, but the pyramid scheme collapsed, and Adele Spitzeder decfared bankruptcy late 1872, 
afier she had dehuded 30,000 customers of 8% million Gulden. She was sentenced to three years in the penitentiary in 
1873. 



printed 5,000 to 10,000 copies per edition, he was also quick to produce another edition when demand 

warranted it, and Busch also did not hold back with demands for new p ~ t i n g s :  "Aiso sclzleunigst voran 

mit 10,000 neuen, aber satiniert und gut gedruckt!" (So get moving, on the double, with 10,000 new copies, but 

glazed and well printed! @ 1 : 9 11). These combined efforts of Busch and Bassermann resulted in constant 

demand for availability of Busch works, and therefore many editions of his stories. The following tabIe 

shows Busch's publications with Bassermann up to the t h e  of Busch's death in 1908:56 

1 Year First Published 1 Title 1 Copies in print in 1908 1 

1 1874 1 Dideldum 1 45,000 1 

1872 

1872 

1872 

1873 

I 1 1 1874 1 Kritik des Herzens 1 38,000 

1 1875 1 Abenteuer eines Junggesellen 1 75,000 1 

Die fromme Hefene 

Bilder zur Jobsiade 

Pater Filucius 

Der Geburtstag oder die Partikularisten 

205,000 

42,000 

63,000 

52,000 

1876 1 Herr und Frau Knopp 

1877 1 Julchen 

I I 1 1883 1 Balduin Bahlamrn, der verhinderte Dichter 1 40,000 1 

90,000 

83,000 

I I 1 1884 1 Maler Ktecksel 1 43,000 1 

43,000 

49,000 

14,000 

10,000 

12,000 

49,000 

1878 

1879 

1880 

1880 

1881 

1882 

I 1 

1884 1 Humoristischer Hausschatz 1 120,000 1 

I 

Die Haarbeutel 

Fipps der Affe 

Stippstorchen für ~uglein und Ohrchen 
(6 Geschichten fUr Nichten und Neffen) 

Biiderpossen (previously published in 1864 
with Richter) 

Der Fuchs. Die Drachen. 

Plisch und Plum 

V h e  basis oftfiis information is k m  a leîter by Lotharloachim, business manager forthe Bassermann publishing 
house to Busch's nephew, Pastor Otto Noldeke, dated October 21, 1907, less than three months before Busch's death. I 
compared this information with a variety ofrecords located in the archives of the Wilhelm-Busch-Society and found only 
one discrepancy: Joachim had indicated 10,000 copies in print for Der Schmetterling, but actual printing records show 
20,000 copies in print by that date. 

L 

1891 

1895 

1904 

1906 

Eduards Traurn 

Der Schrnetterling 

Zu guter Letzt 

Kno p p-Trilogie 

12,000 

20,000 

35,000 

6,000 



in his dealings with Bassermann, Busch had frnaiiy achieved his long sought-afier goal of 

retaining al1 publishing rights to his creations, which effectively gave him artistic control and ensured 

hirn payment per edition. This became the cornerstone of the contracts between Busch and Bassermann, 

and gave Busch a powerful negotiating tool, and he made use of it by repeatedly threatening to sever his 

relationship with Bassermam and sign on with a dif3erent publisher. When he became disinterested in 

the commercial affairs of his books in 1896 and offered to sel1 al1 rights to Bassermann for a one-tirne 

lump sum, a settlernent contract was quickly concluded. Eight years later, Busch wanted to have his 

poetry collection Zu guter Letzt published, and he sold those rights to Bassemann for a one-the 

payment a1s0.~' 

htended as a mass medium by both Busch and Bassermann, the picture stories against Busch's 

expectations produced an effect on society that contradicted his own pessimistic Weltanschauung. M e r  

he had achieved farne and fmancial independence with his satincal pictwe stories, Busch again wanted 

to concentrate on painting, but, as he wrote to Johanna Kessler, "als meine Bekannten davon horten, hieB 

es: Tun Sie das doch nicht! Bleiben Sie bei dem, womit Sie uns AlIen PlXsir machen" (when my fnends 

heard about it, they said: Dont do that! Stick with that, which gives pleasure to us al1 1 : 1761). Busch heeded their 

advice and continued producing picture stories, succinctly capturing conternporary society in drawings 

and verses. His pastime of making fùnny pictures for his own pleasure had become the craft that would 

thereafter nile his life. 

57Both of these agreements were objectionable to Busch's heirs, who tried to rescind them afier his death by 
accusing Bassermann ofexploiting Busch and having taken advantage ofhis naiveté In business matters. However, Busch's 
business sawy is plainly recognizable; both contracts were initiated by him, and Bassermann cornplied with his wishes. 
Busch approached Bassermann during a personal meeting about the sale of the publishing rights, then asked Bassermann 
to offer "zahlenmaBige Vorschlage" (suggestions for payment p2: 79D, onIy eleven days later declared "mit der gebotenen 
Surnme bin ich einverstanden" (I agree to the offered sum p2:  79]), the contrad was subsequently signed and Busch 
ernphaticially stressai that "Auch mich hatfs gefkut, da0 wir unser Sach so oheweiteres erledigt haben, und sag ich Dir 
gïeichfàlls meinen Dank dafur" (1, tm, was glad that we concluded Our matter without much to-do and 1 also want to thank 
you forthat p2: 292)). Busch's letter to Bassennann regarding Zuguter Letzt then explicitly states his conditions, including 
'Fünftausend Mk. einfiirallemal" (five thousand marks, once and for al1 [BZ: 2201). 



2. Travelling a Nightmare: Eduards Traum 

Conceding that his autobiographies were less informative than his audience would have Iiked, 

Busch had promised his readers in Was mich beh-ZB (II) that he would satisQ their curiosity in other 

ways: "Ich werde sonstwie fur dich sorgen" (1 shaIl Iook after you in some other way w4: 1571). Busch's 

experiences, sentiments and attitudes c m  be ascertained by interpreting the symbols, metaphors, 

allegories and associations within the surreal environments of Eduards Traum and Der Schmetterling; 

both could be characterized as "subliminal autobiographies." 

Edzrards Trazrrn illustrates the mosaic ofthe realities of 19th century existence and contemporary 

issues as viewed through the eyes of a thinking man who is part of that setting--Eduard as Busch's alter- 

ego. In a dream, Eduard has been changed into a thinking dot and in this metamorphosis embarks on 

ajoumey through various realms and dimensions where he encounters prejudice, hypocrisy, immorality, 

greed and lack of compassion. Not following a causal or consecutively stnictured pattern, the journey 

could appear to emulate the vagaries of a person's unpredictable progress through life. Both a 

"Traumerzahlung~" the telling oFa drearn, and a "Reiseerzahlung," a travel report, the adventures of the 

thinking dot begin in an arithrnetic town. From there, Eduard travels to the nation of dots, enters the 

geometric plane, and visits the three-dimensional room and the realm of weightlessness. Continuing his 

journey, Eduard briefly stays in the community of heads, then experiences life in the country and leaves 

there to encounter bourgeois big-city living. He embarks on a journey through space and upon his return 

lands on a futuristic island. M e r  a short stopover he calls on a natural philosopher. Resurning his 

travels again, Eduard observes strange activities in a tavern, and later arrives at an enchanted castle. 

After catching a glimpse of a fantastic city of temples he is chased by little devils and in a sudden 

reversa1 of the metarnorphosis is quite happy when his wife Elise wakes h h  in the moming. 

S keletonized abstractions caricature thoughts and reactions, beginning with reflections on time and space 

and ending with contemplations of man's limits of understanding in search for the meaning of life within 

a cornpetitive and hostile environment. Throughout the narrative, a sudden departure fiom one locale 



to the next is the indicator that a new episode is about to begin, Busch explained the process thus: "Ein 

ernsiger Schritt des Wortes schien mir heilsarn. Durch stilistische Behaglichkeit nach Landesbrauch war 

mir meine Sache leicht unpaBend dick geworden" (A quick step of the word seemed beneficial. My thing would 

easily have become inappropriately large by employing the siyiistic homeliness of national custom 1 : 33 11). 

The fust prose work after Was mich betrzj? (1886), Edzcarh Traum was written between 

September and December 1890, six years after Busch had ceased to create picture stories. The 

handwriting in the working manuscript changes often and contains many internal, marginal and inter- 

linear corrections (see illustrations 5a-b). It contains the footnote "Wih. Busch ~ iedensah l  Dec. 1 890. 

Für den Dmck abgeschrieben Januar 1 89 1 " (Copied out for printing January 189 1). The text is not separated 

into chapters, but divided into separate sections, which were defined in the final manuscript by a red line 

under the fust letter of each section. The f ~ s t  p ~ t e d  edition (5,000 copies) shows these letters in red 

ink,' but subsequent editions typicaUy insert a triple line spacing. Offered to booksellers as a "Seiten- 

stück zur fiitik des Herzens, nur in Prosa" (counterpart to Kritik des Herzens, onIy in the lirst edition 

of Edzcards T m  was availabie in April 189 1, but Busch's departure to prose literature was not well 

received by the reading public, as Busch hiniself had astutely anticipated in a letter to Franz Lenbach: 

Besten Dank ferner fur die fieundlichen Worte über meinen kiehen Schnickschnackauf 
Druckpapier. Vie1 werden's ihrer nicht sein, denen . . . in angestammter Hellhongkeit 
schon ein leichtes Sauseln der Probleme genügend kt, um sich selbstdenkend zu 
belustigen. (B 1 : 3 3 1) 
Many thanks also for your kind words about rny Iittle chitchat on printing paper. There won? be many 
whose intuitive perception is keen enough so that a sliglit whisper ofthe problems is sufficient for their 
thoughtfùl amusement. 

The problems he alludes to in the letter to Lenbach had been rnetaphorically expressed by Busch in an 

earlier letter, just before he started work on Eduards Tvaum: 

Alles will reiten, sozusagen; nicht bloB der Kavalier und Million&. Der lobliche 
Mittelstand, seit einiger Zeit bemerkend, daB er Geld verdient, hat sich aufs hohe ROB 

[Bath manuscripts and a copy of the first edition can be viewed in the archives ofthe Wilhelm-Busch-Society. 

'From the Bassemiam publisher's circular announcing the upcoming publication and also in a letter h m  Otto 
Bassemann dated March 9, 189 1. Located in the archives of the Wilhelm-Busch-Society. 



gesetzt, Nun mochten aber alle die, welche zu FuB gehn, welche das Puken und 
Misten tun, auch ihrerseits reiten; nach dem uraltenNaturgesetz derNeidhammelei. Sie 
legen Striegel und Mistgabef nieder und machen die Pferde scheu. (E3 1 : 324) 
Everybody wants to ride, so to speak; notjust thegentleman and millionaire- The laudable middleclass, 
noticing for sorne time that they are making money, has got on their high home. But now al1 ofthose that 
are walking, those that do the cleaning and mucking out, they al1 want to ride tm; foIlowing the ancient 
natural law of envy. They put down the cunycornb and pitchfork and fnghten the horses. 

With repetitions of ever changing scenarios which have a cumulative effect, Eduwds Trczum depicts 

hypocrisy, immorality, social clirnbers, greed and lack of compassion as virtually unchangeable 

continuously r ecu f ig  phenomena in ever dZFerent forms. Like a surrealistic montage, Busch created 

a portrait of the overall materialism of society and this visualization of images created an intentionally 

critical cryptogram of society, people and the era. The reader becomes the viewer of a picture, seeing 

completed fiagrnents of an unexplorable whole, 

The Dream as mode of exploration 

Much like the picture stories and the autobiographies, Eduards Traurn strings together 

seemingly unreIated episodic incidents into a continuous narrative. Connections between the various 

dream fragments can be made through their similarities and by repetition. Diverging phenomena and 

frstgrnents are forced together to create an eruption as reader expectations are invalidated through 

alienation or disillusionment. By h i n g  the narrative as a dream, Busch employed a technique that 

since Cicero's S'omnium Scipionis had facilitated the articulation of social criticism and authorial 

viewpoints (Wilpert 855). in Eduards Traum Busch used the technique of a fictionalized dream to 

unmask reality and voice his own social criticism. In doing so, he transferred the compact imagery of 

the picture stories into prose. 

Prior to Freud's dream analysis (Die Traurndeutung, 1900), the theory of drearns put forth by 

the philosopher GotthilfHeinrich Schubert (Die Symbolik d'es Tmurnes, 1814) had enjoyed a strong 

resonance, particularly among early 19th century Romanticists. According to his theory, 

die Seele des Menschen [£lie@] im Traum aufjene Hohe, die ihre ursprüngliche Heimat 
ist, und nur in diesem Zustand einer Losung der Seele vom Leib kann der Mensch der 



Seele Uuierstes Wesen erfahren. Hohere Kriifte durchziehen d m  die Seele, sie v e m g  
bis in die Eingeweide der Welt vomdringen, wo Subjekt und Objekt verschmeken, 
und auf diesen Fahigkeiten und Kontakten beniht die prophetische Kraft des Traurns. 
(Frenzel, 'Traum" 826) 
A human's soul in a drearn moves to those heights that is its source of origin and only in this state of 
separation of soul h m  the body can hurnankind leam of the innermost essence of the soul. Higher 
powers then move through the soul, it is able to penetrate to the gutç of the world where subject and 
object rnerge, and the prophetic strength of a dream rests on these abilities and relations. 

According to this theory, dreams are an avenue to the irrational, to the world of the hereafter, contain 

prophetic elernents, and reveal the character of a person. The romantic concept of poeticizing life, as 

expressed in Novalis's Neinrich von Ofierdingen, 'Die Welt wird Traum, der Traum wird Welt" ( R e  

worId becomes a d m ,  thedrearn becomes the worid [367J), is however decidedly not part of Eduards Traurn. 

Busch's characters are greedy, cruel and dishonest. In the story, Busch also incorporated knowledge 

about natural sciences as they developed in the 19th century, as well as about the breakup of the 

traditional social structure and ensuing social changes. However, it was the concept of irrational 

elements of a drearn that facilitated for Busch the 

Enthullung und dadurch psychische Realisierung desjenigen Teils der Wuklichkeit, der 
unter gesellschaftlichen hperativen nicht wahrgenomrnen werden darf, weil er irn 
Widerspruch zu dem Bild steht, das die Gesellschaft von sich selber hat. Die 
traumartige Literatur deckt etwas auf, was die »realistische« Literatur verschleiert, die 
b e r  nur das erlaubte Bild: die Sozialfâssade reproduziert. (Lenk 260) 
disclosure and with that psychologicai realization of that part of reality, which may not be noticed 
according to societal laws because it is contradictory to the picture that society has of itself. DreamIike 
literature uncovers sornething which the »realistic« literature disguises, it always only reproduces the 
permitted image: the social fàcade, 

By usinga drearn Busch was able to disclose those facets of reality that in deference to convention could 

otherwise not be acknowledged. Bracketed within the c o q  k e  of bourgeois respectability, the more 

IEghtening elements of the dream are nuliified: A person cannot be held responsible for his drearns, they 

are an uncontrollable energy from the unconsciousness after the consciousness has fallen asleep. This 

concurs with 19th century knowledge of the unconscious, defied as "al1 mental processes except those 

discrete aspects or brief phases which enter awareness as they occur" (Whyte 2 1), later formalized by 

Freud's divisions of the psyche into the ego (consciousness), id (unconsciousness) and superego 

(internalized consciousness) and stressing the inability of rational thinking to domhate dreams. 



Busch expressed his understanding ofdrearm as "wiihrend der Mensch Mumt, geht sein inneres 

Ech aus ihm heraus und treibt sich selbstiindig herurn" (while a person is dreaming, his inner self moves to the 

outside of him and meanders about independently p2:  1591). He had stressed this independency of the 

unconscious at the very beginning of Eduards Tram: "Traume . . . die doch meist nichts weiter sind, 

a1s die zweifelhafien Belustigungen in der Kinder- und Bedientenstube des Gehinis, nachdem der Vater 

und Hausherr zu Bette gegangen" (dreams . . . which reallyarenothing butdubious amusements inthe minci's nursery 

and servants' quarters, afler the M e r  and rnaster of the house Iias gone to bed w4: 1591) and followed this 

supposition to the end of the narrative. 

By unmasking bourgeois reality through irrationality within traditional romantic notions and 

employing a narrative k e d  as a dream, Busch connected the past worid with the hture world, the 

dream world with the real world. This enabled hirn to elirninate the distance between hirnself as author 

and the story's narrator Eduard because 

die traumartige Erzahlung Pringt] diese Distanz tendenzielt zum Verschwinden, weil 
der Autor sich irn Augenblick des Schreibens in seine Figuren auflost, weil er 
augenblicksweise zu dem wird, was er beschreibt. &enk 259) 
a drearn-Iike narrative generalIy causes this distance to disappear, because at the moment of writing the 
author dissolves into his figures, because for a moment he becomes what he describes. 

As such, the dream had a dual fùnction for Busch: His own philosophy of life and his criticisms about 

contemporary society are embedded within the story as is his approach on how to communicate these 

ideas and themes. Although the criticism is weakened because it is encased in a dream, the dream 

provided Busch with the opportunîty to be openly critical: Busch needed the mask of the dream to be 

hirnselfand to disclose thoughts and impressions he believed he could not otherwise voice. Therefore, 

"die Bedeutung des Traums als Ausdruck einer surrealistischen Überwelt und der fieischaltenden 

Phantas ie, z.T. mit EinfluB auf die Realitat" (the meaning of  a drearn as an expression of a sumalistic supenvorld 

and the h e i y  roaming fàntasy, in part with influence on reality [Wilpert 8551) explains Eduards Trazcm as an 

expression of Busch's reaction to interna1 and external stimuli. 



Narratologicat Structure 

To obscure the direct criticism ofhis society, Busch carefully constnicted distance by bracketing 

the dream with two separate k e  structures in order to stress his detachment fkom Eduard and his 

dream. The first, or outer W e ,  consists of the auctorial uitroductory and closing cornentaries of an 

omniscient observer, beginning with a satirical irony calling into question the purpose and value of the 

ensuing narrative. This outer fiame's circle closes at the end of the story with a wistful irony challenging 

the reader to reflect on and dissect the just-read narrative. This fiame makes the author appear as a 

reporter of a true occurrence, rather than as creator of fiction and thus lends authenticity to the story. 

The second, or inner M e ,  is a fit-person report by Eduard, the protagonist of the narrative, who 

describes his actual evening ritual before leading into the narration of the dream and closes with a 

description of wakhg up Ïn the morning and his morning ritual. These two Eames encircle the actual 

adventures of Eduard as the thinking dot in the dream. Eduard's telling of a dream, rather than a 

personal experience, further increases the distancing effect created by the two fiames. In that manner, 

the entire narrative interlocks three separate time- and reality Ievels: The first level is that of an author, 

who reports on a past actual event, narnely that Eduard told his dream to a group of listeners which 

included the author. The second level is that of Eduard as narrator, who recounts a drearn he Iiad 

dreamt. The prirnary narrative occurs at the third level, consisting of the fragmented episodes in the 

dream. Eduard in his metamorphosis as a thinking dot is the narrator at the dream level. It is at this 

level that Busch articulates his social criticisms, comption within human motives and the irnmorality 

of man's objectives; neither Eduard, who narrated the dream, nor the author, who reported Eduard's 

telling of the dream, c m  be held responsible for what happens in a drearn because "die Worte gehorchen 

nicht dem intentionalen, überlegenden, wachen, alles übewachenden Ich" (the words do not pay attention 

to the intentional, supenor, awake and omniscient 1 P e n k  2591). 

The gradua1 transition fiom the level of the author to that of the narrator to that of the dream at 

the beginning of the story and the reverse at the end of the story irnplies a linear structure, but the non- 



responsÏbility for the events of the dream supports the narrative's cyclical structure: Eduard returns to 

the point of departure at the end of the narrative without undergoing any change. The narrative's three 

Ievels (auctorial, Eduard's duat role as narrator of the dream and "Thinking Dot" narrator) are connected 

and interlocked by a fourth cornponent merging into the dream level. Recürring admonitions flom 

Eduard's wife Elise: "Eduard schnarche nicht so!" (~duard~uitsnorh~) , '  cornments addressed to the reader 

fkom the authorid level, and numerous cornments at the narrator level dernonstrating Eduard's stream-of- 

consciousness through direct speech to the listening audience al1 intrude into the neutral tellhg of the 

dream. The following chart shows the narrative structure with every interruption into the telhg of the 

dream: 
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Level 
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2 

161  

161 1 2 I~duard-Persona\ 1 1st person-comment C INTERRUPTION 
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2 

161  
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3rd person-comment 

1st person-report 

Eduard-personal 

164 
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1 I I I 

164 1 3 l ~ h i n  king ~ot-neutral 1 1st person-report Id ream 
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inner frarne 

Eduard-personal 

3 

2 

3 rd person-report 

for dream 

1st person-comment 

3 
2 

i NTERRUPTION 

Describes activities before going 
to bed 1 

INTERRUPTION 

1st person-report 

Thinking Dot-neutral 

Eduard-personal 

Explains sensation of 
metamorphosis into a thinking 
dot 

transition to drearr 

Thinking Dot-neutral 

Eduard-personal 

Addresses audience to 

1st person-report 

1st person-comment 

Addresses audience to 

dream 

INTERRUPTION 

1st person-report 

1st person-comment 

comment on dream 

l ~ a t i o n  of Dots 

Addresses audience to 
comment on dream 

Addresses audience to report 
Eduard's next words 

drearn 

INTERRUPTION 

Nation of Dots; Geometric planel 

31he manuscript is in Gothic script, but these inte jections are in Latin print. 

94 



Level Focus Voice Position Content Summary 

2 Eduard-persona1 1st person-comment INTERRUPTION Addresses audience to explain 
his thoughtç as a thinking dot 

3 Thinking Dot-neutral 1st person-report dream Geometric plane 

4 Elise direct speech INTERRUPTION Eduard schnarche nicht so! 

2 Eduard-persona1 1st person-comment 1 NTERRU PTION Addresses audience to 
comment on Elise's interruption 

3 Thin king Dot-neutral 1st person-report dream l I I I Geometric plane; Three- 
dimensional room 

2 Eduard-personal 1st person-comment INTERRUPTION Addresses audience to explain 
his thoughts as a thinking dot 

3 Thinking Dot-neutral 1st persan-report dream Three-dimensional room; ReaIm 
of Weightlessness 

2 Eduard-personal 1st person-comment l NTERRU PTION Addresses audience to 
comment on dream 

168 3 Thin king Dot-neutral 1st person-report dream Moves from geometric realm to 
community of heads 

169 2 Eduard-personal 1st person-comment INTERRUPTION Addresses audience to 
comment on dream 

169 3 Thinking Dot-neutral 1st penon-report d L a m  Community of separate body 
parts; Arrival in village 

170 4 Elise direct speech INTERRUPTION Eduard schnarche nicht so! 

170 2 Eduard-personal 1st person-comment INTERRUPTION Addresses audience to 
comment on Elise's interruption 

171 3 Thin king Dot-neutral 1st person-report dream Events in the village 

171 2 Eduard-personal 1st person-comment INTERRUPTION Addresses audience to 
comment on future happenings 

17 1 3 Thinking Dot-neutral 1st person-report d ream Events in the village 
172 2 Eduard-persona1 1st person-comment INTERRUPTION Addresses audience to make a 

1 1 1 1 lohilosoohical comment 

172 3 Thin king ~ot-neutralllst person-report drëam Events in the village 
172 2 Eduard-personal 1st person-comment INTERRU PTION Addresses audience to ma ke a 

philosophical comment 

172 3 Thin king Dot-neutral 1st person-report d ream Events in the village 

173 2 Eduard-personal 1st person-comment INTERRUPTION Addresses audience to explain 
his thoughts as a thinking dot 

173 3 Thin king Dot-neutral 1st person-report dream Events in the village; Events on 
the road 

175 4 Elise direct speech INTERRUPTION Eduard schnarche nicht so! 

175 2 Eduard-personal 1st person-comment INTERRUPTION Addresses audience to 
comment on Elise's interruption 

- 

176 3 Thinking Dot-neutral 1st person-report dream Arriva1 in the city 
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Thinking Dot-neutral 

Eduard-persona1 
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dream 

INTERRUPTION 
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INTERRUPTION 
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INTERRUPTION 
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dream 
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INTERRUPTION 
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3rd person-report 
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1st person-comment 

1st person-report 

1st person-comment 
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direct speech 

1st person-comment 

1st penon-report 

direct speech 
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Content Summary 

Addresses audience to 
comment on perception in the 
d ream 

drearn 

INTERRUPTION 

Events in the city 

Addresses audience to 
comment on his naiveté 

Events in the city 

Eduard schnarche nicht so! 

Addresses audience to 
comment on Elisels interruption 

Addresses audience to share his 
opinion about a work of art 

Addresses audience to report 
Eduard's next words 

Addresses audience to share 
philosophical thoughts 

Events in the city 

Addresses audience to reflect 
on the impact of events on him 

Events in the city 

Addresses audience to explain 
his reaction in the drearn 

Thoughts about politics; Search 
for a "good man" 

Addresses audience to shere a 
philosophical attitude 

Travel to outer space 

Addresses audience to 
comments on events in the 
dream 

Events in outer space; Arrivai 
on futuristic island 

Eduard schnarche nicht so! 

Addresses audience to 
comment on Elise's interruption 

Events on the futuristic island 

Eduard schnarche nicht so! 

Addresses audience to 
comment on Elisels interruption 

Observes funeral procession 

Addresses audience to 
comment on drearn 



3 Thinking Dot-neutral 

3 Thinking Dot-neutral 

3 Thin king Dot-neutrai 

2 Eduard-personal t 
1 Auctorial t 

Voice 

1st person-report 

1st person-comment 

1st person-report 

Position 

dream 

1 

direct speech 

1st person-comment 
l 

1st person-report 

'direct speech 

1st person-comment 

1st person-report 

1st  person-report 

direct speech 

1st person-report 

The chart shows the seventy-six dEerent phases in the narrative line. This is unusually complicated and 

demonstrates the deliberate fiagrnentation of the telling of the drearn and the multiple roles of the 

narrator. On a different t h e  Line than the narrated dream, the interruptions distinguish themselves 

through the? supposedry actual content versus the unreal events of the drearn. Although intermpthg 

the narrative f low of the drearn each t h e ,  reminding the reader that a dream is narrated and thereby 

stresshg its unreal nature, the interruptions do not question the content and messages of the drearn. 

Moreover, the direct addresses to the audience lend an authenticity that can give an aura of reality to the 

events n m e d  as a dream. Finally, the interruptions hgment the distance created by the construction 

of a dream encased within two fiames. In this marner, the distance created by the dream is partly 

- - -- 

Content Summary 
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drearn 

3rd person-comment 
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comment on events in the 
dream 
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INTERRUPTION 

INTERRUPTION 

drearn 

INTERRUPTION 

INTERRUPTION 

dream 

transition from 
drearn 

INTERRUPTION 

inner frame 

the tavern 

Eduard schnarche nicht so! 

Addresses audience to 
comment on Elise's interruption 

Observes pe~ple leaving tavern; 
Goes up the mountâin, Meets 
va rious people 

Eduard schnarche nicht so! 

Addresses audience to 
comment on Elise's interruption 

Events at the enchanted castle 

Explains perceptions in semi- 
wake state, still as thinking dot 
Eduard steh auf, der Kaffee ist 
fert ig! 

Describes perceptions upon 

outer frame 

waking up 

Re-afirrns non-responsibility for 
the dream; Reflects on content 
of dream; Reflects on usage of 
books 



reversed, a relevance to reality's society is implied and the notion of non-responsibility for a dream 

product is at least partly annulled. Inasmuch as the many interruptions c m  be plainly seen and denote 

a separation between the rational and irrational, they are merged into the narrative flow in such a way 

that these boundaries become blurred. 

The Thinking Dot 

Busch explained his use ofphantom figures to express his opinions about society during an 1880 

discussion with his brother about early sociological studiesJ and deficiencies in their society, "Übrigens 

bin ich bis je ta  noch der Meinung, daB ein- oder zweidimensionale Wesen grad so zweckentsprechend 

sein wllrden, wie vierdirnensionale; Punkte und Ebenen sind durchaus geisterhaft" (Incidentally, 1 am so 

far stilt of the opinion that one- or two-dimensional beings would be just as appropriate as four-dimensionai ones; dots and 

planes are quite ghostly p 1 :  2081). Such creatures and dimensions are an important element of Eduards 

Traum. The notion of such creatures travelling between dimensions had been contemplated by Busch 

long before he began work on Ehards Traum: 

ich denke mir z.B. Gamichts, aber hübsch rund, neme es Punkt, lege mich daneben und 
ruhe nun im stillen, maBig beleuchteten Grunde meiner Seele, dem einsarnen 
Aufenthaltsorte jenes nulldirnensionalen Wesens, vorlaufig ein wenig aus. hdern ich 
hierauf meinen Punkt der Lange nach, ohne zu wackein, ganz ehrbar spazieren fibre, 
beschreib ich eine grade Linie und bilde so die gefahrlose StraBe der ersten Dimension. 
Sie ist etwas schmal und ode. Ich schiebe sie zur Seite; eine reizende Ebene dehnt sich 
in zwei Dimensionen vor den erstaunten Blicken aus. Was konnte man hier nicht der 
Lang und Breite nach f i r  e h  behagliches Leben führen! Aber Veriindening mufi sein. 
Ich lupfe die Ebene in die Hoh und--ei sieh da!--eh mathematischer Korper ist 
auferbaut. Drin k m  ich nun nach drei Dimensionen, ganz unbehindert vom Gesetz der 
Schwere, diekreuzundquer und auf und nieder flattern. Ich darf auch urnkehren und 
über die Ebne auf dem Pfade der geraden Linie oder irn Zickzack in die beschfinkte 
Hauslichkeit meiner nullten Dimension zuruck bummein; und so irnrner hin und her.-- 
Aber man muB doch sebr aufpassen.-80 wie der mathematische Korper e h  physischer 
wird, so wie noch sonst wie Was herein kommt, ists mit der Gemütlichkeit aus. (B 1 : 
210-21 1) 

4Specifically they discussed Johannes Hubets Forschungen nach der Materie, Karl August Wilhelm Nagel's 
Einiges über den Einflut der Nafunvissenschaften auf Relie-on und Volksbildzrng überhaupt and Friedrich Zollner's 
Natunuissensch~t und christliche Offenbarmg @ 1 : 208). 



1 think e.g. ofNothing, but nice and round, caIl it a dot, lie down next to it and now rest a M e  in the 
quiet, slightly lit bottom of my soul, the lonely whereabouts of that zero-dimensional being. By 
respectfùlly taking my dot for a walk lengthwise and without wobbling, 1 then describe a straight line 
and in that way fonn the harmless road of the first dimension. It is a little narrow and desolate- 1 push 
it aside; a pleasant plane stretches out in two dimensions before surprised looks. What a mm fortable life 
could be lived here along the len,oth and the width! But change must be. 1 lift the plane upward and-oh, 
look!-a mathematical body has been built. in there 1 can now fiutter about to and fko and up and down 
in three dimensions, totally unencumbered by the laws of gravity. 1 may also tum around and bumble 
across the plane along the path ofthe strzight line or zigzag back into the limited homeliness of my zero 
dimension; and in that way always back and forth.-But one has to be really carefii1.-Just as the 
mathematical body becornes a physical one, just as  who knows What enters, the pieasantness is over. 

In this abstract form, Busch explained the genesis of form as beboinning with a dot and suggested motion 

as the cause of al1 change. But contrary to the personified dot, the "history of humanity is not Iinear. It 

is the history of a point which becomes a sphere. But it is also the history of a sphere which . . . has 

come forth entirely fiom a point. This point has therefore determined al1 the restl' poulet 98). Busch's 

social criticism had manifested itself in satires about individuals confonning to be part of a faceless mass 

and of a collective identity, the power of authorities and the fbtility of defiance. In dohg so, Busch 

depicted the shortcomings of his tirne, but was not yet able to identify their cause. A generation later, 

expressionist painters had recognized those causes and protested "gegen das in alten Autoritatsstmkturen 

erstarrte Wilhelrninische Bürgertum und gegen eine zunehmende Mechanisierung des Lebens" (against 

the Wilhelrninian bourgeois ossified in old authority structures and against an increasing mechanisation of life [Meyers 

1441). This can be connected to Busch's earlier social criticism in that it also placed the dot (or point) 

at the beginning of form and concluded that motion is at the mot of al1 growth: 

The point is not dimensionless but an infnitely tiny elemental plane, an agent that carries 
out no motion; in other words, it is at rest. Apply the pencil and shortly a line is born. 
The point as a primordial element is cosmic. Every seed is cosmic. The point as an 
intersection of ways is cosmic. As a point of impact the point is static. Tension 
between one point and another yields a line. The universal cause is therefore reciprocal 
tension, a striving for two dimensions. (Klee, eye 19) 

Much as Paul Klee explained these contemplations with "1 begin where al1 pictorial form begins: with 

the point that sets itseifin motion" (24), so for Busch the point in motion is the beginning of a discovery 

of reality that descrites actuality. The point in motion in Edumds Traurn is Eduard. After daydreaming 

for a while "an den Grenzen des UnfaBbaren" (on the boundaries of the inscrutable w4: 159]), he goes to 



sleep at midnight and his "intellektuelles Ich" (intekctuai seif) shruiks to a weightless dot to look into his 

own nostrils, fioïn the outside ont0 his own self in a surrealktic image of self-alienation. He realized 

that he was "nicht bloB e h  Punkt, ich war e h  denkender Pu&. . . Nicht nur ehs und zwei war ich, 

sondem ich war dort gewesen und jetzt war ich hier. Meinen Bedarf an Raum und Zeit aIso macht ich 

selber, ganz en passant, gewissermden als Nebenprodukt" (not oniy a dot, I was a thinking dot. . . Not only 

was I one and two, but i was here and there and now and then. ïhus, following my needs 1 created my own time and space, 

quite casuaily, sort of as a byproduct w4: 1601). The distinction that he took on the status of a "thinking" dot 

is important because it irnplies the ability to reason and reflect. Much like the "Mittelpunkt, der heilge 

Quell" (central point, the blessed source [365]) of Astralis's impassioned speech in Novalis's Heinrich von 

Uflerdingen, the centrality of Eduard's thinking dot is the actual embodiment of human liberty, as there 

is in the 'Totalitat eines jeden Menschen ein Hauptzug, ein Brennpunkt, e h  punctum saliens . . . urn 

welches sich die Nebenpartien abstufend bilden" (totaiity of every man a chief characteristic, a focal point, a 

punctum saliens . . . around which the secondary parts will shape thernselves in layers [Jean Paul 4331). But whereas 

in Romanticism man "is a living point destined to become a circle" (Poulet 97), a point as the true 

syrnbol of human liberty, '%as no direction. It contains in itselfall possible directions. It is an infinite 

possibility for action . . . The point is concentration. in the rnidst of the indefinite diffluence of space, 

it represents wiilful anc! well-regulated autonomy. The point wills and wills itself' (Poulet 98-99). Not 

unlike this romantic concept of surmounting actual reality, Busch described a society that sought to 

control reality and persona1 liberty by reducing actual reality to clichés and rneaningless phrases. 

Creating its own space and time in his metamorphosis as a thinking dot, Eduard's journey 

circumscribes many different examples of societal shortcomings, infers pars pro toto fiom the individual 

episode to a universal tmth and thus holds up a mirror to society to show the absurdity of existential 

reality. However, the caveat that "die Sache aber sehr einfach [ist]. Man mu0 nur noch mehr darüber 

nachdenken" (the matter is very simple. One just haç to think about it more. m4: 16 11) is a frst indication that 

the story will remain without solution. 



Pessimism Revisited: Realms, Domains and Dimensions 

M e r  leaving familiar surroundings, Eduard's fust stop is in a "hübsches arithmetisches 

Stadtchen" (pretty arïthmetic town) where nurnbers, lines and figures take on human qualities and traits. 

The masses of their society, "unbenannte Ackerbürger" (unnarned field dwellen), till multiplication tables 

and a mathematical dot succeeds in inflating itself to become a strutting hollow ball. Eduard critically 

observes "intrigante Nullen" (scheming zeros w4: 16 11) and the sophistry of "Heine Ungenauigkeiten aus 

verbindlicher Rücksicht" (smaii hgular i t ies  due to obliging consideration). Eventually, he meets a butcher's 

wife demanding money for an escaped sausage, "93 Pfennig gleich so nur in den rauchenden Schornstein 

zu schreiben, das ginge gegen ihr menschliches Deftzit" (to let 93 pennies go up in smoke just like that is against 

her humane deficiency m4: 1621)- TO give anything away without material gain is unthiinkable, as is 

compassion or selflessness. Looking around, Eduard fmds no-one without this "humane de fic iency," 

but rather sees "gebrochene Zahlen; arme geschwollene Nenner, die ihre Meinen schmachtigen 

Zahlerchen auf dern Buckel trugen" (broken numbers, poor swolten denorninators canying their smalI h i 1  Iittle 

numerators on their back w4: 163 3) on al1 Street corners. Eduard comments on the change in his nature, 

"Ich hatte kein Geld bei mir, aber wenn auch, gegeben hatt ich doch nichts. Ich hatte rneine Naîur 

verandert; dem daB es mir sonst da, wo die Not groB ist, auf zwei Pfennige nicht ankornmt, das wiBt 

ihr, mehe Lieben!" (1 had no money on me, but even if 1 had, 1 wouldn't have given any. 1 had changed my nature, as 

you know my fiiends, 1 dont pay heed to a penny or two where the need is great! [H4: 1 631). The passage plainly 

indicates Busch's intentions to depict in the fantastic environment of the dream the imrnorality and 

hextlessness of mankind in ever changing images. 

On a side trip to the Voiklein der Punkte" (smali nation ofdots) Eduard observes skinnishes between 

ideas and philosophies, "kritische Punkte . . . Streit- und Ehrenpunkte . . . Kontrapunkt'' (criticai points . . . 

disputed points . .. points ofhonour . . . oounterpoint p 4 :  1641). Other than various philosophical ideas, Eduard ais0 

watches "Atome, die eben m Française antraten" (atoms that just took up to dance a minuet [H4: 1651) and Busch 

uses this image to point to the interconnectivity among the various philosophies. 



Eduard next arrives at the "geomeû-ische Ebene" (geometric plane p 4 :  1651) inhabited by 

grovellhg two-dimensional beings who must "platt auf dem Bsuche rutschen" (slide along flat on their 

stomach) and where nothing "Schatten wirft" (throws a shadow m4: 1661). On side trips to the 

"dreidimensionalen Raurn" (three-dimensional room) and the "vierte Dimension" (fourthdimension), the realm 

of weightlessness, Eduard finds identical geomelic figures, "eins genau das geIiebte Spiegelbild des 

andem" (one preciselythe beloved mirror image of the other), notes that "die Bewohner dieses unwesentlichen 

Landes sind hohl" (the inhabitants of this insignificant land are hollow w4: 1671) and that the inhabitants are 

%euchlerisch . . . und zugleich wie wesenlos" (hypocritical . . , and at the same time as though without substance 

p 4 :  1681). Superimposed ont0 these abstract figures is Busch's social criticism: in this world of 

abstract forms and figures, without individual life but with mathematical consteilations and geometric 

proportions, equations and unknowns c m  be solved if the formula is known, much like mastery of 

current societal rules is essential for the hypocrite. 

Eduard's journey continues and although he has more experiences, they are variations of the 

same continuously recurring phenornena: Hypocrisy, immorality, competitiveness, cunning and their 

cumulative effect intemi@ the effect of Busch's criticism. Arriving in the realrn of separate body parts, 

Eduard finds only "Stückwerk" (piecemeal @34: 168]), that is, specialists. The dances of the "zierlichsten 

Füi3ei' (most dainty feet m4: 1691) provide entertainment for everyone. The "Kommunalwesen von Iauter 

Kopfen" (community of nothing but heads), residence of the intelligentsia "auf der Hohe eines Berges" (at the 

top ofa hi11 m4: 168]), employs "geeignete Hande1' (suitable hands) from a nearby shantytown "etwas tiefer 

am Berg hhab" (a Little lower down the hiIl w4: 1691) and a Iittle lower in the social hierarchy for al1 

necessary labour: 

Sie sind teils Schreiber und Schrupper und sonst dergleichen fur die Kopfe weiter oben 
. . k e  Geschicklichkeit ist mitunter nicht unerheblich. Ein Barbier, der mit wenig 
Seife vie1 Schaum schlagen konnte, war kürzlich unter die Literaten gegangen. Er hatte 
gronen Erfolg, wie ich horte, tnig bereits drei Brilfantringe an jedem Finger und wollte 
sich demniichst mit einer Kochin verheiraten, die ohne Schwierigkeit ein einziges 
EiweiB zu mehr aIs fü&ig SchaumkloBen aufbauschte, also auch noch was leisten 
konnte, (H4: 269) 



They are partly scribes and scrubbers and other things of that sort for the heads hrther up - . . Their 
skilfirlness is not insignificant at times, A barber, able to make a lot of foam with little soap, recently 
joined the literati. He was very successfiil, as 1 heard he already wore three diarnond rings on each finger 
and wants to get rnarried soon to a cook, who was able to whip up one eggwhite into more than fi@ 
foam dumplings without any difficuity, therefore she also rnanaged to achieve things. 

Two shrewd individuals are shown here; their principles are to make much with tittle and thereby offer 

mediocre service to voracious readers or diners while profiting substantially. This depiciion shows 

Busch's criticism of the performance oriented attitude of an unfeeluig society. Not only is the Cisparity 

between ideal and reality stressed, but the pair's success underscores Busch's criticism of a production 

oriented and materialistic society: The world, their fellow citizens, wants to be beguiled. Eduard's stay 

in the realm of separate body parts is an allusion to the modern diverging society, where each member 

is leR to hirnseK The connection between the various body parts is limited to a paid service and a 

harmonious coexistence of the various body parts is out of the question. Eduard quickly leaves this 

"Gebiet der aparten Korperteile" (reairn of the separate body parts) to journey to a "gewohnliche Welt . . . 

wo jeder seine gesunden GliedmaBen beieinander hat" (regularworld . . .where everybody has their limbs together 

m4: 170]), an indication that he is moving fkom the abstract world into a more concrete environment. 

He encounters human beings for the fust t h e  during a stop in a "fieundliches Dorfchen" (!Eendly 

hamlet). Here, Busch's fust criticism is against Christianity and the forced renunciation of pagan gods, 

sorne of whom had once been "ringewohnlich reizende Walküren" (unusuaiiy charming valkyries) but were 

reduced to "Hexen . .. in boswilliger Absicht" (witches . . . with rnalicious intentions). The pastoral Christian 

story of the creation becomes clouded by rn~ckery:~ 

Drunten am Boden knetetenzwei Bauernknaben schone KloBe aus Lehm, den sie selber 
befeuchtet hatten. Eh Zwist brach am. Sie kiatschten sich ihr Backwerk auf die 
beiderseitigen Nasen, und die Tone, die sie dabei ausstiekn, lauteten a! e! i! O! u! 
(H4: t ?O) 
Down on the ground two flarm boys were kneading nice durnplings fiom clay, which they themselves had 
moisteneci. A fight broke out. They slapped their baked goods onto their mutual noses while making 
noises that sounded like a! e! i! O! u! 

The  biblical reference is Genesis 2: 7: "And the Lord God formed man ofthe dust ofthe ground, and breathed into 
his nostrils the breath of life; and man becarne a living souln (King James version). The German language Luther bible uses 
the expression "aus Erde vom Acker" ( h m  the soi1 of the field [l , Mose 2: 7). 



The subsequent comment fiom Eduard, 'Der Urrsprrung der Spmaaache" (theomggin of Iannguaage [H4: 

Z 701) uivokes Herder's AbhandIung über den Ursprung der Sprache. The ironic treatment ofthe words 

(repeated "r" and "a") and blending of the story of the creation with a philosophical work alludes to 

Busch's conviction that Christian belief and philosophical logic are incompatible. 

Moving fkom house to house in the village, Eduard repeatedly encounters devious craftiness. 

He meets up with swindlers (the famer's wife who mixes mashed potatoes into the butter to be sold at 

market), arsonists and pe jurers (the f m e r  who burns his barn for the insurance money), frauds (the 

incompetent physician who kills his patient yet doesn't hesitate to ask for his fee), and forgers (the 

craflsman who pays with forged money). In this manner, an uifemo of universal lies and deceit unfolds 

to the reader in the fonn of concrete examples of everyday calamities, which reflects Busch's view, as 

stated in his autobiography: 'Nothing looks the way it is- Least of al1 man, this leather sack filled with 

wiles and g~iles ."~ The inference is that appearances are deceptive, that people disguise their persistent 

readiness to defiaud the next person behiid a benign facade. This was also a central theme of Busch's 

picture stories, but by encasing this opinion in a dream surrounded by two ftarnes, Busch was able here 

to enunciate what had only been a sub-text in the picture stories. Using ever changing scenarios Busch 

shows that regardless of the facade, the underlying realiq in al1 situations is rernarkably similar. 

Disenchanted, Eduard leaves to watch "was auf der LandstraBe passierte" (what was going on on 

the road [H4: 1731) and finds the same cunning he had already noticed in the village. He meets the 

"Besen- und Rutenbinder" (broom- and cane-rnaker), who is thinking about "die Erziehung des 

Menschengeschlechts" (the education of humanity). The combination of the cane-maker with an allusion 

to Lessing's work fkom the Enlightenrnent is a frst indication that the following passage will include an 

ironic treatrnent of educational methods. The supplier of canes and rods used for flogging illustrates 

through his own behaviour that of society in general. Finding a wallet on the road, he carefully looks 

around to ensure that there are no witnesses and only then picks it up to let it "sanft in das Rohr seines 

6Compare page 225 of this dissertation. 



Stiefeis gieiten" (gently slide down the shaft o f  his b t ) .  When the wallet's owner, the village physician, 

cornes searching, his reply to the query whether he had found a wallet is a f m  'Nein, Herr" (NO, sir) 

uttered with Yiberzeugender Mimik" (convincing mimicry). A perverse moral sense enables the cane- 

maker to turn this wrong hto a right. Asserting that "da wird er nicht dümmer nach" (this won't make hirn 

rnorestupid)justzes his own less-than-honest action. On the contrary, the physician gets a lesson because 

he will be more careful next t h e  in order to not suRer a loss again and therefore, the loss has "heilsame 

Folgen" (beneficial results). If the cane-maker had acted honestly and returned the wallet to the physician, 

the latter would have been deprived of a lesson. Busch used this episode to infer a general behavioural 

pattern within his society, which cannot distinguish between good and bad, right and wrong, honesty and 

deceit anyrnore, but is only able to distinguish that which is beneficial or detrimental for each individual 

separately. The lie has been elevated to a truth and the cane-maker returns home with the pleasant 

feeling of having done a "gute Tat" (good deed p 4 :  1741). Thus reinforced in his behaviour, he will take 

every opportunity in the fùture to create an advantage for hirnseif by use of lies and deceit. 

Eduard's next stop within the concrete world is a "feine und hochgebildete Metropole" (refined 

and highiyeducatedmetmpoIis m4: 1771) where he quickly realizes that behavioural patterns are no different 

than elsewhere. Industrialization and growing cities had not only brought about an improved standard 

of living to most people, but had also brought about a shift in the social structure. At the top of this new 

hierarchy are "pffig und selbstzuf?ieden[e]" (sharp and smug m4: 1771) bankers and industrialists, but 

the "klagende Vollcsgetümrnel" (groaning masses o f  the public w4: 1801) expose on whose back their 

fortunes have been made. "Kummer und Elend" (Sorrow and misery [H4: 163]), fust encountered in the 

r e a h  of mathernatics, are observed in the city also. As the train of industrial progress races toward new 

ventures, Eduard observes that 

auf dem Bahndamme standen mehrere Personen. Ein Greis ohne Hofiung, eine Frau 
ohne Huty ein Spieler ohne Geld, zwei Liebende ohne Aussichten und zwei kleine 
Madchen mit schlechten Zeugnissen. AIS der Zug vorüber war, kam der Bahnwiirter 
und sammelte die Kopfe. Er hatte bereits einen hübschen Korb vol1 in seinem 
Hauschen stehn. (H4: 176) 
A number of people were standing on the railway embankment. An old man with no hope, a woman 



with no hat, a garnbler with no money, two lovers with no prospects and two M e  girls with bad report 
cards. When the train had gone by, the gatekeeper came to collect the heads- He already had a pretty 
fiil1 basket sitting in his [ittle house. 

Busch's criticism is also obvious in this allegory describing "das herbe Elend, wie es leibt und lebt" (the 

stark rnisery, to a T [H4: 18 11). The gruesome image of the dismembered human is abruptly confionted 

with the diminutive description of placing the heads into a "pretty basket" kept inside the gatekeeper's 

"Little" house. These diminutives underscore the pitifùl coIlection of what society perceives to be the 

prerequisites of success: Hope, a hat, money, prospects and good report cards. Pe~ersely, their suicides 

contriiute to the gatekeeper's collection efforts and keep hün employed. 

The ciîyls residents are depicted as intent on orderliness and strictly observe proprieties in public. 

Unmasked as a pretence, the refuied facade crumbles in the privacy of their homes (the young lady 

preparing poison for her d a i f f i l  fiancé, the nanny feeding on the baby's food while the Uifant goes 

hungry, the barbed insults exchanged between a long-married couple, the creative bookkeeping of the 

businessman). Collectively, this series of scenes dernonstrates a universal tendency to deceit and 

treachery irrespective of age, gender or social class. Through repetition within the variations the 

meaning, or meaninglessness of societal relationships is underscored. 

Eduard's next stop at the "Tempe1 der Wissenschaft" (temple of knowledge) and its "Besengilde, 

die gelehrte, die den Kehricht zusammenfittchet vor den Hintertüren der Jahrtausende" (broom guild, the 

leamed one, who arnass nibbish at the back doors of the miIlennia) is an obvious satire directed at 19th century 

scientists who expected to solve al1 questions through positivistic theories? The metaphor that these 

scientists are robbed of compassion but strut around like a "Ziegenbock, der jeden Morgen sein 

Wagelchen Milch in die Stadt zieht. Sieht er nicht so stolz aus, als ob er selber gemolken ware?" (biiiy 

goat, pulling his Iittle milk cart to town every moming. Doesn't he look so proud, as though he hirnself had k e n  milked) 

and Eduard's subsequent visit to the museum, the "Verpflegungsanstalt fiir bejahrte Gemalde" (nursing 

'19th century Positivism suggested that positive knowtedge is based on natural phenomena inasmuch as their 
properties and relations could be venfied by empiricai sciences. Ernst Haeckel, a Busch contemporary and weI1-known 
positivist, published his Natürliche Schijpfungsgeschichte in 1868 and Busch was fâmiliar with this text (W7: 442-443). 



home for elderiy paintings [H4: 1 801) are critical allegories directed at the smug enthusiasrn for scientific, 

technological and industrial advancement by Busch's contempomies, who g10ned în their achievements 

without considering the equal1y important achievements of their predecessors. 

