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Abstract

Despite the consistency and regularity of Bachmann’s critique of journalists and journalistic
content, there has been to date no dedicated study of her portrayal of the journalistic media in
individual works or her work as a whole. This dissertation addresses this gap in Bachmann studies by
undertaking a detailed and comprehensive analysis of Bachmann’s literary portrayal of the journalistic
media from the time she first came into the literary spotlight in the early 1950s until her 1972 Simultan
collection, the last work to be published in her lifetime.

The primary focus of this dissertation is a close textual analysis of literary works in which
Bachmann makes significant references to journalists and journalism, examining these references
closely in the context of existing scholarly analyses. In a systematic analysis of each literary genre that
Bachmann tackled—poetry, radio plays, short prose and novels—this study demonstrates that
Bachmann’s critique of journalists and journalism recurs with notable frequency and consistency
throughout her work from 1952 onwards. The detailed analyses show that Bachmann’s critique of the
“fourth estate” ranges from the mildly critical to the vitriolic, and constantly returns to a core set of
concerns about the misrepresentations perpetrated by the journalistic media. The negativity of
Bachmann’s critique is, however, almost always offset (and even undercut) by evidence that the
journalistic media are not always successful in their (according to Bachmann’s portrayal) deceitful and
destructive practices. This results in the oxymoron encapsulated in a literal interpretation of Ich’s
declaration in Malina that the press is “ein unglaublicher Betrug”: while Bachmann does her utmost to
depict the press as “Betrug”, she simultaneously reveals to us that it is also “unglaublich” in the sense
of “unglaubhaft”. What also emerges from this study is that Bachmann’s literary critique of the
journalistic media as both deceptive and inherently destructive is often counterbalanced by a more
positive and contrary element that points towards where and how we might find the truth that the

journalistic media do not and cannot convey.
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Chapter 1. Introduction

1.1 Background to this study

According to Der Spiegel, the 1997 discovery of transcripts of Bachmann’s work for Radio
Bremen revealed “eine kaum bekannte Seite der Lyrikerin” (“Dank fur die Lebensrettung” 248).
Although it was known that Bachmann had been employed at the Viennese radio station Rot-WeiR-Rot
for almost two years starting from September 1951, and had later written occasional reports for the
Essen-based Westdeutsche Allgemeine Zeitung (WAZ),? it was not generally known that, under the
pseudonym of Ruth Keller,®> Bachmann had worked as Radio Bremen’s political foreign correspondent
in Rome from July 1954 until mid-1955. In his epilog to Romische Reportagen, the editor of the
published transcripts emphasises the surprising nature of this find in his observation, “dal3 [Bachmann]
auch leicht verderbliche Korrespondentenware fur den Bremer Funk lieferte, das ist neu und war nicht

einmal den Bachmann-Bibliographen bekannt” (Kogel 84).

McVeigh makes the following observation about the way in which Bachmann underplayed the
extent and nature of her work at Rot-WeiR-Rot during a 1953 radio interview: “Certainly one cannot
fault the young author for concealing that [...] part of her work that she found incommensurate with the
image of a poetess she wished to project.” (“Ingeborg Bachmann as Radio Script Writer” 35) It is
therefore hardly surprising that Bachmann did not draw attention to her subsequent “Brotarbeit” as a
journalist for the WAZ or Radio Bremen, especially at a time when she was becoming the focus of
increasing media attention herself, thanks not only to winning the “Gruppe 47” prize in May 1953, but
also as a result of the August 1954 edition of Der Spiegel, which featured her photograph on the cover

and celebrated her as a rising star in post-war German lyric poetry (Wagner “Stenogramm der Zeit”).*

Because of Bachmann’s long-standing high profile in the media, the publication of Rémische
Reportagen was greeted with general enthusiasm and surprised delight in the press. Basing their
responses primarily on Kogel’s epilogue, “Geschichte einer Wiederentdeckung”, most press reports
and reviews of Kogel’s publication focussed on the combination of luck and perseverance that led to

the identification of Bachmann as the true author of the broadcast manuscripts that had been archived

! Even before her work at Rot-WeiB3-Rot, Bachmann had worked in a journalistic environment, as a “typist for
Neues Osterreich, a newspaper published by the Americans” (Lennox Cemetery 302).

2 See Albrecht and Géttsche (“Leben und Werk im Uberblick” 4f.), Haider-Pregler (24ff.), Hapkemeyer
(Entwicklungslinien 43ff.), Hoell (Ingeborg Bachmann 77f.), Holler (Ingeborg Bachmann 46ff.), Kogel (85),
Lennox (“Hdorspiele” 84f. and Cemetery 244f.), McVeigh (“Ingeborg Bachmann as Radio Script Writer” 38) and
Weigel (Hinterlassenschaften 564),

% This is the same pseudonym Bachmann had used when writing for the WAZ (Kogel 85).