ContempIations about the fate o f  dismissed politicians are an allusion to Bismarck's resignation: 

V o r  wenigen Tagen war der g6Bte Mann seines Volkes vom Bocke gestiegen und hatte die Zügel der 

Welt aus den Hiinden gelegt. Nun hatte man meinen sollen, gab's ein Gerassel und Kopfüberkopfiinter. 

D O C ~  nein!" (A few days ago the greatest man of his society stepped down and Iaid down the reins of the world. Now 

one would have thought that that would have created a rattling and total confiision. But no! [H4: 18 11). This prompts 

Eduard's observation that the affairs of an individual person remain largely untouched by political 

concerns, and also that the individual is only interested in political matters inasmuch as they have impact 

on himself. 

Utopia m e t s  Dystopia 

Eduard the thinking dot began his journey as an uninvolved observer, but after reaching the 

concrete world, he gradually changed from an incidental passerby to an engaged eyewitness. Musing 

about how people consistently cloak their greed and treachery in pious behaviour and pretended virtue, 

Eduard realizes that he has yet to meet a truly good man, "nicht, daB ich mich so recht herzlich danach 

gesehnt hatte; es war nur der Vollstandigkeit wegen" (not that t reaily sincerely longed for one; it was onIy for 

the sake of  completeness p 4 :  1821). Searching, he encounters the philanthropist whose selfless deeds 

remain hidden and who is ridiculed by his beneficiaries. He then observes the hollow pathos and 

pompous public donations of a rich bourgeois, who pacifies his conscience with empty gestures and 

pathetically declares, "Ich bin vie1 zu gut!" (I'm much tm good [H4: 1831). In an uihumane machine- 

inventor-society, aspects ofthe Industrial RevoIution, characterized by mechanistic behavioural patterns, 

superficial appearances and direct correlations of cause and effect, tmth and lie, appearance and reality 

have been reversed. 



Desirous to see whether "die Welt eigentlich e h  Ende hatte oder nicht" (the world actually has an 

end or not [H4: 184]), Eduard next journeys far into space and is disappointed that a visit to the 

personified figures of the zodiac exposes the same cunning as on Earth when he sees "der schlaue 

knirnmnasige »Wassermann« . . . regulierte die »Waage« zu seinen Gunsten" (the clever hook-nosed water 

bearer [Aquarius] . . . regulated the s d e s  [oaibraj to his advantage [H4: 1 841) and the pretty virgh (Virgo) w ith 

twins (Gemhi on her arrns flirting with the centaur (Sagittarius). Busch's inference is that no matter 

how far one travels, the basic traits remain the same in al1 living beings. 

Rehirning to earth, Eduard lands in the fiituristic ''Reiche der Behaglichkeit " (realm ofcom fort [H4: 

1851). Here, he tackles Marxian class struggles and bourgeois self-righteousness at the sarne tirne. On 

this remote island of the fûture researchers fkom a11 areas of science had collaborated to create the 

prerequisites for a I'bequeme bürgerliche Gemeinschaft" (cornfortabte bourgeois community) where 

everybody "tut gleich wenig und hat gleich viel" (does equaIiy iittle and has equally much w4: 1 Ml), and had 

successfilly solved the problems of world hunger, the capture and storage of solar energy, and had 

achieved the removal of al1 crime and illnesses as well as the political ideal of equality. Envy, assiduity 

and the resulting competitive sense has been elirninated through the obligatory surgical removal of the 

"Konkurrenzdrüse" (cornpetitive gland) and inevitably a certain rnonotony has set in. "Das Lachen hatte 

aufgehort" (The laughter had stopped) and although "Lachklubs und Lachkranzchen" (laughter clubs and 

laughter circles) to revive laughter had been started, any laughter attempted was a "heiseres, holzernes, 

heuchlerisches Lachen" (home, w d e n ,  hypocritical laughter p 4 :  1871). Despite al1 supposed advances and 

the assumption that more equality brings about more happiness, complete equality was only achieved 

by an obligatory brain surgery performed on everybody; even then hypocrisy could not be eradicated. 

The utopian world has taken on dystopian character. The imagery is eerie, and reminds late-twentieth 

century readers of present-day gene manipulations, or Aldous Huxley's Brave New World. Once again, 

however, Busch's criticism is obvious: Progress only seemingly leads to a pleasant, cornfortable Ise. 

By sacrificing that which makes life worth living, the "strebend sich bemuhen" (striving to make an effort 



[p: 3461) struggle of Goethe's Fazut, the residents have had to pay a dreadfûl price. The dream of the 

ideal state ran into human boundaries and ignored egotism and self-serving interests as a basic reality 

of human nature? This could only be overcome by sacrificing humanity. Busch infers that al1 men are 

not and cannot be equal, but if they should be made equal, the loss suffered would be greater than any 

gains. Therefore, he accepts an unjust cornpetitive society where persona1 advancement to the detriment 

of others is the order of the day versus a just and uncornpetitive society, where the lack of necessity to 

make an effort had resulted in a lack of will to live, dernonstrated by the observation that "an jedem 

Baum1' (on every tree w4: 1871) a person had committed suicide. 

Upon Ieaving this anti-utopian world, Eduard's next stop in his quest to understand "was eine 

Sache kt, abgesehen davon, wie sie uns vorkommt" (what a thing is, disregarding how it appears to us) is a visit 

to a famed researcher and natural philosopher. At fust suggestive of Kant's "Dhg an sich1' (thing in 

itse~f): a M e r  reading clarifies that Busch is criticizing ~cho~enhauer . '~  The natural philosopher's 

explanations of the "autornatische Kunstwerk" (automatic artwork @4: 1883) as a reincarnation machine, 

the "Kreislauf der Dinge" (cycle ofthings), the "Dhg an sich" (thing in itself [H4: 1891) by using banal 

81n commenting on EmileZola's Laventre de Paris, Busch suggested, "Nicht Wohltatigkeit sondem Gerechtigkeit 
lautet die Parole. la, wenn's man ginge-" (Not charity, but justice is the slogan. Weil, if it were only possible. [B2: 127) 

Vrom Kant's Krïtikder reinen Vermnfr (Critique of Pure Reason) ( 1  78 1 ), well farnil iar to Busch as he had stated 
in his autobiographies and as is evident fkom his correspondence. An inquiry into the Iimits ofknowledge, it proclaimed 
that "things" exist independent ofa mgnizable  subject; atrue existence, whose manifestations are empirical "things" which 
point precisely to those manifestations. Human beings can only recognize a 'Wiing" as an object ofperception in the manner 
in which it appears. The mind impresses the limitations ofknown foms of sensibility (space and tirne) on the original data 
ofthe senses and orders them according to the categones of thought (causaiity, substance, etc.). According to Kant, the 
ultimate nature of realiv would forever remain inaccessible to human beings, who can onIy know phenornena and would 
never recognize "things in themsetves." 

"'Busch studied Schopenhauer extensively in the 1850's and many writings suggest a strong and lasting influence 
h m  his teachings on Busch. While Busch accepted many of Schopenhauer's premises for a while, he ultimately failed to 
be convinced. Central to Schopenhauefs premise is that the will is the key to reason, the thesis of his main work, Die tvelt 
as Wille und YorstelZung(The Worldas WN andideu) (18 18). It suggests that everything is object in reference to a subject, 
is imagination of the will. Therefore, the body is objectification of the will, the will is the essence of the body. According 
to Schopenhauer, the will is the "thing in itself' and as such is outside of space and time and al1 causality: It is unfounded, 
without reason, goal or knowtedge, but as soon as it shows itself to objective cognition, it is subject to space and time and 
with that becornes the will to life. The will, therefore, must always seek, because that is its only essence and no goal that 
has been reached will terminate this search, therefore, no pleasure is possible. Schopenhauer demonstrates the suffering 
of life in ail its foms and suggests no other salvation than the negation ofthe will to life. Therefore, to Schopenhauer, pain, 
or suffenng, is the essence of life and pleasure is only the absence of pain. 



buzzwords, the tedious matter-of-factness in explainhg the fie senses as pure automatons or defming 

thoughts as matter fail to convince Eduard, nor is he persuaded by the depictim of pain as a positive 

sensitivity and pleasure as a negative sensitivity, ironicizing the central element of Schopenhauer's 

teachings. In response to Eduard's f i a l  question "Wie steht es mit der Ethik? Was muB der Mensch 

tun, daB es ihm schlieBlich und ein fÜr allemal gut geht?' (What about ethics? What does mankind have to do 

in order to be well offonce and for ail? Q34: 19 Il), the natural philosopher uses a metaphor to suggest that one 

should tum one's back on those who fail to accept one's advice, as a clear ridicule of Schopenhauer's 

tendency to be intolerant of any opposition. Not accepting this supposition, Eduard rejects the natural 

philosopher's teachings, much like Busch ultimately rejected Schopenhauer's philosophy. 

Eduard at a Crossroads 

The next Ieg of Eduard's journey takes him to a heretofore unknown valley. From this part in the 

narrative until the end of the dream the Christian beiief system is strongly evoked. The valley, an allegorical 

landscape with two opposing poles, is dissected by a heavily traveled '%reite, musterhaft angelegte Chaussee" 

(wide, exemplary laid out avenue p 4 :  19 1 D leadhg into a "dunkien Tunnel" (dark tunnel H4: 1921) and a M ~ > W  

path into the rnountains aside the vaiiey leads to the 'Bergstadt" (city in the mountains w4: 1931). Eduard stops 

in a tavem, located where the wide road disappears in the tunnel. Calted ''Zurn lustigen HinterfùB" (The Jolly 

Kud Fa), it is run by a h p i n g  landlord and his daughters, the "sieben Todsünden" (seven deadly suis m4: 

1921). Overwhelrned by the revelry inside, Eduard steps outside only to observe a black carriage, pulled by 

a black horse and driven by an emaciated coachrnan dressed in black picking up guests fiom the tavem and 

transporthg them into the tunnel. The aUegory is obvious. Lucifer, returned to Earth after his wuccessful 

rebeliion in heaven, is the landlord. The carousing guests in the tavem are the people of this world. The 

emaciated coachrnan is Death panspotting the guests, once finished thek fiolicking, into the tunnel of 

damnation. The satirical intent is expressed with dramatic irony: The reader senses the outcorne, whereas 

the masses in the allegory remain blind. 



Wanting to travel to the city in the mountains, Eduard joins up with four other wanderers, the 

"guten Vorsatze" (good intentions) named "Willich, Wolltich, Wennaber, Wohlgemut" (Wantto, Wantedto, 

Butif; Cheerfiil m4: 1931). Although the path into the mountahs is steep, good intentions make the going 

easy for a while, but as it gets more arduous, Eduard's fellow wanderers prefer to stay behind and j ob  

the carousing in the tavern. Eduard perseveres up the steep rnountain road, not without meeting up with 

various wanderers on their way down who had been unable to traverse the steeper portions of the path. 

On the steepest sections Eduard meets purpose-seekers of al1 kinds. First he passes an inert 

cave-dweller, the "unglückiiche Mensch" (unhappy person) who is facing the rear wall of the cave and is 

only vaguely aware of what passes outside the entrance. Next he encounters a "tatigen Mame" (active 

man) who justifies his ceaseless self-flogging with "das Leben ist ein EseI! Ich prügle ihn durch!" (Life 

is an ass! I'm giving it a thrashing!). He is a masochist, but perhaps also an ass himself, If life is an ass, why 

would he be flogging h ise l f?  Because he himself is an ass in life. For society it is nevertheless better 

that ke flogs and destroys himself, rather than take out his aggressions on other people, but even his 

senseless self-torture does not bring him closer to understanding the purpose of Me. Afier that Eduard 

meets the "kahlen Mann" (bald man) who persistently stares at the same spot and explains to him that "das 

Leben ist e h  Irrhim! Ich denke ihn weg!" (Life is a mistake! I'm thinking it away!). Al1 his thinking, 

however, only caused him to lose his hair-he did not fmd an answer to the question about the purpose 

of 1Xe. Lastly, Eduard is faced with a hermit who had remained Unmobile for a long tirne. In response 

to Eduard's question, he explains that "das Leben ist eine Schuld! Ich sitze sie ab!" (Life is a penalty! I 

have to serve it! [H4: 1971). With these allegorical images Busch unrnasks the absurdity of different and 

individual efforts. Man's search for understanding the purpose of life is futile, each activity and inactivity 

is unrnasked as being equalfy pointless. The thinker loses only his hair but frnds no answers, and white 

masochistic self-flogging is perhaps better than the sadistic treatrnent of other people, it is as ineffective 

as the passive cave-dwe11er1s ignorance of his own surroundings, or the hennit's immobility. 

As Eduard continues his trek he finds the path easier and suddenly is on top of the highest ridge 



before a Iush meadow in a cltaring occupied by "viele kleine pechschwarze Teufelchen" (rnany little pitch 

black little devils). The huge castle "aus blankem Stahl" (made of shiny steel) at its centre appears as the 

ongin of mankind. "Eh heirnticher T u M ~ "  (a secret tunnel) that exists "zwischen dem SchloB hier oben 

und dern Wirtshaus da unten" (between the castle up here and the tavem down there) symbolically explains the 

reincarnation of the tavem guests. When the gates to the castle open, "kleine rosige Kinderchen" (iittle 

pink children [H4: 1981) push toward the exit and before storks carry them away play with the Little devils 

on the meadow so that some of thek black colouring rubs off on the children, an indication that good and 

bad is present in ail people. Unable to enter the castle, Eduard moves on to the "Tempelstadt" (ci*, of 

temples). Despite exhaustive attempts" he is again unable to gain entry because, as a passing pilgrim 

who has no diffculties travershg a much narrower pass and gahing entry into the cityl' explains to him: 

"Du hast kein Herz!" (you have no heart! [H4: 1991). Completely fatigued by his futile attempts, Eduard 

becomes pursued by "kleinen abscheulichen schwarzen Teufeln" (iittle disgusting black devils p 4 :  200]), 

a metaphor for philosophical thoughts, and afker a h t i c  chase takes refuge in the abyss of a sleeping 

giant's open mouth, a metaphor for a belief system that most people turn to when answers cannot be 

found in other ways, and loses consciousness. 

The End of the Journey 

Although Eduard the thinking dot changed to an active observer during the narrative, he 

remained uninvolved until he became an active participant and the object of the narrated events near the 

end of the dream. He becomes a fugitive desperately searchinp for a way out of the dream world until 

"Eduard's description oftrying in vain to gain entry until he fell to the ground in exhaustion so that it "klinte, wie 
eine tonende Schelle" (tinkled like a resounding cymbaI m4: 1991) is a pointer to 1 Corinthians 13: 1 : "ïhough I speak with 
the tongues of men and of angels, and have not charity, 1 am become as sounding brass, or a tinkling cymbal." Lotze uses 
this connection to conclude it to be an "affirmation ofBusch's beliefthat the castle offaith cannot be penetrated by intellect" 
(Busch 139). 1 cannot concur with this conclusion, as will be seen later in this chapter. 

''The inference is to Matthew 7: 13-14: "Go in uirough the narrow gate, because the gate to heIl is wide and the 
road that l a d s  to it is easy, and there are many who travel it. But the gate to Iife is narrow and the way that leads to it is 
hard, and there are few people who Gnd it." 



he plunges into the abyss--to wake up out of the dream and retum to reality. Slowly regaining 

consciousness, he fmds hirnseif in a type of gamet--and afier ignoring Elise's admonishing "Eduard quit 

snoring" al1 Nghf the metamorphosis is reversed and Eduard succumbs to her enticing "Eduard steh auf, 

der Kaf5ee ist fertig!" (Eduard get up, coffee is ready! m4: 2001). The thinking dot of the dream is 

transforrned back into Eduard's physical and spiritua1 self of h u s b d  and father. This dawning of 

consciousness connects the realrn ofthe dream and the rational world: "Wer war fkoher als ich. Ich hatte 

meh Herz wieder" (Who was more glad than 1. I had my hart back w4: 2001). A thinking person has to make 

a choice, whether it is based on spiritual faith or secular philosophy. The thinking dot, however, did not 

have to make a decision, he woke up. Within the closed h r n e  of home lifte--drearn journey-home Iife, 

the narrative had progressed through various stations. Because the joumey is dreamed, Eduard wakes 

up the next rnorning unchanged, whereas the thinking dot, his dream-self, fell into the abyss. Eduard 

does not incur any moral or intellectual change because his adventures were only in his dream. As such, 

he remains an upstanding member of the Society that had been denounced there. 

Disillusionment and Invalidation 

In the dream, various dimensions had been experienced before returning to the point of origin. 

Eduard had his heart back and concluded this to be of utmost importance, as "nur wer ein Hem hat, kann 

so recht fühlen und sagen, und zwar von Herzen, daB er nichts taugt. Das Weitere fmdet sich" (oniy he 

who has a heart can tmly feel and declare, straight h m  the heart in hct, that he is no good. Al1 else will sort itselfout [114: 

2001). This suggests that neither the logical-rational mathematical point, nor the unhappy man, nor the 

thinker, nor the hennit was able to travel the pilgrim's path; only the person with a heart (representing 

compassion) can enter the temple city and fmd ultimate knowledge about mankind. This is reflective 

ofBusch's own development. Still convinced in 1875 that "GewiBheit gibt allein die Mathematik" (Only 

mathematics will provide certainty [B 1 : 144]), he had by 1 880 begun to question the teachings of Darwin and 

Schopenhauer (B 1 : 214-2 15) whichprompted him a year later to proclaim: "Meine alte Philosophie langt 



nicht mehraus; ich sehe mich nach einer neuen um" (MyoIdphilosophy is no longersufficient; I'm looking around 

for a new one 1 : 2251). His autobiographical writings state this dilemma clearly: 

1886 

B e i  Gelegen he i t  dieser 
n a t u r w i s s e n s c h a f t I i c h e n  
Liebhaberei wurde unter andern 
auch der Darwin gelesen, der 
unvergessen blieb, als ich mich 
nach Jahren mit Leidenschaft 
u n d  Ausdauer in  den 
Schopenhauer vertiefte. Die 
Begeisterung für diesel ben hat 
etwas nachgelassen. Ihr 
Schlüssel scheint mir wohl zu 
mancharlei Türen zu passen, in 
dem verwunschenen SchloB 
dieser Welt, nur nicht zur 
Ausgangstür. (At the occasion of this 
natural sciences hobby I also read, among 
othen, Darwin, who remained unforgotten 
when years later 1 immersed myself into 
Schopenhauer with passion and 
persistence. My enthusiasm for both has 
waned a little. To me it seerns that their 
key might fit to various doors in the 
enchanted cade of this world, only it 
doesnr fit the exit door. [H4: 1501) 

1893 

Bei  Gelegen he i t  d ieser  
n a t u r w i s s e n s c h a f t  l i c h e n  
Liebhaberei wurde unter andern 
auch der Darwin gelesen, der 
unvergessen blieb, als ich mich 
nach Jahren mit Leidenschaft 
und Ausdauer i n  den 
Schopenhauer vertiefte. Die 
Begeisterung für dieselben hat 
etwas nac hgelassen. Ihr 
Schlüssel scheint mir wohl zu 
mancherlei Türen zu passen, in 
dern verwunschenen SchloB 
dieser Welt, nur nicht zur 
Ausgangstur. ( ~ t  the occasion of this 
natural sciences hobby I also read, arnong 
others, Darwin, who remained unforgotten 
when years later 1 immersed myself into 
Schopenhauer with passion and 
persistence. My enthusiasm for both has 
waned a little. To me it seems that their 
key rnight fit to various doors in the 
enchanted castie of this world, only it 
doesn't fit the exit door. [Welene XV]) 

A u c h  m i c h  z o g  e s  
unwiderstehlich abseits in das 
Reich der Naturwissenschaften. 
Ich las Darwin, ich las 
Schopenhauer damals mi t  
Leidenschaft. Doch so was IaBt 
nach mit der Zeit. lhre Schlüssel 
passen ja zu vielen Türen in dem 
verwu nschenen SchloB dieser 
Welt; aber kein "hiesiger" 
Schiüssel, so scheint's, und war's 
der Asketenschlüssel, paBt je zur 
Ausgangstür. (1 also was irresistibly 
drawn away into the realm of nakiral 
sciences. I read Darwin. 1 read 
Schopenhauer in those days with a 
passion. But those things diminish with 
time. Their keys do fit to many doors in 
the enchanted castle of this world; but no 
'local' key, so i t  seems, even if it would be 
the ascetic's key. would ever fit the exit 
door. [H4: 209-2101)  

Busch's correspondence shows that he spent much t h e  considering questions of the hereafter and 

philosophicat versus Christian teachings. DoubdÙlly asking in 1880, "Haben die Christen recht?" ( ~ r e  

the Chriscians right? @ 1 : 21 5]) ,  an 1899 letter to Bassermann ties this question to his autobiographical 

comments, and the Christian aIlegories in Eduards Traum: "Mit der . . . »Tür aus der Welt« hab ich 

natürlich eine gemeint, durch die man nicht zurückkehrt. Die Frage nach dem >>AufschluB« aber kann 

ihrer Art nach nur durch einen »Glauben« beantwortet werdenl' (Of course, with the »door h m  this worldc 

1 meant a dmr through which one doesn't retum. Because of its type, the question concerning the »unlocking« can only 

answered with a ~beliefic. p 2 :  1461). By depicting "belief' as the abyss of a sleeping giant's open mouth 

within the realm of the irrational, the fiagrnented itnagery of Eduards T'mm rnakes clear the absurdity 

of the modern human condition. The individual is essentially isolated and alone, even when surrounded 

by other people and things. Busch had verbalized the insolubility of the meaning of life rnuch earlier: 



So ist sie nun mai, unsere Tante Philosophie, die schone B e s i t z e ~  der lufiigen Villaauf 
dem Sandhügel der Hypothese. Stets ist sie da, wenn es uns gut geht, bringt das 
Krirnskrarns in Ordnung, zieht die alten Puppen neu an, redt gar gescheid über dies und 
das und tfistet u r i  liebreich über die peuilichen VielIeichts. Bricht aber die peinliche 
Wirklichkeit im Hause aus-weg ist die Tante;--und wohl uns, wenn sich leise die Türe 
auftut und herein tritt-nun, Wer? (B f : 228) 
ïhat's how she happens to bey our Aunt PhiIosophy, the beautifiil owner of the airy mansion on the 
sandhill ofhypothesis. She is always present when we aredoing well, organizes the bits and pieces, puts 
new clothes on oId dofls, even talks intelligently about this and that and comforts us affectionately over 
the awkward Maybes. But if the awkward Tmth breaks out in the house-gone is the aunt;-and we are 
well served if the door softly opens and in cornes-well, Who? 

The same sentiment is expressed in the narrator's comment in Eduards Trazm, 

Geht's uns nicht so mit allen Dingen, denen wù gründlich zu Leibe rücken, dal3 sie grad 
dam, wem wirsie mit dem zartiichsten Scharfsinnerfassen mochten, sich heimtiickisch 
zurückziehn in den Schlupfwinkel der Unbegreiflichkeit, um spurlos zu verschwinden, 
wie der bezauberte Hase, den der Jager nie treffen kann. (J34: 164) 
Isn't that t!!e way with al1 things that we examine closely, that just then when we want to seize them with 
the most tender astuteness, they withdraw insidiously into the hideout of incomprehensibiiity, to 
disappear without a trace, Iike the enchanted rabbit that the hunter can never hit- 

Not accepting boundaries of howledge in order to recognize that which they enclose--our ernpirical 

world--Busch moves into the irrational. The Christian irnagery at the end of the narrative therefore is 

only a crutch to overcome the crisis of langage that exposed dichotomies throughout Busch's works. 

"Werden wir jemals die Wahrheit in Worten fangen?--Nie!--Unsere Philosophie nach dem dreiBigsten 

Jahr heiBt Glaube" (Will we ever catch the tnith with words?-Never!-Our philosophy after the thirtieth yearofour life 

is called belief [B 1 : 1371) might best surnmarize Busch's inability to fmd answers to the problems of his 

time. Spiritual faith and secular p hilosophy, cause and reaction, appearance and reality, significance and 

banality of life in ever varying shape and form were the antitheses that led Busch to question the 

"Geistesfieiheit," the independent ability of an individual to reach conclusions or decisions without 

constricthg forms of viewing or restrictive rules of interpretation, as he expresses here: 

Hat nicht zudem unser Hirn die Eigenheit, dal3 es uns zwingt, in Formen zu denken, die 
mit den Dingen an sich nichts zu tun haben? Das hocMiegende Wort Freiheit bedeutet 
hienieden, fürcht ich, irnmer weniger, je mehr mans sich ansieht. Vielleicht, um es 
neckisch auszudrücken, waren wir fiei vor Raum und Zeit, vielleicht werden wirs 
wieder nach Raum und Zeit. (B2: 161) 
Doesn't our brain also have the idiosyncrasy that it forces us to think in shapes that have nothing to do 
with the things in themselves? Down here, the high-flying word tieedom means less and l e s ,  I'm a h i d ,  
the more one regards it, Maybe, to express it coquettishly, we were 6ee before space and tirne, maybe 
we will be fke again after space and time. 



Any philosophical or spiritual position is therefore subjective and dependent on a specific starting point. 

A "slight whi~per"'~ in Edz(ards T r a m  refers the reader to the philosophy of Leibniz and Plato's The 

Republic. The allusion to Lessings Die Erziehung des MenschengeschZechis directs the reader to 

questionable contemporary teaching and educational methods. The inference to Herder's AbhondZmg 

über den Ursprungder Sprache implies a mockery ofthe socio-historic meliorism of the Enlightenment. 

Comparing Earth to a "Semmeiknodel" (bread dumpling [H4: 1851) rnay lead readers to the grandmother's 

faûy tale in Büchner's Wopeck. The transfer of human behavioural patterns ont0 abstract creatures 

alludes to its hypocrisy. As such, Eduards Trnwn is a many-layered survey of the realities of the world 

and concludes that although the existential reality of the world humans [ive in may be faulty, a better 

reality is not to be had. Therefore, 

Wer sagt, die ganze Welt sei schlecht, He who says the whole world is bad, 
Der hat wohl nur so ziemlich recht. @i4: 542) 1s probably only almost right. 

Hence, Eduwds Traurn shows not only Busch's criticism of egotism, immorality, hypocrisy, prejudices 

and inequities in his contemporary society and his conviction that al1 scientific or economic advances are 

futile without preserving compassion and humane conduct, the dystopian island also shows that the 

darker sides of society must be an integral part of it. The dream verbalizes the cultural taboos of his 

society and ties together what would otherwise be fiagmented. The story remains without solution and 

the dream realities complement the incongrnous narrative which juxtaposes reality and fiction, 

hurnanizing inanimate objects and robotizing people. 

Taking Stock 

The concluding authorial comment in the outer fiame delivers proof that Busch intentionally 

used the dream structure to discuss matters that "dem Ohre eines feinen Jahrhunderts recht schmerzlich 

sind" (are rather painhl to the ears ofa  fine century). His internalized conscience subjected hirn to the niles 

13Cornpare page 89 of this dissertation. 



of society. "Warum gleich . . . jedemann merken lassen, daB die Bilanzen ein Defuit aufiveisen?" ( ~ h y  

. . . iet everyone realize right away that the baiance sheet shows a deficit?) is his argument for masking criticisms 

of his society. That author and reader are both part of the sarne society, "der als Teiihaber anzugehoren 

wir smtlich die Ehre haben" (we ail have the honour to belong as partners and part owners (H4: 2011) clarifies 

not only his complicity, it also explains the preventative invalidation of using a dream structure to cloak 

his social criticisms. However, Busch obviously was still not convinced that he had lefi a sufficient 

beacon to point the way to an unmasking of his "Schllen, die sich nun mal nicht unterdriicken lassen" 

(vagaries that just can't be s ~ ~ ~ r e s s e d ) ' ~  and he became even more direct: 

Eh Buch, wenn es so zugeklappt daliegt, ist ein gebundenes, schlafendes, harmloses 
Tierchen, welches keinem was zuleide tut, Wer es nicht auheckt, den gahnt es nicht 
an; wer ihrn die Nase nicht grad zwischen die Kiefern steckt, den beiBtls auch nicht. 
(H4: 201) 
A book, lying thete clssed, is a bound, sleeping, harmless Iittle animal which doesn't h m  anyone. I f  
you dont wake it, it won't yawn tït you; ifyou dont stick your nose between its jaws, it won? bite either. 

The book not only conveys a warning, it is also an invitation to dissect and unmask E h r d s  Traum. 

Busch actually masked his intentions doub te and triple. Firstly, he detùsed the sting of social criticism 

by cloaking them within a dream; secondly, he played down his blunt observations by sirnply referring 

to them as "vagaries;" and lastly he suggested that the te r r img reality has been rendered harmless 

because it has been "auf das bescheidenste ehgewickelt [im] . . . Stoff des Papiers" (wrapped most modestly 

into . . . the materiai of paper (H4: 20 11). The traumatic is only recognizable in the dream and was defused 

to become literature. 

Disillusionment and validation achieved through the intemipted narrative flow, the stops of 

Eduard's joumey, the dichotomy of confronting the reader with a narrative reality contrary to initiated 

expectations, the distancing of dreamed versus existential reality indeed summed up a "fuie century." 

Eduards Trmm testifies to Egon Friedell's assertion about the entirety of Busch's work: "What the 

middle-class German looked like in the second halfof the 19th century posterity will learn with certainty 

'4"Schrullen" (vagarks) or "Schosen" (s tu f f )  are two t ems  that Busch ofien used in his correspondence to refer to 
his picture stories. 



fiom . . . Wiiheim Busch, who has also in his way created a »collective art-workdl (3 1 7). Yet, to "shoot 

the messenger," as Ludwig Kahn did when he suggested Busch thought little of the "idealistisch- 

biirgerlichem Moralsystern; er hat sein gut TeiI zur Entwertung dieses Moralsystems beigetragen" 

(idealistic-bourgeois moral system; he contributed a good deaI toward the devaluation of this moral system [722]) is 

wrong. Busch mereiy described how the fiarnework of this moral system was decaying and he 

expanded individual and separate episodes to become something typical, general and universal. Thus 

he revealed a self-satisfied society, which preened itseif in the glow of the industrial boom, scientific 

advancements and culturai awareness. By using dream and alter-ego to defuse these "rather painfûl" 

tmths about his conternporary society, Busch was able to avoid indignation or outrage among his 

readers. Busch was able to express realities about his society with irnpunity because he tc!d of them so 

casually and non-threatening that no-one took hi seriously, 

Eduards Traum is not only an autobiographical reckoning, it is equally the reporting and 

accounting of the pretences of society, and as such provides a key to understandhg the subliminal sub- 

text of his picture stories. M e r  peeling back the layers of dream and double fiames used by Busch to 

mask his intentions in Eduards Traum, the social criticisms in the picture stories are decipherable. The 

reporting of bourgeois culture with its hypocritical behaviour, faulty vaIue systems and profiteering 

competitive mentality, and the failure of arts and sciences to provide answers was masked--llwrapped 

in paperV-because a book is harrnless, when closed. The caution at the end of the narrative that those 

things that are "rather painfil to the ears of a f i e  century" will be rendered harmless ifleft in the closed 

book, because then "itwon't bite either" conversely wams that the book's cover will reveal the truth when 

opened. 

Validation and invalidation are thus held in balance. As in Surrealism, "the point. . . is a fortiori 

that point where construction and destruction can no longer be brandished one against the other" (Breton 

124). The fiagile CO-existence of the close forma1 proximity of validation and invalidation therefore 

expresses not only the truths about the assertions within the narrative, but also rnakes a statement about 



the power and potency of creative writing. The "vagaries that can't be suppressed" point to a mutiny by 

the author against his society, a personal certification of their truths and the belief that the power of 

creative writing lies in its ability to depict the truth. The harsh social criticism of Eduards Trazrm 

manifested itself through the principle of repetition next to variation and is thus indicative of a 

Weltanschaumg that is convinced of the virtual sameness through constant recurrences. 

When Busch wrote Eduards Traum he was able to express what he had only been able to allude 

to in the picture stories, the mainstay of his economic security, which he didn't want exposed to 

censorship and which he wanted to sel1 widely. Cognizant of his dilemma, he had made a conscious 

decision to compromise, and wrapped his picture stories in an acceptabie package-superficial humour 

to camouflage the absolute realities. FinancialIy secure, Busch ceased to create picture stories in 1884, 

but he continued his depiction of the dark side of humanity in Eduards Traum of 1891 through 

exclusively literary means. 



3. Reaiizing a Fairy Tale: Der Schmetterlr'ng 

Busch had asserted that he would like to "etwas dem Eduard Ahnliches publizieren" (pubiish 

something similar to U u r d  [BI : 3471) in January 1892, but it would take h h  until Decernber 1894 to 

submit the manuscript for Der Schmetterhg to Bassermann and have it published in April of the 

following year. He defmed the narrative as a "Seitenstück zu Eduards Traum" (counterpart to Edzrards 

Traum) and the inserted illustrations were to "eng mit dem Text zusammen gehen" (ciosety go  aiong with 

the text p 2 :  451). While Eduards Tram exposed the underside of human nature and shortcomings of 

societal realities as a whole, Der Schmetterling singles out one individual and uses his vita to describe 

how those realities affect a person. 

Der Schrnetterling tells of the biography of naive, easy-going Peter, a peasant's son who has no 

interest in a regular job, leaves his home to travel, has numerous edifying experiences, evolves and is 

assimilated into society. His travels begin with the pursuit of a butterfly that eludes him time and again 

and leads him to various different locales. Peter travels through the supposedly idyllic towns of 

D~singen and Juxum and meets several figures fkom the fikges of society. After he prevents the suicide 

death of the cuming and sly hunter Nazi,' the two fom an unlikely pair and together exist on the Binges 

of society, stealing and begging, until Peter falls under the spell of the beautifhl witch Lucinde and is 

metamorphosed into an obsequious poodle. Only afier Lucinde cuts off the poodle's tail to gain 

possession of a gold chah that Peter had stolen is Peter able to return into his old body and escape. That 

sarne night a spirit transports hirn to a cabbage patch where he awakes after a sleep lasting seven years. 

A renewed interest in the butterfly seizes hirn but he is still unable to catch it; instead he observes a black 

bird snatch and devour it. Peter then aimlessly travels about until he reaches a brightly illuminated castle 

where he watches Lucinde fiolicking with the devil. When Lucinde and the devil leave in a carriage, 

Peter jumps onto the ruming board, but bums his foot and falls off into the dirt. A peasant gives him 

''Nazi" is an abbreviation for the male first name "Ignaz," shortened h m  "lgnatius." This narne is a variation of 
the Litth "Egnatius," the meaning of which is still unclear @rosdowski 115). In 19th century colloquial German, "Nazi" 
was also an expression used for "lacherlichen, dumrnen Mann; Tolpel" (silly, stupid man; fool) or as a swearword (Kupper 
202 1). 



a ride to a doctor's office where his foot is amputated and he is outfitted with a pair of crutches. Now 

a cripple and a beggar, Peter returns home. His father has died, the servants have inherited the farm and 

started their own family. Peter remains unrecognized as the dead fmer 's  son, but is welcomed and 

spends the rest of his Iife as an esteemed member of the household, working as a tailor? a profession he 

had shunned as a young man. The various stations of Peter's life show repetitive variations of human 

foibles and are an expression of Busch's conviction that humane social relations are an impossibility. 

Much Iike Edzrards Traum, the handwriting in the working manuscript of Der Schmetterling 

changes often and contains many corrections (see illustrations 6a-d). It has no illustrations. The final 

manuscript, on the other hand, contains twenty-one iIIustrations. The last illustration ("Ende") was done 

as Busch created the final manuscript; al1 others were separate and pasted into the manuscript Iater on. 

Text separation and printing convention were simiIar to what had occurred with Eduards Traum.' 

Although Der Schmetterling was slightly better received by the reading public than Eduards Trazrm, 

Busch later concluded that "im Verhaltnis zu [den Bildergeschichten hat die Prosa] nur bei Wenigen 

Beifall gefunden" (in cornparison to me picture Stones the prose] received only few accolades @32: 1861). The 

accuracy of this assessrnent was recently confmed: 

Im Gegensatz zu seinen berühmten Bildergeschichten haben diese wahrhaft auBer- 
ordentlichen ErzahIungen aber bis zum heutigen Tag keine auch nur a ~ a h e r n d  
vergleic hbare Resonanz und W irkung erreic ht. (Lies kounig 405) 
Contrary to his famous picture stories, these tmly outside-the-nom stories have until today not attained 
an even remotely cornparabte response and influence. 

Beyond an interpretation of the work, the following analysis wiU also attempt to explah why this was so. 

Construction 

Similar to Busch's other works, Der Schmeîîerling has a cyclical structure and joins fragmented 

episodic events into a contiguous narrative. A prologue by the first-person narrator is followed by an 

h e r  narrative consisting of nineteen separate episodes, and a concluding epitogue supposedly written 

'Compare page 89 of this dissertation. 



by the publisher. However, prologue and epilogue do not have the fùnction of a fiame; this fùnction is 

taken on by the f ~ s t  and last episodes ofthe inner narrative. 

The prologue has Peter, the inner narrative's protagonist, pondering with "Wamrn?" (Why?) 

questions about the reasons for a person's destiny, and he gives hhself the fatalistic answer, "Was im 

KongreB aller Dinge beschlossen ist, das wird ja wohI auch zweckgemal3 und heilsam sein"   hat te ver 

has been decx-eed at the conference of al1 things must surely be proper and salutary m4: 2 131): TO want nothing, 

wish for nothmg, question nothing, only accept the portion the fates have given, therefore, becomes the 

anticipated conclusion of the narrative. 

Of the nineteen episodes of the h e r  narrative, the €kt is an introduction in which Peter 

surnmarizes his life up to the actual events of his adventures. The 1s t  episode forms a conclusion in 

which he alludes to events after his adventures. These two episodes forrn the h e  of the inner 

narrative. The fxst-person account of the inner narrative implies an authenticity of the reported events, 

but the fust episode begins with "[ch bin geboren anno dazumal. . . " (1 was bom in the year dot p 4 :  2 14]), 

remhiscent of "Once upon a tirne" fairy tale beginnmgs and thus removes the narrative fiom a temporal 

and spatial reality into a r e a h  of fantasy. This contrast is typical of the different tensions between the 

fantastic and realistic levels ofthe plot. The narrative fiows on a realistic level, but *national elements 

are continuously interlaced. This surrealistic crossing of boundaries between the irrational and rational, 

a "resolution ofthese two States . . . which are seemingly so contradictory, into a kind of absolute reality" 

(l3reton 14), is achieved by connecting various levels ofreality, the bourgeois world with the rural world, 

fairy taie and dream, literary fiction and allegorical puzzle. Tt makes temporal and spatial reIationships 

questionable. To create the impression of a realistic chronicle, precise references to the passing of time 

3niis points to the Noms of Germanic or Norse mythotogy. The three Noms (ürd, Verdandi and Skuld) were 
goddesses of fàte and jointly determined the [ifespan of humans, their experiences, the good and bad within thern, and 
fortunes and misfortunes (Simek 290-29 1). Ifthe underlying belief system is that life has been pre-determined by the gods, 
then the logical conclusion would be that it should not matter whether one breaks away h m  the Familiar. It would also 
imply that ail the bad experiences Peter has are pre-destined by the go&, as are the behavioural patterns that Peter 
encounters in other people. 



htroduce new e~periences;~ the spatial structure of the various locations of the journey that provide the 

backdrop for Peter's experiences appear similarly realistic, but the fiequent interplay with fantastic 

elernents quickly negates those impressions- 

The first-person account ofprologue and inner narrative pretend a personal account. In contrast, 

the auctorial epilogue was ostensibly added by the publisher at a much later date. The purpose of the 

epilogue is to present the story as one that really happened and thus provide a type of authentication. 

it completes Peter's story and gives it credibility, 'Nur der Halbgebildete, dern natürlich die neueren 

Resultate der induktiven Wissenschaft auf dem Gebiete des Wunderbaren nicht bekannt sind, wird 

AnstoB nehmen an diesem und dem, was man früher unmoglich nannte" (oniy the semi-educated, who of 

course is not h i l i a r  with the more recent results of inductive sciences in the area of  the supernaturd will object to this or 

that which was called impossible in earlier times m4: 2631). Lotze described the epilogue as "pseudorealistic" 

and suggested that "the fairy tale of the Romantic movement and the Realism of the second half of the 

century co&ront each other" (Busch 145). Prologue and epilogue could be said to ernulate Romanticism, 

which often used a realistic, objectQing h m e  for fantastic narratives. However, Busch moved beyond 

the "pseudorealistic." hstead, he depicted unrnasked reality, and the epilogue provides Busch with a 

distance between hirnself and the narrated events. 

Although the inner narrative contains elements of a Bildungsroman, Busch reverses the process 

of the "geistige Entwicklung der Hauptperson . . . in der Auseinandersetzung mit den Einflüssen seiner 

Urnweit" (mental deveIopment ofthe main character .. . through reflection on the influences ofhis surroundings [Meyers 

1231) which typicaliy shows the moral and psychological growth ofthe main character in that genre. The 

protagonist of Der Schmetterling does not reflect upon what he has experienced or learned; his 

development flows in a negative direction. There is no harmony between the "1" and "world" in the sense 

of a Bildungsrornan, but rather, the story seems to end with a severely maimed Peter who subordinates 

hirnselfto his destiny rather than living in self-determined harmony with his surroundings. As such, Der 

4Forexample, 'DieMittagssonne des nachsten Tages" (the next day's noon sun w4: 2 lq), or "die folgendeNachtW 
(the following night @4: 22 11). 



Schmetterling appears as a parody of a Bildungmoman; the disillusionment and mutilation of the 

protagonist are central to the narrative in portraying the negative aspects of reality and society. 

Many motifs fi-om faky tales and legends c m  be found in Der Schmetrerling: the ever changing 

shapes of the witch Lucinde; the mythical dragon "Muddebutz" Iiving in the nearby "unergründliche 

Grurnmekee" (bottomless Gmrnrnel Lake p 4 :  2 141); the devil incarnate; t a b g  animals; hennaphroditic 

plants; the "Goldesel" (the ass which rained goId coins) of the Grimm's fairy tale; the allegorical figures of 

the right principles; and fmally naive, good-natured Peter, who together with the cuming Nazi forms a 

pair of contrasting characters. Burlesque scenes emulate Shrovetide plays (Fastnachtsspiele) or the 

Schildbürger, and pranks are reminiscent of Till Eulenspiegel. Peter is dressed in a Werther-like 

costume of "Strohhut, himmelblauer Schiepel; stramrne gelbe Nankinghose; rotbaumwollenes 

Sacktuch" (straw hat, skyblue tails, narmw yellow nankeen trousers, red Cotton kerchief p 4 :  2 14]), and the figure 

ofthe poodle that Peter is metamorphosed into can also be paralleled to that in Goethe's writing: Lucinde 

speaks of a "pudelnartisches Hundsvieh" (mutt siUy as a poodie w4: 2471) and Goethe's Wagner in Faust 

1 speaks of a "pudelnamsch Tier" (animal siIiy as a poodle [566]). Parallels might also be seen with 

Novalis's Heinrich von Operdingen as a critical analysis of the BiZdungsroman in that it negates the 

possibility of the realization of a person's yearnings within a bourgeois society. Similar to Heinrich's 

search for the blue flower, the narrative is moved along by the pursuit of the butterfly, but while 

Novalis's Heinrich is certain to f i d  his flower, Busch's Peter has to abandon al1 hope when the black 

bird devours that insect. Therefore, while Busch adopted some of the motifs of Romanticism, he did 

this only to underscore negative aspects of society. He may have had yearnings for a "paradise lost,"' 

or the harrnonious synthesis of soçiety and nature of Novalis's new golden age, but such goals had to 

remain an impossibility for Busch because he was too aware of the definitive loss of suc11 blissful States. 

Contrary to Novalis, whose work was created from within the aesthetic autonomy of the artist, Busch's 

work was the result cf his close observation of his surroundings and hence mirrors reality- 

SCornpare page 28 of this dissertation. 



The Butterfly 

Motivated bythe pursuit of the butterfly, carrying his nef young Peter leaves his rural home h l 1  

of hopes, chasing an elusive, brightly-coloured butteffly. Recurring in the narrative much like a 

Leitmotiv, the butterfly ultimately leads to the destruction of the naive illusions Peter has about people 

and life. Just as he will never catch the butterfly, he will never attain his drearns. Instezd, he will return 

home, to the starting point ofhis journey, but rnairned, mutilated and disiilusioned. The longer the chase 

continues, the more clearly the butterfly is revealed as an arnbassador and a decoy of a depraved world 

of greed and immorality. Both appear inseparably interlaced with each other and sign@ bodily 

mutilation, loss of possessions and disappointment. The encounter with Luchde, personification of 

malice and greed, arrests Peter's impetus to continue his chase, which is renewed only after he is fiee 

of her spell. The butterfiy eventuafly leads Peter into a completely fantastic realrn. The churchyard, the 

cabbage patch, the castle and the creatures encountered there are entirely within the kational world. 

This location is the fùrîhest removed £tom Peter's natural state and the impetus provided by the butterfly 

is defmitively removed during his stay there. What at frst seemed like a linear process, the protagonist's 

introduction to more unfamiliar areas, at the end retums to the point of departure and is thereby cyclical. 

The two opposite directions, the fiirther distancing fiom his home brought about by the chase after the 

butterfly, and the opposite, the desire to return home, tum out to have the same effect. By causing the 

spatial distance fiom Peter's home, the butterfiy indirectly also facilitates his return to it. 

Several different meanings are associated with the image ofthe butterfly. In reality it is an insect 

with ofien brightly coloured wings, on the symboiic level it is prirnarily a representation of the soul. An 

important reference to understanding the symbolic meaning of the butterfly is the Greek term psyche 

(pd), which means "soul," but also "b~tterfly."~ In old-Greek mythology such a creature was 

considered to be a nocturnal lepidoptera (moth) and according to this understanding, the souk of the 

6Even in contemporary Greek the term for butterfly is "psychari" (Lurker, Sytnbolik 663). 
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dead would Butter like little winged creatures around burial places. During Hellenistic Greece the 

syrnbol shifted to the diurnal lepidoptera (butterfiy), was part of Aphrodite's retinue, and Psyche, in love 

with Arnor, is often shown with butterfly wings. Because of its metamorphosis fiom egg to caterpillar 

to pupa to iridescent insect, Christianity accepted the butterfly prirnarily as syrnbol of reincarnation, the 

caterpillar points to Me, the pupa to death and the butterfly to resurrection (Lurker, Symbolik 65 1). 

Vemacul~sm also charges the butterfly with fickleness, ephemeral beauty, flame-seeking and being 

chiefly occupied with the pursuit of pleasure. 

Busch combined the various meanings of the butterfiy syrnbol, and by adding an elernent of 

deliberate choice in beginning and continuing the bunerfiy chase, he at the same t h e  denoted the 

butterfly as a symbol of will and wishes. The butterfiy colour syrnbolizes for Peter the fulfihent of his 

undefied hopes and wishes and the pursuit of the butterfly is symbolic of his efforts to gain filfilment. 

Peter catches bunerflies on a meadow and releases them again because he already has more than enough 

"von der gewohnlichen Sorte" (ofthe cornmon kind p 4 :  2 1 SI), that is, the familiar and conventional does 

not interest him. An unknown butterfly of the "schonsten Farben der Welt" (the rnost beautiful coIours in 

the world w4: 2 161) entices hirn and initiates his departure fkorn the familiar world. Unable to catch it, 

he reflects, "Zu dumm ! So e h  klein wiraiges Luder; will sich nicht kriegen lassen; ist extra zum Wohle 

des Menschen geschaffen und vewendet doch seine schonen Talente nur Gr die eigenen selbstsüchtigen 

Zwecke. ES ist emporend!" (How silly! Such a tiny little hussy; doesn'twant to becaught; has been created especialfy 

for man's benefit and despite that persists in using its fine talents onIy for its own selfish purposes. That's outrageous! @34: 

2171). Metaphoric for man's belief that money and riches will bring happiness, Peter does not 

understand that the lure of the unfamiliar is enticing him and will cause his misfortune. Although Peter 

often loses sight of the buttedy, it always reappears when he is homesickor demoralized, thereby giving 

him new encouragement. Indeed, the greater his set-backs, the more enticing the butterfly appears to 

him, such as after his escape fiom Lucinde, "im eigenen Lichtglanz seines grün juwelenhaft funkelnden 

Hinterteils" (in the bright halo of his own bacbide sparkling like a green jewel [H4: 253 J), or afier his sleep in the 



cabbage patch, "mein Schrnetterling . . . in ve jüngter Herrlichkeit, so munter und farbenschon, wie ich 

ihn noch niemals gesehen hatte" (my butterfly . . , in rejuvenated splendeur, Iively and coloufil as 1 had never seen 

him before p 4 :  2551). 

The butterfly, looked upon by Peter as a positive symbol, is an ambivalent creature. On the 

outside beautiful and colourfùl, it gives expression to Peter's optimism. But vernacularism also charges 

the butterfly as "Hexentier oder Krankheitsdibnon" (witches' b a t  or demon of iIIness Eurker, Symbolik 

65 21) and this negative component gradually surpasses Peter's positive outlook. His depersonalized 

metamorphosis into a poodle is the most profound result of the butterfiy chase; it is equivalent to the 

deformation of Peter's identity. For Peter to understand, however, necessitates a final disillusionment. 

Just as he is fmally close enough to catch the butterfly in his net, a black bird gobbles up the insect. 

Therefore, inherent to the symbol of the butterfly is misfornine. Just like a moth, drawn by the light, flies 

into the flame of a candle and burns, it is the fate of personal wishes to be doomed when reality sets in. 