* For a forensically detailed analysis of the Spiegel article and the accompanying cover photo, see Hotz (43-62).
For more general accounts of Bachmann’s celebrity, see Bartsch (Ingeborg Bachmann 1-16) and Hoell (69ff.).
Hotz’s close study of the literary celebrity known as “Die Bachmann” created by and in the mass media may be
seen as a companion piece to my own study which discusses Bachmann on the journalistic media in contrast to
Hotz’s account of Bachmann in the journalistic media.
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under the name of Ruth Keller, many mentioning that even Bachmann’s siblings had not known of her
journalistic activity.® The Géttinger Tageblatt drew attention to Bachmann’s gratitude for the
“Lebensrettung” that the income from the journalistic reports represented for her as a struggling writer
or enthused about Bachmann’s “&uRerst Kklarsichtige, kritisch pointierte Reportagen” (Zimmermann
“Ingeborg Bachmann. Reportagen aus Rom”).® Other more restrained assessments disputed Kogel’s
claims that the discovery of Bachmann’s reports for Radio Bremen constituted “eine literarische
Sensation”, pointing out that while Bachmann’s journalistic efforts were no doubt both sound and
professional, there was nothing extraordinary about them. As one commentator observed, Bachmann
was no Hemingway and there was nothing in either the style or content of her reports that distinguished

them from others: “Wiirde man den Namen nicht kennen, erraten kénnte man ihn nie.” (Hansen)’

Quite understandably, given that scholars are more interested in Bachmann’s literary work than
the ephemeral products she produced for the press or radio (products to which she did not even want to
put her real name), the academic response to this new Bachmann publication was underwhelming.® For
me, however, the publication of Rémische Reportagen and the accompanying media publicity® drew
attention to the frequent and consistently critical portrayal of journalists and the press in Bachmann’s
literary work. It also highlighted the fact that despite the wealth of research over more than three
decades, there had not yet been a study of the critique of the journalistic media that permeates
Bachmann’s work from the time she first came into the literary spotlight in the early 1950s until her

1972 Simultan collection, the last work to be published in her lifetime.

As this dissertation will show, Bachmann’s negative portrayal of the journalistic media reaches a

crescendo in her Todesarten period, most notably in her novel Malina and the Simultan story “Drei

> For example, Jerichow, Rotermund and Zimmermann (“Zeitgenossenschaft”; “Dank fiir die Lebensrettung”).

® Note that this article was not written by a staff reporter or independent journalist but the literary editor of
Radio Bremen, that is, someone who had an interest in promoting Bachmann’s Rémische Reportagen. Other
press reports, too, drew heavily on Kogel’s assessment of Bachmann’s journalistic skills, referring, for example,
to Bachmann as “eine prazise arbeitende Journalistin mit gutem Sachverstand und sehr viel Gespur fiir das Land”
(Rotermund).

" A comparison of Bachmann’s published transcripts with those written by the journalist-author Gustav René
Hocke available in his literary Nachla® held at Marbach supports this assertion: see for example, his
Korrespondentenberichte aus Italien Juli 1949-1954. Kogel admitted that in searching for Bachmann’s
transcripts the only way to positively distinguish hers from those written by others was to check which reports
had been submitted under the name of Ruth Keller (Radio Bremen Lange Radio-Nacht 01.00-02.00 Uhr). Holler
even contends that Bachmann’s reports for Radio Bremen and the WAZ *“durften [...] »in wesentlichen
Zusammenfassungen«, zum Teil sogar »wortliche Ubersetzungen aus italienischen Zeitungen« gewesen sein”
(Ingeborg Bachmann 91).

8 See, for example, Bannasch (“Kiinstlerische und journalistische Prosa” 172f.) and Holler (Ingeborg Bachmann
91f.). As Bannasch notes, however, the discovery of Bachmann’s transcripts contributed significantly to
correcting “[d]as Klischee der hilf- und ratlosen Frau, das Bachmann spatestens seit den Frankfurter VVorlesungen
im Wintersemester 1959/60 anhaftete” (173).

% In addition to the advance publicity and the various press reports and book reviews, Rémische Reportagen was
promoted via Radio Bremen programmes including a 4-hour special on 28 February 1998, entitled ““Rémische
Reportagen.” Eine lange Radio-Nacht fiir Ingeborg Bachmann, Rom-Korrespondentin von Radio-Bremen.
Throughout 1998 the audio of the programme was accessible from Radio Bremen’s web site:

http://www.radiobremen.de/rbtexte/rb2/ lit/livebach.htm
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Wege zum See”, which both contain scathing attacks on the press and its representatives. At its most
extreme, Malina’s critique of the press is epitomised in the narrator’s™ vitriolic reference to “all die
Schlagzeilen der Zeitungen aus denen die Pest kommt” (TP 3.1: 303)*" and in her damning judgement
of the news industry as “ein unglaublicher Betrug” (TP 3.1: 591). In “Drei Wege zum See”, journalistic
content is described as “Abklatsch” and “diese in die ungeheuerlichste Unwirklichkeit verkehrte
Realitdt” (TP 4: 386). Taken in isolation these literary condemnations could be interpreted as
subjective reflections of the characters expressing these views. An argument along these lines is,
however, untenable in the light of the similarity of the critique in Malina and “Drei Wege zum See” to

that found throughout Bachmann’s literary work.