However, by permanently developing new wishes, people maintain their drive to live--this is syrnbolized 

by Peter's renewed impetus every t h e  he catches sight of the butterfly again--but the subsequent 

disappointments are increasingly disillusioning. Busch expressed this in a letter: "Je mamichfattiger 

das Wünschen und Wollen, je starker die Begehrlichkeit ist, um so mannichfaltiger sind die 

Enttauschungen, um so starker die Rückschlage" (The more manifold wishes and wants are, the stronger the 

covetousness, the more manifoId are the disappointrnents, the stronger the set-backs @32: 361). Peter's bodily 

mutilations represent the thesis that a deformed personality is the inevitable result of repeated 

disappointments. The pursuit of happiness can only continue when Peter is able to transcend calamities 

and carry on, as is shown in the narrative when, after a bird devours his butterfiy, he reacts angrily by 

throwing away his butterfiy net, but then overcomes his anger and moves on with indHerence. In spite 

of painful experiences, Peter is able to accept and transcend the calamities incurred because of choices 

he had made. The will to Iive remains. 

By equating the soul and the will, Busch was able to use the symbol of one (soul) for the other 



(will). The progression of butterfiies and their comection to man he describes in a syrnboiic passage: 

When Peter wakes up after his seven years' sleep he observes on top of cabbages how caterpillars 

quickly change to pupas and then to butterflies. But the cabbages transmutate into humans, who chase 

after the buttedies with theu nets. The butterfiies, symbolic for something ideal, unreachable, as easily 

destructible as destructive, in their metamorphosis as caterpiliars feed on those cabbages h m  which 

humans evolve, and these, in tum, immediately chase after their own butterflies. 

The Illustratioas 

Unlike Eduarcis Traum, Busch included some illustrations with Der Schrnetteriing. Of the 

twenty-one illustrations, the nineteen inner illustrations help the reader's visualization of the described 

episodes. In contrast, neither the f is t  nor the last illustration has an immediate direct reference to the 

text. Al1 illustrations are very small and many have a dark background. Busch's intention was that the 

illustrations should be closely related to the text, "wie bei alten Drucken" (as in oid books p 2 :  45]), which 

would mean that they assume no independent fùnction of their own but merely ampli@ the written word. 

A The prefacing illustration sets the mood for the narrative and visualizes its 

essential elements: a boy's face (Peter) fascinatediy peering over the top of 

a wall at a butter@ fluttering in the air. On the other side of the Wall is a 

blooming flower and a snake with a crown on its head winds its way around 

the flower's stem. The motif of the wall--indicated only with a single line-- 

recurs in the garden episode where Peter is enticed to the other side by the butteffly, marking the 

beginningofthe inner narrative. The blooming flower, symbol for beauty and transitoriness, is embraced 

by the snake, symbolic for misfortunes, and both are personified in the narrative by Lucinde. The 

fluttering butterfly is symbolic for something that is ideal and elusive. 

The nineteen inner illustrations serve as a direct visual supplement to the episodic incident within 

the story. Although the text always remains the focal point, the illustrations reinforce and c l a r e  it. For 



exarnple, "Herumstreifen in leichtsinniger Freiheit" (roarning about in careIess W o m  w4: 2 151) is 

supplemented by the dynamics of Peter's forcefùl leaps and bounds in the illustration. Other 

illustrations, such as the one showing Peter on cmtches returning to his home, also intensify the 

impression of the written text, 
. 

The last illustration' represents visually various tools from Peter's last stage in We: A pin-cushion with 

some pins and one needle; an interlaced thread held by the needle foms the word "Ende" (end); and also 

a thimble, an inkpot, a pen and a sheet of paper. 

Altogether these objects represent the tools for his 

tailoring profession as also those needed for 

writing the ~tory. The thread picks up the question 

/ fiom the prologue, 
u 

Kinder, in ihrer Einfalt, fiagen irnmer und immer: Warum? Der Verstiindige tut das 
nicht mehr; demjedes Warum, das weiB er Ihgst, ist nur der Zipfel eines Fadens, der 
in den dicken Knauel der Unendlichkeit auslauft, mit dem keiner recht fertig wùd, er 
mag wickein und haspeh, so vie1 er nur will. (H4: 2 13) 
Children in their naiveté always and always ask: Why? ï h e  rational person no longer does this; because 
each Why, this he has learned, is merely the tail end ofa thread which runs into the thick tangfed balls 
of eternity and nobody quite knows what to do with it, no matter how much one wraps or ravels. 

This touches on a basic questions of hurnan e~istence,~ and appears to indicate that not only are there 

no answers to them, but also that in a cyclical pattern human existence will continue to regenerate itself. 

71he printed editions by Bohne w4: 262-2631 and others inaccurately place this final illustration after the epilogue 
('Das Manuskript derobigen Etzahlung . . ."); however, the final manuscript has this illustration before this final paragraph. 
The first edition followed the final manuscript and Hochhuth 1, 10 16-1017 accurately maintains this continuity. 

a ï l e  image is 6om Greek rnythoiogy. Similar to the Germanic Noms, the Greek Moirai were three female figures 
believed to have control ofhuman destiny. They were Clotho (spinner), who spun the thread of life, Lachesis (caster of lots), 
who measured its length, and Atropos (the infiexible), who cut it (Lurker, G6tfer 276). 



Der Schmefterling is the only prose fiction by Busch that also includes pictures and as such is 

a unique example of a blend of literary and visual elements in his oeuvre. The picture stones and 

broadsheets, despite including a bnef prose text or rhymed verses, are primarily visual and Eduards 

Traum is pure prose; Der Schmetterhg links both of these modes in what was for Busch a shguiar 

bfend. 

Peter's Evolution: A good-for-nothing in a philistine worldg 

Peter's social background and his education are touched on in a few sentences. The fact that he 

was born on a remote farm "gleich I h k s  von der Welt und dann rechts um die Ecke, nicht weit von der 

guten Stadt Geckelbeck, wo sie alles am besten wissen" (just lefiofthe world and then a sharp right around the 

corner, not far fiom the good town Geckelbeck, where they know everything best p 4 :  2141) exposes the spicai 

bourgeois position to regard one's own moral and ethical principles as generally accepted axioms. Peter 

describes himseifas a "nette[r] und vorzügliche[r] Mensch" (pleasant and remarkable fellow @34: 2 131) who 

had no real inclination to work but preferred to "herumnistreifen in leichtsinniger Freiheit" ( rom about 

in careless fieedom [H4: 2 151) despite the fact that life on the f am is dominated by an attitude of "ora et 

"The use of the terrn "good-for-nothing" (the German "Taugenichts") requires explanation. Various authors 
(Marxer 42-48; Ueding, Miniature 22 1; Lotze, Busch 15 1- 152; Lieskounig 4 12-4 14) have pointed to a sirnilarity between 
Busch's Der Schmetterling and Joseph von EichendorfPs Aus dern Leben eines Taugenichts. Lieskounig suggests Busch 
used the Eichendorfftext as a "literarische Folie, gegen die sich die Geschichte Peters als ein mehrschichtiges Beziehungs- 
und Anspielungsgeflecht abhebt" (literary background, against which Peter's story contrasts in a multi layered network of 
connections and allusions [412]). Ueding notes a similarity in narrative flow, and Marxer and Lotze point to parallels 
between the pmtagonists ofthe two narratives, such as both boys Ieaving their rural homes, steadily continuing theirjoumey 
despite misfortunes, repeatedly finding themselves in situations beyond their understanding and both having the ability to 
sleep anywhere and at any t h e .  Additional parallels can be found in their substantial naiveté, guileiessness, their innocence 
in sema1 matters, and strong affinity for nature. However, the jump ont0 the camiage's ruming board indicates a pleasant 
continuation of the journey for EichendorflPs protagonist, whereas it causes Peter to lose his foot. While EichendoBs 
Taugenichts gets engaged, Peterremains single. FinaIly, while Taugenichts piays the violin, Peter can only whistle through 
a gap in his teeth. The "weite Welt" (wide world) with its "Wundem" (miracles [566]), of which the Taugenichts sings, 
loses its benevolent rnagic in Der Schnzetterling and is instead unmasked as evil, irrational and absurd. Therefore, 
Eichendodt's novella can end with the contented "und es war alles, alles gut!" (and everything, everything was good! [64q), 
whereas Busch's narrative has an ending that swiety would consider a failure (a conclusion reached by Marxer, Lotze and 
Lieskounig). 



Iab~ra."'~ This is manifested by Peter's description of the people living there: The "zuverlksige 

Botenhu" (reliabIemessenger~voman); the "brave Knecht Gottlieb" (worthy tarmhand Gortlieb), who together 

with Peter's father "besteilte fleiBig die Felder" (diligentlytilledthe fieIds); the "hübsche Baschen Katharine" 

(pretty young cousin Katherine [H4: 2 14]), who "betete [abends] h e n  Rosenkranz" ([in the evening] said her 

rosary CH4: 2 151). Atternpts at schooling fkom "Hem Damisch, dem gelehrten Magister" (Mister Darnisch, 

the leamed schoo~rnaster)~~ go awry when this teacher "[gab Peter] als nicht g a m  zweckentsprechend, 

bestens dankend zurück" (with thanks [retumed Peter] as not quite appropriate); this implies that the teacher 

used his student only as an object for practising his educational methods and thus there is here an 

underlying criticism of those methods. The deciding factor in the subsequent choice of apprenticing with 

a tailor was not based on interest or inclination, but rather on purely rational reasons, "So ein Schneider 

kann sein Brot irn Trocknen verdienen, wie der feinste Schulrneister, ob's regnet oder schneit" (a tailor 

can earn his living indoors, just like the most rdned schoolmaster, regardles whether ifs raining or snowing [H4: 2 141). 

Work was therefore considered as an end in itself, and fulfilment of persona1 desires or wishes did not 

enter into the decision making process. Although Peter initially accepted his father's choice of the 

tailoring profession, his refusal to cornplete the apprenticeship showed his true self and represented a 

rebellious provocation. The disillusioning events Peter experienced through these teachers 

(maliciousness, miserliness, indifference) influenced his behaviour. For example, coming to terms with 

lack of nourishrnent when his master's miserliness kept him near starvation, he solved the problem by 

returning to his father's home. 

Soon afier beginning his pursuit of the brightly coloured butterfly, Peter meets an old b Iind man 

who could have been a warning exarnple for him. He, too, at one t h e  had the desire to explore the 

world, and had to pay with blindness for his curiosiîy: 

episode with "the nght principles," pages 138-139 of this dissertation. 

IlThe dialectics of the combination 'the learned schoolmaster" with "Damisch" are unfortunately not easily 
tramlatable. 'Damisch" is colloquial and infers "durnb" or "daft." 



Auf einem Meilenstehe saB ein alterer Mann, der eine ungewohnlich breitschirmige 
Mütze mg. Zwischen seinen b i e n  hielt er einen grauhaarïgen Hund. 
"Guter Vater!" sprach ich ihn an. "Ich mochte gem nach der Stadt Geckelbeck." 
"Genehrnigt!" gab er zur Antwort. 
"K6nnt Ihr mir vielleicht zeigen, wo der Weg dahin geht?" 
'Ne! Ich bin nindherurn blind." 
"Schon lange?" fia@ ich teilnahrnsvoll. 
"Fast neunundfidzig Jahr; nac hsten Donnerstag kt rneindreiundfidzigster Geburtstag." 
"Was? Schon sechs Jahre vor Eurer Geburt?" 
"Sogar sieben, richtig gerechnet. Ich wollte schon damals gem in die Welt hinein, 
tappte im Dunkeln nach der Tür, fiel mit dem Gesicht auf die Horner des Stiefeknechts, 
und das Unglück war geschehen." 
"Dam laBt Euch raten, Alter!" sagt ich. ''Und schielt nicht zu vie1 nach hübschen 
Madchen, denn das hat schon manchen Jüngling zu Fall gebracht." 
"FaB!" schrie der Blinde und lieB den Hund los. (H4: 217-218) 
An older man with an unusually wide beak on his cap was sitting on a milestone. He held a greyhaired 
dog between bis legs. 
" G d  làther!" 1 addressed hirn. 'T would like to get to the town of Geckelbeck." 
"Allowed!" he replied in answer. 
"Could you perhaps show me the way there?" 
"Nope! I'm blind ail the way around." 
'Tor a long time?" asked sympathetically. 
"Almost fi@-nine years; next Thursday is my fi*-third birthday." 
"What? Already six years before you were born?" 
"Actually seven, to be precise. I was really eager to corne into the world back then, groped for the d w r  
in the dark, fell face first onto the kt-jack's horns and that's when the accident happened." 
'Then let me give you some advice, old man!" 1 said. "And don't ogle the pretty girls so much, because 
that has been the downfall of many a youngster." 
"Sic lm!" yelled the blind man and let go ofthe dog. 

This absurdly illogical passage alludes to Peter's journey through Me, but more irnportantly, it represents 

Busch's answer to the iilogicality of society and the futility of asking questions. Busch puts logic into 

a seeming contradiction, a blind man is in the dark ûying to fmd the light ends up in a new dark realm. 

Peter's thoughtless advice to the blind man, not to ogle the pretty girls, is reminiscent of Till 

Eulenspiegel, "der sich in zahlreichen Streichen über die beschrankten Begriffe seiner Mitmenschen 

lustig macht" (who in many pranks pokes fun at the limited concepts ofhis fellow man prenzei 209]), but Peter's 

escapades don't carry the educational values of his predecessor. hstead, they serve to temporarily give 

h h  a feeling of self-satisfaction and superiority, which is only possible at the expense of an obviously 

disadvantaged person. This shows that Peter is stiii endowed with traits of a philistine society, 

benefitting at the expense of others. Moreover, not only does Peter not take his own advice, but during 



the atternpt to catch his beautifhl butterfly falls under the speIL of the beautifül Lucinde and this in turn 

resutts Mi his own handicaps. The fust bodily assault on Peter, however, comes from a beggar, who 

knocks out one of his teeth with a Stone after Peter has given him more than half of his money. Peter's 

motivation for his charity, to have "[das] Gefühl einer behaglichen Erhabenheit" (felings of a smug 

superionty m4: 2 19]), self-exaltation rather than compassion, is unmasked by the beggar. Rather than 

Ieam a lesson, Peter becomes indignant, because the beggar had accurately interpreted his motive. The 

mirnicry of the picture stories has been transformed into a fatetùl irony and Busch moves the narrative 

toward Peter's experiences during the journey: greed, hypocrisy, cunning and treachery. 

Peter learns about dishonesty fiom a "wohlgemZisteter Bauer" (well-fattened peasant), who fooks 

very cheerfiil because he had just been able to sel1 a wild horse as a tame animal. When asked whether 

he had warned the buyer, the peasant's 'burig[e] und niedergeschlagen[e]" (sad and despondent) answer 

was, "Gott erhalte jedem ehrlichen Chnstenmensc hen seinen gesunden Verstand. Seh ich wirklich so 

d u m  aus?" (May God leave each honest Christian person his cornmon sense. Do 1 really lwk  that stupid? w4: 

2201). Fust cheerful at his treachery, the peasant becomes sanctirnonious as soon as the question about 

the honesty of his actions is raised. The reference to honest Christianity is an ironic reference to the 

hypocrisy and greed of the "Griinderzeit." Busch suggests that honesty is a fallacy, and the reader is 

reminded that if cornmon sense is applied in this episode, honesty is sorely missing. Another peasant 

is the only positive figure in the narrative. He gives Peter food without looking for anything in retum. 

Dishonesty is thus not lirnited to one segment of society, but both honest and dishonest people can be 

found anywhere- This message is reinforcecf by the behaviour of various personified animals. The 

cocH~ght (H4: 226) and the fight between two ducks (H4: 225) are representative of greed and envy. 

Viciousness, malice, treachery and spite are portrayed in the chickens that ernulate the ducks (H4: 225), 

the ants that bite Peter (H4: 227) and the pigs that gnaw on his ears (H4: 228). 

Peter, meanwhile, remains naive and without guile, trusting in the good of hurnanity. Failing to 

recognize that he is being exploited by the fat man in the idyllic town of Dosingen (H4: 233), he travels 



on to Junim,'' where he encounters people without compassion who are unkind, malicious and 

fatalistically cheerful. Only materialistic values count in this society. As in the pichire stories, Busch 

criticizes philistine rnentality. The baker Pretzel is a happy-go-lucky man who refùses to wony. 

'RegelmaBig weiterleben" (Regularly continue living) is his mono and sensory joys are important, as is a 

regular structure and order, and he says of hirnself, "Ich esse, trinke, schlafe regelmaBig, und wenn 

rneine Frau stirbt, so heirate ich regelmaig wieder" (1 eat, drink, sleep regularly, and when rny wife dies, thrn 

1 wiii regularly get rnarried again m4: 2341). He visits the pub regularly at preciseIy five o'clock each day 

to have precisely five drinks. A typical Busch philistine, Pretzel has no spiritual needs, only physical 

ones. Part of a "volikommenste Philisterwelt" (most compiete world of philistines), the baker Pretzel in Der 

Schmetterling is a typical exarnple ofa "geselliges, jedoch vollig unpolitisches Tier" (social, but completeIy 

unpolitical animal N a n i  461). Animals don't have compassion nor do they know tact. Animals look after 

their physical needs and do what is necessary to maintain their species. Whether they are called 

Schmock, Knopp or Pretzel,I3 these characters procreate, sleep and eat without worry and retlect 

Busch's observations of his surroundings. Busch's depiction of the town's reaction to the baker's death 

borders on the macabre. The fact of his death is suppressed, as the general laughter following the news 

dernonstrates. The philistine creatures of habit obscure and push aside anything unpteasant and have 

parties at any and every opportunity. For example, a party followed the news of Pretzel's death. Moving 

from one event to the next, without ever spending t h e  to reflect or think, the philistine believes himseif 

contented, safe Eom any outside intrusions. Moreover, the unabashed cornpetitive thoughts of baker 

Prillke, hqpyat the other baker's death because it means more business for him, and PretzeI's regularity, 

illustrate the excessive philistine workethic, which completely subjugates interpersonal relationships and 

everyday life. Busch introduced this passage with a pastoral image: "Die Saaten standen üppig; aufjeder 

''A play on words, "Dosingen" is derived h m  "dosen," meaning "to doze." "Juxum" is denved 6 o m  "juxen," 
meaning "to joke." Arndt translates these towns as "Drowsington" and "Jokesharn," respectively (194). 

'3Schmock is a character in Die fromme Helene, Knopp is the pmtagonist in Die Knopp-Trilogie. 



Blume saf3 e h  Schmetterling; in jedem Baum saB eh zwitscherndes Voglein; rot schirnmerten die 

Dacher und hellgrün die Fensterladen" (the seedlings were hsh; there was a butterûy on eacb flower, there was a 

chirping bird in every tree; red gleamed the roof% and light green the shutters @%: 2341). Everything seems to be 

idyllic and in perfect order, but life is not as structured or as regular as a philistine would like. 

Unexpected events disturb established habits and customs, but afler only a short time the merry dancing 

continues as though unintemipted. Because Peter fails to understand the hypocrisy and falseness of the 

townspeople, he is severely beaten and dejectedly leaves town. He had already lost a tooth due to the 

beggar's Stone throw and now has a pug nose fiom his adventures in Jwcurn. Bodily h m  as a visible 

sign of his experiences is representative of the growing disillusionment experienced, although not yet 

recognized, by their bearer. 

The fmt signs of a recognition come only a h  his disillusionhg encounter with Lucinde, but 

stiil contemplating his situation, he becomes distracted by the butterfly--who had been absent during that 

entire encounter-and picks up the chase again, stumbling into a long sleep, an allegory for his inability 

to recognize the fitility of the chase. Awaking seven years later, Peter is told about the essence of the 

world by two bugs, but again spots his butterfly and wants to resume the chase. The bugs don't hold hirn 

back, but let him go with the comment "Wer wilf, der darf?" (Those who want to, may!). With 

"übernatürlicher Leichtigkeitf* (supernatural ease [H4: 255]), ergo alrnost weightless like in a dream, Peter 

jumps over a wall to continue his chase. This evokes a picture familiar Born the picture stories: Pater 

Filucius is "wirbelartig fortgeschafft" (removed as though 

in a whirl CH2; 3641) "ais saBen Sprungfedern drunter" 

(as though springs were undemeath w4: 255-2561). 

Movement, usually painfully formed into a spiral, 

causes Busch's figures to be propelled fonvard and 

come to recognize futility. The suggestion that Peter jumps over the wall with "supernatural ease" is 

ironic, because imrnediately preceding is the information that he had received "einen Schlag mit der 



flachen Schaufel hinten vor zur Nachhilfe" (a whack with the flat spade on the backside to help along), which 

caused him to leap the wall "in hohen Bogensatzen" (in high bouods). The association "in high bounds," 

with considerable speed and suddemess, therefore suggests less "easy"but more so "suddenly." This 

sudden movement enables Peter to observe in real life what the bugs had told hirn: an "angenehme 

Erwartung" (pleasant expectation) is shattered by an "unangenehrne Moglichkeit" (unpieasant possibility m4: 

2551) when the black bird devours the butterfIy before Peter can catch it and the brutal "first corne, fxst 

served" mentality of a greedy society is exposed. 

Carrying brutality to its most absurd extent, the doctor's cruelty in the fmal stage of Peter's 

joumey is described over two pages. Peter's fuial mutilation cornes as the doctor cuts off Peter's ùijured 

foot. This brings about Peter's recognition of his horrific state. Dispassionately, he regards himself in 

a mirror, "Der, den ich darin erblickte, gefiet mir nicht. Kopfkahl, Nase rot, Hals knimm, Bart struppig; 

ein halber Frack, e h  halbes Bein; sumrnasurnmarum ein griiBlicher Mensch. Und das war ich." (The 

person 1 saw in there was not to my liking. Bald head, red nose, m k e d  neck, scm@ beard, half a tailcoat, half a leg, al1 

in ail a horrible person, And that was me. [H4: 259-2601). This sober contemplation of his hideous 

appearance, his injuries and handicaps, demonstrates his final disillusionment. 

Lucinde: Witch Mammon 

Lucinde, with the combined attributes of rnoney and sexuality, represents avarice and the 

principle that everything is for sale and can be bought. Her sphere is totafly fantastic, and there is no 

clear demarcation between the levei of reality previously experienced by Peter, and her irrational realm. 

Her influence reaches far into the rational sphere. 

M e r  the butterfly, Lucinde becomes Peter's second great temptation. Seeking refùge from wind 

and rain in a littie hut, he "wurde auch urngehend so heftig gedrückt und abgeküBt, daB [er], der so was 

nicht gewohnt war, ÜI die peinlichste Angst geriet" (was right away tightly hugged and smothered with kisses, 

that me], who was not used to such matters, becarne embarrassingly fightened F 4 :  2291). The black-haired witch 



with shiiing white teeth, headband made of gold coins, wide gray skirt and dainty feet had seduced him. 

Peter has no doubt that she is a witch because she defiects a threatening bolt of lightning ont0 a nearby 

barn. When she eats fiom a lapfùl of dried pears and Peter also wants some, the bits change into mice 

and bite him severely, an indication that his encounter with her will not be positive. Since that f ~ s t  

meeting, Peter is obsessed with her, but she has vanished- Searching for her, he is told, "wer kein Geld 

hat, den beiBt sien (if you have no money, she bites you w4: 236-J). Lucinde's headband with gold coins is 

the most visual image ofher comection with money. Peter schemes to obtain money in order to win her 

over because he is willing to buy her affection, for he has recognized that she always gives her attention 

to the wealthiest suitod4 With Lucinde's metamorphosis hto a snake, her golden headdress becomes 

a crown. Whether as snake or human, she is dmwn by gold. As such, Nazi's gold was suficient for a 

week of tenderness, but Schlumann, having access to the jackass's everlasting well, has better chances. 

With h i  Lucinde can be certain that his wealth is steady, unlike Nazi's, who just occasionally 

embevles money. Peter, in his metamorphosis as a poodle, is completely ignored and afier a while 

realizes that his feelings for this "TeufeIsmadchen" (devil ofagirl) are not love, but "einfach hundsmanige 

Unterwürfigkeit" (simply dog-like seNility w4: 2471). Disappointed and disillusioned, he escapes fiom her 

sphere and, vacillathg between self-pity and self-accusation, takes stock of his experiences thus fàr: 

Was hatt ich gefùnden heraukn in dieser verlockenden Welt, als Schrnerz und 
Enttauschung; wie tief, durch meine unsteten Begierden, war ich gesunken! Eh 
Streuner war ich geworden. ein Faulenzer, e h  Gauner beinah, und schlieBlich ein Pudel, 
e h  kriechender Hund mit dem Pelz voller Flohe, der verachtliche Sklav einer 
geldgierigen, ruchlosen Hexe. p 4 :  2531 
What had 1 found out here in this enticing world, but pain and disappointment; how low did I sink 
because ofmy fickle longings! 1 had becorne a vagrant, a slouch, almost a crook, and finally a poodle, 
a grovelling mutt with a pelt fidl of fleas, the contemptibte slave of  an avaricious dastardly witch. 

This is a sad summation of his life, but similar to that of other Busch protagonists, Tobias Knopp or 

Balduin Bahlarnm. Al1 are injured home-corners. Pain, disappointment and disillusionment prompted 

''It should be considered that dunng Busch's times financial security was considered the necessary prerequisite 
to "gain" a wife. Although the text does not give any indication how Peter envisages a relationship with Lucinde, the 
passage is nevertheless reminiscent of  Busch's own fùtile courtship to Anna Richter (compare page 66 ofthis dissertation). 



their mtreat f?om a hostile world- For Busch this persona1 disappointment was always an opportunity 

to inject a comical element into a tragic situation. This passage in Der Schmetterlirzg, like the picture 

stories, is irnbued with "Scherz, Satire, Ironie und tiefere Bedeutung" (Jest, Satire, irony and Deeper 

~eanin~).'~ For example, the sentence "Welch e h  wertvolles Geschenk, gewissermaf3en warm aus dem 

Priigstock der Natur" (What a precious gift, s o  to speak warm fiorn nature's punch @34: 244]), is comical, 

referring to the jackass's anus which excreted gold coins. The derrière, often a taboo part of the 

anatomy, becomes "nature's punch." The subtext is that coins (= rnoney) are synonymous with 

excrement. Later, and that is the deeper meaning of the passages with Lucinde, it becomes clear that 

money is at the root of al1 evil. It causes envy, creates enemies, causes more dependence than fieedom, 

destroys love and creates "dog-like servility." 

The final phase ofthe process of disillusionment is signalled by Peter throwing away his net afier 

the black bird had devoured his butterfly. Apathetically, he strolls about until he hears the "Klange der 

herrlichsten Blechmusik" (sounds ofthemost magnificent bras  music), likely the sound of money, entertaining 

at a "vornehme Gesellschaft" (disthguished party) in a brightly lit castle. In their midst and successful at 

the gaming tables is Lucinde, and also the devil in the disguise of a "jovialer Herr"(joviai gentleman), easily 

identifiable by the "vergoldete Bockshornchen [auf der Stim]" (gilded littlegoat's homs [on the forehead]), and 

the description continues: 

Die Lakaien, die herumstanden, machten einen soIiden, vertrauenerweckenden 
Eindnick. Sie waren weiB gepudert, glatt rasiert, dick und fett, und jeder trug in groBen 
goldenen Buchstaben einen trefflichen Wahlspruch auf der Livree, der eine 'Gut,' der 
andere 'Schon,' der dritte 'Wahr,' der vierte 'ora,' der Ede 'labora,' und so ging's weiter. 
"Es fieut mich" -- sagt ich --, "solch biedere Leute zu sehn!" 
'Mit Recht!" sprach der dickste von allen, dem 'Treu und Redlich' am Buckel stand. 
"Wu sind die guten Grundsatze." 
Gerührt woik ich ihm die Hand drücken, aber sie war weicher als Butter, und als ich 
ihm auf die Schulter HopRe, sackte der Kerl zusammen, wie ein aufgeblasener 
Schlauch, wobei ihm die ausstromende Luft gerauschvoll durch samtliche Knopflocher 
p f f i  (H4: 256) 

ISThe title of an 1822 play by Christian Dietrich Grabbe. The play does not unrnask itselfl but rather exposes the 
viewer as player within a complete grotesquerie, which even with laughter cannot be overcome- 



The lackeys that stood about made a solid, confidence inspiring impression. They were powdered white, 
c l a n  shaven, plump and fàt, and each one bore a splendid motto on his Iivery in large golden Ietters, one 
saying 'Good,' another 'Nice,' a third True,' a fourth 'Ora,' a fifth Zabora' and thus it continued. 
"I'm delightedn-I said-, "to see such upright peuple!" 
'lQhtlyso!"soid the fàttest ofall, who had loyal and Honest' on his back- 'We are the right principles." 
Touched, 1 wanted to shake his hand, but it was softer than butter, and when 1 patted him on the 
shoulder, the guy collapsed like an infl ated balloon, and the escaping air whistled noisily through al1 his 
button holes. 

Manifested in these allegorical figures of the "t-ight principles" that are only hoiiow shells and collapse 

as soon as they are touched, in the asserted "Schein" (appearance) of a veneer without substance, is 

Busch's attitude toward society. He unmasks the "Schein und Sein" (appearanceandreality), the emptiness, 

meaningless and hypocritical falsehood of claims of "good" or 'truc." Regardless of appearances or of 

how many people have the motto of "ora et lab~ra," '~ the prevaiiiig attitude is in reality quite diffierent. 

Furthemore, by placîng the "right principles" in a subservient position to Lucinde and the devil, Busch 

is suggesting that high p ~ c i p l e s  are always subject to the controls of money and evil. 

Only material values count in this society- As soon as the possession of money is evident, a 

person1s reputation and respect for hirn increases. This behaviour can be observed in the innkeeper, who 

becomes "dienstbeflissen und munter" (zealous and Iiveiy) upon sighting Nazi's and Peter's money. Prior 

to that he was highly suspicious about their ability to pay, and took their pants as security, albeit with 

the excuse ofjust wanting to brush them clean. First, he was "trage und bedenklich" (lethargic and dubious 

w4: 244]), but as soon as he caught sight of the money, his behaviour changed and he sought to secure 

some it for himself. 

Peter imocently enters this society. He l e m s  the rules of the garne and tries to play along. 

Because of his obsession with Lucinde, he attempts to assirnilate into his surroundings, but because they 

are essentially alien to h h ,  he fails. His failure can be traced back to his naiveté and his inabiIity to see 

through the inherent bad intentions of people in his surroundings. During his cohabitation with Nazi--the 

personfication of an unscrupulous selfish egotist, completely without mords in his pursuit of happiness 

L6"Ora et laboran (pray and work) is an oId monastic rule, particularly of the Benedictine order. 



through money-Peter has to suppress al1 moral concems about theft, h u d ,  treachery, indifference and 

selfishness. Nevertheless, he remains inNazi's Company for weeks and participates in his wrongdoings: 

"Mir war nicht ganz wohl bei der Sach; allein der Schlingel machte das alles so Iustig und wohlgemut, 

d d  ich schiieBIich doch lachen mui3te" (The matterdidntt sit right with me; but the rascal did al1 that so memlyand 

cheerfùlly that 1 had to iaugh in the end after a11 w4: 2421). The fact that Peter was quite able to [ive with 

Nazi's misdeeds and that the break between the pair only occurred when Nazi dehuded him, suggests 

that Peter's moral scruples only surfaced when a transgression afFected hirn personally. When it asected 

others, he rernained selfishly apathetic, not unlike the indinerence displayed by Busch's contemporary 

bourgeois society. Busch unmasks the value systern of this bourgeois society thoroughly and ruthlessIy. 

Money is shown as the catalyst and omnipotent in a largeiycompt world; "[it] played such an important 

role . . . that possessing some is an absolute necessity for anyone who wants to make his way in Iife" 

(Sheehan 778), increasing self-esteem and individual arrogance. The two rich people of Der 

Schrnerterling, Schlumann and Schr6pC are both described as "klug" (ciever). Schr6pf is ironically 

descnied as "der Klügste im ganzen Do$ seit er das grok Los gewann" (the most clever in the entire village 

since he won the lottery m4: 2341) and Schlumann exploits his jackass. The implication is that in a 

materially-oriented world the opinions of affluent people must be worth more than those of people 

without means, and it becomes of secondary importance whether that opinion is really "clever." 

Therefore, economic potency perrnits an affluent person to wield social and political influence and power 

over others solely because of his possession of money, as is seen in Lucinde's affection for Schlumann. 

Conversely, loss of money brings Ioss of power. Busch exposed some aspects of pure capitalism here. 

During a t h e  of tremendous econornic and industrial growth, lacking social protection and political 

change, the greed for profit and selfishness of industrialists at the cost of workers was a wetl-known 

phenomenon that endangered societal relations. Der Schmetterling makes clear that greed for money 

is a catalyst that can deform and destroy societal relationships, and that material wealth is particularly 

threatening because of the connection between societal power and monetary wealth. By reducing 



Schlumann's wealth to the ownership of a "Goldesel" ( a s  which rained gold coins) and Schropf s wealth 

to a lottery win, Busch additionally suggests that material wealth can only be attained through 

exploitation or luck 

Autobiography and Fiction: Disillusionment Resolved 

Several cesearchers have concentcated on the autobiographical content of Der Schmenerling, and 

paralleis to Busch's life can indeed be extrapolated. His refùsal to become the enWeer his father wished h h  

to be; his repeated change of residences fiom Dusseldorf, Antwerp, Munich and FranlGurt until his return 

to his home village Wiedensahl; his reiationship wÎth Johanna Kessler, hally the intertwining of tdar's tools 

and writer's tools in the last Uustration-al1 these make it easy to assume an identical author and narrator and 

consider Der Schmetrerling as a "Generalbeichte über sein Schicksai" ( g e n d  confession about his Iife). The story 

is a processing ofBusch's background, training, experiences and influences that shaped hùn as a writer and 

as such rnakes transparent the social and cultural reaiities of his the ,  but it is not the "vierte der grokn 

Rechenschaftsberichte, die uns Wilhelrn Busch hinterlassen hattl (fOurth ofthe large testirnoniais that Wilhelm Busch 

IeR behind forw [Bohne, Leben 263-2641). Although -en as a ht--person account, Busch put considerable 

distance between himselfand the first-person narrator. He did this with casual language, ironic treatrrients, 

and with the epilogue of a fictitious publisher. 

The ambivalence of distance and cioseness is particularly noticeable in the last episode of the 

inner narrative. There is a considerable difference between Busch's last years and those of his 

protagonist. Taking on the name "Fritz Frohlich" (Fred CheerfÙl), though people cal1 him "Humpelfritze" 

(Hobbling Freddy m4: 262]), Peter had reached a state of hner peace, resisting the fluttering of butterflies 

and Lucinde's temptations. Although Busch perhaps desired such an inner contentment himseif, 

'Nichtwollen, Ruhe wiir' das Beste" (not wanting, peace wodd be best 1 : 144]), it remained unattainable 

for him. His description of himself, "[er] hockt in seinem Winkel und sieht leidlich zufneden aus" ([he] 

sits in his corner and looks reasonably content 1 : 2941) suggests that he had ambivalent thoughts about his 



own life in remote locations. He was notas contented as Peter in Der Schmetîerling, he had not attained 

that state to which he aspired. Although like Peter in the narrative Busch withdrew to the isolation of 

the remote Wiedensahl, he did not withdraw fiom critical analysis and examination of his society. Der 

Schmeiterhg depicts the hypocritical, philistine society of his day, as is evident in the picture stories. 

h order to be able to voice such analyses at all, to avoid censorship and earn a living, Busch had to 

reduce, play down and trivialize the messages of the picture stories, since they were directed at a large 

audience and he wanted to please, not annoy them. Although fmancially secure and fkmIy entrenched 

as a popular author, he still disguised his social criticism in Der SchrnetterIing by using fantastic irnagery 

and ironic comrnentary to encode it. This gave his candid appraisak a playfiil gravity that was non- 

threatening, mild and enigrnatic. The harsh messages in the picture stones are dissolved tfirough the 

synthesis of picture and verse, and the critical theme in the prose is softened by the oblique language 

used. In both cases, Busch nevertheless paints a distorted picture of society, whether he used satirical 

verses and forcefbl line drawings to unrnask specific figures and attitudes through mimicry in the picture 

stories, or absurd and ironic imagery for the (expressed) fiitile "immer strebend sich bemühen" (aiways 

striving to make an effort [Goethe, Faust 11 3461) of mankind in the prose. 

In this sense, Busch's construction of Der Schmetterling can be connected to the labours of 

Peter, the tailor, who said of hirnsetf "Durch reichhaltige Übung steigerte sich meine Geschicklichkeit 

nicht bIoB in der Wiederherstellung des Alten und VerfaIlenen, sondem ich schuf auch Neues nach 

eigener MaBnahme aus dem Vollen und Ganzen heraus" (Through extensive practise my skiIIs irnproved notonly 

in the restoration of the old and derelict, but I also created new things ofmy own rneasure out ofthe full and the whole w4: 

2621). This realistic, positive summary of the useful work of a tailor was rnetaphorically expressed in 

Was mich bea@ p) when Busch suggested that "oft muB man schon fioh sein, wenn nur einer, der 

Wind machen kann, mal einen kleinen philosophisch angehauchten Drachen steigen IaBt, aus altem 

Papier geklebt" (Often one has to be glad if someone, who is able to create a stir, can launch a kite with philosophic 

tendencies, made of old paper p 4 :  1521). Both quotations together provide an indication to how Busch saw 



hïs own work as a writer. Convinced that "jede Sprache ist Bildersprache" (every language is a metaphoncal 

ianguage @3 1 : 1 Hl), he used disillusioning montages, parodistic conûontations and distancing effects in 

Der Schrneiierling. The narrative thus depicts the realities of his time as experienced by many more 

precisely than would a mere echoing of visible realities. 

Showing his ambivalent position as a social critic, Busch vacillates between pessimistic despair 

and oblique demands for humanity and compassion. Although Iaying bare the faults of his society, he 

nowhere attempts to resolve issues nor advocates change outright. The cruelty of his figures, the black 

humour and the questionable comedy ofthe antihero who returns home a cripple are expressed in poetic 

images rather than intellechial phrases. As such, Der Schmefterling represents not a rationai narrative 

flow but raîher the accumulation of an irrational world of images, with an alrnost "anti-literary attitude, 

[a] turning away kom language as an instrument for the expression of the deepest level of meaning" 

(Essiin 328). However, Busch does not leave his narrative open-ended, but rather closes the inner 

narrative with Peter's moraluing comrnentary, "So Ieb ich denn alhier als ein stilles, geduldiges, 

nutzbares Haustier.--Schmetterlinge beacht ich nicht mehr.--0ben im alten Giebelstübclien hab ich mir 

eine gemutliche Werkstatt eingerichtet" (So now 1 [ive here as a quiet, patient, usefûl p e t . 4  pay no more attention 

to butterflies.-Up top in the old attic room 1 have set up a cosy workshop for myself w4: 2621). Juxtaposed to the 

anguishes of the materialistic world which Peter had encountered during his travels, is inner 

contentment, the ideal of a pastoral idyll of the "Gründerzeit" and Wilhelminian eras, whose people 

amidst the public turmoils and conflicts retreated to an escapist home Me, hoping for tranquillity. The 

narrator Peter speaks of hhself as a "quiet, patient, usehl pet," in other words slightly derisive of 

perhaps the loyal family pet dog. Rather than being embittered at finding his inheritance in the hands 

of the former servants, and being resigned about what fate has apportioned to him, his recognition of 

Was erst verdrieBlich schien What first seemed irksome 
War schlieBlich gut fur ihn (H4: 261) For him was gcicd after all.17 

I7.4rndt translates this verse well by using the proverb "Hardship despised: / Blessing disguised" (199). 
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becomes the irnpetus for a practical occupation on the estate. AIthough living in a world he could not 

fathom, Peter ultimately accepts responsibility for his acts of fiee will, Rather than a resigned 

acceptance of destiny, the "Knauel der Unendlichkeit" (tangled balls of eternity [H4: 2131) lose their 

heatening characteristics and give way to an intrinsic and inner balance. Thus, Busch depicts a 

possibility of overcorning the absurdities of Iifie: creative activity to transcend the incomprehensible. 

Man is not able to suppress his own drives fieely, with an act of reason, and as Peter's example shows, 

he is not able to extract hirnseif fiom his drives and therefore has to suffer. Oniy one's own destructive 

experiences enable a person to frnally harness his drives and desires, accept responsibility for his choices 

and actions, and facilitate a self-contained contentment. 

Busch's letters endorse this viewpoint,'* but also reveal his considerable scepticism and Ùony 

about the attainment of an inner peace. The most idyllic pastoralism is deceptive and only ternporary. 

An idyll is an unnatural, forced condition. It suppresses bad drives and desires, which subliminally are 

always present and can at any time rise to the surface. His statement, "bei den besten Menschen, die 

mir begegnet, habe ich noch irnmer die ReiBzahne von den Schneidezahnen ganz deutlich unterscheiden 

konnen" (Even in the best of people that 1 have met, 1 have always been able to clearly distinguish the carnassial teeth fi-om 

the incisors @3 1 : 139]), suggests that Busch was convinced of the ever present existence of suppressed 

negative traits. This surfacing of instinctive physical urges, the invasion of chaos into the idyll is what 

Busch depicts in his picture stories. The search for tranquillity beyond reality, beyond the fierce 

cornpetitive battles for survival, remains illusory. While it can be depicted in fiction, as in Der 

Schrnetterling, that is where it will remain. 

The "Weltsystem, dessen Übersicht ùn ganzen ja schwierig kt" (universe, which is difficult to view 

[Qegiming with a defensive "Wollen Sie es mir, der mit voller fiberzeugung eine »idyllische« Zuriickgemgenheit 
erwahlt, verderiken . . ."@O you want to hold it against me, who of conviction chooses an »idyllic« seclusion . . . [to Maria 
Anderson, Sept. 8, 1875, B1: 1531) to a firm philosophical point of view "Dem nur der Mensch mit seinern weitlaufigen 
InteHekt (=Km) kann die Mangel der Welt durchschaun, kann austreten aus dem Geschaft, kann sich nir Ruhe setzen im 
seligen Nirgendwo" (only man with his sprawling intellect (=brains) cm see clearly the shortcomings of the world, can 
withdraw fiom the business, c m  retire to the blessed Nowhere [to Grete Meyer, Aug. 27, i 897, B2: 107). Other references 
rnay be found in letters to Franz von Lenbach dated Oct, 19, 1875 (BI: 172), Friedrich August von Kaulbach dated Feb. 
28, 1884 (BI: 249), Johanna Kessler dated Aug. 22, 189 1 (B 1 : 336) or Paul Lindau dated Jan. 18,1892 (£3 1: 346). 



overait w: 2541) depicted in Der Schmetterfing imrnerses the reader into a completely estranged world, 

unmasked as defonned and causing deformation, marked by Ûrationality, the blind pursuit of individuals 

for their particular brand of happiness, the battle of everyone against everyone when money as the real 

power of the world is involved. Humanity and compassion are lefi by the wayside in this pursuit, much 

like the possibility to regard the world as meaningfûl, rational and comprehensible. Bourgeois and 

humanistic rnoralities, fatalism and irrationalities are interconnected, ofien with blurred points of 

connection. In a surrealistic reality filled with abrupt transitions and allegorical ingredients one-sided 

portrayals are stressed and intentionally preclude any familiar point of orientation. Individual events and 

thoughts become independent in relation to the entire narrative, so that the impression of a continuously 

c hanging chaotic and uncontrollable envuonment is created. By remaining without solution, but 

retaining a sense of hope, Busch had transcended the disillusioning realities and moved fiom the veiled 

renderings of the picture stories to a uniting synthesis: 

Die Welt, obgleich sie wuiiderlich, The world, although it's strange 
1st mehr als gut genug fur mich. (H4: 293) 1s more than good enough for me. 



4. Busch and Society 

Golo Mann once said, "one can learn more about the mind of the German middle classes in the 

age of B ismarck from Busch than fiom many socioIogicai theses" (History 235). As the analyses of 

Eduards Traum and Der Schmetterling have shown, Busch exposed the difference between "Schein und 

Sein" (appeaiance and reality) of his society. The comedy of the picture stones masks his view of the 

realities that lay behind a facade of "bzïrgerlich dornesticity, with its emphasis on decorum, modesty, 

and rnanners" (Sheehan 796). 

A seKdesctibed "Pessirnist fur die Gegenwart, aber Optirnist für die Zukunft'' (pessimist for the 

present, but optirnist for the fùture 1 : 139]), Busch was a keen eyewitness of his time. He observed 

Gennanyls industrialisation, perhaps best described as the economic exploitation of technological 

irnprovements, causing migration Fom rural areas to rapidly growing cities in the newly developed 

industrial regions. He watched the entrepreneurial class corne to power, ostentatiously flaunting their 

wealth, gaining entry into the realm of the priviieged classes by mamying into the impoverished nobility. 

As one observer put it, "Germany did not see the nobility becoming bourgeois, but the bourgeoisie being 

»feudalized«" (Sagarra 26 l).' The ensuing sociological changes caused a breakdown of the traditional 

social structures and gave rise to new ones: the newly-rich industrialist whose technological or business 

savvy created almost instantaneous wealth; the so-called "Privatbeamten," the white-coilar workers of 

the new middle class who became responsible for the organization and management of production as 

well as the marketing of produced goods; and fuially the masses of the industrial proletariat. Uncertain 

about their own class affiliation, al1 these groups, as well as those in the traditional class hierarchy, were 

vulnerable in their existential reality. The old, farniliar division of classes and behavioural patterns had 

becorne obsolete, so inevitably new class identifiers and boundaries developed, but in these tirnes of 

social uncertainty, they were not secure enough to de@ any part of the written or unwritten societal code. 

'The traditional social structure ofnobility, burghers and peasantq had established itself in the Iate Middle Ages; 
it entailed a clear division ofrights and responsibilities for each group (Fuchs 764-765). This social orderwas slowly eroded 
by the combined effects of the teachings of the Enlightenment and the industrial RevoIution. 
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What emerged was an overly inflexible clinging to the supposed rules that "defmed the form and content 

of culture for everyone . . . Dow] to dress, rear children, express affection, measure success, and enjoy 

leisure" (Sheehan 80 1). The 19th century sociologist Wilhelm Heinrich Riehl (1823-1897) suggested 

that the largest part of the population, the peasants, "in social tems still remained a virtual cipher" 

(Diephouse 2 1 l),? the aristocrats had "become nothing but a mere historical fossil, a hoary, antiquarian 

rnuseum piece" (Diephouse 2 83), while "the middle classes incontestibly constitute[d] the dominant 

force of [the] tirne, both moral and material. [The] entire era [bore] a middle class stamp" (Diephouse 

205). As a kind of reiùge fiom external political powers, with whom they had failed to cope during the 

1848/49 revolution, many people withdrew to the pretence of an idyllic home Me, and the ideals of the 

Biedermeier period. Order, tranquillity and conformity became the invoked surrogate. This inward 

retreat can be regarded as an expression of public impotence, and manifested itselfthrough "a spirit of 

apathy toward al1 social issues, an unconscionable indEerence to pubiic Iife in any form" @ iephouse 

2 12). Occasional existential fears, brought on by the realization of limited influence on economic trends, 

were subjugated by means of an increased awareness of status, which gave rise to the "belief that only 

exams, certificates, official approval, office, tities, orders, in short everything which smacks of state, cm 

confer worth and value" (Sagarra 283).' n i e  hallmarks of middle class life, well-structured domestic 

virtues, diligence and fi-ugality in daily life were cultivated by other social groups "in conscious imitation 

of bourgeois standards" (Sagarra 254) and becarne the accepted ideal. Children were taught its 

"complicated values and habits: How to cook and eat their food, how to dress and behave, how to work 

'Unles otherwise indicated, 1 quote Riehl fiom an abridged 1990 translation by David J. Diephouse of Eüehi's 
publication Die lY~ttlrgeschichte des Volkes a h  Gmndiage einer deutschen Soziaipolitik, a four-volume collection 
comprised of the separate publications Die bürgerliche Gesellsch4ft ((1 85 1 ), Land und Lezrte (1 854), Die Familie (1 855) 
and Wunderbuch (1869), and revised several times by Riehl during his lifetime. Diephouse advises that "the basis of this 
translation is the text of the 1 s t  editions published in Riehl's lifetime, incorporating revisions made by the author during 
the early 1880s" (19). He also apprises readers of his translation that he took "an ecclectic approach to rendering many 
characteristic tems, such as »Stand,« »Vollq« and their derived com pounds-»Vol ksturn,« »Volks leben,« »Volksgeisf « 
and the like-for which no exact English equivalent exists" (20). As such, some of his translations are not as crisp as the 
German original, as 1 demonstrate on page 148, note 4. 

3Sagarra (295-296) and Sheehan (779-780) provide vivid descriptions of the status awareness attached to such 
titles as 'Xommerzienrat" or 'Bergassessor aD." 



and relax, how to express or conceal love and hate" (Sheehan 796); adherence to these noms was 

controlled by the society at large. 

Busch's rX~nturwe~enff (contoured beings [H4: 2 1 O]) open a window on that time period. They 

have al1 the attributes that ident@ them as part ofthe bourgeoisie. The ability to adapt to the demands 

of thek society is demonstrated by their susceptibility to conditioning and conformism. Deterrnined to 

hold ont0 their own idyllic haven, their idyll is transformed into chaos at the slightest disturbance, and 

with realistic penetration Busch depicts the superficiality ofthis easily destroyed deceptive tranquillity. 

Thus he exposed precisely those traits that the "Gründerzeit" and Wilhelrninian societies employed for 

self-identification, idyllic pastoralism and genteel behaviour; and a populace that had developed into 

"ordinary, contented folk who desired nothing more than to be lefi in peace, and who often had to be 

mightily provoked before the thread oftheir patience would snap and drive them to violence" (Diephouse 

207)." Therefore, the cornmon denominator within al1 his picture stories is a depiction of weaknesses 

and pretenses of 19th century Gemany, although the portrayal of its shallowness is never obtmsive. 

The picture stories are constructed following similar patterns. A portrait of the protagonist is 

followed by a prologue providing a general introduction to the story. The end of a picture story is given 

'As previously indicated, Diephouse had some difficulties translating Riehl's language. This quote is a good 
example, as a cornparison to the Gennan original indicates: "SpieBbürger, die ihre Ruhe liebten und denen man ofl vie1 
bieten muBte, bis ihnen der Geduldsfaden riB, und bis sie dann aber auch um so ingrimmiger ihre Schl@,eausteilten" (Riehl 
254). The difficulties of translating Geman social history writings or writing about German social history in EngIish are 
compounded by the absence of an English equivalent of the German 'Bürger" and its compounds, 'Bürgerhim," 
"Kleinbürçer" or "SpieBburger." 19th century Gennans tended to distinguish between "BÜrger/Burgertum" and 
1Bourgeoisie7" the fonner terrn ciosely linked with traditional ways and wnveying the historical sense ofrights and duties 
conferred on a citizen of a town or city (somewhat akin to the "burgher" of England); and the latter being a product of the 
industrial revotution. Theodor Fontane used this distinction consistently to distinguish between the older and economically 
weaker groups and the new rich. 'Weinbürger" had associations of "lower middle class," but in theû own mind were an 
established elernent of the solid citizenry of a state. As such, the conventional translations of "petty bourgeois" or "lower 
middle class" are insufficient, because they do not convey the notion of self-regard of the 'Weinbürger." Often, this 
subjective self-importance did not correspond to theactual social or econornic position, but it made these people content with 
their circumstances. It is this disparïty between reality and image that Busch alludes to in his picture stories. Finally, 
"SpieBbürger" is a pejorative term for a narrow-minded person who conforms unthinkingly to prevailing rniddle-class 
standards and organizes his own life according to the opinion of others, As such, Diephouse's translation of "ordinary, 
contented folk" for Riehl's "SpieBbürger" fails to convey the derogatory intent of the originat. There is another problem of 
translation evident in this particular sentence: For "um so ingrimmiger ihre Schlage austeilten," Diephouse uses "and drive 
them to violence." 'Ihe intimation of ire, wrath, firrious anger and mad enragement that becornes part of that violence 
communicated in the original with "um so ingrimmiger" is completely missing in the translation and as such, the translation 
has watered down the meaning of the original considerably. 



to an epilogue expressing bourgeois morals. Withh that fiame are repetitive episodes that are always 

variations of the already known in a different shape, whether these are the pranks by Max und Moritz 

or Tobias Knopp's stations in looking for a wife. Often, a retrain will signal the conclusion of an 

episode? Gradually accelerating, &e story moves fiom the frst impetus for the action that will 

eventually cause tunnoil in the hypocritical, idyllic world, to the description of the invasion of chaos. 

Detailed portrayals of dismptive elements and how they are overcome retard the plot. Finally an obvious 

moraliq is expressed that stresses a general tnith, the upset is resolved and the tranquillity of the idyll 

is restored. Although the principle of repetition could be criticized as redundancy, such criticism woutd 

overlook the fact that the various repetitions are necessary to the outcorne. Not the uidividual episode 

carries the final meaning, but the meaning is in the variation of the repetition, the repeated mechanism 

of a new start and another defeat. If the individual episode could be explained as unforhinate, the 

synergistic sum of al1 episodes embodies the irrefùtable and undeniable universal validity of the 

individual episode. Therefore, the individual experience leads to a universal, general truth. The 

protagonists in the picture stories follow the same pattern of experiences: An infimite succession of 

expectation and disappointment. They experience the futility of their actions and understand this only 

when they are either destroyed or have given up their expectations. However, the cyclical form of idyll- 

chaos-idyll, whereby the chaotic elements ofthe individual episodes are repeated so many tirnes that they 

form a whole, at the sarne t h e  defùse the chaos; only because the cùcle is closed can the individual 

episodes with their depressing and distressing images be narrated. Consequently, the construction atso 

SThese rehins can vary slightiy in their wording fiom one episode to the next, but are almost Iike a Leitmotiv. 
Examples are 'Dieses war der erste Streich, / Doch der zweite folgt sogleich." (This was the first prank, / but the second one 
follows right away.) firom Mm und Moritz; "Helene denkt: Dies wili ich nun / Auch ganzgewiB nicht wieder tun." (Helene 
thinks: 'This 1 now / For sure dont want to do again.) h m  Die fromme Helene; "Ach, man will auch hier schon wieder / 
Nicht so wie die GeistIichkeit!!" (Oh, one again doesn't want to do / What the clerics would like one to!!) h m  Pater 
Filucius; "Gesagt, getan.-Für Mutter Kohm / War dies natiirlich angenehm." (Said and done.-For Mother K6hm / this of 
course was very pleasant-) k m  Der Geburtstag o&r die Partikuiuristen; "Knopp verfiigt sich weiter fort / Bis an einen 
andem Ort." (Knopp moves right along / To another town.) from Rbentetrer eines Jzrnggesellen; or "Einszweidrei, im 
Sauseschritt, / Iauft die Zeit; wir laufen mit." (Onetwothree, with lively steps / Time is running; we run along") fiom 
Jdchen. Many of these r e W i s  have become "Geflügelte Worte," familiar or standard quotations in the German language, 
and are today often ased without being attributed to Busch (in print) or without the speaker being aware that sfhe is quoting 
Busch. 



provides release. The comedic effect is heightened through generalizing narrator comments, the cool 

discussion of emotional events, or the supposed outrage. The "comic phenomena corne fiom past 

conflicts of the ego. The comic enables us  to repeat an earlier victory and once more overcome half- 

rnastered fear . . . Hence to laugh, one needs detachment or distance" (Holland 55). It therefore follows 

that the readers of Busch's picture stories coutd identiQ with a character's feus and anger because 

laughing at the events in the picture stories indicates the readers had been able to transcend those 

problems that caused the characters in the picture stones to fail. Thus, the readers found their cathartic 

effect not only in the fact that life is reduced to a "Papiertheaterl' (paper theatre w: 5431) and thereby 

removed korn reality, but also in the "malign pleasure" of "man's delight in man's inhumanity to man" 

(Holland 45). This compensation of traumatic experiences through fantasy figures minimizes the 

anxieties besetting the reader. The vicarious satisfaction thus attained was productive for the reader of 

Busch's picture stories and yet remained critical of society; the paper theatre remained decipherable and 

could be transposed into the bourgeois of everyday life. 

The not-so-ideal World: Social Conduct and Morality 

Questionable morality and suspect social conduct are the underlying topics of most of Busch's 

picture stories. In the most widely known of them, Max: und Moritz, smug duplicity amongst the 

supposedly bucolic peasantry is exposed, Acting against a common enemy, the established system, the 

boys are able to inflict severe, although not lasting, defeats on a composite of the social hierarchy and 

its various authority figures. Their first target is Witwe Bolte, commanding respect because she is 

widowed. She is a "gute Frau" (good woman @3 1 : 3451) and--the story implies-above reproach. Her 

value systern that regards chickens as her "Lebens schonster Traurn" (life's most beautifùl drearn ml : 3481) 

and suggests their material loss to be a reason for mouming is questionable and thus her greedy small- 

mindedness is exposed. Schneider Bock is the next target. His skills made hii so popular that 

"jedermann ihn gem zum Freunde [hat)" (everybody Iikes have him as a fïïend [Hl: 355] ) ,  indicating that 



society bases fiiendships on material considerations. Lehrer Lampei: the teacher, subject of the next 

prank, embodies moral authority as the village pedagogue, church sexton and organist But what kind 

of respect can this teacher command, whose "gro8te Freude" (greatest pieasure ml : 3651) is sitting by the 

stove in his slippen and puffing away at his pipe? Another target is the boys' uncle, Fritz, whose 

demands for outward signs of respect foster ritualistic and obsequious behaviour toward a person of 

superior stanis. The boys should be "dienstbeflissen und bereit" (oealous and prepared) and always "darauf 

bedacht, was dem Onkel Freude macht" (concerned about what gives their uncIe pieasure FI : 3671). The 

aforementioned al1 represent the village elite, and together with the baker, miller and peasant evoke the 

extended family structure of a village cornrnunity. 

After the boys keep the upper hand in a number of episodes, the prank in the bakery is the fust 

indication of the establishment gaining control. Max and Moritz, afler attempting to steal some sweets, 

are turned into loaves of bread and put in the oven,' but 

they escape by eating their way out of the cmst. Their 

instinct propels them to yet another prank, but they are 

caught by the peasant and taken to the mil1 to be ground 

up as grain. The erstwhile victims feel no sorrow; 

instead, their natural vindictiveness is satisfied and 

their moral complacencyjustified. The destruction of 
(%/-&.& - ' / . , l  = 
.i&#--" 

Max und Moritz restores order, as is shown in the /.&< 
-0 :/:w 

neat array of pellets the boys were ground into. . e x  
e <* 

6The name '2ampel" is derived fiPm the German "Lampe" (lamp), thus implying an "enlightened" person, yet the 
stocy suggests he is the opposite. 

'As Busch had said in his autobiography, "such a contoured being easily Grecs itself h m  the laws ofgravity and 
is able, especially if it's not pretty, to endure a lot'' (compare page 229 of this dissertation). Suspended here fiom natural 
law, Max und Moritz survive the fire in the baker's oven. On the other hand, Ueding suggests it to be "eine in den 
Rückzugsgebieten des Aberglaubens noch Anfàng dieses Jahrhunderts Ubliche Praxis, Kranke oder krankliche Kinder in 
Backofen urnzubacken'' (still a common practise at the begiming of this century in the retreats of superstition, to place il1 
people or sickly children in big ovens for re-baking [Miniature 781). Ln that sense, this action could represent a final attempt 
of tuming the naughty boys into gocd chilciren. 



Busch's criticism lies in the villagen' obvious delight at the destruction of the two young trouble- 

maken. The upright and self-righteous villagers were filled with malice when their possessions or their 

comfort were threatened, and they strike back mthlessly when they condone the execution of Max und 

MO&, a punishrnent that is in no relation to the gravity of the committed "crirnes." The villagers' 

actions, however, agree with contemporary pedagogy which advocated that the child is "eine Quelle von 

Unordnungen, das die Beschafiigungen und Einrichtungen der Erwachsenen verletzt und st6rf " (a source 

of disorders that hurts and disturbs adult activities and institutions) and that children create havoc with an 

"einseitigert, rücksichtslosen Gewalt" (one-sided reckless force Putschky 1361). The necessary conclusion 

for society was therefore that "unter allen Umstanden die Gesellschafi gegen Storungen von seiten dzr 

Jugend geschützt werden muB" (under al1 circurnstances, society has to be protected fiom interruptions by youths 

Futschky 1391). This appears to express a fear and distrust of children that could only be eradicated 

by destroying or ruthless ly subjugating them. 

This fear and distrust of children is also shown in Die90mrne Helene, when Onkel Nolte spies 

on Helene as she writes a letter to Franz. Reading what she has written about the Noltes' bourgeois Me, 

her uncle's stupidity, her aunt's bickering and their bigotry, he becomes vicious. His (over-re)action of 

pushing her nose into the hot sealing wax contradicts the assertion that he is pious; rather he is shown 

to be cruel and small-minded. Noite lashes out at Helene 

in an attempt to remove the truth of what she had written 

and in that marner hopes to uphold the false idyil of his 

petty bourgeois Me. After first ridiculing Nolte's 

snooping, Busch declares his attack on Helene as actually 

reprehensible. Behind the benign facade of genteel and 

pious demeanour and the proclahed appearance of high moral values, vindictive and malic ious 

intentions are exposed. Aggressive behaviour becomes visible, suggesting piety and moral affectations 

to be false appearances, a façade for deceptions of al1 kind. 



The same kind of aggression can be seen in Maler Kleckseï. Lehrer Botel viciously attacks 

young Kuno Klecksel, who has drawn an accurate portrait of his teacher, and wipes it offthe board using 

Kun0 "als Schwamm" (as a sponge w4: 901) in order to 

"wipe out" the truth contained 

within the image. Kuno 

avenges this unjustified and 

savage punishment by setting 

off a homemade explosive device under Botel's w indow. The implication: 

Parents or educators instigate childish pranks through unjust(ifiab1e) behaviour. Tt then folIows that 

Busch saw the adult world as the evil realm in which children fùnction as corrective devices for the 

deceptive morality of the adults themselves. But children, in their eagerness to learn, in tirne adapt to 

the societal noms and themselves becorne part of a group whose behaviour and attitudes they once 

considered dishonest. 

Busch's criticism of society is perhaps most visible in Diefiornme Helene, when Helene turns 

more and more to religion after her marriage and Busch demonstrates that pious demeanour is a facade 

for egotistic behavi~ur.~ The Christian edict of "Love thy neighbour as you would love yourself' (Gal. 

5: 14) is shattered by Helene's class consciousness; on her way to church, she is accompanied by her 

servant, carryùig her Song book, and walking the appropriate three steps behind her. The reader is toM, 

Ein guter Mensch gibt gerne acht, A gooci person likes to watch 
Ob auch der andre was Boses macht; Whether the next person is also acting badly; 
Und strebt durch haufige Belehrung And with eequent admonition 
Nach seiner Bess'ning und Bekehrung. (FE: 261) Strives for his irnprovernent and contrition. 

This good person pays attention to what his neighbour is doing, and whether his behaviour is possibly 

worse, or rather as bad as his own. It exposes the false facade of virtue that people like Helene like to 

8Severat applications fiom "katholischen Kreisen" (Catholic circles passennann letter to Busch dated Iune 19, 
18721) to have Die fiotnme Helene banned were unsuccessfiil. The story was never listed on the Index Librorum 
Prohibitorum of  the Roman Catholic Church. 



build around themselves. A "good person" like Helene is acting badly? The verse reads "O nein!" (Oh, 

no! [H2: 260]), but the implication is "Yes!", as becomes apparent in the next sequence showing that 

Helene is not a devout Christian when she distributes wine to the poor in fiont of her house. This action 

creates the impression of a good deed, but that is a false impression. Rather, her doctor had suggested 

that she bathe in tepid wine, which she then distributes to the poor, a vile and despicable act. The 

criticism is obvious in the picture that shows a ragged 

horde of beggars in  ont of an impressive mansion 

behind a high privacy wall where Helene and Schrnock 

reside. The class dserences between those inside, 

"wohlgeborgen" (weii secure) and "ohne Sorgen" (without 

womes w: 260]), and those outside are evident in both 

verse and picture. The people on the inside are so rich 

and decadent as to bathe in wine, those on the outside are 

poor and gratefiil to "auch mal etwas Warmes haben" 

(havesomething hot for achange w: 2631) when they receive the alcoholic waste. At the sarne tirne, Helene 

is not directly attacked, although no reader could not feel disgusted by this sickening act. By leaving the 

reader to form his own opinion, Busch does not become the spokesperson for a specific social class; 

rather he remains the detached observer and chronicler, not judge. He iilustrates through the behaviour 

of his characters that petty bourgeois s tf iess  and irtsistence on appropriate societal conduct cm  be 

disguises for immoral behaviour. 

The shallowness of "political correctness" is demonstrated in Der Geburtstag oder Die 

Partikularisten, seemingly a satire against Particularism, much like the broadsheet Der Partikularist that 

Busch had published earlier in the Fliegende B l a ~ e r . ~  Although Particularism is the starting point of 

9A picture sequence against Particularists, a small splinter group within the opposition to the declaration of the 
German Empire. The Hanoverian Particularists rejected the annexation of  their kingdom by Prussia in 1866 and hoped to 
restore the House of Hanover with Ernst-Augustus, their erstwhile monarch, at its helm. As reactionaries, interested in 
regaining the old status quo, these "Parücularists" became an ideal target for Busch. 



the picture story, the satire becomes more general and the criticism of only the Particularists disappears. 

The prologue introduces the protagonists. niese "gute Menschen" (good people), loyal to the old royal 

house, regularly meet in theu local tavern "zu Milbenau im weiBen Pferd" (in Milbenau at The White Horse 

w: 3821) to discuss the fa11 of the royal house, concluding theîr meetings with demands to restore the 

old order. The descriptive name of the tavem alludes to the visual syrnbol of the loyalists' cause, the 

"Niedersachsenpferd," the jumping horse of Lower Saxony. The name of the village calls into question 

whether the residents are really good people: 'Milbenau" is a derivation of the German word "Milben" 

(mites), tiny parasitical or bloodsucking arachnids that idest other species and transmit diseases. The 

use of dialect underscores the stolidity of the villagers, their înability to adjust to changed tirnes. 

Meaningless repetitive expressions Sie "Et blivt nich so! Et blivt nich so!!" (ït wonlt stay like this! It wont 

stay like this!! w: 3821) or "Un dat seg eck! Un dat seg eck!" (And PI1 saythis! And L'Il say this! [Hz: 3831) 

emphasize the rigidity ofthe villagers' thought processes. The mayor, worried about rebellious attitudes 

in his village although secretly anti-Prussian also, promotes cowardice in direct contradiction to what 

his name, "Mumm," implies: "spunk, courage." 

The ex-king's upcoming birthdaycelebration becornes the împetus for presenting h h  with a $4 

thus showing the villagers' continued loyalty to their sovereign. After several aborted efforts of gift- 

giving, a final attempt calls for a hen made ofbutter and sculpted by the baker to be given to the monarch 

"ais e h  Symbol" (as a symbol) "fur treue Liebe und sonsten eingepflanzte Triebe" (for devoted IoyaIty and 

other implanted drives w2: 4221). Busch's contradictory use of "irnplanted" versus "inborn" shows his 

conviction that people's motivations are learned £?om th& environment. The inclination to defiaud the 

next person, to enrich oneself at the cost of others is shown in this sequence. The villagers donate as 

much butter as they can, except Krischan Stinkel, who dilutes the butter he donates with mashed 

potatoes. Rather than use al1 donations for the sculpture, the baker sets aside most of it for his own use. 

The motivating force behind these deceptions--look after yourseif fust--suggests that self-love is always 

stronger than "devoted loyalty" for another person. The main criticism, however, is in the bakerls 



excuse. Declaring the fmst sculpture to be too big when he notices how little he can set aside, he 

proceeds to make a smaller one, because 

Da das Ganze ein Symbol, 
So kann's nicht schaden, wenn es hohl. (H2: 427) 
As the present is symbolic, 
It can't hurt it if it's holiow. 

Whereas the fmt sculpture had been of solid butter, the second one 

is hollow and the baker is able to put aside more butter for himself. 

With these ironic words Busch exposes the specious self-justification of a person who fools himself and 

others. The symbol of devoted loyalty becomes a deceptive appearance, and puts in question the 

supposed loyalty; the meagre, hollow g i f t  is an allusion to the hollow support the Particularists give their 

dethroned king. The picture story is a depiction of the darker side of ordinary people, be it mayor 

Murnrn's cowardice, Krischan Stinkel's deceptions, or baker Knickebieter's fi.audulence. Thus, Busch 

ridicules the initial daim "Es gibt auch gute Menschen noch" (there are still good people around w: 3821) 

and exposes, much like in Pater Filuch, fiancial greed. In that sense, both picture stories show that 

societal relations are not founded on a principle of give and take, but much rather on a principle of giving 

in orderto take, frrst considering one's own advantage. Moreover, stolid attitudes--reactionary, inflexible 

and unwavering--are uncovered as Busch observed them in his society; these can also be found today. 

Preconceived notions or opinions are rigid and d ~ ~ c u l t  to break, they hardly change over the course of 

time and years, political directions or govenunents. 

In a picture story of anthropomorphic character, Fipps der Affe, upright bourgeois citizens are 

contrasted to Fipps, the displaced monkey fkom Africa, whose "uncivilized" behaviour is contrasted to 

the socially acceptable contortions of the bourgeoisie. Of the opinion that "die gebildeten, 

wohldressierten Leute Iassen sich nichts merken" (theeducated, well-trained people remain aloof), Busch was 

convinced that iii order to depict "was schnell geschieht und mit urspriinglicher Begierde, wird [mas 

. . . meist Bauern und Tiere in Aktion bringen müssen" (what happens quickly md with naturai inclination, one 

usually has to put M e r s  and animais into action I : 1841). This is demonstrated in Fi's der Afe. The 



monkey's "Rührig- und Betriebsarnkeit" (vigorous and dynamic nature m3 : 27q) in his natural habitat and 

natural inclinations are juxtaposed to the platitudes of bourgeois civility espousing the superiority ofman 

over animals. Fipps is trapped in AFica, and after some adventures frnds a home in Dr. Fink's 

household. Severe punishment turns F ipps into a "bescheiden, sanft und zahrn, demutsvo 11 und 

lendenlahm"   modes^ gentle and tame, humble and broken-backed p 3 :  3091) animal that quickly learns to 

imitate adults. The process of taming hirn seems compieted when he is given a jacket and trousers as 

a sign of his civilization. How well he has been educated and trained, including in hypocrisy, cm be 

seen when he benignly "schlieBet seine Augen zu mit abgefeimter Seelenruh" (closes his eyes with cunning 

calmness [H3: 3 171) afier taking revenge on Jette, the nursemaid who had tricked him. His natural 

inclinations seem to be replaced by the deceptive behaviour that he emulates fiom his human 

surroundings. 

Busch parallels the intellectually pretentious Klohn to the M c a n  native who had tried to capture 

Fipps for food at the beginning of the picture story, when 

Professor Klohnlo claims that everything in nature has been 

designed to enhance man's supremacy: "Aufrecht stehet er da, 

und alles ertragt er mit Würde" (upright he stands and endures 

everything with dignity). The native suffers a painhl defeat when 

Fipps attached his nosering to a tree, but learns his lesson fiom 

the incident because he eats only vegetables thereafter. When 

Fipps hears Klohn verbally ridiculhg him, he fights back by filling Klohn's hat with ink and glueing his 

handkerchief This tums Klohn's claim that man "endures everything with dignity" into a fallacy when 

he becomes enraged at the monkey's prank and with only 11rnaf3iger Würde" (mediocre dignity m3: 3401) 

makes a quick and undignified exit. 

"'The name 'Xlohn" is derived k m  the German "klonen," pejorative 90 chatter," or to talk idly, incessantly or 
meaningiessly. 
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Perhaps nowhere is Busch's criticism of parenting more evident than when a f ie  breaks out in 

Dr. Fink's home and the facade of educated, welI-trained superiority crumbles. Dr. Fink's main concern 

is to rescue the bootjack, symbol of bourgeois gentility, and 

his wze's main concern is to bring her mousetraps to safety, 

symbolic of a tidy household. Not until both are safe, do 

either think of theû sleeping child--who is rescued by Fipps, 

along with 

her bottte. 

The rnonkey is the only one acting in a humane rnanner, 

he is the caring parent. Busch cynically refers to the 

Finks as "Vater" or "Mutter" in this sequence, although 

they clearly don't behave in a parental fashion. Fipps is lionized for rescuing the infant, but his natural 

inclinations to be "grade so zu sein, wie er eben kt" Cjust exactly like he happens to be [H3: 3481) cause more 

unrest when he strips his trousers and jacket (syrnbolic for stripping off civilkation) and indulges in 

several more pranks, until he is hunted down and killed. 

When Busch wrote this story, a vigorous and dynamic nature arnong enterprishg business 

people was highly regarded, but through Fipps, Busch exposes the complacency of the "also-rans" of 

the larger population. The message is an important one: High-energy individuals (like Fipps) will be 

beneficial to society on occasion, but overall, they are not appreciated by that same society, which 

nevertheless preens itself--and benefits--&om their achievements. M i l e  high achievers will be lionized 

for a while, their natural inclinations are too cumbersome for society and theû downfall will be 

welcomed: Hardly anyone sheds a tear when 'Fipps muB sterben, weil er so ein Racker" (Fipps must die 

because he is such a glutton w3: 357). 

F@ps der Affe is a good example of the obliqueness of the messages contained in Busch's word 

and picture combinations. Disguising more than they directly express, a critical reading cannot overlook 



their sharp censure, in this case, Busch's critique of what is deemed socially acceptable behaviour, 

indefensible pretentiousness, or (lackof) parental care. The picture story also reflects Busch's treatment 

of the proverb "Undank ist der Welt Lohn" (never expect t h a n .  for anything), whic h to hirn was a logical 

extension of the inherent selfishness of people. 

Vagaries of Life: Family and Marriage 

The interdependencies of husband and wife in a bourgeois rnarriage are depicted in Diepornrne 

Helene. Her decision to many a rich industrialist, "ich nehme Schrnock und Kornpanie!" (1'11 take 

SchmGck and Company w2: 252]), reflects the deplorable situation that "unter dem Aspekt k e r  

Versorgung war die Ehe die einzige Perspektive der burgerlichen Frau" (considenng her [financial] well- 

being, marriage was the only alternative for a bourgeois woman posenbaum 3401). #en the couple remains 

childless, Helene resumes her affaü with Franz, whom she had known since her youth and who had 

since joined the clergy. In due t h e  she gives birth to twins. 

Their facial expressions compared with those of Franz 

reveal their real parentage and suggest that the p r k t  broke 

his vows of celibacy. Schrnock, with the broad grin of the 

proud father fails to notice that he had been cuckolded. And 

how should he? Busch drew hirn as îhe quintessential 

Philistine, "a burgher who has been duped, a persontricked and barnboozled by every party without ever 

being aware of it" @ iep house 2 1 3). The fact that he c m  fmally claim to be a father is good enough for 

him. In a society that considered childlessness to be a "defect" (Rosenbaum 355), this blemish was 

removed when Helene gave birth to twins and Schmock's social standing is assured. 

This concurs with the contemporary understanding that places a high value on farnily, "it is the 

farnily, not the individual person, that constitutes the prime requisite of social classes, of society as a 

whole, indeed of national character as a whole" (Diephouse 293). This theme is explored in detail in the 



three picture stories making up the Knopp-Trilogie: Abenteuer eines JunggeseZlen, Herr und Frau 

Knopp, and Julchen- Tobias Knopp, wom-ed about being past his prime, still unmarried and without 

children, sets out to look for a suitable bride within his own social class, because "considerations of 

personal preference play as prominent a role in marriage as do considerations of class and convenience" 

@ iephouse 275-276). Knoppts search moves through eleven stations, each illuminating possible marital 

constellations that mi& be in his future. When he fmally fmds a suitable bride, the repressive attitudes 

about what was deemed moral behaviour in the German Second Empire interfere. As a guest in the 

bide's parents' home, Knopp falls asieep in the iibrary while looking for some bedtime reading material. 

W a b g  up the next moming he discovers several females in the room. In the silly hope that he will not 

be recognized with his nightshirt over his head and a 

newspaper around his lower body, he tries to leave, but 

trips and "entblattert sich" (defoliates himself CH3 : 72]), 

effectively ruining his marital prospects with this lapse 

in "proper" social conduct. Similar to Victorian 

England, natural behaviour is suppressed by rigid norrns. Busch's comrnentary was on the concept that 

marriage in middle life was seen as a form of exposure before women and society," and also on the fact 

that the goal of a bourgeois marriage was a "Verbindung mit einer renommierten Familie, [die das] 

eigene Ansehen [steigert]" (connection with a renowned farnily, which would increase his own reptation 

[Rosenbaum 3321). Unsuccessful in doing so, Knopp returns home at the end of Abenteuer eines 

Jmggesellen to rnarry his housekeeper in direct contravention to societal proprieties which fiowned on 

marriages it considered "unstandesgemai3" (not befitting one's rank Fosenbaum 3361). 

l'For example, Fnnz Grillparzer continuously postponed his wedding to Katharina Ffihlich, because he felt his 
love for her would not survive the physical intimacy of marriage. The repressive attitude toward sexual urges can be seen 
in the following quote by Friedrich Jahn, 'The grave-diggers of dornestic bliss are a tack of moderation, deviation h m  
nature, shamelessness, impurity of heart, and a loss of modesty through inhuman cunosity and animal tastelessness." He 
suggested that if men found it impossible to overcome the urges leading to these deplorable conditions, they should visit 
brothels which catered to every taste and every pocketbook, or they should take up with one of "an army of desperate young 
women available for temporary liaisons or long-terrn exploitation." (Sheehan 541) 



The importance of bearing children soon after the marriage as a societal necessity has been 

shown with the exarnple of Helene and her husband Schmock in Diefi.ornrne Helene. In contrast, the 

second part of the Knopp-Trilogie demonstrates the impact of such societal noms on the farnily 

environment. Hem und Frau Knopp, after transcending the trials and 

tribulations of marital bliss and maritai strife, ends with Knopp 

achieving his ambition and proving his self-worth when a child is 

bom, as "die Zeugung von Kindern als Beweis von Potenz und 

Leistungsfahigkeit der Mhner galt" (the fàthering of children was 

considered proof of male potency and ability ~ o s e n b a u m  3551). ffiopp, 

"jetzt hat er seine Ruh" (now he can relax w3: 146]), has reached his 

goal. He can take on the role that contemporary farnily structure 

demands, but that he could not Fulfil thus far. 

First rejecting the news that the child is "nur e h  Madel" (only a girl), ffiopp resigns himself with 

a "sauerlich" (sour m3: 1491) smile, a reflection of the low regard that c m  generally be observed in 

patriarchally struchired societies to the birth of a female child. Jzdchen traces the girl kom infancy to 

marriage and the picture story's underlying message is directed at a bourgeoisie that fashioned their 

behaviour according to acceptable patterns, most irnportantly, fmdùig a suitable husband foi a daughter. 

The materialistic motivation beliind each action is shown in the reasons why the girl was named Julchen 

after an aunt, or in the displayed joy at the aunt's arrival: 

Unvermutet, wie zumeist, Unexpected as usuat, 
Komrnt die Tante zugereist. Aunty amves for a visit. 
Herzlich hat man sie geküBt, She was warmly greeted with a kiss, 
Weil sie sehr vermoglich ist. ( 3 3 :  f 87) Because a woman of means she is. 

The indication that her visits are usually unexpected--and thus would not be weil received in most 

households--reveals that the warm greeting is motivated by considerations of material wealth, not by 

pleasure of her unexpected arrival. Just like naming the girl after this aunt, the welcome is not 

spontaneous, but rather calculated behaviour to signal affection in order to ensure an inheritance. 



While Julchen is growing up, Knopp's role is limited to 'Xosten tragen" (paying the expenses p 3 :  

1761). His actual W O ~ ~ S  begin in the chapter entitled "Vatersorgen" (worries o fa  fàther). Iulchen is at 

a mamageable age, but Knopp objects to the inadequate social standing of three suitors. The fouah, 

Fritze, would be welcome "einfach bloB als Mensch genommen" (sirnply taken as apenon m3: L 79]), but 

the materialistic consideration that Knopp would have to "ganz bedeutend zu[zu]schief3en" (contribute 

quite considerably m 3 :  1801) fmancially to the household is a deciding factor against h i . .  However, 

when Knopp catches Julchen with Fritze in the garden shed, he barely hesitates and concedes his 

daughter: An illicit rendezvous that ended in chaos wins the bride. Fritze, who was best able to 

camouflage his real self behiid an agreeable facade fiom a young age, had demonstrated his persistent 

readiness to cheat for his own gain. Conversely, the other three suitors, less deceptive and less 

hypocritical, suffer by loskg. The message is clear: False behaviour will win out; congenial appearances 

deceive. With Fritze and Julchen's wedding the marital responsibility of reproduction has been passed 

on to the next generation. h o p p  '%at seinen Zweck efillt" (hadserved his purpose @3: 204]), and iiteraily 

shrivels up and dies. The trilogy thus centres around procreation of the human species as the most 

important element of existence within the artificial conditions of a pretended, only external and feigned 

morality. l 2  

Another element of family life that Busch commented on was that servants had an important rde 

in maintaking peaceful tranquillity in bourgeois homes: "Mindestens ein Dienstmadchen [war] e h  

unverzichtbarer Bestandteil eines jeden bürgerlichen Haushalts" (at kast one servant was an inalienable part 

of each bourgeois household posenbaum 3411). ffiopp, by rnarrying his servant, had created a problem. 

The series of maids who replace Frau Knopp in her former role ernbody typical concerns. The fvst is 

the target of Knopp's attentions and causes his wZers jealousy; the second is fned for unhygienic habits; 

"Busch becarne heavily involved in beekeeping in the 1850s, and this ted him to read Darwin's works "mit 
Leidenschaft" (with passionate enthusiasm @cl: 2101). His treatment ofboth these interests can be seen in the picture story 
Schnurrdiburr oder die Bienen ( 1  869), and Darwin's idluence in Fipps der Affe and also the Knopp-Trilogie. Darwin had 
published a surnmary of  his theory ofnatuml selection in 1858; a year later his monumental work Qrigin of Species, which 
detailed the structure and support of his theory of organic evolution in plants and animals, appeared. 



the third for using Knoppls toiletries. Knopp, meanwhile, has to pitch in to grind coffee, polish boots, 

and milk the goat. Humiliating because menial, these chores must have seemed doubly disgraceful--and 

therefore cornical--in the 19th century, because such tasks were considered "womenfs work.ll As such, 

it may be no surprise that Knopp strikes back He rejects the meaI his wife has prepared and goes out 

to get gleefülly dru& thus upsetting the peacefid idyI1 of theu mariage. 

The family idylt is also destroyed inDiefiomrne Helene when a fiog that HeIenets visiting Vetter 

Franz has placed into his unclefs tobacco jar ravages the breakfâst table and fmally jumps ont0 Tante's 

Iap. The tranquillity at the breakfast table collapses, which metaphorically causes the entire 

"SpieBbürger" world to do the sarne. Onkel and Tante are ridiculed in the drawings. S he faints and he 

is incapable of dealing even with this minor issue. Instead, 

he looks foolish grabbing the bellcords with both hands to 

cal1 for the maid. Servants were responsible for the smooth 

running of the household, and as such, for the peacefid 

existence of the bourgeoisie. Once gone, as the Knopp 

example has shown, the idyll is quickly disrupted. 

The Power of Discipline: Education 

Busch not only uncovered societal immorality, but also illustrated the educational system that 

fiom his point of view perpetuated this behaviour. The laws enacted by Bismarck giving the state 

control over the school systern required that the "Volksschule" (public school) prepare students only for 

practical Me within family, trade, church and society. Central to the curriculum were religion with six 

lessons weekly, reading and writing with twelve, arithmetic with five lessons and singing with three 

lessons, not dissimilar to Busch's own experience in the village school prior to his private schooling: 

religion with five Iessons weekly, reading, writing and reciting with fourteen, arithrnetic with four lessons 

and singing with three (Strecker 128). In appropriating an important part of the socialization process 



£?om the farnily, community and church, the state was in a position to idluence children at a critical stage 

in their development, but Busch alludes to the flaws of the educational system, regardless of whether 

one applies Rektor Debisch's method of moral admonitions, 

Das ist Debisch sein Prinzip: Debisch's principle is this: 
Oberflachlich kt der Hieb. Flogging only mars the skin. 
Nur des Geistes Kraft allein Only mental force aione 
Schneidet in die Seele eh .  (H3: 29) Can cut down to the soul. 

or Meister Druffs method of physical punishment: 

Druff hat aber diese Regel: Master Dmff however has this rule: 
Prügel machen fnsch und kregel Caning gets the student lively 
Und enveisen sich probat And that is especially true 
Ganz besonders vor der Tat. (H3: 30) in advance of any deed, 

Neither appealing to the child's intellect, nor flogghg "in advance" prevents children fiom acting out their 

instincts and playing pranks; therefore, both methods are equally unsuccessful. 

Magister Bokehann, who applies yet another technique in Plisch und Plum, also fails. He tries 

to convince his two charges of the social prestige and material gains to be had with a good education, 

and of the potential to avoid unpleasant situations with politeness: 

Zum ersten: Lasset uns fleaig betreiben First of all: Let's study hard 
Lesen, Kopf-, Tafelrechnen und Schreiben, Reading, writing, 'rithmetic, 
Alldieweil der Mensch durch sotane Künste 'Cause only with these special skills 
Zu Ehren gelanget und Brotgewinnste. Can man have honour and bread-winnings. 
Zum zweiten: Was würde das aber besagen Second: But what wouId al1 that be 
Ohne eh hofliches Wohlbetragen; W ithout good mannerly deportment; 
Dem wer nicht hoflich nach allen Seiten, As he who isn't all-round pleasant, 
Hat doch nur lauter VerdrieBlichkeiten. Has only bags of irks and bother. 
Darum m m  Schlusse--denn sehet, so bin ich--, mat's why in conc!usion-see, that's how 1 am, 
Bia ich euch dringend, uistandigst und innig, 1 implore you, sincereiy, strongly, pMoundly, 
Habt ihr beschlossen in eurem Gemüte, If you've decided in mind and soul, 
Meiner Lehre zu folgen in aller Güte, To follow my teaching very kindly, 
So reichet die Hiinde und blicket mich an Then stretcli out your hands and look at me squarely. 
Und sprechet: Jawohl, Hem Bokelrnann! (H?:5OO-SO 1) And say to me: Yessir, Herr Bokelmann! 

His lessons of cause and effect suggest that the goals of bread-winning and honour cannot be attained 

with the "special skills" alone; instead, "good mannerly deportment" and kowtowing are even more 



Unportant The two boys, however, only pay heed to Bokelmam's lessons afier he relliforces them with 

the predictable flogging. Concurring with conternporary pedagogythat "education and discipline are one 

and the same thing" (Diephouse 304), discipline was reinforced by rneans of flogging, and thus the 

benefits of conformity and the drawbacks of straying fiom expectations were promoted. niis societal 

"Dressur" (training [BI: 184]), as Busch called it, was advocated in the educational handbook 

Eruyklopâdie des gesarnten Erziehungs- und Unterrichtswesens ( 1  887), where it says, 

Der Gegenstand der Zucht ist der sittliche Wille in der UngleichrnaBigkeit, Schwache 
und Verkehrtkeit seiner LebensauBerungen. Der Wille des Kindes muB gebrochen 
werden, d.h. es muO lemen, nicht sich selbst, sondem einem andem zu folgen. 
(Rutschky 377) 
The purpose ofdiscipline is the moral wili within the irregularity, wcakness and wrongness of its aspects 
of Iife- A child's will must be broken, Le., it must learn not to follow itselfl but someone eise. 

The utilitarian thinking of the Enlightenrnent had been transformed Uito something that considen only 

the "useful" advantages of disciplining--the destruction of the individual in order to become an 

acquiescent member of society. That the boys have leamed their lesson well and adapted to society is 

shown when they beat their dogs into submission just like they were beaten by Bokelrnann. The virtual 

sameness of "Hundedressur" (training of dogs) and 

"Kindererziehung" (educating of children) is striking. The 

Geman "Mhnchen machen" for a dog to sit up on his 

hind legs also has the pejorative meaning "to grovel." For 

mastering this skill, boys and dogs are soon "allgemein 

beliebt" (generaily well liked) and the results are similar for 

both,llaufdie Kunst folgt der Profit" (ski11 is followed byprofit [H3: 5071). The dogs are sold and rewarded 

with an easy life as pets of an eccentnc Englishman, and the boys--successfully camouflaging their 

instilled willingness to defiaud--profit exorbitantly fiom the sale. Thus, Busch again illustrated the 

hypocritical pretense of conforming to societal noms in order to be successful. 



Unholy Tem p tations: Religion and Polem ics 

The hypocrite who hides his sebhness behind the image of a good Christian îs unmasked in Der 

heilige Antonius von Padua, but without questioning his religious beiief. This picture story raises questions 

about the infallibiiity of a church representaîive, here a Catholic saint, of which Busch said, "in 

protestantischen Anschauungen aufgewachsen, muBte es mir sonderbar erscheuien, daB es im Emste einen 

wirklichen Heiligen, einen Menschen ohne Sünde geben soUte" (having p w n  up with protestant notions, 1 was 

bound to find it udd that a tme saint, a man without sin, could really exist @3 1 : 561). The picture story claims to show 

how Antonius "litt und stria und triumphierte-Kurz!-ein christlich Leben fihrte" (suffèred and argue. and was 

ûiurnphant-In short!-lived a Christian üfè p: 771). It moves from the early hypocrisies of Antonius's "Christian 

life," who, as a child circumvented the period of fasthg by feasting on those dishes that were not forbidden- 

various kinds of sweets-and demonstrates that joining the monastery was not a religious calling but a means 

to an end. In fact, he was looking for a safe haven afler king found in his beloved's bedroom by her 

husband. This is a man whose insincenty, duplicity, selfishness and ability to use flattery and deception as 

means to M e r  himselfresult in canonization. The bishop performing the ritual is himseifa sinner because 

he contravened the rule ofcelibacy. He presents his resulting boy-child as a deaf-mute orphan, but when the 

boy speaks to disclose his parentage, the bishop intermpts him and Antonius is canonized for the miracle of 

giving speech to a mute. The rituals of the church become a facade. Because Antonius understood the 

necessity of maintahhg this facade (and keeping the bishop's secret), the canonization becarne a bribe to 

ensure his silence. The message is obvious: Even the most hypocritical person can advarice precisely because 

of his hypocntical behaviour. Embracing Antonius's mode1 as correct, the church honoured him for his 

dishonesty, duplicity, and flattery. 

This criticism at the centre of the picture story is not repeated, but the double standard of 

Christian moral principles, brotherly love and compassion, is exposed when Antonius embarks on a 

pilgrhage with a donkey carrying his luggage. According to Busch, the sequence follows the legend 

of Saint Corbinian (E3 1: 57) in which a bear devours the donkey. Busch's intent is seen in Antonius's 



behaviour during the donkey's stmggle. He stoically 

waits, twiddles his thumbs and stays out of things 

until he can tum the situation to his benefit. When 

the bear takes on the role of pack animal and is able 

to carry twice as much as the donkey, h ton ius  

sadisticaily overburdens hirn. His comment on the bearls 

cornplaints shows indifference: 

Das h W  ihm aber alles nit, 
Wir kümrnern uns nicht dmm. (K2: 1 18) 
It does him no good, does that, 
We don1 pay attention. 

With the inserted pronoun "wir," the royal "we," reader and 

narrator are implied to be in cahoots with the immoral 

Antonius. In this manner, Busch points to the readerls own 

indflerent and ignorant behaviour and suggests that 

Antonius is realiy a type of Everyrnan. In the end, most 

people are not unlike Antonius, ignoring desp icab le conditions, rather than getting involved. 

Antonius's frnely-tuned skills at turning a situation to his benefit are again c o n f i e d  when he 

becomes a hennit. In a variation of his childhood behaviour when he sidestepped the rules of fasting, 

he interprets the action of a wild pig routing in the earth to uncover truffles and a spring as signs fiom 

heaven, and vows never to separate fkom the animal. Both die, arrive at the gate of heaven at the sarne 

tirne and are invited inside by the Queen of Heaven: 

Willkommen! Gehet ein in Frieden! Weicome, corne inside in peace! 
Hier wird kein Freund vom Freund geschieden. We do not sepamte fiiend eorn fiiend. 
Es kommt so manches Schaf herein, So many sheep gain admittance here, 
Warum nicht auch e h  braves Schwein! ! (H2: 136) Why not a wortfiy pig as well!!" 

13'Ihe translation of "a worthy pig" for "ein braves Schwein" is incornplete. ï h e  secondary meaning contained in 
the Gennan is roughly translated with the colloquial Engiish "poor bugger." in the above translation, both rneanings cannot 
be conveyed in English by using just one term. 



It was rnainly on the basis of the double entendre contained in "eh braves Schwein" that the book 

publisher was indicted for publishing blasphemous mate rial^.'^ However, Busch was able to establish 

that Anthony of Padua was the patron saint of anhnals and point to various religious writings and lepnds 

as sources for his story. The publisher was thus acquitted and the satirical double meaningofthe closing 

line remained. Busch stressed that "das Heilige, welches allen christlichen Religionen gemeinsam, ist 

nirgends berührt und angetastet worden" (the truIysacred, which is cornmon to al1 Christian religions, has not been 

touched nor enmached u p n  1: 571); rather, he exposed the ability to twist any given situation to be 

beneficial, and showed that the cornpliance that gives Antonius the saint's halo düectly makes a 

hypocrite. 

When Pater Filucius was published in 1873, the 'Xulturkampf' between state and church was 

intense. Wanting to build on the success of Busch's previous works, Bassermann wrote to him saying, 

"ich weiB, daB man Du nichts vorschlagen darf, allein Papst, [nfallibilisten, Jesuiten und Mucker shd  

jeta die Ziele, aufwelche sich aile Blicke richten, und Pfeile, welche nach diesen Zielen fliegen, werden 

mit Beifall begleitet werden" (1 know that you dont like suggestions, onIy the Pope, supporters of [the Doctrine of 

Papal] hfàilibility, Jesuits and sycophants are the targets everybody eyes these days, and the amws airned at those targets 

will be accompanied by approval [qtd. in Burger 281). Busch took up the suggestion and created Pater 

Filucius. ls Inasmuc h as the story exploits a contemporary topic for the purposes of se lling copy, it is an 

exception in Busch's oeuvre. Although always keen on good sales, Busch never before or afier involved 

himselfso düectly in the issues of the day. 

Filucius, a Jesuit priest, is a rogue and swindler who plans several crimes to satisQ his fuiancial 

greed, remains unsuccessful and is chased The iaws expelling Jesuits fiom Germany were passed 

in July 1872; as such, the picture story conformed with current affairs and could be regarded as a one- 

sided political pamphlet. Still, contrary to Busch's deprecating remark that it was an "allegorische 

Yompare page 80, footnote 49 of this dissertation. 

'Tompare page 84, footnotes 53 and 54 of this dissertation. 
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EUitagsflieget' (allegorical nine-day wonda 1 : 92]), he also alluded to the story's timelhess by suggesthg 

its time period to be "Vergangenheit, Gegenwart, Zukunft" (past, present, f u N ~  pl: 951). The 

collaboration of Petrine and Pauline, the Roman Catholic and Protestant Churches, in their jealousy of 

the relationship between Michael, the German Empire,16 and Angelika, the state church, clarifies that 

Busch is not caricaturing only one church, but the fears of both the Roman Catholic and Protestant 

churches at the potential loss of power ifa state church was to gain a foothold. Moreover, poiemics 

against Jesuits were not new. Johann Fischart (1546-1590) had been convinced they came fkom the 

devil, "sie sind seine Brut . . . ihr Name wird . . . als Verdeutschung von Antichrist gedeutet (they are his 

brood . . . their narne is defined as a Gerrnanism of Antichrist Wq), and Johann Caspar Lavater ( 2  74 1- 180 1) 

characterized them with 'Biegsamkeit, Einschmeichlungskunst, kiinstliche Beredsarnkeit, Übung Un 

Schweigen und Verstellen" (flexibility, ski11 at ingrahation, artificial eloquence and experience in silence and 

deception), whose dist inguis hing physiognomic features included "beinah immer groBe, meist ge bogene 

und vome scharflcnorpelige Nasen" (almost always large Roman noses, usually hooked and strongly cartilaginous 

at fiont) and "beinah h m e r  groh, nicht fette, aber rund vorstehende 

Kinne" (almost always large, not tat, but roundly protmding chins) and 

"immer fast etwas zusinkende Augen" (always almost slightiy drooping 

eyes [268]). This description frts Busch's Filucius exactly. Assisted 

by Petrine (the Roman Catholic Church), Schrupp the dog, 

representing ultramontane newspapers, Inter-Nazi and Jean Lecaq, who are international and French 

social democrats, Filucius is the instigator of al1 assaults as he attempts to gain possession of Michael's 

wealth. 

In the end, Inter-Nazi, Jean Lecaq, Schnipp and Filucius are chased away, and empire and state 

church corne together in the mariage of Michael and Angelika which is the classical "happy ending" of 

I6Gottlieb Michael is s h o w  as supenor to Filucius, The contrast of  the "deutsche Michel" as the "weltftemde, 
unpolitische, etwas schlahiitzige Deutsche" (unworldly, unpolitical, somewhat dopey Gennan [Duden]) to Filucius, whose 
narne is the Latlliized forrn of the French "filou" (crook, cheat, swindIer) seems to underscore the sIant of the story. 



a farce." A 'Tendenzstuckerl" (tendentious piece [B 1 : 273 J), created for commercial considerations and 

taking advantage of the curent political climate, probably could not end any other way, but the record 

of social and religious aberrations by an overly zealous man of the church nevertheless remains a 

t irneless social commentary. 

O bstructed Culture and Exploited Art 

III his last two picture stories, Balduin Bahlamm, der vehinderte Dichter and Maler ~lecksel , '~  

Busch satirizes his own professions and provides a commentary about how the creation and reception 

of art was perceived in the "Grihderzeit." 

Baldzrin Bahlamm is the story of a bourgeois male office clerk, 

rnarried with children, who hopes to fmd happiness as a writer.19 In search 

of this goal he journeys into the countryside, but retums home disillusioned 

and prepared to resume his clerk job.. Parallels can be seen to Peter in Der 

Schrnetterling, who also set out to fmd his happiness away fiom home, The 

prologue sets the tom. It compares a poet's activity of daily writing to a 

farm woman's ordinary ski11 of making butter and irnpiies the conclusion that 

just like the fann woman offers her wares for sale, "der Lynker bringt seine 

"A state church never did exist in Germany, although a controf of church by the state was the stated target. 
Notwithstanding the merger ofthe Protestant and Calvinist Churches in Prussia, the goal ofa state church was anticipated. 
This is evidenced by Wilhelm II, who Iiked to be portrayed as the foremost patron of a European State Church and who went 
on a trip to Jerusalem to promote the concept. Today, the impression of state controlled churches may exist in Gennany 
because "church taxes" are collected by the Tax Office. In fact, these are not taxes at alI, but a Ievy the Tau Office colIects 
on behalfofa religious society. German Basic Law entitles al1 religious societies that are deemed public bodies to authonze 
the Tax Office to coIlect these levies, whereby the authorization must be provided for each state separately. At present, the 
Roman Catbolic Church and the Protestant Church avail themselves ofthat service in al1 German states, and other religious 
societies that are deemed public bodies may have funds levied in some states but not in others. 

I8The name "l3Bahlarnm" invokes the mindless bleating of little lambs, but cari also be associated with the German 
"blahen," the colloquial 90 piiffoneseIf up." The name Kiecksel is derived h m  'Wecks," meaning "blob" or "blotch" and 
indicative of sloppy workrnanship, suggesting Maier Klecksel's ability to create art CO be lirnited. 

T.otze suggests that "twenty years before Thomas Mann's Tonio Kroger Busch dealt with the theme of the 
bourgeois who strayed off into art" (Busch 87). In contrast, Kraus sees a specific vilification of epigonic writers of the 
"Griinderzeit" (Selbslreugnisse 10 1) in Balduin Bdhlamm. 



GefEhle zum Mark wie der Bauer seine Ferkeln" (the lyricist takes his feelings to market just like the f m e r  his 

pigiets m4: 5461). Thus, writing poetry is implied to be purely Eûnctional, and the fuiished poem is 

compared with a consumer product. 