1.2 Aim

The aim of this dissertation, then, is to address a longstanding gap in Bachmann scholarship by
undertaking a comprehensive and detailed analysis of Bachmann’s portrayal of the journalistic media
in her literary work. This analysis will demonstrate that Bachmann’s critique of journalists and
journalism is an important and overlooked aspect of her literary oeuvre as a whole and constitutes a

theme that recurs with a striking frequency and consistency from 1952 onwards.

In my detailed discussions of Bachmann’s literary work | will also show that, while her critique
of the “fourth estate” ranges from the mildly critical to the vitriolic, and constantly returns to a core set
of concerns about the misrepresentations perpetrated by the journalistic media, the negativity of her
critique is almost always offset (and even undercut) by evidence that the journalistic media are not
entirely successful in their (according to Bachmann’s portrayal) deceitful practices. This results in the
oxymoron encapsulated in a literal interpretation of Ich’s declaration in Malina that the press is “ein
unglaublicher Betrug”: while Bachmann does her utmost to depict the press as “Betrug”, she
simultaneously reveals to us that it is also “unglaublich” in the sense of “unglaubhaft”. Furthermore, |
intend to show that Bachmann’s literary critique of the journalistic media as both deceptive and
inherently destructive is also often counterbalanced by a more positive and contrary element that points
towards where and how we might find the truth that the journalistic media do not and cannot convey.

19 Hereinafter I refer to this female narrator by the name that Bachmann gives her in the opening section of the
novel, that is, Ich (TP 3.1: 276). German academic studies usually refer either to “das Ich” (Herrmann “Poetik der
Kritik” 59; Weigel Hinterlassenschaften 550) or to the “Ich-Figur” (Bail; Summerfield Malina). Both of these
terms are also used by Gottsche and Albrecht (TP 3.2: 710; 788). Other scholars refer to “die Ich-Erzéhlerin”
(Bartsch Ingeborg Bachmann; Kohn-Waechter Das Verschwinden in der Wand; Weigel Hinterlassenschaften).
Lennox refers to this character as “the ‘I’” (Cemetery 225) but this construction can become typographically
awkward in the possessive case and when used within a quote—hence my decision to simply use Ich. Other
English scholars avoid the awkwardness altogether by using the term “narrator” (Achberger Understanding 96;
Frieden “Bachmann’s Malina and Todesarten” 62), but this evasion fails to adequately recognise the role of the
narrator as a character (and main protagonist) in the novel.

1 This abbreviated citation refers to the »Todesarten«-Projekt edition. See “Citation conventions and
abbreviations” on page 5 for a list of abbreviations used in this study.
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1.3 Definitions and conventions

Definitions

According to the Deutsche Journalisten-Verband:

Journalist [ist], wer hauptberuflich, produktiv oder dispositiv [...] Informationen sammelt, auswertet
und/oder prift und Nachrichten unterhaltend, analysierend und/oder kommentierend aufbereitet, sie in
Wort, Bild und/oder Ton iiber ein Medium an die Offentlichkeit vermittelt oder den publizistischen
Medien zu dieser Ubermittlung bereitstellt. (qtd in Meyn Massenmedien in Deutschland 239)

For the purposes of the present study, a simplified version that is consistent with this definition
will be adopted, and thus a journalist will be considered to be someone who writes, edits or produces
content for the print or broadcast media. The term journalism will be used to refer to the journalistic
profession as a whole as well as its collective product (that is, the form and content of print and

broadcast media).*

In this dissertation, the term print media will be used synonymously with the term the press, and
will be considered to encompass newspapers and other periodicals such as news journals and popular
magazines. The more generic term journalistic media will be used to refer to the journalistic content of

the broadcast media of radio and television as well as the print media.*®

For the purposes of this study, the term mass media will be used to refer to the means by which
information and entertainment content is disseminated to an unknown and large audience.'* The term
mass media therefore includes what | shall sometimes refer to as the journalistic (or news) media (that

is press, radio and television) as well as entertainment media such as cinema.'®> While not explicitly