Trying to fmd the right setting to be creative, Bahlamm encounters many obstacles that prevent 

him fiom putting pen to paper.2' He decides to overcome his writer's block by travelling to the 

countryside, where he believes that ''Ruhe herrscht und Friede 

waltet" (quiet reigns and peace prevails m4: 231). This unrealistic and 

distorted view of the village as a perfect idyll is alluded to ironically 

upon his arriva1 when he observes the fanner enjoying his pipe 

while standing on his 'ltrauten ~ün~erhaufchen" ( c o q  M e  manure 

pile m4: 3 11). Completely caught up in his bucolic expectations, 

Bahlamm rhapsodically "schwelgt im So~enuntergang" (reveis in 

the sunset 1114: 321). The picture shows this idyllic scene, flowerpot 

on the sill, and Bahlamm poised to begin writing. But the pastoral mood is uiterrupted by the cowfs 

mooing and the "Macht der rauhen Tone" (power of the rough sounds 

m4: 331) intnides into the idyll. The artistic muses are disturbed, 

the poet's masterpiece again delayed, just one of the numerous 

distractions that again prevent Bahlarnm's artistry," all of which 

suggests that turrnoil, not harmony, is the natural state. 

Busch's message is that sere* is seldom, ifever, to be found. More than inspiration is 

required for a work of art to be completed; hard work, not dissirnilar to the process of making butter, 

T I e s e  are in tum: He wants to sits down on a park bench to write, but they are al1 taken; the waitress in the tavern 
distracts him; a fiiend joins him in the tavern; his wife reminds hirn to pay some bills; his children want to play. 

2tTbese distractions are in tum: The strapping girl Rieke Misteifink mucking out the goats' barn; a cow mooing 
in the window and throwing a flowerpot off the sill; various pranks by the fannefs son; a bug crawling in BZihlamm's ear 
while he is lying on the rneadow; a bird singing in the tree under which he is sitting, and then defecating on him; the 
beginning min; flirting with Rieke, but she slaps his &ce when he becomes too forward; piirsuing a rendenous with Rieke 
in the goats' b m ,  but instead being attacked by a goat; a toothache and visit to the dentist, who pulls his tooth. 



is a necessity. Whether at his home where he dressed "mit Joppe sich und Smtbarett" (hirnseifwith jacket 

andvelvet beret [H4: 171) or in the country, Bahlamm never moved beyond the prelirninaries of sharpening 

bis pencil and outfitting hirnseifwith the accessories he considered to be a poet's necessary adornments, 

Eh Hut von Stroh als Sommerzier, A straw hat as a summertime fiII, 
Ein Dichterkragen von Papier, A poet's col1a.r made of paper, 
Das hirnmelblaue Flattertuch, 'Ihe sky blue handkerchief, 
Der Feldstuhl, das Notizenbuch, The foiding stool, the journal, 
Ein BIeistift Nr. 4 und endlich A number 4 pend and finaily 
Das Paraplu sind selbstverstandlich. (H4: 24) The urnbrella are al1 obvious. 

This is Busch's attack on the bourgeoisie's superficial grasp of the essence of poeûy. Outfrtting 

Bahlamm with some adonunents to make hirn a writer could be parallelled to ouditting a plain sentence 

with meter and rhyme to make it a poem and then rejoice at its sensory nature. Like other Busch 

c haracters, Balduin Bahlamm was doomed to failure. He thought he could control his environment, and 

had to learn that he had no power over external forces which prevented him fi-orn realizing his dream. 

But his failure is not adaptation due to force, rather it is manifested in liis attempt to give a world of 

societal noms and constraints art. Busch suggests that while the desire to create art may be genuine, 

the tenninology attached to art by society is illusory and false. His criticism is thus directed less at the 

B a h l m  figure, and more at the bourgeoisie, who want to imbibe what they consider high-brow culture 

fiom the morning papers "zum Frühkaffee mit fiischen Brotchen" (with their morning coffee and fi-eshly baked 

roiis [H4: 9]), or at spurious admirers-unable to tell art fiom dabble--who let public success guide their 

own feelings: 

Und daB du so mein Herz gewannst, And you only won my heart Iike that 
Macht bloB, weil du so dichten kannst!! (H4: 10) Because you write in verse, just so. 

Baldiin Bahlamm is more than the story of a ''bourgeois who strayed off into the art" or an attac k against 

the Epigonism of the "Gründerzeit;" it is directed at a society that had subjugated art to personal gain, 

to "provide a fitting image of status and importance" (Mommsen 125). This theme of associating with 

art not for art's sake, but for reasons of social or material benefit, was much more elaborated in Maler 

Klecksel. 



MuZer Kleckxel is someone who adapts to present cûcurnstances and due to lack of talent, 

diligence and commissions gives up his drearn of being a ~ainter.* uistead, marriage to an heîress 

launches a complacent bourgeois lifestyle and Klecksel becomes the same kind of "SpieBbürger" he 

abhorred earlier. The suggestion to a young Klecksel to take up painting, "vielleicht verdienst du was 

dabei!" (perhaps you'li eam something that way! jH4: 84]), is sound business advice because it reasons that 

painters are the most rewarded as their work embellishes life. Klecksel's taking that advice is proof that 

his actions are driven by his desire for farne and wealth, not by inclination. That same materialism is 

illustrated in society's perception of paintings: 

Hier gibt die Wand sich keine BloBe, 
Dem Prachtgemalde jeder GroBe 
Bekleiden sie und warten whig, 
Bis man sie würdigt, und das tu ich. 
Mit scharfem Blick, nach Kennerweise, 
Seh ich zunachst mal nach dem Preise, 
Und bei genauerer Betrachtung 
Steigt mit dem Preise auch die Achtung. 

There is no wali that bares itselc 
Because beautifid paintings of any size 
Dress it up and quietly await, 
Until they're appreciated, and that 1 do. 
With a keen glance, like an experf 
1 first look at the price, 
And then upon closer contemplation 

(H4: 83) Esteem rises with the price. 

Regarded primarily as part of interior decorating to adom bare walls or as a trophy to proclaim the 

owner's wealth, feigned appreciation of paintings rises with the pnce tag. This launches Busch's 

commentary of the "superficial and pseudo-idealistic salon culture of the Gründerzeitr' (Mommsen 129) 

w here 

Zsthetisch durchgeglühte[n] Tanten aesthetically aglowing biddies 
Durch Reden bald und bald durch Lauschen By taking now and listening then 
Die Seelen sauselnd aus[zu]tauschen. (H4: 82) Purringly exchange their souls. 

Satirking the trivial small taik of salons or art exhibits, Busch calls attention to the affected genteel 

"purring" of those "biddies," only to contrast it acoustically to a loud concert, which presumably can be 

good entertainment for less "aesthetically aglowing" people. With ironic accuracy he depicts the 

atrnosphere in the opera, concert hall or theatre: 

"Several researchers (e.g. Lotze, Busch 87; Pietzcker 52; Kurde, History 279; Wessling 170-174) suggest that 
both Baldzrin Bdhlamm and Maler KIeckrel contain autobiographie elernents. This position is usually based on the fact that 
Busch gave up his career plans to be a painter. 



Man sitzt gesellig unter vielen One socialIy sits arnongst many 

SO h i g  nah auf Polsterstühlen, So intimately close on uphotstered chairs, 
Man ist so VOM humaner Wihne, One is so filled with humane warmth, 
Doch ewig stort uns das Gelamie. (H4: 83) But the racket is incessantly disturbing. 

The double entendre in "humane warmth" is another exampie of Busch's incongruous use of language. 

The reader associates "warmth" in the theatre, created by the tightly packed human bodies, with oAen 

uncornfortable heat. The word "humane" is [ess associated with the literal meaning derived fiom 

"human" as person, than with the figurative meaning of compassion and human dignity. By meshing 

human dignity with purely physical warmth, Busch exposes the idea of 'liurnan dignity" as a fallacy. 

Further, the orchestra's "Grunzen, P l k e n  und Gegirre" (gmnting, whining and cooing [H4: 831) led by 

conductor "Zappehann" (~um~ing-Jack) precludes conversations amongst the theatre goers whose need 

to tak turns theatre visits into "occasions for general social interaction" (Mommsen 127). The criticism 

targets the hollow pathos of a society that was supposedly devoted to the arts and considered a "Loge 

im Theater" (box in the theatre posenbaum 3421) a necessity, but was in tmth only interested in self- 

exhibition. The noise of the music must then be an "incessant disturbance," because it causes "die rechte 

Unterhaltung nur ungenügend zur Entfaltung [zu komme~ ' '  (a proper conversation to develop oniy insufficientIy 

w4: 831). 

A similar criticisrn is expressed in the prologue to Diepomme Helene, ui which a "fiomme 

Singer" (pious rninstrel) larnents about increasing moral corruptness. The rninstrel sees hirnself as the 

upholder of high moral standards, but it is quickly apparent that he-while haranguing everything and 

everybody-is doing nothing to effect change. Here also, Busch relied on his language structure to 

satirize aspects of socies: 

Schweigen will ich von Konzerten, rll say nothing of  those concerts, 
Wo der Kenner hoch entzückt Where the expert rnost detighted 
Mit dem seelenvoll-verkliirten With the soulfùlly entranced 
Opemglase um sich blickt; (H2: 204) Opera glasses looks about; 

The intentionally wrong association of "soulfùlly entranced" with "opera glasses" points to the expert's 

eye. The relation of the compound adjective (soulfully entranced) to the dative object (opera glasses), 



rather than the nominative object (expert) creates a comical effect and stresses the voyeur's glace, the 

expert's eyes, who is "soulfûlly entranced" while oglmg the plunging neckiines in the audience, as 

becomes clear in the next verse: 

Wo mit weichem Wogebusen, Where with sofily heaving breasts, 

man sch6n warm beisammen sitzt. (HZ: 205) foiks sit together nice and cozy. 

MuZer Klecksel reflects not only Busch's bleak view of his society, but also his conciliatory 

attitude toward its shortcomings. Living in any society, one has to adapt. In captivity, birds must have 

their wings clipped; similarly, humans--as part of a society-are moulded to conform to îts conventions. 

In the end, Klecksel becomes one of the bourgeois citizens. Rehabilitated, the erstwhile renegade is 

"bleesed" with the same (im)morality that had earlier driven him to d e s ~ a i r . ~  His former adversaries 

partake in his social advancement, "false fkiends," whose philistine and materialistic world view draws 

them together as acquiescent members of society, content within the narrow confuies of their bourgeois 

world, and Klecksel, the one-the social contrarian, readily gives up his dream of being an artist for the 

materialistic cornfort of a bourgeois life. 

Enigma Unmasked 

The picture stories discussed above are examples of how Busch saw and related to his society. 

Hypocrisy, materialism and the resulting selfishness, hostility or indifference to others that are the topics 

of Eduurds Traum and Der SchmetterZing are masked in the picture stories. Humour camouflages the 

harsh realities of a world in which only people like Maler Klecksel know how to survive. The comedic 

and humorous blanket enfolding the social criticism in the picture st0t-k~ is lifted if the picture stories 

are read after the messages in Eduurd Traum and Der Schmetrerling are deciphered. Busch's cryptic 

language either clarifies his intention, or is a commentary fiom his position as observer, or creates a 

'3Exarnples ofthese annoyances are: His fiend Gnatzel had skilfùlly avoided any situation that rnight give Klecksel 
an opportunity to ask for a loan; Klecksel had been provoked to pouring vamish over the sleeping Quast who had depnved 
him of food; Kleckçel's l ive l ihd had been threatened when his art was degraded by the art critic Dr. Kinterstich. 



comical effect because of the discrepancy of language and the tmth in the explicit drawings. His utopian 

hopes that people may fmd compassion and morality within the confines of domestic limitations and 

restrictions, as delineated by Peter in Der Schrnetterling, were caughr up in the contradiction of 

'Nichtwollen, Ruhe war' das Beste" (iiot-wanting, peacefulness would be best [B 1 : 1441) and "der Wille ist 

Kraft . . . [und] lebt, so lang er will" (the wiii is energy . . . [and] Iives as long as it wants [BI: 1441). This 

contradiction, peacefulness equated with irnrnobility and desire or wiii equated with activity, is the 

impetus in the picture stories. The artificially achieved tranquillity, an idyllic world, is displaced by ever 

new and renewed activity and agitation, resulting fiom people's drive to ùnprove, enrich or aggrandize 

themselves. Because Busch had internalized an ideology ofthe unalterable malevolence of humankind, 

he did not advocate change, but embedded his crïticisrn of society's inner workuigs in hyperbole and 

satire. Not politically motivated, his depiction of scenes 60x11 the farnily environment allow an 

extrapolation to the broader social environment and the collective identity of the conforming mass of his 

contemporary society, obsequious to the mightier and tyrannical to the weaker, thereby perpetuating the 

power of authority and firther manifesthg the impotence of the individual. Through the conduct of his 

"Phantasiehanseln" (irnaginary ninnies w4: 2101) Busch destroyed idyllic dream worlds. He exposed 

greed, false pie& srnugness, arrogance, bigotry, narrow-rnindedness and dilettantism as the results of 

a society perverting interpersonal relationships. In doing so, he demonstrated that petty bourgeois 

righteousness and the proliferation of wickedness are close neighbours, prompting Thomas Theodor 

Heine to declare that "ich weiB keinen Vorgiinger, dem es gelungen ware oder der auch nur versucht 

hiitte, in so knappen Strichen das Leben einzufangen" (1 know ofno predecessor who was successfùl, or who had 

even attempted to capture life with such clean strokes [34]). 

Busch's contemporary bourgeois readers kept up their own pretense by reducing the satincal 

mirroring of their existence to humorous fiction, and their laughter at the messages within Busch's 

picture stories was "a social signal to other members of the group that they can relax with safety" 

(Holland 43). In that maruier Busch's contemporary society freed itselffiorn its own embanassment, 



people "felt that he saw through them, but in a waythey Iiked" and they "derived never-ending pleasure" 

( M m ,  History 234) fiorn his picture stories. 

Busch's progressiveness, and his historical importance, resuIt fiom his far-reaching and far- 

sighted ironic way of looking at his surroundings. It is a larger-than-life ironic depiction of imaginary 

ninnies, smaller-than-Me counterparts of his contemporary surroundings. Bourgeois moralities and 

educational tenets, sanctimony and righteousness created the facade that mirrored hypocritical societal 

conditions. Busch saw the contradictions within his society, which had sprung fiom increasing 

industrialization, the su bsequent displacement of people and intensification of class differences wi th the 

eyes of an idealist. Rather than reflect or analyse the underlying causes, however, he chose to blatantly 

magni& the realities he saw, without glossing over sordid or unpleasant truths. 



5, Influences and Legacy 

Busch moved f?om studyuig engineering to ait, then evolved fiom caricatures and parodies 

beyond broadsheets in Diefiiegenden BZâtter and Münchener Bilderbogen to picture stories, a hybrid 

genre perfected by h i .  in the 1870s, and fmally to a type of prose, which also combined visual and 

literary components. In this manner he moved fiom social commentary of an excerpt of life (in the 

broadsheets) to an entire phase of Ise (in Mmt- undMoritz), then to cornpiete life stories (in Diepomme 

Helene or Tobias Knopp) and fmaliy to more general cornmentaries in the prose. He airned his pen at 

the smug self-righteousness and hypocrïsy of the bourgeoisie to expose the timeless conflict between 

self-assertion and a safe but repressive environment. There is no doubt about the û-uth of his often stated 

ciairn "zuerst das BiId und dann erst das Wort" (fim the picture and oniy then the word @ I : 661) to defme the 

process of creating his works, and ifBusch has aîtained a "Shakespeare-Webster-and-the-Bible sort of 

household stature in Gerrnan-speaking countries" (Arndt 2), then this is primarily due to the picture 

stories. To understand this evolution, one f ~ s t  has to look at the conditions that enabled him to pubiish 

this type of work. 

The ripples of the Paris July Revolution of 1830, triggered by censure, voting restrictions and 

demands for constitutional reform, had far-reaching consequences across the entire continent. In its 

wake, Gerrnan interest in public affairs steadily increased and many young (literary) intelIectuals, 

believing themselves to be a successor generation that stood a t  the end of one era and at the beginning 

of anothe- gradually changed the aesthetically inspired literature of classicism and romanticism with its 

detachment fkom reality to a literature with realistic political and contemporary implications.' It was in 

'The main representatives ofthis new concept were H e i ~ c h  Heine (1797-1 856), Ludwig Borne (1786-1 837)- Karl 
Gutzkow (1 8 1 1 -1878), Ludolf Wienbarg (1 802-1 872), n i d o r  Mundt (1808-1861) and Heinrich Laube (1806-1884). 
Ironically, it was the authorities that gave these writers their collective identity of "Junges Deutschland" (Young Germany) 
when a series of laws banned their works in 1835, their publishers were prosecuted and in 1837 a law was passed that 
prohibited even the mentioning of these witers' narnes. The legal justification declareci that this "literary school openly 
attempted, in belletristic works accessible to al1 classes of readers, to attack the Christian religion, undemine the existing 
social order, and destroy al1 discipline and morality" (qtd. in Sheehan 579). Although never a literary school or even a 
movement, these writers still belonged together because of their cornmon discornfort with traditional culture and social 
values. They saw classicism and romanticism as an escape fiom the challenges of the present into the comforting illusions 
ofantiquity and aimed to make their wntings an effective tool for societal or political progress as cosrnopolitan literature. 



this mood of cultural change and public involvement that the satirical journal Diefliegenden Bletter was 

founded in Munich in 1 844 by Kaspar Braun (1 807- 1 877) and Friedrich Schneider (1 8 1 5- 1 864)' 

Humoristic reviews of daily affairs, political satire and social criticism, but also sentimental 

novellas and poetry without any satire were the content of the f i s t  years. Among many artists 

fkeelancing for the journal, Moritz von Schwindt (1 804- I 87 1) and Hermann Dyck (1 8 12- 1874) were 

the primary satirists next to publisher Braun, while Car1 Spitzweg (1 808-1 885), Franz GrafPocci (1 807- 

1876) and Eduard Ille (1 823- 1900) were best known for their idyllic treatments. Political satire becarne 

the main focus for a short time after the March Revolution in 1848 with its demands for a German 

national unity, a constitution and fkeedom of the press. Public interest in daiiy affairs waned afier the 

revolution's failure, and Diefliegenden Blafter c hanged fkom political satire and assertive social criticism 

to a "liichelnde Gesellschafts- und Menschheitskritik ohne politischen Akzent, hinter der aber ofi ein 

groBer Lebensemst stand" (smiiing cxiticism of  social affairs and interpersonal relations without political overtones, 

behind which, however, was often a serious statement about Iife [Zahn 13j), a much more benign social 

commentary without the aggressive bite of the "Vormk" period. This reflected the political indifierence 

of a large portion of the population and the? withdrawal to an unpolitical Iifestyle.' The concept of 

integrating droll drawings with three or four lines of text had long been established, but a somewhat 

unusual operating method contributed to shaping Die fliegenden Blafier into a kind of window into its 

tirne: Ideas for content were taken from about 1,500 to 1,600 letters to the editor received monthly 

These letters often dealt with popular resentments of authority. The publishers Braun & Schneider 

decided which of these topics theu pool of fieelancers should put into artistic form. In many cases, a 

20ther than Die fliegenden Blâlter, the most important humoristic-satirical journals in Germany were 
Kladderadatsch in Berlin (beg. 1848) and Dzïsseldorfer Monatshefte (beg. 1847). Satirical journals had been established 
in England (Punch, 184 1) and France (Le Caricature, 1830; Le Charivari, 1832) a d  are reflective of the changing Zeitgeist 
throughout Europe. In 1848 Braun & Schneider began the publication ofthe broadsheets Münchener Bilderbogen in loose 
sequence, ofien re-publishing here a particularly popular picture sequence h m  Diefliegenden Blcïtter but also using new 
material. 

%is political withdrâwal was humoristicaily ridiculed in the "Auserlesene Gedichte von Weiland Gotttieb 
Biedemaier," published in Diefliegenden Blütter between 1854 and 1857, and which tater were to give an entire epoch 
and lifestyle its name. 



khd of naive hocence was displayed in these portrayals that-without directly verbalking it--pointed 

to the many dserent injustices of the world, al1 as outlined in the letters to the editor. 

It was this atmosphere that Busch entered when he began his work for Diefliegenden BZütter 

in 1 858 and its sister publication Mcnchener Bilderbogen in the following year. Kaspar Braun gave 

Busch commissions with specifÏc thematic guidelines, and initially Busch was only required to fürnish 

drawings to text done by other writers. However, he soon began to suppiy both drawing and text 

himself, beginning with Aus dem Rathausener Tageblatt vB#706), at frst only occasionally, but then 

more and more fiequentlyr' Largely follow ing Braun's themat ic guidelines, Busch honed his graphic art 

skills and petfected his style of writing, fist  providing prose, later verse.' The mandated format for the 

Münchener BildePbogen, six to twenty drawings per broadsheet with a brief caption for each picture, 

soon becarne his preferred medium. At this stage, a shifl took place that would set Busch's work apart 

fiom other works in Diefliegenden Blarter or the Münchener Bilderbogen. While the illustrations had 

so far been used to eiucidate the text, it became apparent that in Busch's works the drawing became the 

central focal point and text was used to elucidate the picture. Thus, his broadsheets were accompanied 

either by a short prose caption (e-g. Rache ist ~$3, FB#775; Unbauupte Kunstkritik, FB#776; or 

Klassischer Weisheitsspruch, FB#780 1 : 48-49]), by no text at al1 (e.g. Die Maus oder Die gestorte 

Nachinrhe, FB#783 CH 1 : 50-55 ])6 or by a verse caption (e-g. Der Frosch unddie beiden Enten, FB#841 

BI : 103-1 091). A cornparison of these works clearly shows Busch's evolution fkom the styie dictated 

by Braun & Schneider to a style in which the illustration is not secondary to the verse. Thus he took the 

"usch provided drawings for other people's tex& as late 1863 while at the same tirne providing work that 
comprised both text and illustration. 

T h e  other artist who adjusted perfectly to the strbgent guidelines of the journal was Adolf Oberlhder (1 845- 
1923), who could literally be considered the journal's "artist-in-residence" because he lived for decades on the third floor 
ofthe publishing house. it is fiequently claimed that his dmwings "eine emsthafie Kulturgeschichte seiner Zeit scherzhafi 
illustrieren" (comicaliy illustrate a serious cultural history of his tirne [Zahn 151). Other noteworthy artists that joined the 
journal in the 1860s were Emmanuel Geibel(18 15-1 884) and Victor von Scheffel(1826-1886). 

'This sequence was re-published in the iMtïnchener Bilderbogen in 1862 (MBB#IO) with a prose text that was 
not Busch's. 



Miinchmer Bilderbogen format and developed it into a style al1 of his own that would become the 

picture stories in which illustration and verse interact and cornplement eachother within a fiame of verse 

prologue and epilogue as fust introduced in M a  und Moritz. 

Historical Background 

AIthough Diefliegenden Blatter and Munchener Bilderbogen had given Busch a starting point, 

they were not the only influences on his early career. Busch was famitiar with traditional mythology as 

well as handed down sayings, legends, stories and fairy tales; he relied on these to develop some of his 

own works. Sources and motifs he used can be traced to Greek Mythology (e.g. Diogenes und die 

bosen Buben von Korinth), the Iegends surrounding Charfemagne (e-g. Eginhard und Emma), TiiZ 

Eulenspiegel (e.g. the first and thud pranks in Max und Moritz), Grimm's Fairy Tales (e.g. Hansel und 

Gretel), and sixteenth century farces or shrovetide plays by Ham Sachs.' Requested to provide 

illustrations to Karl Kortum's Jobsiade, he shortened Korhirn's work and added new chapters, so that 

in Busch's treatment parallels to the original can scarcely be found. For this project, he studied 

copperpfate engravings by Daniel Chodowiecki (1 726- 180 1), whose influence can be seen in Busch's 

Bilder zzrr JO bsiade. 

Friedrich Bohne may have been correct in describing the painter and engraver William Hogarth 

(1697-1 764) as one of Busch's "künstlerischen Ahnen" (artistic ancestors [Leben 3 11). Hogarth became 

known in eighteenth century England for moraiiiing picture sequences containing considerable social 

criticism, but without the accompanying meshing of picture and word.' Furthemore, Busch's abrupt 

'The most convincing and completestudyabout Busch's treatment oftraditional topics is still the 19 10 publication 
by Otto Felix Voikmann, FVZhelm Busch der Poet. Seine Motive und seine Quellen. More recent publications reiterate 
Volkmann's results without adding substantial new information. A 1988 study by Michael H. Schwibbe, Das Bildder F r a  
bei Wilhelm Btach- Ein inMtsanaIytische Yergleich  LI Bilderromanen, Schvanken. Mdrchen und Sagen, provides a 
summary of cornparisons of Busch to others that have been made in the secondary literature, 

'Hogarth established hirnself as a satirkt ofEnglish manner and custorns with the series Modern ~Woral Szrbjects 
begiming in 173 1 with A Harlot's Progress and culminating in 1735 with A Rake's Progress. Other series of engravings 
(Marriage à la Mode, Beer Street and Gin Lane, The Four Times of Day, Four Prints of an Election) sirnilarly comment 
on mord follies. 



change of perspective, hyperboles and contoured drawings, the interconnectivity of his pictures rather 

than independent ilIustrations in what has been describcd as "Vorwegnahme spaterer filmischer Mittel" 

(anticipating later film techniques weding, Miniature 255]), differentiate him fiom ~ o g a a h ?  

Many researchers consider Busch a "Nachgeborener jHeinrich] Heines" (descendant of weinrich] Heine 

@ohne, Geist 71]), and it is true that disiilusionhg poetry with a surprismg punch line can already be found 

in Heine's versified stories and some ofhis poetry. Busch likely learned h m  him. Much like Heine, Busch 

also used trochaic metre, colIoquia1 language, unusual syntax and onomatopoetic devices, but the verse and 

picture combinations of the picture Stones evidence a substantial detachment fiom Heine. 

Also worth noting is the parallel between Georg Christoph Lichtenberg's -4phoristikand Busch's 

"Sprikker" and other aphoristic couplets. Goethe's suggestion about Lichtenberg, "wo er einen SpaB 

macht liegt e h  Problem verborgen" (whereverhernakes a joke there is a problem hidden [Mavimen 848 J), could 

equally weil apply to Busch. However, the description of Lichtenberg's aphorisms as "amusing, sharply 

witty, or even sarcastic, of penetrating insight, fiequently of didactic intention" (Craig 130) also points 

to the most distinct difference between Lichtenberg and Busch. In accordance with Busch's statement, 

"Wer mal so kt, der bleibt auch SO." (He who happens to be that way will rernain Iike that 1 : L60]), his a h  

was to reflect societal realities with astute humour and perceptive kony, but without sermonizing, that 

is, without didactic intent. 

Two obvious influences are also the most controversial and merit closer attention. Ln the 1 830s 

Rodolphe Topffer had experimented with a combination of text and pictures that he called "littérature 

en estampes" (iiterature in [mpperpiate] pictures), and in 1 847 Heinrich HofEnann published Shwwwelpeter, 

a children's book that in its layout is comparable to Max und Moritz. 

Rodolphe Topffer (1 799-1 846) was a Swiss artist, educator, author and teacher, who developed 

humoristic picture novels in 1827 and published the fvst of them, L'Histoire de Monsieur Jabot, in 

'Another graphic arts influence may have corne h m  Honoré Daumier (18 10- 1 Wg), whose politically motivated 
caricatures in Le  Charivari and Le Caricature had strong etements of social criticism. Not only a carîcaturist, but also a 
sculptor and painter, he experimented with intense dark-light contrasts and sketchy outlines. 



183 1. His picture novels then enjoyed a wide distriiution in the 1840s and were published in oblong 

albums, each page containing one to seven daerently shed pictures. Sometimes, the prose caption 

referred to one picture, and at other times it covered several pictures. The text ranged fiom very short 

captions (three words) to several paragraphs; as a result the picture was sometimes the predominant 

feature and at other times the text was predominant (see illustrations 7a-b). Busch claimed in 1887 that 

he only knew of Topffer "von Horensagen" (fiom h m a y  1 : 2841). Notwithstanding this assertion, it 

is highly probable that Busch saw Topffer's work in the 1840s when it was widely available and Busch 

was being educated by his liberal minded uncle and had access to the Ebergotzen innkeeperrs collection 

of books. As such, a comparison of these two artists, so sirnilar in style, is appr~priate.'~ An essay by 

Karl Riha stresses the influence of Topffer on Busch's early work: 

im Friihwerk Buschs . . . sind Spuren Topffers leicht zu entdecken. Âhnlich wie die 
Bildromanhelden des Schweizers entwachsen die ersten Karikaturen . . . der kriîziigen 
Improvisation, die auf physiognomische Treffer aus kt, formen sich zu 'Partnem' aus, 
die die Phantasie anregen und ein Eigenleben zu fiiliren beginnen, und entwickeln sich 
auf diesem Wege zu Akteuren von Erzahihandlungen. (1 90) 
Traces of Topffer are easiiy recognizabie in Busch's early works. Similar to Topffer's picture novel 
protagonists, the first caricatures grow from . . ascrïbbling improvisation which seeks to draw attention 
with physiognomic details, they are refined into 'partners' that stimulate one's imagination and begin to 
take on a life of their own. and in this manner devetop uito participants in a narrative action. 

The stylistic çimilarities between Busch and Topffer, which in tum are quite different ftom their 

contemporaries, were described ui Vischer's discourse "Über neuere deutsche Karikaturf': 

Beide sind gleich wunderbare Meister der unendlichen Geschicktheit im Ungeschickten 
der Zeichnung . . . Beide Humoristen setzen ihre unzulanglichen p a r  Punkte und 
Striche just so zurn beabsichtigten Ausdmck genügend, als k m t e n  Sie, wenn sie 
wollten, vollendete Meisterwerke in volliger Durchführung aller Mittel der MaIerei 
schaffen, und da0 man doch wieder--so grundnaiv erscheint jene Armutseligkeit--eine 
solche Verrnumrnung fur rein unrnoglich halt. 
Both are equally marvellous masters ofthe infinite dexterity within the clumsiness of a drawing . . . Both 
humorists place their insuEcient few dots and lines just so to be sufficient for the intended expression, 
as though they could, ifthey wanted, create masterpieces using al1 methods of painting, and yet again- 
that's how very naive such bIiss of sparseness appears-one would consider such a disguise to be 
downright impossible. 

''Some researchers declare Topffer to be a direct predecessor of Busch (e.g. Novotny, Hochhuth, Riha). Others 
accept Busch's claim and reject the idea of a Topffer inff uence (eg.  Kraus, Pape). Most, however, sidestep the issue. 



With this "very naive bliss of sparseness" both Busch and Topffer cultivated a style of drawing that 

inspires cartoonists to the present day and that caricaturists ofien still employ, whether it is Peter 

Gaymann, Robert Gernhardt or Charles Schulz. Rightfiilly so, Vischer recognized satire in this styk, 

not idle doodlings: 

Topffer begleitet die Bilderreihe einfach mit leicht ironischem Kommentar, Buschs Text 
ist komisch auch fur sich, nimrnt ganz naiven Schein an . . . also Text ganz dem 
droüigen Zug des Zeichners entsprechend. Topffer k t  satirischer. (3 15) 
T6pffer simply accompanies the picture sequence with a slightly ironic cornmentay, Busch's text is 
fûnny in itselc takes on a very naive appearance . . . in other words the text completely corresponds with 
the fûnny drawing. Topffer is more satirical. 

As such, Topfferts irony about destructive elements in social or political life is quite open, whereas 

Busch's satire is oblique, calamities are portrayed as comical, and his "Kunst zeigt [uns], wie weh [der 

Ernst in der Sache] tut" (art shows us how painfùl the seriousness of  the matter is pischer 3 171). 

This leads to a cornparison of TopfTerts and Busch's targeted audiences. Topffer began by 

developing litt1e picture novels "aus einer Laune heraus, in ganz primitiver Weise zurn eigenen 

Vergnügen" (giving in to a m d ,  in a very primitive way for [his] own pleasure [Riha 1 851). His frst publis hed 

pnnting was limited to fifty copies and oniy the second printing was directed at a larger audience. 

Busch, for ail his daims that most of his works were created for "Selbstplasier" (hiç own pieasure m4: 

15 l]), was published in Diefliegenden Blatter, which had a large circulation; as such, his works were 

widely distributed fiom the beginning. However, Topfferts picture novels cannot be dismissed as purely 

private entertainment either. His 1845 Essaide Physiognomonie provides his theoretical considerations 

and clarifies the intentions of his "Iiterature in pictures:" 

One can write stories with chapters, lines, words: that is true literature. One can write 
stories in pictures and successive scenes: that is literature in pictures . . . Literature in 
pictures has its own advantages: the richness of detail permits an extremely concise 
mode of expression . . . It also has the unique advantage of somehow being understood 
intuitively and as such be of extreme clarity . . . For these reaçons Literat1.lo in pictures, 
which critics don't consider and of which scholars know Little. has great influence in al1 
epochs, and is perhaps more effective than the other literature, because aside h m  the 
fact that there are more people who look than people who read, literature in pictures 
primarily speaks to children and the populace, that is, two classes of people who c m  
most easily be compted and of whom it would be most desirable to educate them 



morally . . . In effect literature in pictures with its unique advantages of greater 
conciseness and relatively greater cl+ could surpass the other literature that otherwise 
is its equal. This is because it speaks with greater animation to a larger audience and 
because he who attacks immediately in a fight will conquer him who speaks in chapters 
. . . Fuially, the line drawing is incomparably advantageous when it, as in a picture story, 
serves to provide quick and successive images which only have to be lively and amusing 
and which, as links in a chah, ofien only rernind of ideas, like syrnbols or rhetorical 
figures in a speech, and are not integral chapters of the subject. (1-2,9)IL 

This positive assessrnent of a pictorial narrative suggests that "literature in pictures" is a new medium 

that developed as a hybrid of other art forms. It is this hybrid that Busch developed fiirther and 

popularized, although his argumentation was dxerent: 

Man lacht, wenn man Andere in VerdrieBlichkeiten und kleinen Malheurs bemerkt, 
wenn man ihre Verstellung, ihre Pffigkeit, ihre Einfalt durchschaut; denn da fihit man 
sich verhaltnismaBigso wohl und gescheidt, daB es e h  rechtes Vergniigen ist. (B 1 : 264) 
One laughs, when one notices other people involved in irksorne matters or little mishaps; when one sees 
through their disguise, their cuteness, their simple-mindedness; because then one f e l s  relatively good 
and clever, so that it's a real joy. 

These remarks by Topffer and Busch show their different approaches. Therefore, while it may be true 

that Busch did not study Topffer consciously, he c m  indeed be considered an intellectual forerumer. 

The creation of "literature in pictures" as a new medium was imminent: HofEnannls Swuwwelpeter was 

published in 1847, Busch's Die kleinen Honigdiebe, in text arrangement and drawing style still very 

close to Topffer, followed in 1859. Six years later, 1865, Busch published Max z , n d  Moritz with 

versified text and an even more abbreviated drawing styte. 

Both Hofiann's Shwwwelpeter and Busch's picture stories in many ways combine the 

broadsheet tradition with the tradition of rninstrel songs or broadside ballads; as such, a cornparison 

seems obvious." Heinrich Hotnnann (1 809- L 894), a physician in a Franlcfurt lunatic asylum, wanted 

"The source for this quote is a 1980 Geman publication that includes a German translation and an 
"autographically reproduced" copy of an 1845 handwritten copy of the French original. Topffefs entire essay has been 
translated into English and published in Ellen Wiese's Enter: The Comics (Lincoln: U of Nebraska P, 1965). 

l2Ifone considers that Hoffiann's Struwweipeter has been widely published since 1848, and that Busch's picture 
sequence Trauriges Resultat einer vernachlcissi'en Erziehung (1860) is a recognized parody of Strznvrvelpeter, it would 
stand to reason that the question whether Busch was influenced by Hof3nann is answered, indeed, Pape, Novotny and 
Ueding (among others) accept this premise, yet others (Kraus, Lotze and most early researchers) reject it. 



to give his toddler son a picture book for Christmas. However, he considered the drawings in the books 

that were available for purchase to be too realistic; rather he believed a naive, childlike clumsiness to be 

more suited to a book for children. So, he created the writings and drawings of the now farnous 

Both Busch and Hofnnann used picture and verse combinations to describe naughty children 

who are drastically punished for u m l y  behaviour. Busch and H o f i a m  both used onomatopoetic 

devices in their verse and placed the protagonists into situations that presupposed a metamorphosis (Max 

and Moritz into loaves of bread; the Suppenkaspar into a stick man) or a cornplete dissolving (Max and 

Morin hto grain; Paulinchen into ashes). But whereas Busch's story is about seven pranks by hvo boys, 

Struwwelpeter is a collection of ten individual stories. Hofhann's stories (except the one-picture 

"Struwwelpeter" story) follow the sarne pattern: An exposition (the protagonist is introduced by his 

nichame), accelerated action (the protagonist "mis"behaves), peripeteia (the protagonist is confronted 

with an authority figure or the hmediate results of his action), fially an epilogue that describes the 

catastrophe and the final results for the protagonist. Al1 of Hohann's  protagonists accompany their 

infractions with motorïc disquiet (jumping, skipping), for the Zappelphilipp this restlessness is an 

infiaction in itself. The message to the child-reader is to always behave well, expectations were for 

restraint and good behaviour; rationality and logic; absolute acceptance O fada lt based authority; abso lute 

obedience; and quiet, because parents may not be disturbed. These ideals reflect the requirements of 

the bourgeoisie, and the precisely formulated behavioural guidelines represent "ein Bürgertum, dem es 

13The original manuscript was published in 1845 as Lmtige Geschichten und drollige Bilder von Reimerich 
Kinderlieb, ï h e  "Sûuwwelpeter" figurey today the obvious syrnbol of the book, was on the very 1 s t  page and held a 
secondary position. Changes were made in subsequent editions and only beginning with the fifth edition in 1848, the 
number and sequenceofthevarious stories was established as we know it today, and Hofhann began publishing the picture 
book under his own narne. Hofham's precursor to the Stmvwelpeter image was Paul Gavarni's lithograph Un enfant 
terrible (1840), which shows the main features o f H o ~ a n n l s  protagonist, ovetty long hair and fingernails. This lithograph 
was intended as a caricature of advertisements for "unfàiling" prcxiucts to induce hair growth. Gavarni's caricature was 
copied by German lithographers, as A. Kneisel's Industrielles Wunder der Jetzizeit (1843) evidences. it contains the 
caption: "Abbildung eines Knaben, der über ein Büchschen mit haanvachsender kwen-Pommade, oder ein Fliischchen 
mit Schweizer-Kriiuter-Oe1 geraten ist" (iiiustration of a boy who stumbled across a tin of Loewen hair-crearn or a bottle 
of Swiss herbal oil). This caricature as well as advertisements for hair growth were fiequently featured in the Intelfigem- 
Blatt der Freien Sîadt Frankfurt, to which Hoûïnann subscribed (see illustration 8). 



im wesentiichen nur noch um formale Disziplin und Unterweriùngs bereitschaft ge ht" (a bourgeoisie, whose 

fiindamental concem was about formai discipline and willingness to subjugation Komeker 1421). H o h m  was 

intent on leading a child to these virtues and gave this explmation; 

Das Khd lernt einfach nur durch das Auge, und nur das, was es sieht, begreift es. Mit 
moralischen Vorschrifien zumal weiB es gar nichts anzufangen. Die Mahnung: sei 
reinlich! sei vorsichtig mit dem Feuerzeug und la0 es liegen! sei folgsarn!--das alles 
sind leere Worte fur das Kind. Aber das Abbild des Schmutzfhen, des brennenden 
Kleides, des veningllickenden Unvorsichtigen, das Ansc hauen allein erklart sic h selbst 
und beIehrt. (qtd. in Konneker 14) 
A child simply learns through the eye, and only understands those things he sees. He doesn't know in 
the least what to do with moral niles. The admonition: Be neat and tidy! Be carefiil with the tighter and 
dont touch it! Be obedient!-al1 those are meaningless words for a child. But a picture ofa mucky pup, 
a burning dress, the misfortunes of the reckless, just looking at this is self-explanatory and instructive- 

Thus, the principle underlying the StmwweZpeter stories is the didactic intention: 

Setzet den launenhafien Kundgebungen seines [des Kindes] Willen nur physische 
Hindernisse oder solche Strafen entgegen, die als Folgen seiner Handlung zu betrachten 
sind, und deren es sich bei gegebener Gelegenheit wieder erinnert. (qtd. in Konneker 
167) 
Counter the expressions of his [the child's] will only with physical obstacles or such punishments that 
can be wnsidered a result of his action, and which he remernbers when the opportunity arises. 

Hoffmann's goal was to educate children with his S&umveZpeter and to enforce a strict upbringing to 

bourgeois ideals, which to hirn could only be possible through severe and imrnediate punishment ofeven 

minor infractions. A child beghs reading the stories with the warning, "Wenn die Kinder artig shd" (If 

the children are behaved), then it wiil be rewarded. Thus, the converse cause-and-effect mechanism of "if 

you don't--then" is also inferred. Busch uses satire. Whenever his stories deal with the problern of 

educating, the pedagogue or educator is defeated bythe "natürliche Bosheit des Menschen" (naturai human 

evii 1 : 1571) and Busch accepts this evil as unchangeable. In contrast to Hohann ,  who attempts to 

discipline this evilness, Busch's works are directed at that which pretends to be something it is not: 

hypocrisy. Hoffmann's perpenially raised index fuiger as a warning signal is completely misshg in 

Busch's work. Thus, although there are shilarities between Hofiannls Struwweipeter and Busch's 

M m  und Moritz, the main difference is in the authorial intention. H o h a n n  wanted to educate, his 



stories were to be a deterrent. Busch depicted the world the way he saw it, without any didactic intent.14 

Busch's picture stories have been received by a much larger audience than either Topffer or 

H o h a m .  If his picture stories still appeal today, this is in part because his figures evoke sympathy, 

and in part because the illustration was Busch's starting point; as such, the stones became visual and 

easy to read. This concurs with a comment Busch made about his approach, 

DaB sie zunachst gezeichnet und dam erst geschrieben wurden, also die 
Anschaulichkeit, mag wohl eine von den Ursachen ihrer weiten Verbreitung sein. (B2: 
1 86) 
That they were drawn firsr and onIy then written, in other words their visualization, may be one of the 
reasons for theù wide distribution. 

Influence on American Comics 

The suggestion that Busch was a trailblazer of the modem comic strip, that Busch's work 

"strengthened the Iink between text and graphic" (Gordon S), has corne to be generally accepted in comic 

strip literature, although no studies exist that prove this connection beyond anecdotal references. Busch's 

Mar und Moritz and his subsequent picture stories as narratives containhg sequential stories. recurring 

charactee and told in interdependent pictures and text fullil most ofthe requirements that defme a comic 

strip: "The narrative in the strip is not conveyed visually, but is expressed in both pictures and words. 

I4Both books are generally classified as stones for children, and both books have been read by generations of 
children in Germany. Ifthe intent ofliterature for children is to fàrniliarize them with their surroundings or with reality, then 
neither Struwrvelpefer nor M a  und ~Moritz is suitable. However, Max und Moriiz has some other advantages. The 
expressive gestures and mimicry ofthe figwes in the illustrations, the simple and fiinny language ofthe verses, the Fantastic 
story Lines and the unusuai ideas of the protagonists chailenge and stimulate a chiId's imagination. There is no didactic 
intent: A child's cognitive capacity is such that he cannot recognize a didactic parody, ifthat is what is intended. This could 
only be recognized by adult readers. Children rnerely recognize the exaggeration in the fùnny depiction of the actions. They 
classi@ the pranks and the punishment of Max und Moritz as unrealistic and as such are able to regard the story as fùnny. 
in contrast, Stnnvwelperer has a didactic intent, with the stated goal of adapting a child to confom to society's demands. 
The reading child can relate to the depicted stories fiom his own experience, but he cannot recognize the transfer h m  reality 
to exaggeration within the stories: The figures in the Stnnvwefpeter stories have no opportunity to develop their own 
initiative, or if they do, are punished for it- This punishment at times is exaggerated, as in the "Geschichte vorn 
Daurnenlutscher," but it raises fear in the chiId reading the story because he knows about the supposed inhction-thumb 
sucking-hm his own experience. A certain distance precludes a complete identification, but because al1 storïes are taken 
fiom a child's daily life, a partial identification is possible. Parents, when buying Sfmvrvelpeter, were hopefùl of a positive 
influence on their child, and were also secure in their authority over their child. While it is possible to exaggerate the 
influence and impact of a story, it must be considered that they are interdependent with the entire upbrïnging the child 
experiences. Reading Stmvwelpeter wi1I not inevitably provoke fear, subjugation and moral cowardice, but it is a good 
example of a children's book that is imbued with nineteenth century moral ideas. 



While emphasis may be given to one of the dual aspects of the strip over the other, the interest most 

often shifk back and foah, according to the demands of the action or the needs of characterization and 

atmosphere" (Horn, World 1 : 9).  

Already during Busch's own lifetime, viacasual plagiarism, imitations ofhis picture stories were 

distributed to a wide audience in Britain and North Arnerica. Busch's Ma;\: und Moritz inspired the 

creation of the first recurring English comic strip hero, A& Sïoper by Charles Henry Ross in 1867, 

which displays "umistakable borrowings of Busch motifs" (Kunzle, Hisiory 322). The American 

satirical journal Puck shortly afler its founding in 1877 plagiarized freely fiom the Knopp-Trilogie; and 

two years later alrnost the entire Fipps der A f e  s t ~ r ~ . ' ~  Schnedderedengg, ,a Geman language weekiy 

launched in New York in January 1873, printed Pater Fi[ucius in its March and April issues, without 

giving any credit to Busch.I6 An early Franklin Morris Howarth cornic strip also shows Busch's 

influence. Howarth was a pioneer of American comics alongside withRichard Felton Outcault, Rudolph 

Dkks and Frederick Opper. Howarth's comic strip The Revenge of the Persecuted Baker appeared in 

Judge, another American illustrated humour magazine combining social humour with sharp-edged 

political cartoons, on July 1 1, 189 1. This strip, in which "two naughty boys steal pastries fiom an 

overladen baker, who eventually gets his revenge by lacing his goods with coal oil, reworked Busch's 

theme in Mm und Moritz" (Gordon 22). Adaptations of Busch's M m  und Moritz were also used in 

advertising: The sewing threadcompany "Clark's O.N.T. Spool Cotton" oWewark, New Jersey, as early 

as 1879 published an advertising pamphlet directed at children, entitled The Adventures of Teasing Tom 

and Naughty Ned (see illustration 9). Tt was inspired by Max und Moritz. 

I5On Septernber 19, 1877, Puck printed twelve drawings h m  Die Knopp Trilogie and new text with the title 
Tezitonic Courtship. Epps der Afle was copied with the title Troddle&rms, the Sirnian between August 13 and October 
8, 1879. Several other plagiarisms of Busch's works appeared interrnittently between 1877 and 1894. 

16March 27, April 10 and April 24, 1873, pp. 8-9 in each case. Schnedderede~lgg also printed Busch's Ein 
Abenteuer in der Neujahrsnacht (1 863) under the title Der Sylvesterabend in the January 5, 1874 issue; Der Katzenjammer 
am Najahrsmorgen (1863) as Der Morgen nach der letzten CarnevulSitzung on March 9, 1874; drawings korn Der 
Purtikularist (1870) using the title Frezrden und Leiden eines Demokraten and captions refemng to Amencan politics on 
March 3,1877; and two more drawings fiom Der Partikularist under the title Z2rr Situation commenting again on American 
politics on April 14, 1877. 



The new medium "cornic strip" evolved in the United States during the 1890s as a result of fierce 

cornpetition between the newspapers of Joseph Puiitzer and William Randolph Hearst Pulitzer used a 

Sunday supplement as a showcase for his newspaper, the Nëw York World. To attract readers and increase 

circulation, the Smdq Wirld mcluded coloured sections with reproductions of fùie art, fashion drawhgs, 

Society iIlustrations, news pictures and cartoons. Cartoons were copied fiom Pu& Life, Judge and other 

journak, reprinted h m  overseas or bought fiom klancers. Drawings oftenement urchins and immigrant 

ragarnufhs by R.F. Outcault (1 863- 1928) began appearhg in 1894. Showhg both the humour and the 

anguish of the slums, his illustrations "provoked chuckla, but they also purposefully pricked the conscience" 

(Marschal1 22). By 1 895, Outcault's drawings had become 

a regular half-page panel in Pulitzer's Sundv World and 

were titled Hogan's Alley. At about that t h e ,  Outcault 

also added a recurring character, a Iittle flap-eared, gap- 

f l  toothed, bald-headed, bare-footed Street urchin with a 

qukzical, yet knowuig, srnile, dressed mly in a long, dirty nightshirt, which Outcault fiequently used 

as a placard to.print messages, jokes, and slogans--and thus moved the written word into the picture 

itseIf. This Iittle ragged gamin was the fwst recurring character in a cartoon series, and the fust 

successfid character to appear in colour-the printing ofcolour pages in newspapers was just beginning. 

hitially, the colours of this nightshirt varied, but beginning in earIy 1896, it was always yellow, and the 

little waif was henceforth known as the "Ye Ilow Kid." Immensely popular fiom the beginning, the 

Yellow Kid panels entrenched coloured cartoons with a continuing titled series and with the written 

word integrated into the picture as a regular newspaper feature. The combination of these important 

elements in Outcault's creation proved that comics could sel1 newspapers: The circulation ofthe Sunday 

World increased sharply. While Outcault's Hogan's Alley contained the recurring characters and text 

within the picture, it was not a comic strip as we know it today, but rather a single panel cartoon. 

Nevertheless, its popularity and reader demand paved the way for a distinct medium. 



Impressed by the success of the Yellow Kid and its impact on circulation numbers, William 

Randolph Hearst of the rival newspaper New York Journal decided to introduce similar humorous 

narratives to be included with the Sunday edition of his paper. Recognizing that the cartoon was the 

Sunday supplement's strongest feature, he started a weekly colour comic supplement, The Arnerican 

Humorist, in 1896." The story goes that Hearst remembered seeing a copy of Mar und Moritz while 

on a trip to Europe and instructed Rudolph Dirks (1 877-1 968), a German immigrant illustrator in his 

employ, to create "something like Max und Moritr" for the Arnerican audience--the result was The 

Kutzenjamrner Kids, which began appearing on December 12,l 897.18 That fust strip introduced three 

boys in a backyard mayhem f e a t u ~ g  the boys, a gardener and a hose. A week later, the third of the 

brothers had disappeared, never to be seen again; the remaining two brothers received the narnes Hans 

and Fritz, and they spoke a German-English patois. in f o m  and structure very similar to Busch's styIe 

of contoured line drawings and humorous text combined into a comic synthesis, the boys' crude pranks 

and rejection of any kind of authority figure are reminiscent of Busch's motive of the rebellious 

protagonists who nevertheless are punished at the end of the day. 

Emulating Busch's progressive forward movement fiorn picture to picture, Dirks used sequential 

panels to tell a story, and combirted these with the conventions popularized by Outcault, but also 

contained in Busch's picture stories: recurring characters, synergism of text and picture. The final 

ingredient, weekly publishing in a mass medium, was added by the publisher. Thus, the basic elements 

"ïhe publishing war between Hearst and Pulitzer started because of the Yellow Kid's success. After Hearst 
introduced the American Humorist, Pulitzer starteci an aggressive advertising campaign featuring the Kid and he even had 
his delivery trucks painted yellow. This led to the descriptive term "yellow journalism." Although Outcault discontinued 
the Yellow Kid illustrations in 1898, the term is stili in use today to describe a sensationalising press. 

''The Hearst anecdote is reported in many publications, most recently in Andrea Schulte-Peevers, and David 
Peevers, "Mayhern, Mischief and Moguls: The Katzenjammer Kids Tum 100." German Life Febr./March 1997: 18-23. 
However, prior to T'lie Katzenjammer Ki&, the Nav  YorkJournal published a short-lived comic strip by Hamy Greening 
entitled The Tinkie Brothers (between September 5, 1897 and October 17, 1897), which "was an adaptation of Wilhelrn 
Busch's Mm trndMoritzT1 (Gordon 33). The Hearst anecdote may indeed be true, but the earlier work by Howarth and others 
in Puck, Judge and other satirical jomals, and the publication of Greeningrs Tinkfe Brolhers suggest a "general awareness 
ofBusch's work and a desire to emulate its success" and a "conscious, deliberate decision, by many comic artists, to imitate 
Busch" (Gordon 180)- Lndeed, Gordon suggests that Outcault's Yellow Kid was also "developed 6om Mm und Moritz" 
(23). 



ofcomic strips were in place, although they were not yet called that. When The Bookman fust discussed 

this new medium in 1902, it was called "the new humour," later that changed to %mies" until the terrn 

"comics" became h e d  in 1908 (Blackbeard 1: 21).19 Coulton Waugh in his pioneeruig book The 

Comics ( 1 947) f ~ s t  formulated an analytical defmition of comics. In summary, he propounded that 

comics are a form necessarily including a narrative told by way of a sequence of pictures, a continuing 

cast of characters fiom one sequence to the ne* and the inclusion of dialogue and/or text within the 

picture or closely related to the picture. Within this extemal structure, there has to be an interna1 

cohesiveness, that is, the two elernents oftext and pictures must blend into one organic whole. As such, 

the expression in the comics 

is the result of this interaction between word and picture, the product and not the sum 
of its component parts. The art and the writing reinforce (or pull down) each other în 
a variety of ways . . . The basic element in the language of the comics is the panel, a 
simple drawing most often enclosed in a rectangular or square frame, that stands both 
in isolation from, and in intirnate relation to, the others, like a word in sentence, . . . The 
panels are grouped, again like words in a sentence, into strips or pages . . . In turn these 
stnps and pages articulate themselves, in a more or less complex manner, into 
sequences and episodes. (Hom, WorZd 1 : 49) 

I9Both Hearst and Pulitzer found thecomic supplements to be vastly popular with readers and circulation nurnbers 
soon showed that the newspaper with the more popular comic strip had the higher readership. This led to a bidding war 
between the publishers for the artists. Afler Hearst had enticed Outcault away fiom Pulitzer in 1897, Pulitzer won him back 
briefly, before he was again outbid by Hearst. Pulitzer reacted by assigning George B. Luks to continue Outcauit's Hogan's 
AIlq for the Worldand at the same tirne obtained an injunction against Outcault. The resulting lawsuit assigned Outcault 
the right to draw the character 'Yellow Kid" for whomever he wanted, but Pulitzer won the right to have the fature Hogan's 
Alley drawn by other illustrators. As a result, Luks' Hogan's Alley appeared in Pulitzer's FVorld paraIIel to Outcault's T;he 
Yellow Kid in Hearst's Journal. Dirks and his Katrenjammer Ki& were to suffer a similar fàte when Dirks fell out with 
Hearst in 19 12 and switched to Pulitzer's World. After the resulting Iawsuit, Hearst retained the title The Katzenjamrner 
Ki& and Dirks kept the copyright to the characters. Dirks called his new strip, with the same characters and the sarne type 
of plots, Ham and Fritz. Beginning in 1914, this new strip appeared on the Gront page ofthe Sunday magazine of Pulitzer's 
World. It changed its name to The Captain and the Ki& during World War 1 afier the boys had declared that they were 
Dutch, not German. Always, however, it carried the notation %y the h o u s  originator of the Katzenjammer Kids, R. 
Dirks." Dirks continued to draw the strip until his retirement in 1958, when his son John took over until the strip's 
cancellation in 1979. The two strips ran simultaneously, albeit in different newspapers, for about 65 years. The 
Kutzenjammer Ki&, with only superficial changes to characters and ph's, after the lawsuit was drawn by Harold Knerr and 
continued to be published by Hearst. For a time, it sïppeared as 7he Original Katrenjammer Kids, but the adjective was 
quickly dropped. In 2000, The Katrenjarnrner Ki& comic strip is drawn by Hy Eismann and distnbuted to more than 50 
newspapers by the King Features Syndicate, founded by Hearst in 19 14. Hearst first used the comic strips produced in New 
York in his other newspapers, such as the San Francisco Examiner, but to further o E e t  the high costs for producing colour 
comic strips, he began selling them to newspapers around the country. The Katzenjamrner Ki& became one of the first 
syndicated comic strips when it was c h e d  by the Pittsburgh Post on January 6, 190 1 (Gordon 39). 



While this explains the language of the comics, it could also explain Busch's language in the picture 

stories, which was copied by Dirks when he developed The Katzenjammer Kids. Much like the pranks 

of Max und Moritz were targeted at the social hierarchy of their village, the pranks of the "Katzies," 

Hans and Fritz, were primarily directed at "die Marna" (the rnother of the Katzies), "der Captain" (a 

shipwrecked sailor acting as their surrogate father) and "der Inspector" (an officer of the school 

system)? Aptly, the inspecter's recurring opinion, "Mit dose kids, society is nk" is a sentiment that the 

fellow citizens of Max und Moritz could echo, although the Katzies' pranks "[übertrafen] in ihrer 

Grobheit die Helden Buschs noch" (exceeded in their bmtaiity Busch's protagonists m i g g e  231). The premise, 

style and substance of Busch's convention of young male pranksten involved in a generational 

confrontation had changed little, but Hans and Fritz "took the practical joke . . . and raised it to an art" 

(Goulart 212). Each episode was set in the semi-rural Katzenjammer home;" a series of panels led to 

the climax, the prank played on an unsuspecting victim. But although their pranks were usually 

successful, most closing panels showed the boys receiving a spanking, which was not quite the fmal 

destruction that met M a  und Moritz, and Hans and Fritz lived to Mict their pranks on someone else 

in the next sequence. 

Not ody the fom and structure of M a  lmd Moriz was repeated in n e  Katren~arnrner Kik, but 

"Dirks occasionally paid silent homage to Busch by reworking some ofBusch's classic sequences" (Marschdl 

47). A comparison of Hans and Fritz and the older Mar und Moritz shows that the two pairs are of equal 

ariistic merit. The Kakies' rebellious pranks and their "display of violent contempt for pornpous authody" 

(Daniels 4) are very similar to Mm und Morids 'lseven misdeeds against the righteous philistine torpor" 

(Arndt 1) and leads to the inevitable punishment, a vitai ingredient of the "morale" of each episode of Dirksls 

strip, not unlike the expressions ofbourgeois mords in Busch's epilogues. 

early strips did not include the captain or the inspecior, but rather a Papa Katzenjammer and Grandfather. 
These were phased out as der Captain (in 1902) and der Inspector (in 1905) were introduced. 

''After a number of years, the fàmiIy embarked on several joumeys. ïhey visited the Grand Canyon in 1915, 
Panama in 1916, a circus in Pem in 1917 and travelled the Amazon in the mid 1920s before settling permanently on a 
tropical island off AfZca known as Squee-Jee in 1936. 



The Katzies resernble Busch's protagonists very closely in hair-style, facial features, height and 

size, as weii as clothing. 
.- - .- 
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Similarly, Marna Kaîzenjammer appears quite deiiberately modeUed after Busch's 'Witwe Bolte." Both 

women are matronly figures, 'bue to the stereotype of the German 

Haushul' (Horn, Women 18). Many episodes infer a German 

background: The boys are sons of German immigrants, as their 

names, Ham and Fritz, suggest; their dog is calied 'Kaiser," they count in Geman; 

various adults are seen reading German newspapers; the social club their rnother 

fkquents is caiied "Ei~he ."~  Even more suggestive than a physical resemblance to Busch's figures and 

allusions to the Katzies' German origins are the simiiarities in the pranks played by Hans and Fritz to those 

conducted by Max und Moritz. Reminiscent of the "Schneider Bock" sequence in M a  und Mori~z, the 

captain is similady assailed by Ham and Fntz as the tailor by Max und Moritz, by falling h o  the local Stream 

after the boys had sawed hto the bridge. Max und Moritz's prank against "Onkel Fritz" is found again in a 

similar prank by Hans and Fritz against the captain. Echoes of Max und Moritz in the bakery cm be seen 

when Hans and Fritz are discovered in a barre1 of flour, covered fiom head to toe. Busch's influence can also 

be seen in a number of episodes when the collective anger of al1 those at the receiving end of the Katzies' 

pranks explodes in a simiiar way as those ofBusch's villagers: a gleefùl picture ofa smug bourgeoisie happily 

witnessing the punishrnent of chiidren (see illustrations Na-b). 

qeflecting World War 1 anti-German feelings, the stnp h m  July 7, 1918 shows the whoie farnily going before 
a judge, requesting their name change h m  "Katzenjammer" to "Shenanigan" because it's such a nuisance to be rnistaken 
for, as  they Say in their inimitable way, "Choirnans" (Schulte-Peevers 21). As such, the stnp's title changed to 'The 
Shenanigan Kids" and Hans and Fritz becarne Mike and Aleck, but ail reverted back to the original name in ApRI, 1920. 
A similar foolishness was not attempted during World War 11. 



This comparison dernonstrates that Dirks used Busch's model to develop his main characters 

and some of the motifs. Building on the given concept, Dirks introduced and developed a huge number 

of new themes and moved the picture and text combination beyond Busch. As such, Dirks's works 

"zielen in der Regel auf Eindeutigkeit ab" (usuaiiy aim for explicitness) contrary to the "Doppelsinnigkeit" 

(ambiguity p. Hartmann 741) of Busch's picture stories, and therefore lack any sort of social criticism. 

Busch's model ako helped Dkks develop innovations. Like Busch, he elhinated detail in his drawings 

and popularized this style of line drawing. Dirks entrenched the now conventional usage ofthe dialogue 

balloon, the multi-panel story (as opposed to the single-panel cartoon), and the regular cast of characters. 

He also moved the cartoon fkorn the one-prank episode to a story-telling device, similar to Busch's 

picture stories, Dirks established the colourful usage of onornatopoeia and sound effects, advancing fiom 

Busch's "Schnupdiwup!," "kritze kratze!," or "Rickeracke! Rickeracke!" to name just a few of the 

onomatopoetic constructions used in Max d Moritz, to the today well known "pow," "vroom," or "ka- 

boom!" And fmally, he introduced the visual comics vocabulary, stars symbolizing pain, a lamp to 

represent a bright idea, sweat beads representing fear or effort, clouds of dust, and footprints or lines 

indicating motion, "al1 devices introduced, or institutionalized, by Rudolph D irks" (Marschall45). The 

Katzenjammer Kids, widely considered to be "the fust tnie comic strip" (Goulart 2 12), are now in their 

second century of antics in the fùnny pages. They have held their own against fierce competition fiom 

film and television. Muenced by Busch, "the format and conventions introduced or iieveloped by Dirks 

with the Katzenjammer Kids set a pattern that has continued to influence its successors to this day" 

(Goulart 2 12), the most widely known likely being Charles Schulz and his Peanuts comic strip? Today, 

the language of comics with Ïts innovations and syrnbols is farniliar and commonly accepted, and the 

comics have given us a new way of looking at extemal reality. 

=In commenting upon Dirks's contribution to the development ofcornic strips, Marschall suggests that "Dirks took 
the young art form's basic formula-peace, scherning, mayhem, exposure, punishrnent-and made it appeal to al[ ages and 
types of readers, expressed through a new vocabulary appropriate to comic strips alone" (57). This basic formula had prior 
to Dirks been applied by Busch. Furthemore, much as Dirks laid the cornerstone for a distinct comic strip vocabulary 
commonly known today, rnany of Busch's verses have becorne familiar quotations in the German Imguage. 



Third Reich Stratagerns 

What Friedrich Schiller said about Wallenstein, "Von der Parteien Gunst und Hal3 verwirrt, 

schwankt sein Charakterbild in der Geschichte" (Confùsed by the parties' favours and hatreds, his image fluctuates 

in history [5]), can also be said also about Busch. Despite many parodies and (unattributed) usages of 

Busch quotes, his narne is still occasionally thought of in the context of "Juden- und Katholikenhasser" 

(haterofJews and ~ a t h o l i c s ) . ~ ~  He was accused in the 1870s as anti-Catholic or even anti-Christian because 

of the picture stories Der heiiige Antonius and Pater Filucim. I have discussed the fallacy of that 

accusation in chapter 4. Particularly since 1945, Busch has been accused of being anti-Semitic; that 

accusation will be explored in this section.= 

Two Busch verses are used to prove his anti-Semitism. The first is fiom the proIogue of Die 

firnrne Helene: 

Und der Jud mit kmmmer Ferse, And the Jew with the crooked heels 
Krummer Nas' und knimrner Host Crooked nose and crooked pants 
Schlangelt sich zur hohen Borse Winds his way to the mighty stock exchange 
Tiefierderbt und seelenlos. (HZ: 204) Badly compt and without a  sou^.^^ 

Taken out of the context of the picture story, an anti-Semitic sentiment could indeed be superficially 

attached to these verses. However, the next but one verse should make obvious that Busch is 

24This quote is h m  a newspaper article 'Wilhelm-Busch-Schule fur Maier unrnoglich" in tfieSchwar~vdfder Bote 
(Oberndod ofJuly24,1998, which discussed complaints about naming a school after Wilhelm Busch. Newspaper articles 
with similar sentiments can be found almost every year, just as rhere are many, many schools in Gennany named afier 
Wilhelm Busch. The process is always similar: The proposai to name a school afier Busch is made (very ot?en by students 
or teachers), it is rejected by a phobic individual or group and receives media attention, a procedure that is followed by 
public pro and con discussions which most often resolve the conflict. 

%wrnuch as theEmancipation ofiews had been completed throughout Europe by the middle ofthe 19th century, 
Gennany during Busch's time is rnarked by two opposing trends: The Emancipation of Jews and the first signs of political 
Anti-Semitisrn. The nationalist historia H e i ~ c h  von Treitschke agitated openly against the Jews: "Jews have always been 
an element ofnational decomposition; they have always helped in the disintegration of nations" (1: 299) and Wilhelm van 
Humboldt wrote in a letter '7 like the Jews only en masse; en détail 1 very carefülly avoid them" (Sweet 2: 208). The 
literature of the time reflects the ambivalent attitudes; e.g. Wilheh Raabe's Hungerpas~or or Gustrav Freytag's SoZf und 
Haben stress negative characteristics, whereas Anette von Droste-Hülshoff s Judenbuche or Franz Gri II paner's Die Jiidin 
von Toledo place ernphasis on positive characteristics. 

%Arndt's translation as follows: And the Hebrew, sly and craven, 1 Round of shoulder, nose, and hee ,  / Slings 
to the Exchange, unshaven / And intent on usury. (42) 



caricaturing the image the bourgeois have of Jews, and as such is caricaturing just those Christian 

bourgeois themselves : 

Schweigen will ich von Lokakn, I'11 not speak of those inns and pubs, 
Wo der Bose nachtlich praBt Where the Evil feasts each night, 
Wo im Kreis der Liberalen Where arnongst the Liberals 
Man den Heii'gen Vater haBt. (H2: 204) People hate the Holy ~ather." 

The second verse (and accompanyhg graphic) fiequentiy used to document Busch's anti-Semitism is 

Kurz die Hose, Iang der Rock, 
Knirnrn die Nase und der Stock, 
Augen schwarz und Seele grau, 
Hut nach hinten, Miene schlau- 
So ist Schmulchen Schiefelbeiner. 
(Schoner ist doch unsereiner !) (H3 : 479) 

Too short the pants, too long the jacket, 
The nose as crooked as the cane, 
Eyes are black, the sou1 is ,gay, 
Hat tilted to the back, a cunning face- 
That is Schmulchen Schiefelbeiner. 
(The likes of us are prettier!) 

This again is a caricature of the stereotypical Jew, the image that the Christian bourgeoisie liked to 

perpetuate in the 19th century. It  is perhaps appropriate to quote the Jewish composer and author Jan 

Meyerowitz 60m his work Der echte jzïdische Witz in which he refers to the above quote from Die 

fiomme Helene: 

Die irrationale Art des Antisemitisrnus hat eine besonders kompiizierte Form des 
Humors provoziert: die Parodie auf den Antisemitismus. Sie ist heute, nach den 
Exzessen der Propaganda und selbst Augenzeugen unvorstellbar gebliebenen Greuel, 
schwer erkennbar . . . Keine noch so absurde Parodie kann sich an Absurditlit mit den 
wirklichen Ereignissen messen, der Verfasser fürchtet also, er wird es mit dem Beweis, 
daB es sich im folgenden urn »Humor« handelt, bei den jüngeren Lesern ziemlich 
schwer haben. Die oft beanstandeten Verse von Wilhelm Busch . . . gehoren ohne 
Zweifel in die Kategorie der satinschen Übertreibung. Sie stehen in der Frornrnen 
Helene aIs Teil einer ironischen Kritik des GroBstadtlebens und sind im Stil der ganzen 

*'Arndt's translation as follows: Let me pass in pained disquiet / Over tavems of il1 fame / Where the Liberals run 
riot, / Blackening the Pontiff s name. (42) 



Stelle: Warum hatte der Freund Paul Lindaus und Hermann Levis, der sich nach 
damaligen Verhâltnissen nichts vorzuwerfen hatte, gerade die Juden in einer solchen 
lustigen Diatribe auslassen s0llen?[~7 Busch hat niemanden geschont, auch sich selbst 
nicht, Freilich, heute klingen diese Verse beagstigend." (1 05) 
n i e  irrational manner of anti-Semitism provoked a particuiarly complicated type of humour: the parody 
of Anti-Semitism. Today, after the excesses of propaganda and the atrocities that have remained 
unimaguiable to even eyewitnesses, it is difficult to recognize , . . No matter how absurd a parody is, its 
absurdity cannot begauged by the actual events, therefore, the author fears that it will be difficult for him 
to prove to the younger readers that the following is »cornical«. The ofien cn'ticized verses by Wilhelm 
Busch . - . without a doubt belong into the category ofsatirical exaggeration. They are to be found in Die 
fromme Helene as part of an h n i c  crïticisrn of big-city life and are within the context of the entire 
section: Why should the fi-iend ofPaul Lindau and Hermann Levi, who could not be accused of anything 
considering the attitudes of those days, exclude the Jews in such a funny diatribe? Busch didn't spare 
anybody, including himself. Of course, today those verses sound alarming. 

Meyerowitz touches on the c m  of why Busch is today repeatedly accused of being Anti-Semitic. 

Today, we cannot easily look at such verses without remembe~g the atrocities of the Third Reich. 

However, Busch wrote those verses before the 20th century persecution of Jews and the Holocaust and 

in order to be objective, these passages must be seen in the light of the times in which he wrote them, 

they must be seen in the context of his entire work, which is consistently critical of societal hypocrisies. 

As such, it becomes clear that Jews were a regular part of the society portrayed in his picture stories, 

and he caricatured Jews just Iike he did the bourgeoisie, peasants, teachers, politicians or Catholics." 

T h e  journalist Paul Lindau wrote the first biography about Busch (compare pages 29-30 of this dissertation). 
He was introduced to Busch in Munich in 1877 by the painter Franz von Lenbach. The trio spent rnuch time together. 
Eventually Lindau had to Ieave and this is how he describes his departure: 

Die Tremung von den beiden wurde mir nicht leicht . . . als ich mich von ihnen verabschiedete, hatte ich das 
Gefühl, in Wilhelm Busch einen ebenso Iieben, anMinglichen und interesssanten Freund gewonnen ni haben, wie 
ich ihn in Lenbach seit Jahreri besaB. r E r i ~ e m n g e n "  281. 
(The separation h m  the two of them was not easy for me . , . when 1 said my good-byes, 1 had the feeling that I 
had won in Wilhelm Busch the sarne kind of dear, loyal and interesting fiend, as Lenbach had been for years.) 

This initial meeting was the beginning of a warm and long Cendship. Similady, letters h m  Busch to Wapner conductor 
Hermann Levi consistently close with phrases Iike 'Dein getreuer Wilh.BuschV (your loyal Wilh.Busch @ 1 : 22 II), or "Dein 
getreuer Freund Wilh. B." (your loyal fkïend Wilh. B. 1: 307]), orsimilarexpressions indicating a close fi-iendship. Levi 
wrestled with his Sewish betief system, considered converting to Christianity and discussed his doubts with Busch. 

29The following verse from the prologue to Die Haarbeutel(1878) perhaps circumscribes the range of Busch's 
targets best: "Du wachst heran, Du suchst das Weite, / Jedoch die Welt ist voller Leute; 1 Vorhemchend Juden, Weiber, 
Christen, 1 Die Dich ganz schrecklich iiberlisten, / Und die, anstatt Dir was zu schenken, 1 Wie Du wohl mtichtest, nicht 
dran denken. 1 Und wieder scheint dir unabweislich / Der Schrnetzensruf: Das istja scheuL3lich!" (You're growing up, you're 
taking to your heels, /But alas the world is fidl of people; / Primarily Jews, Women, Christians, / Who quite terribly get the 
better ofyou, / And who, instead ofgiving you something for nothing, / As you would tike, they wouldn't dream of it 1 And 
again it seems conclusive to you /The scream of pain: Why, that is dreadtiil! p: 2091). Peter Dittmar's essay ' E n  schones 
Vorurteil. Wilhelm Busch, die Juden und wir" analyses Busch's writings for anti-Semitic tendencies and reaches the 
conclusion "wem er Antisemit war, dam war er auch Anti-Christ, Anti-Feminist, usw. bis hin m m  Anti-Antisemiten" (if 
he was anti-Semitic, then he was also anti-Christian, anti-Feminist, etc. and Gnally also anti-anti-Semitic [39]). 



Indeed, the happy-go-lucky Schievelbeiner is îreated much more leniently than Der heilige Antoniur von 

Padua or Pater Filucius. The following passage fiom Edumds Traum should dari@ another aspect of 

Busch's attitude: 

Das Geschiifl steht in Blute; der Israelit gleichfalls. Warum wollte er  auch nicht? Seine 
SandalenfCBe, seine getreulich ilberlieferte Nase, die merklich abgeweht wurde vom 
wehenden Wüstensande, dem die Vater einst über vierzig Jahre lang 
entgegenmarschierten, geben ihrn das Zeugnis einer schonen Bestandigkeit. Mit 
Vorsicht w a l t  er die Kalle, und n h t  er sie mal, so pflegt er sie auch zu behalten, es 
sei wie's sei, und nicht, wie die andem, so haufig zu wechseln. Nüchtern geht er zu 
Bett, wenn die andem noch saufen; alert steht er auf, wenn die andern noch dosig sind. 
Schlau ist er, wie nur was, und wo's was zu verdienen gibt, da 1aBt er nicht aus, bis »die 
Seei' irn Kasten springt~. Daf3 man sich durch dergleichen bürgerliche Tugenden nicht 
vie1 beliebter macht, ais Uatten und Mause, ist allerdings selbstverstandlich. (H4: 177) 
Business is flourishing; the Israelite also. Why shouldn't he? His sandalled feet, his tnily traditional 
nose, which has been clearly worn smooth by the blowing desert winds against which the fathers once 
marched for over forty years, they tes@ to his great durability. He carefiilly selects his bride, and once 
he takes her, he tends to keep her, be things as they may, and not Iike others, to change so often. He goes 
to bed sober whiie the others are still boozing; gets up alert whiIe the others are still dopey. He's smart 
as a whip, and where there's money to be made, he doesn't let up until every last bit has been earned. 
It should come as no surprise that such bourgeois virtues are not much more popular than rats or rnice. 

Busch's description of the Jewish resident of the town as a bourgeois par excellence is carried hrther 

when the same paragraph leads to an unmasking of the refined facade of the household of an 

"antisemitischer Bauunternehrner" (anti-Semitic builder w4: 1781). However, as little attention as Edtrards 

Traum has received in the reception of Busch's works, it is not surprishg that this text was ignored 

during the Third Reich period. Instead, Busch and his works received a new ideologic and 

prapagandistic appraisal in an article entitled "Rasse und Humor" h the SS journal DasscImarze Korps, 

which defmed humour as something "spezifisch Nordisches. Zur Klassik formte er sich in W ilhelrn 

Busch" (specificaliy Nordic. It became a classic with Wilhelm Busch). The LudendorfTjournal Am HeiZigen 

QuelZ Deutscher Ki-afi was even more blatant: 

Selbst rassetümliche Unterschiede kleidet er in humorvolle Worte und schildert uns z.B. 
den Juden als einen verabscheuungswürdigen Menschen . - . Die Erkenntnisse, dafi 
durch das Judentwn alle artfiemden Lehren und Anschauungen wie Christentum, 
Jesuitismus, Okkultismus, Freimaurerei, Marxismus usw. verursacht wurden, waren 
ihrn leider noch verborgen, doch hat er alIe diese seelischen Gifterzeugnisse 
grundsatzlich abgelehnt. (Lemke 43 0). 



He even dressed racist differences in hurnorous words and shows for example the Jew as a despicabte 
person , . . The knowledge that the Jewish tradition caused al1 foreign teachings and notions such as 
Christianity, lesuitism, Occultism, Freemasomy, Manu-sm, etc- was unfortunately not known to him; 
however, he absolutely rejected al1 these spiritual poisonous products. 

These two articles fkom 1936 are near the beguinmg of an intentional transformation of the Busch image, 

cuhinating in the publication of a 1939 book entitled Der Philosoph von Wiedensahf: Der volkische 

Seher Wilhelm Busch, which puts forth this curious hypothes is: 

Aber allen Literaten, Kritikussen wie aufnchtigen Freunden kt es bisher noch nicht 
aufgegangen, daB Wilhelrn Busch e h  volkischer Seher gewesen ist! . . . Er dachte 
sozial, und weil er seine Heimat über alles liebte, muBte er notwendig e h  Nationalist 
sein. (8) 
But ail Iiterati, critics and true fKends havent realized so fàr that Wilhelrn Busch was a national seer! 
. . . He thought in sociaiist terms, and because he loved his homeland more than anything else, by 
necessity he had to be a Nationalist. 

This book by Karl Anlauf, the then-archivist of the Wilhelm-Busch-Museum, becarne popular and was 

widely reviewed in the press of the day. Most of these reviews are of the same tone as the followhg 

fiom the Dresdner Neueste Nachrichten: "Man erkannte nicht, mit welcher leidenschaftlichen Treue er 

zu Blut und Boden hielt, d d  er ganz und gar ein deutscher, kiimpferischer Mensch war" (One didn't 

recognize with which passionate loyalty he held to blood and soil, that he was altogether a German, aggressive, person 

pet. 20, 19391). Frorn today's perspective there is no doubt that Busch's preference for small towns 

and the public's general knowledge ofhis quotes was exploited by the 'Reich~schrifttumskammer,~' who 

controlled the media and other publications and also rejected the publication of an article "Wiihelrn 

Busch und Hermann Levi," which included their letters to each other and discussed theu Eiendship. 

The Nazis were ruthless in their exploitation of everything that appeared suitable for their 

ideology and propaganda." As such, the popularity of a dead German author and painter could easily 

be capitalized on for maximum benefit. M e r  carefully selected verses fiom Busch's picture stories had 

been successfully used to support their cause, the popularity of his figures was exploited in 1940 for the 

T t  is well known today that the works of other authors, including Goethe and Schiller, were similarly abused by 
the Third Reich propaganda apparatus. At the same time, authors alive at the tirne, Iike Erich Kastner, were banned fiom 
publishing altogether. 



Nazi "Krieg~winterhilfswerk?~ A series of hhrelve Busch figures was 
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offered during the "vierte ReichsstraBensammlung" (fburth street collection 

drive) ofthe winter 1939/40. The drive was actually held on Febniary3rd 
G L  

and 4th (Saturday and Sunday), but in the 

preceding week, radio and television 

broadcasts and newspaper and journal 

articles promoting the drive flooded the 

media (see illustrations I la-h for pre- and post-drive print media 

coverage). Each of the colourful majolica figures was outfitted with a pin 

to enable the buyer to show off his purchase (and donation) on his lapel. 

Each figure was sold for 20 Pfennig. Although the organizers had 

arranged for the manufacture of 34.5 million of these figures, it tumed out 
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that this quantity was too small. They sold out very quickly and subsequently were traded at much 

higher prices." 

3'The "WinterhilfSwerkW (WHW p i n t e r  Relief Campaign]) was a charitable organization founded in 193 1 and 
incorporateci into thelNS-Volkswohlfahrt" (NSV WS People's Welfare]) in 1933. Contributions were to be used to support 
the unernployed and the needywho were "politisch, rassisch und erbbiologisch iviirdig" @olitically, racially and genetically 
worthy [qtd. in Rohr 1853) and aggressive collection drives were conducted each winter. Camouflaged as a social cause, 
these colIections served to educate the public to "Gemeinschafksi~, Einsatzfieude und Opferbereitschaft" (community 
spirit, willing application and readiness to make sacrifices), likely in view of war preparations. How donations were used 
was actually never made public, but it seems certain todaythat contributions to the WHW were used for war preparations; 
the name change to "KriegswinterhilfSwerk" (Wartirne Winter ReliefCampaign)&er 1939 and public announcements made 
clearthat contributions were used for warh'me expenses. Door-to-door collections and street collection drives were organized 
with much publicity monthly between October and March of each yem. Each ofthese drives began with a public cal1 by 
high officials (sornetimes even Hitler himself), encouraging the population to have a "gebefieudige Hand" (generousiy open 
hand). During these drives, badges, plaques, wooden figurines, Christmas decorations or artificial flowers were sold in 
series to encourage the population to collect al1 of a series. 

T t  is interesting to note that during the Winter of 1942, the Struwwelpefer figures were offered by the W]HW as 
Busch figures and 58 million were sold (see illustration 12). 



Parallel to the collection drive, a special performance took place in the 'Deutsches Opernhaus" in 

Berlin under the banner ' Wüheh Busch Ü n  Dienste des WHW." Aside fkom readings Eom supposed Busch 

texts, a baiiet for children was performed. In Vienna, a radio br~adcast with agitative political verses and 

prose attriiuted to Busch could be listened to. Other cities had similar events. This falsification, however, 

was only the beghning of abusing the Busch identÏty for propaganda purposes. The Hamburger nlustrierte 

conducted warmongering of a worse kind in 1 94 1, when Max und Moritz were transformed into l W in und 

Franklin" (Le. Winsbn Churchill and Franklùi D. Roosevelt) agitating against the Allied Forces (see 

illustrations 1 3a-c). SimiIarly, Die fFomme Helene becarne 'Die f io rne  Elene" (Le. Eleanor Roosevelt) 

suggesting a love flair between her and Stalin, which is brought to an end by a vigorous German soldier (see 

iliusûations 14a-e). For these aberrations, the journal's caricaturist, Hicks, created new pictures and verses 

in Busch's style, intemingled them with me Busch verses, and (fakely) suggested on the masthead that the 

story contained "altbekmte Verse von Wilfielrn Busch zu neuen Zeitbildern von Hicks" (widely known verses 

by Wiiheh Busch with new conternporary pichires by Hicks). 

Ofcourse, the a b v e  quoted verses carkaturing Jewish characteristics were also often misquoted 

and exploited for propaganda purposes. En light of these pewersions, it should perhaps corne as no 

surprise that the German post-war generation was suspicious of Busch. Nevertheless, the popularity 

of his verses did not abate, and objective consideration of those of his verses that could be construed as 

anti-Semitic makes clear that they are caricatures of contemporary hypocrisies. It should therefore be 

amply apparent that Thüd Reich atternpts to paint Busch as a forenimer of National Socialism can be 

dismissed as base propaganda. 

The Legacy of Wilhelm Busch in Germany 

Busch's legacy lies in his success in developing and popularizing a new forrn of express ion in 

which the medium had become a key part of the message. Unfortunately, because of its hherent easy 

memorability, his work was a ready target for misuses such as the described systematic exploitations 



during the Third Reich. Conversely, his most obvious legacy, his accepted influence on Arnerican 

comics, and with that also on comics the world over, demonstrates the timeliness of his work. Thus, in 

considering the legacy of Busch, it should fust be noted that criteria for demand and acceptance refer 

mainly to his prünary work, but this knowIedge aIlows an understanding of its presence in the general 

awareness of today's reading public. In addition to the receptioti of his works, Busch's relevance is 

manifested in numerous paradigrns and an extraordinary presence in politics and political caricature, 

education, medicine, sports, literature, entertainment, commerce and advertising. 

The demand for Busch's primary work remains unintempted. Following his death in 1908, the 

MUnchener Neueste Nachrichten printed an obituary entitled "Wilheh Buschs ungeheure Popularitiit" 

which included a summary of the number of copies publis hed of his works, and the suggestion that his 

work was "shamelessly pillaged" for advertising purposes : 

. . . Also sind von den in Buchform erschienenen Werken Buschs weit über anderthalb 
Millionen Exemplare verkaufi worden. Eh anderer Beweis f i r  Buschs Popularitat kt-- 
die Scharnlosigkeit, mit der er geplündert wurde. Seine Verleger wissen e h  Lied davon 
zu singen: die einen wollten ihn auf Papiertüten drucken, die andem auf 
Porzeilangeschirr jeder Art rnalen, Wasche mit seinen Bildern besticken, den ganzen 
Max zrndMoritzals Backwerkverkaufen, wieder andere zeigten ihn im Guckkasten, als 
Tapetenmuster, als Sofakissen, in scheuBlicher Plastiksind Max und Moritz erschienen, 
als Forrn fur »Gefiorenes« sind sie hochbeliebt, sie wurden vertont und dramatisiert. 
Ein ganz schlauer Fabrikant maBte sich an, die Geschichte der beiden Helden »in 
verbesserter Zeichnung« als Wanddekoration herauszugeben. (9. April 1908). 
. . . Consequently, ofBusch's work published as books much more than one-and-a-ha1 f mil lion have been 
sold. Another e m p l e  for Busch's popularity is-the shamelessness with which he was pillaged. His 
publishers can tell stories about that: some wanted to print him on paper bags, others wanted to paint 
him on china of any kind, embroider Iinen with his pictures, sel1 the entire Mar und Morik as pastry, 
others showed him at the peepshow, as a pattern for wallpaper, as cushions. Max and Moritz have 
appeared as temble sculptures, as a rnould for ice-cream they are extrerneiy popular, they have been set 
to music and dramatized. A really smart industnalist dared to issue the story of the two heros mith 
improved drawingsc as a wall mural. 

The merchandising of the Busch name or Busch figures, or the sales of Busch works, did not stop with 

his death. When the copyright protection for Busch's works expired in 1959, a deluge of new 

publications flooded the market and in the traditional give-and-take of demand and supply, "die Busch- 

NacMage setzte stürrnisch ein, die steady seller waren über Nacht Bestseller geworden" (the Busch 



demand began rapidly, the steady seIIers became best-sellers overnight weige1 307-3081). In the mid L960s, 

Helmut HeiBenbüttel critically remarked on the topic "Es gibt keine deutsche Literatur" (there is noGerman 

Merature) that German language literature fails to contribute significantly to increasing sales for publishing 

houses and concluded that "Wenn überhaupt, gibt es nur uinerdeutsche Bestseller. An ihrer Spitze steht 

irnrner noch Wilheh Busch" (ifat all, thereareonly domestic best-seilers. At the top is still Wilhelm Busch [12 11). 

The boom in sales of Busch works did not abate as years went by. In 1986 the then-director of the 

Wiihelm-Busch-Museum, Herwig Guratzsch, suggested that "Busch Iauft und Iaufi und Iauft" (Busch 

just keeps going [7]). The publication oFan inexpensive seven-volume paperback edition of Busch's work 

by the Diogenes publishing house has contributed to BwA's recent popularity as have the many 

publications of separate editions by sometimes obscure publishers. Additionally, cheap editions are 

"floggedl' in department stores, discount outlets or supermarkets. Despite obvious editorial concerns 

about accuracy or poor quality of such editions, the positive benefit of such a wide distribution is that 

it ensures that a basic knowledge of Busch and his works in alrnost al1 social groups continues: 

Wilhelm Busch ist Deutschlands popularster Autor. Es gibt da kaum einen Menschen, 
der nicht direkt oder indirekt mit Buschs Produkten in Berührung gekommen ist. Und 
zwar quer weg durch fast alle sozialen Klassen. Viele von uns haben als Kind mit 
Buschs Bildern sozusagen sehen und beobachten gelernt. Viele von uns haben an 
Buschs Texten zum ersten Mal gemerkt, was dem Verse und Reime sind; ja, daB 
Sprache überhaupt noch mehr leisten kam als die notwendigen Mitteilungen im 
alltaglichen Leben. (Klotz 1 1- 12) 
Wilhelm Busch is Germany's most popular author. There is hardly a person who hasn't directty or 
indirectly been touched byBuschls products. And that cm be said right across almost a11 social classes. 
As children many of us so to speak learned to see and observe with Busch's pictures. Many of us first 
noticed in Busch's texts what verses and rhymes are; indeed, that language cari accornplish more than 
the necessary communications of everyday life- 

This basic knowledge is the foundation on which secondary usage of Busch's work is built. The 

marketing of the Busch name as "Liebling einer Nation" (favourite of a nation Mann, Busch 1 8]), trying 

to turn a quick profit, was a prime consideration not only for Busch himself, but much more so for those 

who used his name for marketing and merchandising purposes. This secondary usage can be divided 

hto two parts: copies or imitations and parodies of Busch's work, and the application of Busch figures 

or verses for promotional or publicity purposes. 



The best known of Busch's work is without a doubt the picture story Max und Moritz; the 

pattern of their pranks can be repeated in endless variations. It is therefore not surprishg that the 

continuhg success of that picture story encouraged imitations. Other works by Busch were used less 

Eequently for parodies or as a source for imitations. The first of the Max und Moritz imitations was a 

chiidren's book entitled O diese Kinder!, published in 1894 by Braun & Schneider, a parody on the 

original, written by Georg Botticher and drawn by various artists. The first fernale counterpart, authored 

by Helene von Levetzow, followed in 1896 with Lies und lene. Die Schwestem von &fa und Moritz, 

and it becarne a very successtiil publication in its own right: the 215th edition was published in 1924. 

On the occasion ofBusch's 70th birthday in 1902, the satirical journal Simplicissimus published aspecial 

edition with a satirical parody by Ludwig Thorna and Thomas Theodor Heine against the armarnents 

industry, the public prosecutor pursuing the "bad" democrats and the power of money, which is prirnarily 

consumed by military expenses (see illustrations 1 5a-b)?' This satire was pu blished the following year 

under the title Die basen Buben. During Wortd War 1, a war-tirne parody, Max und Moritz im Felde. 

Eine lushge Soldatengeschichte" was published. Similady, during World War II, an agitative parody 

was published with the title In Russland steht ein Panjehaus. After the student dernonstrations in 

1967/68, several parodies appeared on the market that provided a kind of cornmentary to the 

contemporary events: Marx und Maoritz. Eine Bubengeschichte in sieben Streichen JUr Erwachsene 

umfinktioniert and M m  und Engels. Eine Zeitgeschichte in se& Streichen, the latter published by 

the German Comrnunist Party @Ki?). More recently, a 1987 publication, Mac und biufti. Punk in 

Ebergatzen, or a 1994 publication, M a  und Moritz. Die Story von zwei irren Fmzis, are post-modern 

contributions to the Max und Moritz parodies. While this broad survey is not cornplete, it is 

representative of the ongoing use of the Busch story as a source for parodies and hitations for 

'The 1902 specid edition ofSimplicissimzts fiirther contained a parody on Fipps der A& (text: Ludwig Thoma, 
iIlustrations: O. Gulbransson) and a parody on Naturgeschichtliches Alphabet (text: Peter Schlemihl, illustrations: W. 
Schulz). On the occasion of Busch's 75th birthday in 1907, Simplicissimus issued a special edition, 'Der Fa11 Max und 
Mon@" in which the boys' pranks are prosecuted and the boys are sentenced to 38 years "Zuchthaus" (penitentiary) and 
three years "Gefhgnis" (prison), to be served together as 40 years penitentiary. 



contemporary purposes, and as such an irnpressive testimony to the continuous presence of Busch and 

his work in the awareness of German speaking people." 

Another eIement in considering Busch's legacy is the marner in which today's graphic artists and 

satirists have internalized Busch's techniques. Contemporary German cartoonists like Hans Traxler, 

Chlodwig Poth or Robert Gernhardt speak openly about being inspired by Busch's style; Traxler's 34. 

Versuch, W.B. das Wasser zu reichen is its most poignant testimony. They al1 distinguish themselves 

with the sarne complernentary tools-writing and drawing-that Busch applied and the obvious impulse 

taken from Busch is best seen by a lookat excerpts of their work; Chlodwig Poth's 1979 Schnwrdibzirr 

oder e h  Kindheitserlebnis is clearly a takeoff on Busch's Schnwdiburr oder die Bienen, as is Hans 

Traxler's Schnurrdibuw oder dus Skijdab. Ein Versuch, sich Wilhelm Busch von heute her zu nühern 

(see illustrations 17a-b). Robert Gernhardt pays homage prirnarily to the comic element in Busch's 

work, "Komik ist angesagt, und Busch war und ist komisch" (comedy is announced, and Busch was and is funny 

[260]), but after emphasizing the comic hnctions in Busch's work, he iIlustrates Busch's anticipation 

of various directions that painting would take in the 19th and 20th centuries (267, see illustration 18). 

Gernhardt's deliberate following of Busch's footsteps eamed hirn the 1999 "Erich-Kastner-Preis." In its 

expianation, the awards committee suggested that Gernhardt "demaskiere den Alltag und mache sich 

über akademischen Jargon, über Verbalprotzereien oder die Widersprüche im linksliberalen, rotgninen 

Milieu lustig" (unmasks every day life and pokes îùn at academic jargon, verbal ostentatiousness or the contradictions 

within the left-liberal, red-green environment [qtd. in FAZ, "Ohne Mas ken January 1 1, 1 9991). This description 

of Gernhardt's work could easily be transposed ont0 Busch's work, once allowances are made for the 

different eras in which both work(ed). Thus, Busch's legacy to contemporary satirists is as undhinished 

as his method of viewing his surroundings and presentinp those observations. This has been recognized 

='Another imitation oftheMa undMoritz story is the "Contibuben," developed in 1923 by En'ch Maria Remarque 
fortheadvertising journal Echo ContinentaI published by the tire companyContinenta1 A.G. (see illustrations 16a-b). These 
boys also get up to all kinds of pranks, and readen are also introduced to company products, f?om bicycle tires to fan-belts. 
The Remarque archives in Osnabrück can evidence 28 picture sequences that Remarque modelled after Busch originals ( I I 
"Conti-Buben" ptanks and 17 ''Kapitan Priemke" adventures). 



by the Wiihelm-Busch-Society, the second largest literary society after the Goethe-Society in Germany. 

As a result, their museurn has gradually incorporated the works of graphic artists and satirists into their 

exhibitions, and since the mid 1980s double bills itseifas "Wiiheim-Busch-Museum" and '"ûeutsches 

Musum fur Karikatur und kritische Grafik." Although this places emphasis on Busch's work in the 

combined medium ofpicture and word, it also stresses his skill of subliminal articulation, his ability "die 

auBere Erscheinung zu transzendieren hin auf die Wirklichkeit der Dinge hinter ihr" (to transcend the 

externat appearance toward the truth of things behind it meding, &finiatm-e 2481). 

Intertextuality in Media and Promotions 

It shoutd not be surprising that merchandisers and marketers have tried to capitalize on Busch's 

hi& narne recognition and the basic knowledge of Busch verses or motifs amongst the public. Vast 

(unattributed) usage of verbal or pictorial Busch quotes in a text or graphic suggcst an intertextuality 

expressed in the reception of the next ~ o r k ~ ~  Research has shown that intertextuality is present in a 

work 

wenn e h  Autor bei der Abfassung seines Textes sich nicht nur der Verwendunganderer 
Texte b e d t  ist, sondern auch vom Rezipienten envartet, daB er diese Beziehung 
zwischen seinem Text und anderen Texten als vom Autor intendiert und ais wichtig fur 
das Verstandnis seines Textes erkennt. Intertextualitlit. . . setzt also das Gelingen eines 
ganz bestimrnten Komrnunikationsprozesses voraus, bei dem jeder . . . der beiden 
Partner des Komrnunikationsvorgangs darüber hinaus auch das Intertextualitlits- 
bewuBtsein seines Partners miteinkahliert, (Broich 3 1) 
when an an author, as he is writing his text, is not only aware of the use ofother te-, but also expects 
of the recipient that he wil1 recognize the relationship between his text and other texts as intended and 
as important for the wmprehension of his own text. Therefore, intertextuality . . . presupposes the 
success of a vey specific process of communication, in which each . . . of the two partners in this 
communication proress considers his partnefs awareness of such intertextuality. 

35As literary intertextuality is a rnulti-dimensional concept, 1 am selectively using aspects as they apply to 
advertising and journalism. At the same time, 1 intend the term to include "intemediai intertextuality" (Weisstein 6). 
Hence, when I use the term "text," this also includes references to pictures or illustrations, and when 1 use the tem 
"quotation," this includes copies of pictures or drawings as well, because it relates to the "Beziehung von Literatur und 
bildender Kunst. Es ist die intemediale Konjunktion selbst, die wir als synchrone Intertextualitilt lesen" (relationship of 
literature and art. It is the intermedial conjunction in itself that we read as synchronous intertextuality woesterey 131). 
Consequently, references to "reading" or "reader" will also include viewing a picture, listening to a sound-track or radio 
broadcast, or watching a performance in the theatre or a television broadcast. 



This suggests that three distinct conditions are necessary for an intertextual reception: 

- The degree of awareness of an intertextual relevance determines a text's intensity. Therefore, 
the author of the new work rnust consider "auBertextliche Faktoren als fur den Textaufbau 
konstitutive Elemente in die Modelfierung" (text externa1 factors as constitutive elements necessary in the 
modei~ingofatext pachmann 224]), that is, both author and recipient must be situated in the sarne 
cultural tradition for this awareness to be present; 

- The integration of a quotation into a new work determines an intertextual intensity. Whether it 
is a casual reference, a parody, a paraphrase or a precise duplication of the original, the allusion 
has to be recognizable, that is, the recipient must recognize a farniliarity. The assimilation of 
a quotation cannot be such that it becomes indistinguishable from the author's own work, or an 
"allusion to a work unknown to the reader, which therefore goes umoticed, will have a dormant 
existence in that reading" (Worton 2); 

- The precise insertion of a quotation into a new work "is a metaphor which speaks of that which 
is absent and which engages the reader in a speculative activity" (Worton 12). It summons the 
meaning of the work the quotation is taken Erom in the sense of Roland Barthes's "echo 
charnber" (Worton 18) and simultaneously "[wird] mit dem knappen Zitat der ganze Priitext in 
die neue Sinnkonstitution einbezogen" (with the bnef quote the entire [original work] is inchded within 
the new stnictureofmeaning proich 291); that is, the recipieat should recognize and process a quote 
not only denotatively (Le. as a direct and specific meaning distinct Erom the irnplied or associated 
idea), but aIso connotatively (Le. the suggestion of a meaning apart fiom w hat it explicitly names 
or descriies). 

These intertextuai elements can just as easily be transposed ont0 merchandising efforts. Just as Busch 

himselfwas concerned about marketing, those that use his name or his figures have the same ïnterests. 

Microsoft and Mercedes-Benz are only two of the organizations that have capitalized on the recognition 

of Busch caricatures. They can also be found on dishes, towels, greeting car&, napkins and several 

hundred other everyday items. Furniture, wailpaper and lamps with Busch motifs are available, as are 

clothiig items like sweaters, shirts and ties. Images of various Busch figures have been used to sel1 

consumables Eorn cheese to vitamuis, Erom sausages to breads. Hotels, restaurants, pharmacies, theme 

parks, schools and streets have been narned d e r  Wihelm Busch. The Deutsche Bundespost celebrates 

anniversaries with special editions of stamps or postmarks with Busch representations; the Deutsche 

Telekom uses these stamps to brighten up their telephone calling cards. Busch verses or adaptations are 

ernployed in tirnetables of the Deutsche Bundesbahn. The 1999 Spring/Sumrner catalogue of the 

Gennan tour operator "Jahn Reisen" used the image of Max und Moritz to indicate destinations catering 

to families with children (see illustrations 19a-f). 



Articles about Busch c m  be found in the news magazine Der Spiegel as easily as in the tabloids; 

his works are regulars in the theatre, on radio or television, and literary parodies are extremeiy popular? 

Similarly, the same magazines or tabloids can be seen to use Busch verses or pictures (unattributed!) 

to emphasise a topic, or to supplement articles on assorted subjects." Finally, political cornmentaries 

and editorials fiequently use Busch adaptations to illustrate a viewpoint (see illustrations 20a-e). 

Busch would not be prevailed upon in so many different ways ifthose who use his name, verses 

or pictures would not expect a benefir. Therefore, these many uses of Busch's work that presuppose an 

intertextual awareness permit the conclusion tbat a basic knowledge of his non-canonized oeuvre within 

al1 social groups has inforrnally been handed down fi-om generation to generation, much Iike legends and 

fairy tales were handed down in earlier times. 

36As examples, in 1996 Mar und Moritz was shown as a play in 24 cities, as a ballet in 15 cities, as a dance in 
4 cities. Die fromme Helene played as a musical in 4 cities in 1997. Busch's operetta-parody Liebestreu zrndGrausamkeit, 
written in 1860 for the Jung-München stage, was performed in Zurich in 1995. An adaptation of Busch's Abenteuer eines 
Junggeseflen was widely marketed in 1949 as ''der erste deutsche abendfullende Zeichenfilm" (the first Gerrnan feature- 
iength anirnated cartoon film). Since then, animated films or cartoon series based on Busch characters can be seen alrnost 
yearly (compare page 212-2 13 of this dissertation). Radio broadcasts include productions of individual stories (Max und 
Moritz, Die fromrne Helene, Huns Huckebein, Bafduin Biihlamm and others), medleys combining various stories, 
documentaries and readings). Sound-tracks include records a d  cassettes ofloriot (1 989)0rHei11~Rühm~ (1 979) reading 
Mm und Moritz, Busch's Humoristischer Hausschatz was released on CD in 2000; Mar und Moritz and several other 
stories were separately released on CD in 1999; most of Busch's pictures stories as well as selections of his poetry are 
available on various sound-track media. Ufa released a film M m  und Moritz in 1938 and since then several of Busch's 
picture stories have been filmed (It is interesting to note that a photograph of the actor Axe1 von Am besser, who played 
Busch in an 1965 film called Die fromme Helene, is sornetirnes used as a Busch photo). A video tape, Hans Huckebein 
trndandere fustige Streiche aus dem FVifhelm Busch Afbum was released by Polygram in 1993. A 95-minute 'Dokumentar- 
Spiel" (docu-drama) Wer einsam ist, der hat es@ directed by Hartmut Griesmayr premiered in 1986 on the ZDF television 
channel to 6.63 million viewers (21%) and has been repeated yearly ever since. It mixes Busch's life story with scenes fiom 
his picture stories, as does a 1995 television docurnentary entitled Schein und Sein-Der Lebenslauf des vielseitigen 
Kiinst lers. 

37To li~tjust a few examples: in an article "Minderjahnge im Zeugenstand" in the Franyurter A Ilgemeine Zeihrng, 
Aug. 3 1 ,  1993, about pop-artist Michael Jackson: "Jetzt singt er wieder, Gott sei Dank" is an adaptation of "Jetrt raucht 
er wieder, Gott sei Dank!" (Hf: 109). An article "Stefàn Selke: Bomben nur aus Rache gelegt" in the Hannoversche 
Affgemeine Zeitung, Sept. 3, 1993, about the petpetrator of bomb attacks against Hanover's mayor, contains "Dieses war 
der erste Streich, und der nveite fol@ sogleich" h m  Max und Mo& (Hl : 349). An article 'Win wie nichts. Durs Grünbein 
mfi den Teuren Toten nach" in the Fran&iurter AIIgemeine Zeitzmg, Oct, 4,1994, about poetry with topics ofdeath contains 
'Nicht weniger intensive als mit dem Sterben beschafiigen sie sich mit den Geschichten, die wir davon horen d e r  lesen. 
Wie m m  BeispieI hier mit diesen . . ." a paraphrasing ofthe opening Iines of the ~Max und Moritz prologue (Hl: 343). An 
article entitled "Seht, da steht die Witwe Müllern in the Süddeutsche Bitung, Aug. 8,  1996, about author Heiner MüIlefs 
widow picks up on the same line about "Witwe Bolte" in lClm und Moritz (El: 344). An article entitled "Mutanten vom 
Friedhof der Kuscheltiere" in the Süddeutsche Ziritung, Jan. 25, 1999, about various theatrical performances, contains 
'Wehe, wenn ich auf das Ende sehe!" rerniniscent of the similar warning lines in the hfkr und Moritz prologue (Hl : 343) 
and invoking the destructive ending of the boys. 



A Ctassic of Another Kind 

This contiming presence of Busch's work in the public eye for more than a century has 

contrïbuted to the fact that Busch "ist Ihgst ein unrefiektierter Bestandteil unseres BewuBtseins wie ein 

Vokslied, wie die Funfte von Beethoven, wie gewisse Graphiken von Albrecht Durer" (for a long tirne has 

been an unreflected part o f  our awareness, Iike a fok song, Iike Beethoven's Fifth, Iike some of Albrecht Dürefs graphics 

weigel 3081). The question then remains why Busch, despite this ageless reception, has not been 

accepted into the literary canon, why "die Zunfl der Gemanisten, die sich sublimer S innausdeutung noch 

sublimerer Texte verschrieben hatte, die mit Strichfiguren illustrierten bittelverse eines zeichnenden 

Verseschmieds verschrnahte" (the guild of Germanists, dedicated to the sublime interpretation of meaning o f  even 

more sublime texts, scorned the doggerel verses illustrated with Iine drawings by a sketching fiymester (Vogt 7])? If 

Busch's verses and figures are readily recognized as classics not only in the general public, but also in 

the diverse field of German literature and art, why is it that "nur darin war man sich irnmer einig: [er] 

gehort nicht zu den kanonischen Autoren deutscher Sprache" (oniy in this people always agreed: [he] didn't 

belong to the canonicaI authors of German language Weding, Klassiker 7])? 

To evaluate Busch's ciassicism, it is fkst necessary to defme the terrn. The terrn "classic(a1)" 

is derived from the Latin "classicus," which originally meant "belonging to the highest tax bracket," thus, 

"upper class, aristocratie." As such, wiîh "classic(a1)" one associates such terrns as standard, model, 

exemplary, nothing higher, excellent, everlasting, permanent, timeless, absolute, pinnacle, etc. Oxford 

Engiish Dicfionary defmes "classic" as 

A adj. I Of the first class, of the highest rank or importance; approved as a model; 
standard, Ieading. . . B n. 1 A writer, or a literary work, of the first rank and of 
acknowledged excellence. 

Classicai Gerrnan literature is generally described as the time beginning with Lessing and Wieland and 

reaching its culmination in the more narrowly defmed "Weimar Classical Period" with Goethe and 

Schiller, who are the quintessential "German classical writers." However, the Histurisches W6rterbuch 

der Philosophie states: 



Irn weitesten und heute nach dem allgemeinen Sprachgebrauch gelliufigen Sinne meht 
das Klassische das Vorzügliche und Musterhafie. Als Klassiker kann jeder Autor und 
Kunstler bezeichnet werden, dessen Werk LU den Gipfelleistungen seiner Art gehort. 
(Ritter 853) 
In the fiirthest sense and in the sense of genenl usage of today, classicd refers to the excellent and 
exemplary. Every author can be described as classic if his works belong to the top achievernents of its 
kind. 

This concurs with the definition of the classical as a model, that is, it is understood to be exemplary. 

However, the very defmition ofa work as exemplary presupposes a "Doppelaspekt von Historizitat und 

nd influence andauernder Geltung" (dual fûnction of how [it is seen] in the light of history and continuing validity a- 

preisencianz 1141) because of its ongoing relevance over a long period of t h e .  This was expressed by 

Martin Walser in his contemplations about the literary canon as "die Bücher, die die meisten Leute am 

lhgsten brauchen, sind dann klassisch" (the books ùiat most people need forthe Iongest tirne, areclassics Walser 

4]), and he conduded that "die [BUcher, die] uns beleben, die konnen wir brauchen, das sind Klassiker" 

(those jJmoks] that eniiven us, these we can use, those are classics 11 O]). The concept of usetùlness is important 

in considering today's reception of Busch's works: 

Brauchbarkeit entsteht durch historische Bedingungen. Wenn der Bürger 
Selbstbew Btsein braucht, ist Goethe fallig. Wenn dern unsittlichen, also haBlichen 
Feudalismus die bürgerliche Freiheit als das menschlich Schonste entgegentreten soll, 
ist Schiller fallig . . . Und weil wir alle mehr Gefahr als Rettung erleben, insbesondere 
in der Kindheit, und weil angesichts der Wirklichkeit e h  Retter gar nicht tadellos genug 
sein kann, brauchen wir am Anfang unseres Lebens d ~ g e n d  Karl May. Also wenn 
eine Qualitae MaBstab werden dad, dann die Brauchbarkeit. Sie empfiehlt sich doch 
durch ihre Unbestreitbarkeit. Brauchbarkeit ist überhaupt nichts Absolutes. Wenn über 
die Frage der Brauchbarkeit gesprochen werden soll, ist weniger AnmaBung moglich, 
als wenn über Klassik als bestimrntes Niveau oder Klassik als auszuhandelnder Wert 
gesprochen werden muB. (Walser 5) 
Usefùlness ernerges h m  historical circumstances. When the bourgeois has a need for self-assurance, 
Goethe is called for. When bourgeois liberty is to act against immod ,  therefore ugly, feudalism, Schiller 
is called for.  . . And because we experience more danger than rescue, especially in childhood, and 
because in view of reality a rescuer cannot be perfect enough, we desperately need Karl May at the 
beginning of our life. Therefore, if a quality can becorne a standard, then it is usefulness. Usefulness 
recornrnends itself because of its indisputability. Usefulness is not at al1 absotute. If the question of 
usefùlness is to be discussed, less presumptuousness is possible than when classic as a certain standard 
or classic as a negotiable value must be discussed. 

These contemplations suggest there to be primary classic authon and others: Goethe and Schiller versus 



Karl May and Wilhelm %usch18 However, in al1 cases, the mandatory elements for the continued 

survival of a work are: usefùlness, fùnctionality, applicability and relevance. Usefiilness as a standard 

irnplies the relativity of a historical dimension and places emphasis on the interaction and 

interdependency of text and recipient, that is the relativity of circumstances, or the relationship of the 

reader-recipient and his current situation to the t e ~ t . ) ~  Busch's works have retained their usefulness to 

the present day. His verses have long become part ofthe general knowledge in German-speaking 

Europe, rnuch like proverbs, sayings, or slogans. Vast numbers of Germans can recall some of his 

verses, although more oflen unidentified and unattributed. Every era has applied distinct uses to Busch's 

work; thereby revealing a tmth enclosed within if appropriate only to that era and subject to change by 

the next user group. Gerhart Hauptmann called Busch "der Klassiker deutschen Humors, und das will 

in gewissem Sinne auch sagen, des deutschen Emstes" (the classic author of German humour, and in a certain 

sense that also means of German seriousness [35]). The catalogue for the exhibition entitled "Klassiker in 

fmsteren Zeiten 1933- 1945" describes the reading materials of German soldiers during World War II: 

Nicht nur Holderlul's Hjperion oder sein Empedokles . . ., auch W ilhelm Busch wurde 
als »guter Kampfbegleiter fûr unsere Soldaten« empfohlen. (Zeller 3 16)~' 
Not only Holderlin's Hyperion or his Empedokles . . ., but also Wilhelm Busch was recommended as 
»good battle companion for our soldiers«." 

The Swiss publishing house Diogenes has for more than twenty years included Busch in their catalogue 

entitled "Alte und neue Klassiker" (old and new classics). Finally, the subtitle "Anarcho-Klassiker" of a 

''An essay about Karl May concludes that May's 'Wirkung nur den Machen der Gebriider Grimm und den 
fabelhden Figuren Wilhelm Buschs vergleichbarsei" (influence is comparableonly to the fairy tales ofthe Brothers Grimm 
and the fàntastic figures by Wilhelm Busch wil ink 27). 

39This is not unlike "werkimmanente" interpretation ofa Iiterary text, whose goal it is to understand a literary work 
based only on its language, content and meaning in relationship to the reader, without considering external soci+histonc 
factors, biographical information about the author or other extranmus information. Concentrating on meaning and content, 
the recipient of a work rnust "begreifen, was uns ergreift" (understand what moves us [Staiger 1 Il). 

@The Magdeburgkche Zeitung reported on November 2, 1939: "Fur den Soldaten im Felde unser tagkher 
Buchvorschlag-Schein undSein von Wilhelm Busch" (for the soldier in the field our daily book recommendation4chein 
und Sein by Wilhelm Busch); on November 20, 1939 the Deutsche Allgemeine Zeitung reported a statistic on 
'Zeserwiinsche der Front" (book requests h m  the h n t )  that 3 1 of each 250 requests are for works by Busch; the Berlin 
newspaper Der Westen reported on October 3 1, 1941 that "Mm und Moritz [kt] das begehtteste Buch" (Mar und Moriîz 
is the book most in demand). 



new animated cartoon series entitled &iax und Moritz that began on Geman television in November 

1999 is another testimony to Busch's prevailing cIassicism~l 

One would be hard pressed today to €id someone in Germanic Europe who is not familiar with 

the name Wilheh Busch and doesn't know the images ofMax tmdMoritzor other Busch figures. Titles 

like Wiihelm Buch fur alle Falle; Lexikon der treflenden Wilhelrn-Busch- Verse. Die bekanntesten 

Verse des groPten Humoristen deutscher Sprache nach 2000 Stichwortern und Versanfangen von A-Z 

geordnef; Wiihelm Busch alphabetisch; Sechî Dutzend Spruchweisheiten von Wilhelm Busch; 

Lebensweisheiten von Wilhelm Busch; or Philosophiefür den Alltag von Wilhelm Busch4' are a furthet 

indication of the usefuhess or relevance ofWiihelm Busch, as is the fact that the Bertelsmann publishing 

house has issued a "Wilhelrn Busch Kalender" for the past several years. Unquestionably embedded 

and established in daily life, this continuous reference to Busch's work c m  lead to the conclusion that 

a large number of German speaking people relate to the messages in his work, although a certain tension 

exists between the "Zeitgebundenheit des Formulierens und Dauerhaftigkeit der Formulierung" (histoncal 

determination ofcomping and the permanence of what is finally said [Preisendanz 12 1 1). That Busch's work--at 

Ieast in the genre of picture stories--despite these tensions is generally recognized to be unique, "einmal 

und nicht wieder" (onceand not again vreisendanz 123]), is another indication of his ongoing applicability. 

Thus, Busch can indeed be classified as a "classic of another kind," but with one împortant 

caveat: The pessimistic assessment, ' Was sich klassisch kanonisiert zeigt, braucht nicht mehr gelesen 

zu werden, was klassisch ist, scheint kulturell deponiert" (niat which is canonized as classic no longer has to 

be rad,  that which is considered classic, would appear to be culturally deposited wonnefelder vil), does not apply 

J'Produced by the 'TC Tnckcompany FiImproduktion Hamburg," the series is shown on the children's network 
'Xinderkanal." Books accompanying the series are available, and a comic book spin-off is planned. The boys are stykd as 
late 1990s mischief makers; in the opening part their targets were the chimney sweep and "Orna Mühlmann," an elderly 
neighbour. 

J2This is a random selection oftitles available through www.amamn.de. Other titles listed there, such as Beamte 
undAchokaten beobachtet von Wilhelrn Busch; Mit Whelm Busch im Garten; &fit Wdhelnt Btrsch in Küche zrnd Keller; 
Frisch gezapft bei Wilhelm Busch; Muskiert mit WIIhelm Busch; Anre, Apotheker und Patienten bei WWhelrn Bzrsch; 
Schreiberlinge und Poeten, vorgestellt von Wlhelm Busch; SchuZmekter und Schüler im Klarsenzimmer von Wilhelm 
Busch; Verliebte, Freier, Eheleute, beobachtet von Wilhelm Busch; or Wilhelm Busch im blmen Dunst indicate more 
specific areas of applicability. 



to Busch. instead, the central aspect of Busch's classicism can be directly related to what has been 

defmed as the central aspect ofclassicism itself: 

Nicht die statische Institution der Aufbehaltung des Klassischen, wie sie unsere 
Gesellschaft vorsieht, sondern die Lebendigkeit der Tradition entscheidet über das, was 
als kiassisch akzeptiert und darnit fortgilt, gegenwartig bleibt. (Gethmann-Siefert 74) 
Not the static Institution of Preservation of the Classical, which our society provides for, but the 
vividness oftradition decides what is accepted as ciassicai, and with that continues to exist and remain 
current. 

In other words, the determination whether an author or a work is a classic cannot be made by a 

govemment, by academia or a leading class; rather, it is decided by the people, the recipients of a work, 

who, with their decision to accept the presence of a work or an author, also determine whether a work 

or an author is a classic or not. 

Nevertheless, this Busch presence in al1 areas of tife can be irritating and is suspect. It has led 

to concerns about "Ruch der Trivialitat und Stammtischfiohlichkeit" (a bad reputation fortrivialityand tavern 

humour weding, Werke 6291). According to Wolfjgang Preisendanz, the ongohg commercial success 

of Busch's works is "vielleicht , . . mit e h  Gm-d  des Ausschlusses aus dem konventionellen Klassiker- 

Kanon" (perhaps . . . one of the reasons for the exclusion fiom the conventional canon of classic authors [I 15- 1 16]), 

and indeed, the reasons for the Iack of attention literary schoIars have paid to Busch can be found in the 

same one-sided image created by the comrnercializing and merchandising of Busch and his works. 

However, a work remains vibrant if it is used or referred to continuously. There can be no protection 

against mundane usages; still, Busch's work rernains familiar because it is read. The "timeliness" of 

Busch is due to the fact that his readers have been able to relate to his work since it was first published. 

Moreover, today's vast and fiequent usage illuminates the contemporary relevance of Busch's work and 

illustrates its diverse character. 

His method of using a "Stenographie des Angeschauten" (shorthand ofthe observed meine 341) 

combined with short verses to deliver poignant messages has been universally adopted not only in the 

German language, but the world over to convey a message in a powerfùl and easily remernbered fashion. 

As has been shown, Busch was influenced by other German language satirists and epigrarnrnatists. 



Building on the tradition of broadsheets and book illustrations, he perfected his picture stories and 

integrated in them societal expectations and cultural trends. In Busch's art, his chosen medium became 

a part of the message. His style of line drawing combined with short pithy verses was (and is) emulated 

by comic strip artists, cartoonists and graphic artists, who use this technique to comrnunicate a message 

cornpactly and precisely, sometimes-as has been shown in the section entitled "Third Reich 

Stratagemsl'--for nefarious political purposes. Still, the easy memorabitity of his verses lend themsclves 

to today's expectations. We live in an era that has corne to rely on the digested presentation of the 

literary word and even more so-on the visualkation of Iife and art with a brief caption, and Busch led 

the way to this in forcing everyday calamities into a form of this sort. The manner in which his drawings 

or verses have been adapted to drive home a point of view is ample testament to that fact, as has been 

dernonstrated through many exarnples. Unfortunately, this type of reception afforded to Busch or his 

works also means that much of his popularity is based on a continuing disability to see more in him than 

just a humorous entertainer, and a large segment of his work is still unknown to the average reader. 



Conclusion 

Busch comments on human nature in d of his works, be it hypocrisy, dishonesty, insincerity, 

egotism or stolidity. It is these characteristics that are in his opinion responsible for the conditions and 

realities of the society ofwhich he was a part. b t e d  in rural society, Busch's perception was sharpened by 

the micro-environrnent ofhis ch i ldhd  villages, where he was exposed to the diametrically opposed social 

milieus of We as the son of the viUagels social climber in Wiedensahi and the elitist position as a private 

student of his uncle, the village parson, a local dignitaty in Ebergotzen and later Lüthorst These early 

experiences had sharpened his senses to the hidden undercurrents ofsocial interactions: "durch 6%ung wachst 

der Menschenke~er" (practiice improves the judge of chamter p 4 :  871). Busch's cchildhood impressions of the 

powerless hiding behind the cover of pretended harmony were reinforced when as  an adult he was dependent 

on the goodwill of patrons and publishers. Realizing that foiiowing the production guidelines for the 

Hiegenden Blaiîer and Münchener Bilderbogen would result in commissions, he suppressed his own desire 

to paint in favour of broadsheet caricatures. His subsequent collaboration with Bassermann taught him that 

he coutd attain financial independence at the pnce of foilowing and expanding this tried and tested pattern. 

Bluch chose rural settings for many of his works, in part because he was mindfiil of the 

polypragmatic character of village Hie, and also because "die Zeit krarnt alles um; nur tut sie es an einsamen 

Orten etwas spater als anderswo" (time changes werything, ody it does so in remote locations later than elsewhere w4: 

5281). His prose study Meiers finerk (l9O5), a remlluscence of his early Wiedensahl me7 depicts village 

l ie as dispassionate and stoic, and includes the blunt verdict that "Gelehrsamkeit war Hinnerk sein Fali nicht" 

(Erudition was not Hinnerk's cup of tea p4: 33211, suggesting a disinclination to l e m  fiom experiences. 

Transfehg this assessment fiorn Hinnerk to society as a whole, the very general nature of this criticism 

demonstrates Busch's doubt that things would change for the better. He could show concrete examples, but 

could not show a way to irnprovements; his pessimistic assessment in 1875 that ongoing cult~ation of 

mankind "[wird] irn Verlaufe einiger Miliiarden von Jahren hoffentlich die Organe der Erkenntnis auf Kosten 

der Organe des Begehrens ni immer hoherer Entwicklung bringen" (wiii hopefùliy in the course of several billions 



of years cause the organs of twlbtion to at?aïn an mer higher evolution at the expense of the organs of desire [B 1 : 1 391) had 

only slightly improved by 1889 when he held out no hope that this would happen before the year " 10889" 

(B 1 : 3 13)' His optimism had to remain vague because of his conviction that people would again and again 

revert to familiar and seif-serving patterns of behaviour. Through artistic expression that has been descnhed 

as that of a "well-oriented European" (Klee, Diaries 225), Busch transformed his oppressive impressions of 

society into picture stories by caricahuing the realities he observed. His drawings and verses condense and 

c l a r e  human traits and interactions, and then exaggerate them. With that technique Busch h d s  the comical 

element in We. The clear rneaning of the substance of the messages inherent in the picture stories was 

clouded by the technique ofhis style, sornething Busch weU recognized: '?ch denke meine Geschichte ehrlich 

durch und durch, so weit meine Fahigkeit dam ausreicht . . . Ich weiB selber zu gut, welche Miingel in 

meiner individueiien Art der Anschauung, welche Hindernisse in der Schrift durch Bilder übertiaupt liegen" 

(1 think my story îhrough and through in depth, to the best of my ability . . . 1 h o w  al1 too well the flaws of my own kind of 

viçualization, which obstacles are inherent within the writing in pictures @3 1 : 941). By "writhg in pictures," he attempted 

to fighf against the abhorrent in human behaviour in favour of an honourable Ife by depicting human foibles 

and interactions in acute detail. A honourable Life was beyond the hypocrisy of Antonizrs, beyond the 

insincere idyll of Helenefs home We, beyond the greed and selkhness of Pater Filucius, the Purticularists, 

or some of his other fi,oures. 

The reader ofken recognizes the world in Busch's picture stories as a harshly hurnorous 

representation of the real world with which he is farniliar. If one considers that "[reading] involves [the 

reader] cognitively and often affectively within a fictional situation rather than in the irnmediate and pmctical 

circumstances of their real lives" (Noble 2 12), the bizarre segments ofthe picture stones invoke both fear and 

laughter in the reader. He can sense the absurdÏty ofthe modem human condition, his alienation fiom socieîy, 

This hope for a continuous development of the hurnan species is reminiscent of Danvin's theory of evolution. 
However, Busch's hope is coupled with considerable scepticism. A letîer to Levi formulated a utopia about the evolution 
of mankind and contains a considerable arnount of irony. It suggests that in this utopia man is "Fast nur Kopf Kaum etwas 
Wille. Vermehmng: keine. Die htellekte, blasig hemmschwebend, durchschauen AlIes gründlich. Das Bischen Wille 
verneint sich leicht" (Almost completely head. Hardly any will, Reproduction: none. The Intellect, floating about light and 
tlothy, sees through Everything. That Bit of WiIl is easily negated @3 1 : 2141). 



but at the sarne time his unwilling participation in it Busch portrayed these cognitive and affective-emotional 

experiences and reactions as dichotomous; therefore, ifa reader "could become the reader of his own self' 

(Hall 132), the relationship of these dichotomies becomes crucial in understanding Busch's works, thek 

inherent cnticism, and also theû mass popularity. Although Busch used humour, irony, wit and sarcasm to 

expose the contradictions and inconsistencies of his tirne in the picture stories, its distorted sense of morality, 

mental stagnation and chest-pounding pnde of accomplishrnent, he stopped short of exposing the 

economically enterprishg forces of the "Gründerzeit." 

Busch stopped creatïng these picture stories in 1884, ody twetve years d e r  his break-through 

success with DieJi-omme Helene. The foüowing excerpt h m  an 1887 letter may e x p h  why he stopped 

so early, and also suggests that he intentiomlly carnouflaged reality in those picture stories: "Auch woUen die 

alten Reimsprüche neuerdings nicht so recht mehr bei mir wachsen. Übrigens darfich wohl annehrnen, daB 

eine geschrnackvolle Realitat auch ohne poetische Umhüllung eine allgemein fi-eudige Aufhhme fmdet" 

(Lately, the old rhymed verses don? really want to grow with me anyrnore. But I should be able to assume that a tastehl depiction 

of reality will generally be received well even without a poetic cloak [B 1 : 28 11). The picture stones had been the 

mainstay of his economic security; thek " p t i c  cloak" avoidec! censorship, and humour carnouflaged the 

harsh realities of a world inhabited by people like Antonius, Filucita, Helene, or Maler mecbel. Financially 

secure, Busch no longer needed these disguises and proceeded to a 'tastetùl depiction of reality" in the 

completely estranged worlds of Eduards Traum and Der Schmetterling, and hem he urunistakably 

demonstrated hypocrisy, greed, hostiw and dishonesty as universal and irradicab le. The p icture stories 

conceal more than they unrnask, but the prose openly exposes the targets of Busch's criticism. The harsh 

social criticism and the messages inherent in the prose works Edumds Trazrm and Der Schmetterling have 

been largely overlooked by critics to date, but ifthey are read and understood before the picture stories, then 

the social criticism in the pictwe stories becomes heightened and selfevident. 

Unfortunately, the intense merchandising and marketing efforts swunding  Busch and his works 

do not encourage decoding the more senous messages concealed in his work Added to that is the fact, as 



has been s h o w  that Busch packaged his social commentary and criticisrn weU. The ovett humour of the 

picture stories discourages a critical examination of what lies behhd the comical veneer. This humour is the 

impetus for and at the sarne t h e  the obstacle blocking Busch's impact; as anticipated and intended reader 

reaction the hurnour itselfbecomes a part of his crïticized world. ln the words more clearly than the pictures 

a gentle resistance is attempted, but that too was difficult for someone whose motto was 'Die individuelle 

Revolution ist zuweilen eine Sache der Notwendigkeît" (An individual revolution is occasionaily a matter of necessity 

I : 44]), but who also said of himselfthat he was 'liübsch untertan der Obrigkeit" (nicely subjugated to the 

authorities [B 1 : 3241). From these conflicting attitudes corne Busch's cryptic verses, his ironic hide-and-seek 

that enigmatîcdy atternpted to undermine societal noms while at the sarne tirne wanting to be welt received; 

in other words, he wanted l i s  books to seU welt. It explains why Busch was rebeiiïous against societal 

realities, but not revolutionary. His awareness of these dichotomies within himself, as also within his society, 

makes for the ambivalence in Busch's oeuvre. The humorous elements in his picture stones provoke laughter, 

and also penetrate to a subliminal comprehension of the dichotomy made up of conformity to societal noms 

and a muted resistance to them. Marcel Reich-Ranicki describes the phenornenon in general ternis: 

. . . die Satire zeigt die Welt miBbilligend, entlarvend und aggressiv . , . der Humor 
einsichtsvoll, wohlwollend und lachend . . . Die Satire kt aufden Humor angewiesen, aber 
nicht der Hurnor auf die Satire. Die Satire verdankt ihre Entstehung dern HaB, der Humor 
der Liebe. Hiter der Satire verbergen sich Zorn und Wut, hinter dem Hurnor Schmetz und 
Schwemut. Die Satire macht ihren Gegenstand veriichtlich, der Hurnor verstandlich. Die 
Satire kennt kein Mitleid, der Humor keine Unbarmherzigkeit. Die Satire kann klug sein, 
der Humor weise. Die Satire ist offensiv, der Humor defensiv. Kurz und bündig: Humor 
ist Widerstand. (1 88) 
. . . Satire shows the world disapproving, unmasking and aggressive . . . humour shows it with understanding, 
benevolence and laughter . . . satire is dependant upon humour, but not humour on satire. Satire owes its 
creation to hate, humour to love. Behind satire are hidden anger and rage, behind humour grief and 
melancholy. Satire belittles its subject, humourrnakes it understood. Satiredoesnt lcnow compassion, humour 
doesn't know calbusness. Satire can be clever, humour cm be wise. Satire is offènsive, humour is defensive. 
Concisely put: humour is resistanœ. 

With the premise that ''humour is resistance," Busch's picture stories demonstrate his strong awareness of 

the non-sensical society in which the individual is lost. In the closing of Edumds Tram he justifies t;is 

oblique social criticisrn, but also challenges the reader to unmask and decipher his stories. Der 

Schmetferling explains why he was subjected to the rules of his society. The necessity for conformity and 



universal dishonesty as suggested in both prose works either led to destruction or to subjugation in the picture 

stories. The value systems thai provided a behavioural fkmework for the 19th century bourgeoisie can thus 

be recognized, which closes the gap between Busch's works and the historical reality of his era Because his 

works gant this insight into the late 19th century, Busch is a chronicler of his t h e  and should be taken 

seriously. Moreover, because he doesn't see the egotism and duplicity of his own environment as a specific 

product of that society, but rather as a general human evil that cannot be eradicated, his oeuvre still provides 

opportunities for unmasking facades in society today. 

Ifone considers the domestication of children in Max zmd Moritz or Plisch und Plzm, the marital 

relationships in Diefromme Helene or Die ffiopp Trilogie, the hypocrisy of Der heiiige Antonius or the self- 

serving inte- of Die PmtikuZarisfen, for example, modem applications becorne readily apparent, Societai 

norrns and values are transported fiorn the i 9th into the 20th or 21 st century, as is evident by the presence 

and intertextual recognition of Busch's works in media and advertising, and the fact that his prirnary works 

continue to sell, despite the repulsive abuses during the Third Xeich period. Busch's success in popularizing 

a form of expression in which the medium becarne a part ofthe message had a direct influence on American 

comics, it caused parodies, copies or spin-offs of his work to be made fiorn the earliest days until the present 

tirne. For all these reasons, he remains a vibrant part of the literary evolution. Because ofthis lasting impact, 

Busch should be included in the literary canon, not just as a rudimentary knowledge of Max und Moritz 

images. As RoifGeiBler puts it, that canon 'hatte uns das zu vermitteln und als bedenkbar aufkgeben, was 

noch imrner wirksarn ist, obwohl es überholt kt'' (should acquaint us  with and encout-age Our reflection of those works 

that are still enective, even though they are outdateci [ 151). Busch's work is a contribution to our understanding of the 

bourgeois epoch of the late 19th century and weli into our own. Rather than merely introduce the bourgeois 

world, it is much more important to understand what this epoch was, which interpersonal relations, spiritual 

and intektual elements were prevalent, and how the bourgeois Lifestyle and mentality fùnctioned; moreover, 

how much of that mentality is stiU prevalent today. 



Appendu A: Chronology 

April 14: Heinrich Christian Wilhelm Busch is bom in Wiedensahl as the Grst ofseven children to Johann 
Friedrich Wilhelm Busch, merchant, and Henriette Dorothea Charlotte Busch, née Kleine. 

September: Busch is moved to his uncle's house, pastor Georg Kleine in Ebergotzen, for private tutoring. 

First visit to Wiedensahl after Busch's move to Ebergotzen, Passes his rnother unrecognized. 

Moves with his uncle? Georg Weine, to Lüthorst. 

September: Enters the Polytechnical School in Hanover as an mechanical engineering student. 

Busch participates in a militia during political unrests in Hanover. 

March: Busch drops out of the engineering program in Hanover and returns to Wiedensahl. 
June: Enrols at the Dusseldorf Academy of Arts in order to begin studies to become a painter. 

May: Begins fine arts studies at the Royal Academy of Fine Arts in Antwerp. 

March: Severe typhoid fever. Busch drops out of the Art Academy in Antwerp. 
May: Return to Wiedensahl. There and in Liithorst g a t h e ~ g  of fàiry tales, folk legends. 

Immersion into informa1 science studies in Lüthorst. Involvement with the Dassel amateur theater. 
November: Enrols in fine arts studies at the Royal Academy of Arts in Munich. Joins the artists' 
association Jung-München, 

1855-58 Frequent change ofresidences between the artists's colony in Brannenburg, Munich, Lüthorst and 
Wiedensahl. 

Fall: Continues collecting fairy tales; heraldic studies and treasure hunting at a megalithic gave. 

First contributions to the Jung-München newsletter Der Beiwagen. 

Renewed involvement with the amateur theatre in Dassel. Interest in bee keeping triggers thoughts of 
emigration to Brazil. Efforts to publish his collection of fairy tales hil. 

Jmuary: Involvement with the amateur theatre in Dassel. includes acting; writing and directing Einer hat 
gebimrnelt und alle haben gebumme ft. 
May: Continuation of his studies at the Munich Royal Academy of Arts .  
July: Busch's sister Anna dies in Wiedensahl at age 16. 
Surnrner: Stays in the artists' colonies in Ammerland/Stamberg Sea and Brannenburg. 
October: First contributions to the Fliegende Blütter. 

1859-1967 Frequent change of residences between Munich and Wiedensahl, frequent visits to his uncle in 
Lüthorst and his brothet in Wolfenbüttel. 

1859 First publications in the Münchener Bilderbogen. 
19 contributions to Diefliegenden Blcïtter and 3 contributions to the Münchener Bilderbogen. 



February: Provides text to the operetta Liebestreu und Grauramkeit, performed in Munich (music: Ed- 
Heinel). 
October: Another bout with typhoid fever. 
30 conbibutions to Diefliegenden Blater and 1 contribution to the Münchener Bilderbogen. 

Wïnter: Provides texts to the operettas Hcïmel und Gretel and Der Verter atrf Besztch (music: Georg 
Kremplsetzer) and the Farce Schuster und Schneider- 
20 contributions to Diefliegenden Blütter and 4 contributions to the Münchener Bilderbogen. 

Directs Die deutsche Mârchemuelt during the artists' carnival celebrations in Munich. 
3 1 contributions to Die fliegenden Bldtter, 2 contributions to the Münchener Bilderbogen and 4 
contributions to Münchener Bilderbücher, another Braun & Schneider publication. 

First meets Anna Richter in Wolfenbüttel, 
23 contributions to Diefliegenden Blatter and 3 contributions to the Mzinchener Bilderbogen. 

Bilderpossen (Der Eispeter, Kutz und Maus, Krischan mit der Piepe, Hünsel und Gretel) are published 
with Heinrich Richter, Dresden. 
1 contribution to Diefliegenden Blarter and 4 contributions to the Münchener Bilderbogen. 

July: Max und Moritz are published with Braun & Schneider, Munich. 
2 contributions to Diefliegenden Bldtter and 1 contribution to the MÏnchener Bilderbogen. 

I contribution to Diefliegenden Blatter and 7 contributions to the Mz7nchener Bilderbogen, 

1867-68 Extended stays in Wiedensahl, Munich, Frankfurt and Lüthorst. 

June: First visit to the Kessler house in FrankfÛrt/Main where his brother Otto holds a position as tutor. 
"Hans Huckebein, der Unglücksrabe" and "Das Pusterohr" in Über Land und Meer (ed. Eduard Hallberger, 
Stuttgart). 
Three essays for the Bienemvirtschafrliches Centralblatt (ed. Georg Kleine). 
2 contributions to Diefliegenden Blatter and 5 contributions to the Münchener Bilderbogen. 

Severai journeys to Frankfiirt and b e g i ~ i n g  of relationship with Johanna Kessler. 
August 30: Busch's iâther dies. Busch is narned executor of the estate. 
"Die kiihne Müllerstochter" and "Das Bad am Sarnstagabend" in Über Land und Meer. 
"Die Prise" in Die illustrierte Welt (ed. Eduard Hailberger, Stuttgart). 
"Der Wurstdieb" in Daheim (ed. Velhagen & Klasing). 
2 contributions to OiefIiegenden Bldtter and 2 contributions to the bfiïnchener Bilderbogen. 

1869-1872 Prirnary residence in Frankfurt. 

1869 Own studio in Frankfirt. Together with his brother Otto extensive Schopenhauer studies. 
April: Schnuwdibtrrr oder die Bienen (Munich: Braun & Schneider). 
"Der Schreihals" in Über Land und Meer. 

1870 January 16: Busch's mother dies. 
June: Der heilige Antonius von Padua (Lahr: Moritz Schauenburg). The book is almost imrnediately 
banned by the public attorney. 
3 contributions to the short-lived journal Deutsche Latern. 
2 contributions to Diefliegenden Bldtter and 1 contribution to the Münchener Bilderbogen. 



1871 April: M e r  a tavourable court decision, Der heilige Antonius is released for sale. 
October: Publishing contract with Otto Bassermann, WiSi very few exceptions, Busch henceforth 
publishes al1 his works with Bassermann. 
1 contribution to Dieji'iegenden Blatrer and 2 contributions to the Münchener Bilderbogen. 

1872-1879 Frequent change of raidences between Munich and Wiedensahl. Stays in those two places are 
ofien intempted by short visits elsewhere- 

April: Busch gives up his studio in Frankfurt. 
April: Die fiomme Helene. 
October: Bilder zur Jobsiade. 
November: Pater Filucius. 
November: Busch moves his permanent residence &om his parental home in Wiedensahl-now owned and 
occcupied by his brother Adolf-to the Wiedensahl parsonage, where he occupies a roorn in the home of 
his sister F m y  and her husband Hermann Noldeke, the Wiedensahl pastor. 

Beghning of fiiendship with Franz Lenbach, Friedrich Kaulbach and Lorenz Gedon. 
June: Der Geburtstag oder die Partikularisten. 

May: Dide ldum. 
October: Kririk des Herzens. 

January: Correspondence with Maria Anderson begins. 
November : A benteuer eines Jzmnggese Ilen. 

December: Herr und Frau Knopp. 

August: Julchen. 
September: Own studio in Munich. Meets Paul Lindau. 
Decernber: Quarrel with Johanna Kessler leads to a thirteen year hiatus of their 6-iendship. 

February: Paul Lindau's article about Busch in Nord und Süd. 
May: Die Haarbeutel. 
August: Hïs brother-in-law Hermann N6ldeke (Fanny's husband) dies. Busch formally takes on 
guardianship for Fanny's sons Hermann, Adolf and Otto. 

February: Busch, his sister Fanny and her sons move into the Wiedensahl "Pfàrrwitwenhaus." Despite 
fi-equent trips elsewhere, this becomes his primary residence. 
June: Fipps der Ane. 

Friendship with Hermann Levi begins. 
December: St@pstorchen für Atmglein und Ohrchen. 
New edition of Bilderpossen published with Bassermann. 

March 22 - April 12: Last visit to Munich. 
June: Der Fuchs-Die Drachen. 

June: Plisch und Plzim. 

June: Balduin Bdhlamm, der verhinderte Dichter. 



June: Maler Klecksel (the last of the picture stories). 
Fall: First copies of flumoristischer Hausschatz are published. 

May: Eduard Daelen's Ober WiIhelm Busch und seine Bedeutung. 
September: Johannes ProelB's review and rebuttal in the Fran@rter Zeitung. 
October and December: Was mich betrzfl in the FranSfurter Zeitung. 

April: Eduards Traum. 
August: Reconciliation with Johanna Kessler. 

Spring: Von mir über mich and Der Nockergreis. 
August: Anniversary edition of Die fromme Hefene. 

Von mir über mich, finai version. 

April: Der Schrnetterfing. 

Busch discontinues painting. Sale of al1 publishing rights to Otto Bassemann. 

October: With Fanny change of residence tu Mechtshausen to live with Fanny's son Otto, pastor in 
Mechtshausen, 

Essay "Volksüberlieferung aus Wiedensahl" published in the Korrespondenzblatt für niederdeutsche 
Sprachforschung (ed. Christop h Walther). 

April 2 5: Major festivities in honour of his 70th birthday. More than 1,500 congratulatory notes, letiers 
and telegrams arrive. 

April: Zu guter Letzt. 

June: Transfers the sealed manuscript of Hernach to Otto Noldeke for posthumous publication. 

January: Writes the poem "An Helene" for the special edition of Die frornrne Helene to be published in 
honour of his 75th birthday. 
March: Writes the poem "Mein Lebenstauf" for the journal Jzrgend (fotlowed by "Dank und G d "  in late 
April). 
April 15: Major festivities in honour of his 75th birthday. 
"Meiers Kinnerk" published in the journal Der Heidjer. 

January 9th: Busch dies @ 8 a-m. 
Hernach (ed. Otto Noldeke, published with Lothar Joachim, Munich, who had previously been 
Bassermann's business manager). 

Schein und Sein (ed. Otto Noldeke). 

Ut der  Welt. Volkmdrcherz. Sagen, Volhlieder und Reime gesamrnel f von Whe lm Busch (ed. Otto 
Noldeke). 



Appendh B: Von mir Uber mich (1894) in translation @rom me about me) 

The foIlowing is my own translation of Busch's r"on mir über mich, as he had revised it in 1894, 

and as  it f r s t  appeared in print in 1899. This first translation into English was taken fiom the final 

manuscript, which Busch mailed to Bassennam on January 16, 1894. 

Nothing looks the way it is. Least of a11 man, this leather sack filled with wiles and guiles. And also 

disregarding the flings and rnasks of vanity. Always, if one wants to know sornething, one has to rely on the 

dubious servanthood of the brain and brains, and never really find out properly what ha  happeneci- In these 

days, who is innocent enough to assume world histones or biographies to be correct? They resemble legends 

and anecdotes that mention names, tirne and place to appear believable, Ifthey are narrateci enjoyably, if they 

are encouraging and informative, or striking and exhilarating, welI then! we'll accept it. However, if one isn't 

exactly a professor of eloquence and al1 kinds of other things which St. Augustine was, and is nonetheless 

detennined to write about oneself, then one would be best served to keep it short. And that goes for me, too. 

1 was bom in 1 832 in Wiedensahl. My father was a storekeeper, cheerflll and industrious; my mother, 

quiet and pious, busily toiled in house and garden. The sands of time have not been able to erase from my 

grateful mernory the love as well as the discipline which were bestowed upon me by them both. 

My dear good grandmother was the first one to awake in the moming. She stmck sparks on the P- 

shaped steel, until one would ignite and jump into the rnantle, into the half-charred canvas in the lid of the 

tinderbox, and soon dancing memly away in the kitchen on the open hearth beneath the tripod and the copper 

kettle; and it wasn't long before the little pot-belticd stove in the parlour afso had a red-hot beIly, in which it 

roared- When 1 was seven, eight years old, I was occasionally perrnitted to get up along with her; and in the 

winter especially it seemed to me to be delightfdly mysterious to be so self-confident in this world so early 

in the day, when al1 around everything was still quiet and ciead and dark. Then the two of us sat, until the 

water boiled, in the narrow sphere of light fiom the Pompeian shaped pewter larnp. She spun. 1 read aloud 

some fine morning songs from the hymnbook. 

Later on at breakfast, master and mistress, f m  worker and maid took their place at the same table, 

as is befitting for good friends. 

Around this time of my life a little incident occurred which tumed out to be rather painful and 

humiliating for me. Ln servitude with the sexton was a cowhand, five, six years older than 1. Into a msty 

church key, as big as the one St. Peter has, he had fiIed a percussion hole, and he already had plenty of 

chopped up window lead; he was merely lacking powder for lightning and thunder. Due to his powers of 



persuasion 1 paid a quiet visit to a certain crock, which stood in the attic. in the aftemoon we tagged dong 

with the cows to the secluded forest meadow. Splendid was the reverberation of the cannon. And quite by 

chance an old fatmer also passed by, in the direction of the village--In the evening I cheerful ly went home and 

was really looking forward to the evening meal. My father met me by the door and invited me to follow him 

up to the attic. Here he grasped me on my lefi and with the aid of a barnboo cane beat me around in a circle, 

round and round the crock that had the powder inside. My ernbarrassment could be heard far and wide. And 

strange! 1 tumed neither into a hunter nor a soldier. 

When 1 was nine years old, 1 was to stay with rny mother's brother in Ebergotzen. On the eve of 

departure, as children will be, half @ad, half wistfùl, 1 splashed about with my hand in the rain barrel, above 

which was a bush of white roses, and 1 naively sang Christine! Christine! to myself. 

And then early in the morning farmhand Heinrich hitched the Pomeranian nag before the cart. The 

whoie farnily, excepting the father, got on, to escort the dear boy. The stars were shining brightiy as we drove 

through the Schaumburg Forest. Deer jumped across the path. 

We didn't stop at roadside inns; at the side of the road we would stop, the lid to the victuals basket 

would be opened and among other things an entire smoked h m  exposed, which however soon dwindled 

noticeably. After repeated overnight stays with relatives we safely reached the parsonage in Ebergotzen. 

Already the day after arriva1 1 became fnends with the mille? s son, We went out in front of the village 

for a swim. We made a mire out of dirt and water, which we narned "Peter and Paul," covered ourselves with 

it fiom top to bottom, laid d o m  in the sun until we were encrusted like pastries, and nnsed it off again in the 

creek. 

The innkeeper of the village, too, became a good fnend of mine, because he owned a piano. He was 

rugged, just like Esau. The black hair would continuously creep into the cravat and again out of the sleeves 

almost to the finger nails. When he shaved he cried, because theyear48, which liberated even the most unnily 

beards, hadn't yet put in an appearance. He wore leather clogs and a yellow-green jacket, which rarely sought 

to cloak the rear facial expressions of the pale blue pants. His philosophy was retrospective optimism; he 

often loved to daim that he was too good for this world. When he once intentionally stepped on the toes of 

a hound and 1 remarked that didn't quite tally with his assertion, 1 irnrnediately received a clip round the ears. 

Our fnendship too. But the sting didn't Iast Long. He always remained a dear and odd man to me. He was 

a tasteful flower-grower, a heavy user of snuff, and he wed three times. At his place 1 found a voIuminous 

book of music, which 1 plonked through in its entirety, and liberal non-denominational writings of the tirne, 

which were eagerly devoured. 

My fiend fiom the mill, who shared my scholarly lessons, also shared rny studies in the open 



countryside. Snares and traps were diligently constructed, and the hiding place of not even a single trout along 

the entire creek, underneath Stones and the roots of trees, rernained umoticed by us. 

Always amid al1 this hustk and bustle, Iingered the charming image of a child with fair curly haïr- 

Of course, 1 often longed for that famed inferno and subsequent death at the f e t  of the rescued beloved. Most 

ofthe time, however, 1 was not that reckless toward myself, but rather was content with the desire that I could 

rnagically fly and jump, high up in the air, from one tree to the next, and that she would watch me and be 

mesmerized with admiration. 

From my uncle, who was extremely mild-mannered, I received a beating only once, with a dried dahlia 

stalk, because 1 teased the village idiot. He had his pipe stuffed with cowhairs and zealously lit. He smoked 

it down to the last hair, with an expression of the most blissful satisfaction. Thus success for me was an 

undesired one in two different ways. It doesn't matter. A fool always remains a flattering memory. 

With fondness 1 also rernernber the little old copper, who in those days carried the "beggar's spear," 

the short blade, as a sign of his powerful office. During the warm surnrnertime he took his midday nap in the 

grass. He could snore remarkably. When he drew in air, he opened his mouth wide, and out came: "Craw!" 

When he pushed it out, he puckered his rnouth to a fine point, and out came: "Phew!" Iike the rneHow sound 

of a flute. One day we found him dead under the most farnous pear tree in the village; the spear on his a m ;  

his rnouth open; so that one could see: Craw! had been his Iast sound- Round about hirn were the sweetest 

summer pears; but for once we wanted none. 

Around the year 45 we moved to the parsonage in Lüthorst. 

Under my window the creek gurgled, On the opposite b a n .  was a house, a theatre for marital strife. 

The play began behind the scene, continued playing in the hall and concluded outside. She stood above in 

fiont of the door and triumphantly brandished the twig broom, he stood below in the creek and stuck out his 

tongue; and that way he had his triumph, too. 

Metrics now also crept into the iesson plan. Writers, native and foreign ones, were read. At the same 

time the Critique of Pure Reason came into my hands, which, even though at the time rather superficially 

understood, nevertheles aroused an inclination to catch mice in the brain charnber, where there are far too 

many hideouts . 

Sixteen years old, equipped with a sonnet and an approximate knowledge of the four basic 

arithrnetical operations, 1 was granted admittance to the Polytechnical School in Hanover. 

There a proud change happened to my outward appearance. 1 received my first watch-old, of the 

tumip watch type-and my first overcoat-new, as beautifül as the village tailor was able to create. On the very 

first morning, so that this overcoat would really be seen, 1 positioned myself very close to the classroom stove. 



A smoke-filled cloud and the enthusiastic participation of my fellow students let me guess what was going 

on in back. The substantial damage was cured by the hacking method, shamefiil to see; and thereafter only 

during extremely distressing weather did this once so splendid garment show itself on a public Street again, 

In pure Mathematics 1 soared to an "A with distinction," but in the appiied 1 moved with an ever more 

féebIe beat of the wings. 

A painter showed me the way to Dusseldorf 1 arrived, as near as 1 know, during one of those spnng 

festivals, this time for the storming of one of the castles; famous far and wide. I was very enthused about it, 

and about the May wine, too. 

After I had dabbled my way through the Hall of Antiquity after a fashion, 1 made my way to Antwerp 

to the Painting Academy, where one, it was said, could still learn art's ancient mother tongue. 

In this art-renowned city I saw for the first time the works of old masters: Rubens, Brouwer, Teniers, 

Frans Hals- Their divine ease in the portrayal of picturesque notions, coupled with a gem-like appeal of the 

subject; this innocence of a good conscience which does not need to hush up anything; this music of colours 

in which one is able to hear al1 voices coming through cleariy, from the lowest bass upward, have forever 

garnered my love and admiration- 

1 lived at the corner of the Kasbriicke at a barber's. His name was Jan, his wife was caiied Mie. On 

miId evenings 1 would sit with them on the doorstep; in a green dressing-gown; clay pipe in mouth; and the 

neighbours also came by; the daughters in glossy black painted wooden clogs. Jan and Mie took turns shaving 

me, Iooked after me during an illness and when saying farewell during the cold season gave me a warm red 

jacket and three oranges. 

Afier Antwerp I spent time at home. 

What folks back then told of the olden days, I painstakingiy tried to memorize, but unfortunately 1 

knew too Iittle to know what would be academically remarkable. The ghostly vestigial sparking of a future 

fire was called "flicker." The whirlwind that fümels the dust on the country road upward was called 

"wamwind"-there is a witch inside. Incidentally, 1 heard that since "Alter Fritz" had prohibited witchcraft, 

the witches really have to be carefùl with their art. 

An old, quiet, usually taciturn man knew the most about fairytales. The shepherd, however, was the 

authority on ghost stones and evil dead people who, to the vexation of the living, return, When he told his 

Stones in the evenings, he lay crosswise on the bed, and when his mouth got dry and parched, he would jump 

up and step in front of the table drawer and bite off a new bit of chewing tobacco as a refieshment. His wife 

sat next to him and spun. 

The girls sang in the spinning-rooms what their mothers and grandmothers had Sung. During the 



break, in the evening at nine, they would dance on the large threshing floor, beneath the stable larnp, to the 

Tomorrow we will mow the oats, 
Who shall be the binder? 
Meier's Dorty shall do that, 
1 will surely find her. 

From Wiedensahl I visited my uncle in Lüthorst for a lengthy stay. A dispute had just arisen 

conceming a scientific principle, namely that a living being could only devdop fiom a fertilized egg. A 

modest Catholic priest established proof that bees are an exception. My uncie, as adept writer and skilled 

observer, took a position and participated spiritedly in the fight. I also was irresistibly drawn away into the 

realrn of naturd sciences. I read Darwin, I r a d  Schopenhauer in those days with a passion. But those things 

diminish with time. Their keys do fit to many of the doors in the enchanted castle of this world; but no "local" 

key, so it seerns, even if it wouId be the ascetic's key, would ever fit the exit door. 

From Lüthorst 1 went to Munich. However, ir, the academic current of those days, my small Flemish 

boat, which was probably also steered badly, didn't really get afloat. 

It was al1 the more pleasant in the artists' club, were one would sing and d rhk  and at the same time 

be in the habit of teasing each other with caricatures. 1 waç not adverse to such friendiy pranks either. One 

is human and likes to refresh and uplift oneself at the expense of the small distresses and stupidities of other 

people. Even about oneself one can occasionally laugh, and that's an added pleasure, because then one feels 

even smarter and more smug than one already is. 

Laughter is an expression of relative contentment. Frankie-Boy behind the oven savours the warmth 

so much more when he sees how Jack-O outside blows into his fiost-red hands. For public consumption, 

however, 1 only used imaginary ninnies. One can make them up better as required and more easily have them 

do and Say as one likes. To me the trochee often seemed fitting for ordinary speech; ever handy the woodcut 

Iine for stylishly cheerful figures. Such a contoured being easily fi-ees itself From the laws of gravity and is 

able, especialiy if it's not pretty, to endure a lot before it hurts us. One looks at the matter and meanwhile 

drifts in a state of cornplacent self-esteem beyond the sufferings of the world, indeed high above the artist, 

who is so very naive. 

The mountains too, never before seen fiom close-up, were visited for an extended time. One Iate 

afternoon on foot, 1 anived outside the small village where 1 intended to stay. Right away the first cottage 

with the splashing fountain and the fence with pumpkin braided through it looked temptingty idyllic. FoIding 

stool and sketch book were opened up. On the threshold was an ancient grandma who slept, the kitten next 

to her. Suddedy from the background of the house came a younger woman, grabbed the old one by the hair 



and dragged her onto the refuse heap. Al1 the while, the old woman squawked like a chicken about to be 

slaughtered, Folding stool and sketch book were clûsed up. With this fiacas, fickle fate led me to those 

splendid peasant fo lk  and into a glorious region, to which 1 only reluctantly said farewell iater. 

It may have been in '59, when a drawing with text of mine was first printed in the Fliegenden: Two 

men who are gohg out on the ice, where one of them loses his head. Many times, as necessity dictated, I then 

aIso ilIustrated other texts beside rny own. Soon, however, I feIt that I should really do it a11 by myself. The 

scenes started to flow and grouped themselves into little picture stories, which were foIlowed by bigger ones. 

Almost al1 of them 1 composed in Wiedensahl, without saying anything to anyone. Then 1 let them run to 

market, and there they jurnped about, as boys will do, without showing much consideration about stepping 

onto peoplesl toes, although one can probabiy also assume that they aren't al1 too sensitive when they get an 

occasional scolding. 

People have thought the author to be a bookworm and a weirdo- The first unjustly so. 

Although he reads among other things the Bible, the great dramatists, the Confessions of St- 

Augustine, Pickwick and Don Quixote, and considers the Odyssey the best of fairytale books, a bookworm 

is really a creature with totally different manners. 

More likely he could be an eccentric. For society, except to be in the Company of four to six eyes, he 

has little enthusiasm. 

Great aIso was his negligence, or bashfulness, in wrïtten contact with strangers. The skilful stylist, 

who presents his correspondents with a dainty ornarnent of straw wiIl irnmediately make himself popular, 

while the clumsy one, who knots his straws together Iike the peasant when he rnakes rope, must rightly fear 

that he causes offence. He hesitates and forgets. 

He's not married, either. He is thinking to sometime appIy for a tax on al1 husbands who cannot prove 

that they only got wed with a view to the welfare oftheir country. Whoever has a pretty and bright wife, who 

treats her servants well, pays double. The proceeds go to the oId bachelors, so that they too derive some 

pleasure. 

I'm coming to the end, The portrait, to be complete, would have needed more reflection. But it did 

not seem appropriate to me to use some outstanding people, whom I love and respect, for the purpose of self- 

illumination, and in reference to others that 1 find Iess pleasant, 1 have long considered that a lenient and easy- 

going silence is preferable. 

So now I1m standing way at the bottom on the dark side of the mountain. I didn't become morose; 

instead, rather cheerfùl, haif srniling, half moved when 1 hearthe gay laughter fiom over the other side, where 

youth follows in the sunshine and strives upward in happy anticipation. 



Appendix C: List of Illustrations 

Reference 
in text Illustration 

illustration Description on page # page # 

Birth Certificate for Wiihelm Busch 

Church Book entry documenting the birth of Wiihelm Busch 

"Der Gratulant" fiom the collection Hernach 

Wiihelrn Busch self-portraits 

Eduards Traum manuscript samples 

Der Schrnet~erling manuscript samples 

Rodolphe ToplTer, sample pages fiom 
L'Histoire de Monsieur Jabot 

Der Sîmwwelpeter and its precursors 

The Adventures of Teming Tom and Naughty Ned 

Max und Moritz and Katzenjammer Kids comparison 

Print media coverage before and after the WHW collection 
drive selling W i h e h  Busch figures 

Sfmwwelpeter figures offered as Wiihelm Busch figures for the 
WHW collection drive 

"Win und Franklin." Hamburger Rlustrierte 

"Die fiomme Elene. " Hamburger fllustrierte 

Simplicissimus S pecial Edit ions 

Erich Maria Remarque: "Conti-Buben" and "Kapitiiri Priemke" 

Cl~lodwig Poth and Ham Trader tributes to Busch 

Robert Gernhardt on Busch as forerumer of modern art 

Busch figures in advertking 

Busch figures in political cartoons 



Illustration 1: Birth Certificate for Wilhelm Busch, issued on September 26, 1 847, showing a bkth 
date of A p d  14, 1832. 



Illustration 2: Wiedensahl church book entry recording the birth of Wiihelm Busch on April 14, 1832. 



Riustration 3: "Der Gratulant" from the collection Hernach, pubtished posthumously in 1908. 



Illustration 4a: Busch self-portrait "ais Bettier" (as a begear), oil on canvas, 36x2 1 cm, ca. 1878. 



Illustration 4b: Busch self-portrait "in Feder" (sepia ink) on paper, 1 Sîx 1 02rnm, 1 894. 



lliustration Sa: Eduurds Traum, working manuscript, page 1. 



Illustration Sb: Eduards Trazrm, fmal manuscript, page 1. 





JMustration 6b: Der Schmetterling, working manuscript. page 5. 



Illustration 6c: Der Schmetterling, final manuscript, page 1. 





Illustration 723: Rodolphe Topffer, L 'Histoire de Monsieur Jabot, pages 40-4 1. 



Illustration 7b: Rodolphe Topffer, L 'Histoire de Monsiezr Jabor, pages 4243. 



illustration 8: Der StruwweZpeter and its precursors. 
Top lefi: Paul Gavarni, Un enfant terrible ( 1  840) 
Top right: A. Kneisel, Industrielles Wunàèr der Jetztreeir (1  843) 
Bottom: H, Hoftinann, Der Stmnvefpefer, 2. Auff ., FrankfllrtM, 1845; page 1 : ProIogue: 
'Wem die Kinder artig sind . . . " (lefi); page 20: "Der Struwwelpeter" (right) 

5ahr mllrfrary W. 
w : 5  p qwJ :a4 GbqifmL 
S'ini (Y $II H m  1 d R I  ' 
Iüc t~ Sac au$ q c  rn&q 
~ ~ P r ~ t i r m p m u p n  
ee3 ut hi rcn 
511P t c a & e  4 rn eaim 
ZkS 5- E3 iihm'*. 
==4dWeUi.&iand. 
lm tm J<Ell+d 



Iiiustration 9: Advertking pamphlet for the sewing thread Company "Clark's O.N.T. Spool Cotton," 
featuring The Adventures of Teasing Tom and Naughty Ned wiîh a Spool of Clark's 
O.N. T. Cotton, inspireci by the fist and second prank of Max rmd Moritz. 
8 page booklet (plus paper cover), 3in.x4'/zin. 

A d  "r(u1-r W.rC, Coilmm! 
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Illustration 10a: Cornparison of Mar und Moritz and Katzenjammer Kids fiames. 



Iüustration lob: Cornparison of M m  zmd Moritz and Katzenjammer Kids fiames (cont'd). 

Max und Moritz end with a versifieci 
epilogue expressing a similar delight 
as what can be seen on the onlookers' 
faces in the last panel of the 
Katzenjammer Kids . 



Iilustration lla: Ewiges Deutschland, 2 (February) 1940 promothg Busch figures for the 
WHW collection drive. 





Illustration 1 le: Berliner Rlustrierte Ncrchtausgabe, January 29, 1940- 

vierfe ReichsstraBensammlung im Zeichen von WilheIm Busch 
A- 

.. . . 

3x1 aett 12-~Cti4ib~n;n-%63eiaien ber fo~menbtn  %eidjsVuibeit= 

iurttben .: nà@ - ~ n f w t l ~ f e n  ::#cc ~ ~ o ~ i ~ o i n a n u f a ~ h t r  Staclsrulje 
- .  angefe t t tg t  . ~che i l -~ i~aerd icns t  

. - . . 

%aufenb Ednncruitgen merbcn 
bamit micber le6enbig aus 3cit 
C u m n ,  ba mit  ii6cr cincm sera 
I C ~ ~ R C R '  3 ~ i t b c  au5 ben 
Ec$iipfungen '~ i I$cIm 9ufüjs  
bodten unb iii ts ECftli6) frcutcii 
iiikr @arts Sudebcin, ben Un= 
gIii&raben, über bie Gtreicije 
non %la unb '92ori8, übcr %al= 
buin '~ü&mmn,  ben oerijinbcrten 
gidjter, übcr Sips ,  ben Slffcn, 
bcn qatcc  8iIuaius unb 3crt 
3cttcr  $frana, ,Eirrs, amci, brei, 
im Eaufefdjritt" ift bit 3eit fcit= 
Scm bct$ingelaufcn, abcr Scr 
%amc sXilfjeim 23ufdj ijat Sic 
Saijrgcgtrtc iiberbaucrt. Yic 
Gira~enfaittrnIungcir ant Eoitn- 
a6cnb unb Gonntag wcrbcrt toofjt 
fo mandjcn micbct nc ran Ia~c~ t ,  
itt cincr mubigen Etiinbc Sic 
+BiTljetm=CBu[dj=%at13c aus 3enr 
%Üdjcrfc$ranf ;u itefi~ett. W b ~ t  
mirb bann hic GdjEpyungcn bcs 
2Reiftcis mit anhcrcn %ugeit bc; 
fradjtcn al5 cljebcin. 91cGctt 3cm 
QurnoriTtcn mira uns 3cr 'SS l) i 
l o f o p 6  unb and) ber CZr= 
5 i e lj c r 93ufdj aus fein_cn IPÜ* 
djcrn an5 l ibcn, unb ctauticit 
uitb @odjac$tung mirb uns  bec 
grabfhnige, Eomqromi~'lofe s i c *  
bcrfadjfe ?tnZtigcn, ber gcrcdjt 
unb unbcltcdlidj, mit Scritanb 
unb Ber* fi4 nientats nom itr= 
cigritcut 3Bcfrn fcincs 23oItcs citt= 
feint  ljat. 

Unb nun mir3 3ic ~cri5!tlicij= 
fcit un3 bas 'Serf 3cs 3JIetitcrs 
mit fcincn $ansit~igirreit, b i t  uns  
ha5 +%3intcr$ilf~mcrf uerrnittclt, 
tuiebec iiiitei: bas beutid~e %O[€ 
trcfcn. 3it fafi  .35 ClllilIipx 
fleineit 9 c n h a I c c n  mirb btcjcr 
grofje 9idjtcc unb 3cidjncr  et^ 
ool fc i tüml~c 2Bie3erauFcrite~un~ 
jciern. -3ltcrnanb mir3 babci, uin 
mit ben morten bcs ZRciftcrs g u  



IUustration l ld: Volkischer Beobachter Miinchen, January 29, 1 940. 

a M a e o ~  #t&d und die Wtl~(4 &etd 
Wilhelrn-Busch-Figuren zur 4. ReichsstroBensarnml~n~ am 3. und 4. Februar 

a i t  Xeiajs~ra~cn~;lmmIungcn bes 83inter4iIfs* 84% minionen PI3ils 
~C1tt5 @zScn fcit icijer bit Oigenort an fi$, baé f~elm %ufdj Ifigurcn 
ie trak bcs tiefcn EsnRcs. ber biniez i6nen 1 Ifeijen jum 9icrCauf, 

34% .?JZiaionen 9 c n b  
mZer mcrbcn loau- 

;&( fets mit boijcm &bune Ln3 niefiadj 
nit S i S  u& 8umot [omofjI non [eiten ber 
5ebcnben mie non lciten ber SZefpnenbtn bur&* 
iefiijzt merben 911s liegt ni4t aule4t on ber 
fr t  ber 85jeid~cn. bie ocrlauft metbca Sie  
oaren oit fo origineit unb [fion unb f a d e n  
aIdjrn P[nlIung, bab Fc nictfad) au4 in ben 
ofgcnben Suqren in  g?tf&jer 9 r t  oicber &um 
3crlouf famen. 

Die 4. ~ e i d j s ~ r a f j c n [ a m m f u n g  be5 
tticgsininterijiIisrnetCts, bit a n: S. IL n b 
.. 3 e 6 r u a  t ftattfinbet unb non ber 6Z. ber 
-f,  bcm !KG-. unb btm WG.s~Iiegerlorps 
.iur&jgefüQrt mirb, a6er 6ringt uns ctmas go- 
9eues. etmas, b m  u m  an mandjc ~iancrgncgtc 
3tunbe erinnern wirb, hic mir al9 Rinber [os 
n041 mie a f s  Grmodjjcne $inter cincm biden 
5iIbers unb 6tbidjtc6anb oerlradjten: 9Il i f -  
r e I m * % u i d ) = ~ f  g u r e n !  

3cntt ifjt nodi an @un4 gudcbein, ben Un. 
~lüdsra6cn, an bic Gerdjidjtc mit bcm 'jpult- 
:oFp. on bic fiülner ber POitmc Solte, on ben 
Xiien Eips, an lfialbmin Sôfjlann? LSntlinnt 
4 r  eu4 nodj ber iormaaIIenbeten Rnitfefoct[e, 
J t r  meiperlicfj mi t  mcnigen 6tridjen Qingcmorfc* 
rcn 3eidJnungen bes grohen Riinitfcrs? 

3 m ii 1 f ber unBtr6lidjcn siguren !Di@etm 
Bu[45 merben nun am fommenbcn Bonna6cnb 
unb Eonnfag als. immcr mitbcr rmeuertcs 
~ctenntnis  aur l u t  unlert Rod* unb SRmtef* 
iufjdjliige aicrcn. Xn igrez 6pibe mar[4icren 
natiirli4 9JI a €  u n  b SR O r i a .  E s  fofgen 
3 u I d j e n  u n b  S I b e I e ,  bann bie f r o m m c  
S e t t n t  unb ber n a f e r  B l e b l e l ,  5 e t r  
u n b  g r a u  W n o p p ,  hi: g u f e  Z a n t e  unù 
ber W e i l t e t  % S b  unb f4lieélibj ber 8 a u c t  
R o I i e  unb b i e ~ i t m e % o C t t c .  

. - 
logen bem groBcn 
!Uiei@er bcs sumors 
gcrcbt. 3 n  ber 9 n o ~  
ioIiCamanufuCtur in 
~orlsriiijc murben Fe 
cntmorfen, aus ber 
flüdligcn 3ci&tung in 
bit ~ t a [ t i C  iibcrtmgcn 
unb bann i n  acijn 
P13etCerr in Saben, ber 
6tciermarf, - i n  ber 
EijeL unb an  ber 
SnorbfceCiïrigc ljergcs 
VcPt. Éie fia6en cine 
BZje non 3% 3cnti= 
metrrunb ge6en o o ü ~  
bmmcn naturgetrou 
hie Originatt 913if~ 
QcIm Sui45 mieber, 

S i r  frcucn uns 
fieute [dpn auf bic 
Iufiigen 93ctfe bes 
mcilters, bic PdjerfidJ 
bas Stfapptrn ber 
Südjicn maFjncnE unb 
a n f t u c ~ b  SegIeiten 
merbeh Xaen oorun 
o6er mirb ein 3meb 
fieilcr [teijen. bcc Io 
gond jiir bas Ge* 
f4e4en folqer Eam* 
meItage gefqricben 
fdjciat: Gutet SRen= 
14en $auptScitre6cn r 
ilt, anbctn ou4 mas 
objugeSen! 



Illustration 1 le: 

8 '  

, - - Die Beburt ber ,,Srommen 4jielnie" - 

w r  a l l m  bcsfpt6. ni$ es ja wIt, bai  (5th 
ernes ber nrüi3cn beut~&n 3id)ttr utob 3eidlncr 
mürbig ju-n&~it t t In"~ 
,,Es mat P o .  gcmié midjt ro einPrJj. bie 

f 1 Ü a ) i p ~  Btrrcb.pil$nungen FrtbtIrn Fu ie s  in 
bie Sorm ber qi:acil 10 ju finngrn, bug Fe bem 
61nn uirb &et 'Ilurraiiung entipraaen!?!" 

..34 glaube, ùafj unk t  93iIb~ouer. 3cm biefe 
Iuigcrbe ubrrtragen murtc- aufi refit gut 
gdüjt bat Er fpt  b i ~  trjpilcfjcn SnerImale ber 
ein3tincn Ge2ail.n in 10 mar!unkr %iie 
miebergegirben. baf3 ..@eieneY mit iljrom fitups. 
nâsdjen. ôe r r  (Jiotte ber 3i?irïrnii$entràger. 
bQ5 moai e <ljcpau; R n o p ~  bie Causbuben 
%ïZag unb h o n 5  urrb bie oielm anberen FEB~~. 
ten [O Ce 6 c ns e t getungtn FI&, mie Fe 
96itljeIm Buid) fe?ti; au.$ empjunkn kt.'' 

S i r  &n but* tic'rroficn EÜIe. in  benen 
iiberaff-ttod Ecr groit  ~SZG.&uf:rag p w r *  , 
i~ i i r cn  iit. 3 a  kaocIn AU Zauknben bie ' 



Illustration 1 1 fi Vülkischer Beobachter Michen, February 5,  1940. 

Max und Moritz erzielten Liebhaberpreise 
- WilheIm-Busch-Humor beherrschfe die ReichsstraRen-Sammlung 

93icf Semunbcnrng fanb @et au4 t h e  !$?raitif 
Les SRiinrfjrncr difbfputrs 3ofef E b e 1. 
6 o u  c r, ber t i n  peipfttbigts 6efpann aus 
6@cc mobe[[icrtc unb fcinc Xrbeit au@ in ben 
DicnP bts BPIISS23. p p t a t  ijattc 
3n ben früijcn Ra~mi t tags~un&n pg bus 

groac , ¶ u t 6 ~ t b ~ S 2 c n n c n  r n n b  u m  B i c  
LIicbÜbj t n i s t t t  IfJe" aide 3ufbptitr @rS& 
Die SIZotor6not[tanbarte bcs R S R R  ijaitc m& 
rcrr Rcnn6ootc, bic mit 6clanntcn 9lennf$retn 
6cfcBt marcn oui ~afirjcugc rnonticrf, unb bit 
Berliner tonkten pdj babci iibtqeugcn, bas ein 
Renrtloot au$ cinmat o i jnc !U3abr faijrcn 
rann, 

Einc nette a6erraidjung 6radjtc ber Sturm4 
ber 2notoritanbarte 30, ber ouf ber Djtrcite bcs 
5ittcnSerapïa~cs bie Onglünber ,,oemagcfn" 
[k t .  Oint Rortc Don Engianb mit ben 6djirn 
unb bem 3qIiirbcr [54ambcrkins boten bafür 
bie niitigc 6runbtuge. n e t  Ragtl, ber Qonbon 
traf, fiat bent W!?BfjPU, cincn 3eijnrnarri~ein 
eingcbracbt. 6rZBere Drtt LoPelen 50 unb bas 
Übrigc EtSiet 10 qijennig. Suf i  bie Rinbcr 
lamen $itr auf iijte Re$nung. .-Sie lonntcn 
atgen eiren Obolus cngliidje 6fitrrc ..torpebic* 
ren'.. 

S e a n  au6 infolge ber Ràltc ber &inf@ ber 
~ u F t @ g e  ausfaiïen muate, [a ijaatm bodj bure 
lie Etra@en froljlirije 9JZZridjr orts Pautjpredjcrs 
oagcn. gür bas groit EammtImert ijaitc fi4 
ru4 bie Qruppc non u n g a z i f f i e n  913afa 
1 c n t a m e r a b  c n bcs SZIc[tlricges ~ n l c r  @$ 

tuw iGres gTràpenten II O n 6 3  i g t t e  q frtur 
big auc PIcrjÜgung gcpcat. 

3 m  I l c u t [ ~ f i e n  D p c r n $ a u s  füljrtt bie 
i5aujiifjrung b e l  89B82D. au[ammen mit ber 
D i I f i c I m  * S u f 4  s 6 c f c T t f 4 a f t  cinc 
augerorbentlidj grrt 6e[u@c 6anbcroeranjta[~ 
tung untcr k m  I?citmrt , s i l$e[m Sui4 i n  
Dicnpc bes %35,!LU." but& Rad) ber r)uscrtÜ:c 
mus ber ,,3kbtrmusg', gcipidt DOM Ordeper 
k s  3eutj6cn Dpernfpmfes unttr Ecitung non 
&O 6 g i l 5, 6ra4tc bec Ijemotrag&e %ul4* 
Sprcficr h i 1  R Ü 6 n t cinc 91usma$I aus oen 
Serfen bcs gro$en Sileiiters, mobci cr KU. 
mcniger Sctanntc Berle unb %Tro[a oortrug. Pr? 
ieionberer Sreube unb SeibU murbc bas Epie! 
.!D?ag unb Ililorifi" au~genommcn, bas oort ben 
Ser&mifiern 5 5 p f n c r mit bem Rinbetboaztt 
ter Btaatsoper getan&t murbt Ber f i c t t l i~e  
bmor ber ICiGtung fanb Burd) ben 6:$jmir.g= 
!en Z a q  kinc bclonbcre Untcrmdung: nf6t 
nur in djoreograpljii4er, [o-$ent audj in  te* 

5inFâjt trxg bas 6preI ben Ct~mpei Rz 
UoUfammen$cit. 



Illustration 1 lg: Niedersachsische Tageszeitmg Hannover, February 5, 1940. 

t biel~ê sar ibe, a d W  dtroirk + + + 
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f P t  
Bar unb merie, aoa un, a 

Xm lie6-n fibt ber !Dlcn[d) ctr Gonnta ett 
mie bcm gcltrrgcn Ijintrr bcm D p .  3er  921. 
a6cr gel an^ cs bodj. hic jiibitübtiidje Ejn= 
moijneqtfjaft nidjt nur ijiirtcr bem 9rcn 
fiernot=, jonbcrn gerabcju auf  ben minbigen 
23atEon au Men.  3 n  bas fiommanSo bcs G'1I.: 
Gturms teiltrn Pd)  art biejcrn Gonntag einige 
23ifberbucEjfigincn: (mu€ unb 2JZcri@, bie 2J3iti~c 
%oltc, ber Gtfjneiber SDd lin3 Dnr'el Raltc. 
S i c  Roitürntarnmer b25 Dpcrttfjauies ijattz bis 
Buid~iee L[niform gcliefcrt, ein G%.=%Zann 
i312t2 iür bt2 !!JZaotc, unb bic ü6rigcn 9Xiïnncr 

W a s  sdiert sie Frost. was k l : e  Hrixe, 
Hier sanlmeln b l o r i ~  iiritl auch Nase, 
011 Frzu, ot Frlüleiii oJer Mann, 
Ein jeder gitt, w 3 s  er Eur kami. 

. Aufii.: Tilh. Hauschild. 

bes Gturms f ü t  bie meitfjin ijZr6ate gute 
Oaune. 

Srei  $impie t ~ n b i g t e n  ben ~ar'dj6Iod mit. 
tels ~iritfarenRÜbe an. bie ~ i [ b : r b u 4 ~ t ~ t a t t e n  
~djmarmtctr mit miIb bemcgten 5ücijjen aus, 
un3 bif  Üurigcn 9Iünnct bcs Gturms iagten iQr 
!%rslcrn auy. 23eiipielsrnciie: 

3Xaz urtt 2Ilorifi. bicie RnaGen, - rnoll'n ~t trç  ZU32?3. xuas ijabeir. 
ober : 

6uter 2Reni6en 5aupt6eitre5cn 
iit c i ,  anbcrn a6 jugeben. 

aie , , ~ i l i j e f n t = % u i ~ = 9 I u m m c ' ~ "  bc5 Gturms 
29!i3 toirrbc eirt raiantcr Spublitunscrfotg. Cie 
tuurbr! uor allcn 9ingcn in  ben Boicn ber %CU= 
baublods riotgcfiifirt. Ein %ui$ nnb cin 
Gpredj&or - ifion iuflten Ecij hic. 23a[tone, 
f$on icbtc ein Gdjnceral[ noy Gd@bernCn3cn 
cm. 2 i c  girina B l a ~  u. %Rort& Sod u. Stolte 
ffaubtc bas Heinjcug Iiebcnb ge-tn au5 hctn 
Cdjnee u t ~ b  Üugte nrzdj )I!@riteir, bcmnacQft 
mcrtlos mcrbcnbcn btnnrart~tudeit. 6cruijlant 
~ t n b  irn Bcpfj eines nidjt ganj Tqmnetrr14en 
Buicns ging audj bie eljrfiare E i tme  23olte 
'iijrcrn GamrneCgci&Üit na4, unb cin crijebcir= 
ber Xugcnblid mur es, De i n  ber gfaI3itrnbc 
citr paor 6teinIjÛgcr megmirdjcn au [e$ert; bcnir 
ciil ~crjtünbnisinnigel: Giib[tabtcr [icb an ber 
!ü3üidieIeinc ein Aorbdjen mit leiter uit3 jlüiltgot 
3 ung iprab, unb bas -5Gilberbudj füllte fidj au: 
leaenbs mit nruer Brait. 

Geaen 'iKifta3 tlcrmodjfeir bic Siidlien itur 
ttodj gebürnprt 3u raneln. 3ein in Gamme[= 
itürmett ergrauten GX.=%JIar.n [agie biejer Urn: 
[tanb geitiq; bie Grmüoe ljattex vdj bis aum 
Xanbe mit n3lün. i~~ uoltgefre~cn. 

Eine Gtunbe gttttag - I n n  idjIcpyten (mag 
itnb ZUYorifx, %orte unb %O& unb Bolte famt 
iijren ubrigsn Gftttrnfarneraben auf bcm Güb: 
fiafinfiof . . . ~airsbrarrbto?j1e. * 

Xudj i n  bcr 3nnenikbt fcnftcn Iujtige Si: 
gurrn, i t i iq  ?cn 2l3ilijc[m=%uidi:Büc$errt ,.ent: 
jprungcn", btc Mrrfncrtiarnlcit unb 6c6e: 
freubigteit ber gartno~erancr auf p4. 9 a s  
XCZR. fptte miebcr Gegelrnaldjittcn ausge: 
itcltt. rtnb auf alfen Ct_ruben un3 SZjIiitjcn mat: 
bcn Wanner ber Rarnp~~orinationerr ber gartei 
fso$ 6 $ n w  unb IiÜ1te unerrniibIia] fiir bas 
flr~egs:!lGS!?B. Der OrfoIg 61ieb nifit au5 



Illustration L 1 h: Volksgemeinschaft Neidelberg, Febniary 10, 1940. 



nlustration 12: 5th street collection drive of the WHW, 194 1/42- 
Shetiwwelpeter tigures offered as Wiihelm Busch figures. 
A rmee-Nachrichtenblatt No. 477, January 3 0, 1 942. 

I Die schonsten Figuren aus Wilhelm Buschs Werken werben für die 5. ReichsStrrrssensnrnmiung des U m V .  
Aufn.: Schi-zi. - 

i r . l P l  . . . I  



"Win und Franklin." Hamburger ~Zustrierte, October 4, 194 1. 

E L N E  B U B E N C E S C H I C H T E .  N A C H  l V I L H E L d l  B U S C H  G E Z E I C K N E T  vr).\r ** 

?Idte mna r n u i  man o n  non bdkn  

R l n b m  h d n n  obcr lcrcn!! 

W i c  Tum t c l b l e t  I lkc  van blclcn. 

~ t l a i ~ c  m i n  i inb SrnnPlln Ilitfitn; 

Dlc, nnitort burd~ mclk Ccflnn 

C i &  ~ r i m  Oi i tcn ;u Iicfcbrrn. 

Oflrnnia nodi Enritbtr Iadlttn 

l Inb lidt l;cirnlldl lufifg mndytcn. - 
- yn; p c  UbcltbtlqPrit, 

70, b o y  Ift ninn Licrrft! - 

Bdlmnvp!! - P n  llrgcn ï ~ r  irn occl. 

+ + *  
Df t f t s  marcfn b i i r n m c c ~ m f d ~ ,  

G i n  nodl bfirnmmt folgr faglcid~. 

I<iiv1&11Wiu DV. K a *  Drv-. A n n i m * l i n  Ird-i<. R*WII.I~,. wh. Rut .nl VWL.: w k  I Co, 11-bu= jk Cr. n w C n  ICI.. F-1 34 loto ~bbiiwk*Loiw >Iambrc jrr  rt. 
h l -  hLrl11Wtuw: SW IL It-rrrL 6.rmrul lll4OI.- S n t ~  a. rmol rbu -un. h t M 1 k e  ri- Y~ab N.Y.- k.i. dunbdm ai iu lu i~~rnm~iwb lm I i a n  ii ï ï .  I* !ld~..fulr~~ 
d k  k t  aa<uUki 0.M RH- A w i F s  II. Milhl. XI. II .  h m l d  In Crwn7. -  Amila.d.p~.lrc: r Wn. D l r s u i b  .a&. R.nlid 4.1- mk. Q-bnkb Ih. Ii*linJ n C..t.. l t ~ l h  z Lin. 

N- 4s bn. h l r d  t Cu. 48 On. L b - I i  4o hlm.. S p . h  r.21 PI-. V-m 14 Qik. R m m h  # r  Lit. 



"Win und Franklin." Hamburger fllustrierte, October 11, 1941. 

W i n  und dFmnklint 
E X N E  B U B E N C E S C H I C H T E ,  N A C H  W T L H E L M  B U S C H  G E Z E I C H N E T  VOIV '&%P 

Z¶llce Ponnrr €Tom crtrngrn, 

Ohne nur t ln  mon lu fngcn : 

Unb Idion IR t e  aujùcr 3nlQt, 

RroBo! b l c  3nI& Iidd~t in 8türPt. 



Illustration 13c: "Win und Franklin." Hamburger l7lmîrierte, October 1 8, 194 1. 

3 o a  blc Rdfcr, Whr, Crobc! 

Rommcn rdincll nus Err lF lnanbr .  

,,211i<fd1!!" - Idion witbcr Ipr  t r  cintn 

3m C9enicFc. n n  Jcn defncn; 

+ + + 
- Dfcfce wnr cm iiblcr c3ttci4, 

dad i  kt lcbtc lolqt Ioq1rld1- 



Illustration 14a: "Die Frornme Elene." Hamburger fllustrierte, November 29, 1 94 1. 

m l c  Occ Winb ln Urntiecwcibcn 
Ddn t  bcs frornmtn 86ngr rs  Clrb, 
m c n n  cr ouf bit Copccftcubcn 
7 n  bcn gmhn et t lJ tcn ficbt. 

Rniim i t nn f  mon hic lchtc Galle, 
Uuhr nian [dion ben irE'rdicn Ccfli. 
a i i f  bcm îUnl tc ,  ntif bcc h l l c  
IUirnnirlt mnn ;irm ~c i ts tnr r ib .  

awor mon jci~gct viclr Rinbcr, 
3061 mnn 8enPct n ia ta  JabcL 
Un0 hic I t l nb i r  tvcc~cn \-"ûnbct 
IUcnn'o Qcn Clicrn trncclci. 

3 m  nddiPen C'cfcc nlt:afocr 
Wcn wic an Itncn C c r .  
IUU (ic mopnt, Die irbcr Fcnnt. 
Klcldit fldi Ulcnc ncnnt. 

Jtirrc V a t i n  ldlmoqro f trn 
@ci vor bclnrrn blirP cnrbüllt. 
Unb nuc bicrts F g t  id!: 

3m nbOl)cn Bcfc mia's gn~rcitq! - 



Illustration 14b: "Die fromme Elene." Hamburger nilrstrierte, December 6,  1 94 1. 

bClie @omme &lene 
A L T B S K A N N T E  V E R S E  N W I L H E L M  B U S C H  ZU NE UEN Z E I T E I L D h R N  VON 

brnn BQ6nNlt wïcb Bu& Uunp gcQobcn.- 
atlrln au8 Dkfcs ouf Bkdorar 
saut boa k m  men(- l 4 U r ~ l d ~  fouet 



Illustration 14c: "Die fiomrne Elene. " Hambzirger flltrstrierte, Decernber 13, 194 1. 

3. Urlurnvb ks 36pn 
,.a&. mir ln kr'Rïtnfdj fo Ifinbig!- 
a, Gltnc, grbc In bI&! 
3 4  morne If@ 01s men(@ unb Qqdll: 

Ob, 0Gtc al& ooc o i i m  36frn! 
Ca momt PiEyier, mtnn mon es ip, 
0. ma4ttlcr8niC. mcnn rnon'aglmtkn!" 

amar Ctncn'a puter Qtnlus 
2WEmpft ben Qeln kr Slnpernua. 
do& blcfer bnbt fldl um unb padt 
Jlln mlt bec Qobct fdjacf gcpaBC. 



Illustration 14d: "Die fromme Elene." Hamburger l71ustrierte, December 20, 1 94 1. 

ALTBEKANNTE VERSE VUN W l L I I E L M  U ( I S C H  LU N E U E N  Z E I T U I L D E R H  VON 

Dkk Cnbks, bk  obnc eorgrn, 
I n  8161tcbclt unb mo~lgrborgcn, 
bit bcnhn: pab! 8 s  Qat nodl aelt! 
Unb bklbrn ollnr Sdmmlgtrlt. - 

m l r  lobtnamrri In ba Glcnc! 
Fltnc bcnCt nkqt fo mie irnr.- 

bodl nlat bucd1 morte nur ollrln 
Soli mon ben anbrrn ntlbUQ k[n - 

/7 

8k ftafgt  audi blr m m c  31nbcI 
Dtnn bfcfe Ip for Calte mdgm 
Zut RllnrcrapIt rln m04m 6 t g m -  



Illustration 14e: "Die fionune Elene." Hamburger nlusirierte, December 2 7, 1 94 1. 

ALfBEKAHNTE VERSE V O N  IVILI IELM DUSCN ICI N E U E N  ZEIZRILDbRN V O N  

~s IR c ~ n  amum w n  aitrrs qm, 
mec 8ocgcn qat, bot oum UCdc 

Unb ce ldlallt mlt mubcr BtImm: 
eG1. Ci, cf1 R l o i  madit man b l a r  

'8 IR ous: - brr Ctbcnsrabrn bdrbt. - 
B m t  m m l t  - Q8 fdllt bar C14t  - 

Parbaub! - 8s faut ble Rannc um, 
Qcfullt mlt km Vctmkurn. 

H u e r i l l t b i t w  OI. Ihrn k r n k l . ~ m u t m W i r r  Nd--* K U n l U # .  I l inBwr-  mrC 4 V-L..: - L 6 llubrr $4 Ci. N*ii. 16-1s. r-1 )r 1 0 8 -  h i v h ~ k t . :  ~ ( ~ ~ b v ~  ,,, .=. 
 AI*^ ~~.i~ihu.(: sw i z .  t - i a n m ~ .  L In-, t<>rbüq. - &*<y d-*+ ~&ut.nr i .u*b r i ' t l u i .  t i  Pr. w:.d- h i t  a i i ~ ~ - . U  new.l lulm It. -.Ilrl. S.. ,,. - Ai * I i~dwr . l s * :  D iUh s W n  Dimin ioC*., F l ~ i . i n  .J. ma. P n n L n W  * 1lir.I- "Cnm, I W k  1 Un. H- II dn. h1p.l i kr. Scû- s i  On. ab-18 nam. 

S r u s  t.81 Prrr U m  14 m*.. R- t+ L.(. 
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nlustration 15a: Simplicissimus. Special edition to Busch's 70th birthday, April 15, 1902. 

6ie01 ndit ni&l iiiit ' I) l i~arrgiiùgc~~ 
(Figotllidj bic ?Ja$rr [Iiqai? 
Dai  F4 [qon ciri Wcnl4  ocfrnii. 
%<ib Io ldlntii wgr[)t  bit  %it? 
53!tnii c i  U115 n i a l  fmiri i  laas,  
IILhniui [cicrt niun CS baiin? 
23illitIui 8iil& airfi bu bip Ijrrilt 
31iï~iIar. Uiib oiclr Pcictt 
a k n  uns bit Rtdjtnfdpft  
tlcbtr btint  .DiQitrfcnft 
l l i t r  b t i n a  Snnern 3kfti i  
<DÜrftii mir Io man@& kfcii. 
S a 4  bir [ilbp ucrbor~cit blirb. 
ai4 bcr Rritilcr CI [djritb. 
914 ia 1oo61! $ c i  laiiecr rOaucr 
@Pi bir bas B m u n b c m  [auet 
Unb bu ~r t j f t  mit mübcm BIid 
3n bcin PiUcS @US jurüd; 
S n n  cd bt b i e  niitgenonirnrci. 
Q o M l  52~ Etib no4 dmct gclomnic~i! 



Illustration 15b: SimpZicissimus. S pecial edition to Busch's 75th birthday, A p d  1 5, 1 907. 



Illustration 16a: Erich Maria Remarque's "Contibuben" in imitation of Ma und Moritz. 
The first and second of eleven "Cont&uben" pranks: 
"Der Contibuben erster Streich," Echo-Continental 1/2 ( 1923): 17. 
"Der Contibuten zweiter Streich," Echo-Continental 5 (1 923): 5 7. 



Illustration 16b: Erich Maria Remarque's "Kapith Priemke" hspired by Max zmd Moritz. 
The frst and second of seventeen "Kzpitan Priernke" adventures: 
"Kapitan Priemkes Landabenteuer," Echo-Continental 1 1/ 12 (1 922): 2 13. 
"Prïemkes 2, Abenteuer: »Faltbootfahrt«," Echo-Continental3/4 (1 923): 3 7. 



Illustration 17a: Chlodwig Poth, Schnuwdiburr odw ein Kindheitserlebnis (1 979). 



Illustration 17b: Ham Traxler, Schnmdibuw oder dus Sklyab. Ein Verszïch, sich WiZheZrn 
Busch von heute her zu nahern. (1979). 



Robert Gernhardt on Busch as a forerumer of modem art. The pictures are taken h m  the 
following ofBusch's works: Lefi column top to bottom: Ndurgeschichtliches Alphabet (Hl: 67), Der 
Kat-enjammer am Neujahrsmorgen (Hl : 5 1 f ), Julchen (H3 :ZO4), Der Katzenjammer am 
Neujahrsmorgen (Hl: 507), Der Virtuos (Hl: 4 IO), Max und Moritz (Hl: 365). Centre column top to 
bottom: Der Eispeter (Hl: 297), Abenletter eines Junggeseiien (H3: 67), Ham Huckbein (HL : 487), 
Der heilige Antonius (U2: 86), Mar und hforie (Hl:. 388), Der Virtuos (Hl : 409), Mm undhforitz ( H l  : 
379). Right column top to bottom: Mm und Moritz ( H I :  382), Maler K[ecksel (H4: 88), Die fromnre 
Helene (H2: 287), Die Rache des EIefanten (Hl : 1 83). 

der Mater. rondcm der k o d e  
Zei -5ner Buircfi. Der freilich nahm 
glei h so ziernlich a l l a  vorweg. w s  
na ~ p a t c m t i m f i d ~ ~ g c n  und KEW- 
fer dern hlenschenbild und der WeIt 
der mtlidien opiischen Encheinun- 
gen antaien. Busch hat nUnliEh die 

Op- bzw. Pop-an vonwrggenornnen 

den Jugeadsril die Neue Figuration 

den KonstruktivUrnu 

den Surrealkrnus 

den E~presionurnus 

den Kubisrnus den Rubismus. jawohl. 

--. 
*..m. 

-fi;.::.--'<. 

den Tachisrnus 

den Tachumus. do&! 

den Pointillismus 

den Futurizmus. 
Femer nahm Busch eindeutig und 

nwtïfcbfrei folgcndc Kinsrler vorwcg: 

Salvador Dali. bzw. Clzcs Oldenburg 

Jean Dubufret 

Albcrto Giacometti 

sowie Gerd Ucdccr. 

Du rnag vorent reicficn, sichcrlicti 
gibc es noch weiterc Vorwegnahmtn 
zu enrdecken. d a  aber $011 bittudion 
die Wilhelm-Busch-GeseMdL bc- 
sorgen. Die gibt a. sic hat ihren Sitz 
in Hannover und wird, h6r ;di. am 
24. Juni 50 Jahre alt 



Microsofi advertising Ï n  Der Spiegel M5, 1986 (top), refer to Busch's "Prosaischer 
Kauz" (H4: 337); and Stem #40, 1995 (bottom), refer to Busch's Mm und Morirs 

S ~ U C h I W b J W o i w r  &IMS QU IO[EhV# YiOWXdl PC-mfC 

DAS GESICHT M I C R O S O F T  
DER INTELLLGENZ S O F T W A R E .  



IIIustration 19b: Mercedes-Benz advertising in Der Spiegel ff5, 1999. 



IUustration 19c: Busch figures in clothing advertising. 

Advertising Carnpaign for Mustang-Jeans 
in numerous magazines and newspapers 1979/80 

'r 
Otto-Versand, 1997 

Sanetta-Versand, 1998 



Illustration 19d: Busch figures used in advertising and promotions. 
Unser Zuhause - zu  schade 

fü r Komp rom isse! 

Becher Hdhe 8.5 cm 
/\R 1756 

AR 1176 TeUer 19 an 
Motiv Nr. 1 

&cher Hdhe 8.5 cm 
An 1756 

Motiv Nr. 2 

\& 

Motiv Nr. 6 

w' 
Mow Nr. 7 

Hess. Nieders. Allgerneine Zeitung 
(Kassel), ApriI5, 1996 

UHLENHORST-STUDIO 
Porzallanmanufaktur GmbH 

Bei der Neuen Münze 6 

22145 Harnburg 

Teiefon 04W6788800 

Uhlenhorst-Studio, Hamburg 
Collectible porcelain, 1999 

The lid of cook cheese tubs, offered in 
numerous grocery stores and supermarkets, 
Ca- 1995 

M & M symbolisisran: Ein Hen 
für Kinder. * -- 

Telekom Telephone card, 1997 



Illustration 19e: Deutsche Bundespost, series of special stamps, 1990. 



Illustration 19f: Busch in advertishg: Gift subscription for The New York Review of Books. 
Lefi: late 1974 featuring a drawing fiom DiefTornrne Helene (H2: 257) 
Right: late 1976, featuring a drawing fkom Plisch und PIum (H3 : 498) 

c#22i.muerof - - 
The N w  Ymk Revkw ~~ 

for on& SH1.00. 

Takc o r e  of t h  miai nams on r a i r  Qirburuc tn rithout rouis 
Iaiihcr üun Ihc nulbox. Aisa late arlnnlage d lhc rpecLl los  prLc 
d 510.00 whrh u r velmnc a 'ng  arn thc rcgiIar n t e  off  IUO' 
pu Y-. AI1 faimda for whom y o u  wburibc dl r a r i r c  a t h l i P ~ s  
Anmunoinml Card rcltisc ihem or leur prcunt m a . .  . - 

The Christmas gift 
your friends will fight over 

al1 year long. 

A gift subscription to The m%X'k -*af Boo]Es 
brings your iriends sonrcr t i i i i r i ;  to aqgüe a h u t  al1 - jar  long 
22 k u u  filled with thc kind o f  w y s  ana 
reviews by brilliani wntcn and critics ihat arc 
bound to uc i tc  iheir passions-inicllcctual. 
political. personal. 

Sa why fight the holiday shopping crowdr 
latcr? When you .givc The New York Review 
ror Christmas nght now . . . 

... We'll enter u c h  gift ihc holiday 
rate o f  jus1 510. saving you 12.50 l rom our 
rcgular SlZJOpri cc... 

... scnd each o l  your (riends an an- 
nouncement o f  your Christmas gift . . . 

... and add an o r i n  year-round gift. smt wi ih 
your compliments and ours: The 1977 David 
tevine Calcndar. wiih 12 mricaiurn lrom the 
paga or The New York Revirw. 

You. iw, o n  cnjoy this Calcndar lrcc o f  
charge. by scnding paymuit now. 

In rhis way. you'll have cornplercd chose 
Christmas shopping chora long belore the 
holidays bgin.  And your gift o f  good reading 
wiIl sureIy be appr&icd-and fought ovcr- 
ngain and again throughouL the ymr ahud. 



IUustration 20a: Polit ical cartoons 

,Schwupp! Schon wieder wird nach oben eins der Hühner raufgehobzn!' 

Braunschveiger Zeihrng 
July 28, 1998 
(cf, ~Mar und Moritz, Hl: 352) 

/ 
.. .. - 

Neues Deutschland (Berlin) 
August 14,1999 
(cf. Müx und Morilz, H 1 : 3 46) 

Buyernkzcrier 
February 13, 1999 
(cf Max und Moriiz, H l  : 352) 

Süddeutsche Zeitung 
Septem ber 30, 199 I 
(cf M m  und Moritz, Hl: 346) 



Illustration 20b: Political cartoons 

Donau-Ktirier (Ingolstadt) 
August 21, 199C 
(cf Max und Morit., Hl  : 358) 

Süddeutsche Zeitung 
July 6, 1995 
(cf. Mar und Moritz, H 1 : 3 5 7) 

October 17, 1990 
(cf Mm und hforitt, HI : 384) 

Ater ksum d1!3 er von hinncn. 
ringtdu horn schan nn zu rinnen. (Frei nach K*. Buch) 

Stuttgarter Zitung 
January 21, 1997 
(cf. Max und Moritz, Hl : 384)  



Illustration 20c: Political cartoons 

Dt. Allgem. Sonntagsblatt 
February 8,  198 1 
(cf. Max tind Moriiz, H 1 : 37 1 ) 

Die Tugeszeiturzg (Ber fin) 

- 

Schon laat einer. aervoran. OnkeI Michais Nase  an. (Frei nach 
Wfheim B P W  , -. H A X J U S H U ~  R.I- 

Das Handels blatt 
July 2, 1980 
(cf. Max und Morie, H 1 : 3 7 1 ) 

O i k i l  Sam 18 uiatr M o l . .  . (F n . ~  s a )  
-2. 'anm:i.l. >:lc;uVr=iQ 

-- - 
BUS 
May 24,1995 

28 1 
(cf. M a  und Moritz, H l  : 37 1,3 72) 



Illustration 20d: Political cartoons 

A trto 
October 23, 199 1 
(cf. hfax und kforitz, H 1 : 3 88)  

Frrn&krter Alfgem. Zeitung 
Apnl2 1,1994 
(cf Der neidirche Hanitiverksbursch, H 1 : 459) 

Wmhenpost 
April 18,1996 
(cf. Der hohle Zahn, H I :  137, 138, 139, 240, 141) 



Illustration 20e: Political cartoons 

. . . -L  

beFrerndlich und absunderlirh: ' . r : -- - 
/ .  . &; "l@la&J3d;- 

-. . - - * , . -. bris Hudccbein) 1 .- 

AL. der Dampl sich a m  rrbb 
rah ruan 3licheL der GotUob 

Stern 
#17, 1998 

Siiddezttsche Zeitung 
September 28, 1998 
(cf Max und Moritz, Hl : 366) 



Ab breviations 

Quotations presented in the text with abbreviations and page number in parentheses are cited fiom the 

following sources: 

H# Bohne, Friedrich, ed. Wiihelm Busch. Historisch-fiitische Gesamtausgabe. 4 vols. Harnburg : 

Standard? 1959. Later printings: Wilhelm Busch. Gesamtausgabe in vier Banden, Wiesbaden: 

Vollrner, n-d. 

B# Bohne, Friedrich, ed. Wilhelm Busch. Sdmtliche Briefe. 2 vols. Hannover: Schlütersche, 1 982. 

W# N6 ldeke, Otto, ed. Wilhelm Busch. SamtZiche Werke. 8 vols. München: Braun und Schneider, 

1943. 
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