12 Cf. The definition of journalism in the Macquarie Dictionary is “the occupation of writing for, editing, and
producing newspapers and other periodicals, and television and radio shows” and “such productions viewed
collectively”. For an alternative, more sociologically-based description of journalism and a discussion of
journalism’s claims to truth, see McNair who defines journalism as: “Any authored text, in written, audio or
visual form which claims to be (i.e. is presented to its audience as) a truthful statement about or record of, some
hitherto unknown (new) feature of the actual, social world.” (4) Hartley, on the other hand prefers the term “mass
communication” to refer to much the same thing, namely, “the practice and product of providing leisure
entertainment and information to an unknown audience by means of corporately financed, industrially produced,
state-regulated, high tech, privately consumed commodities in the modern print, screen, audio and broadcast
media, usually understood as newspapers, magazines, cinema, television, radio and advertising; sometimes
including book publishing (especially popular fiction) and music (the pop industry)” (Communication, Cultural
and Media Studies 138). Other media analysts see the term “mass media” even more broadly by including “not
only the electronic and print forms traditionally classified as media (radio, television, film, newspapers,
magazines, books) but a wide range of non-traditional forms, such as comics, graffiti, clothing, or music”
(Glessing and White “Introduction” v).

3 It is arguable that filmed documentaries should also be included here given that they can be the cinematic
equivalent of a radio or television documentary. Watson, for example, sees journalism as “news and other
programmes such as documentaries, dealing with information as a public commodity” (188).

¥ In this way, the mass media are distinguished from interpersonal media such as letters, telegrams, telephone
calls, and so on. Thus Downing, Mohammedi and Sreberny-Mohammedi define the mass media as “media that
reach many people, or the masses (also called mass communication); it may be thought of as the opposite of
interpersonal communication” (487).

5 While not explicitly including film in its definition of mass media, the Macquarie Dictionary does not
exclude it either. Its definition is, however, closely based on its definition of journalism, in describing mass media
as “the means of communication, as radio, television, newspapers, etc., that reach large numbers of people”.
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defining the mass media, Meyn assumes in his book, Massenmedien in der Bundesrepublik

Deutschland, that the term encompasses “Presse, Horfunk, Fernsehen und Film” (8),"° which accords

closely to the definition used in this dissertation.

Citation conventions and abbreviations

For Bachmann'’s work

When citing Bachmann’s work, this study uses the following abbreviations.

Abbreviation

w

TP

Gul

Publication

Werke. Ed. Christine Koschel, Inge von Weidenbaum and Clemens Minster. 4 vols.
Minchen: Piper, 1978.

»Todesarten«-Projekt. Ed. Dirk Géttsche and Monika Albrecht. 4 vols. Minchen:
Piper, 1995.

When referring to Bachmann’s writing project of the same name, | use the following

convention: “Todesarten-Projekt”.

Wir missen wahre Satze finden: Gespréache und Interviews. Ed. Christine Koschel

und Inge von Weidenbaum. Minchen: Piper, 1983.

Other abbreviations

Other abbreviations and conventions used in this study are as follows.

Abbreviation/

Convention

[.]

a.p.o.

GS

qtd

Meaning

Square brackets around ellipses indicate that words and/or punctuation have
been omitted from a quote. The omission of square brackets indicates that the

ellipses are in the original text.

Stands for “as per original” and indicates that the quote is a direct replication

of formatting, spelling or errors in the original quote.

Gesammelte Schriften. Used when citing the collected works of either Walter

Benjamin or Theodor Adorno.

Stands for “my emphasis” and indicates that | have used italic font to

highlight particular words or phrases.

Stands for “quoted”.

18 A later edition of his book includes the Internet (Massenmedien in Deutschland 11ff.).
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1.4 Academic research context

To allow for a contextualised (and thus more meaningful) discussion and assessment of
arguments advanced by individual scholars, | will be engaging in detail with the academic literature
pertinent to this study within my individual analyses of Bachmann’s work. Therefore, instead of
including a detailed survey of relevant research in this introduction, | am providing an overview of the
academic research context of the present study. This overview is intended to be indicative of the
number and range of scholars who have touched on the theme of journalism in Bachmann’s work, and

how they have dealt with it.*’

Given the wealth of academic literature on Bachmann’s literary work and the explicit and
trenchant critique in Malina and “Drei Wege zum See”, it is surprising that her portrayal of the
journalistic media has received so little academic attention. Indeed, there have been to date no studies
that focus solely on Bachmann’s critique of journalism as expressed either in individual works or in her
literary oeuvre as a whole. Although many studies have referred to or discussed instances of
Bachmann’s critique of the journalistic or other mass media, this aspect of her work has generally been
addressed either very briefly and in passing, or in a completely different (and often broad) context.

The earliest study to touch on Bachmann’s critique of journalism is Fehl’s 1970 dissertation
Sprachskepsis und Sprachhoffnung im Werk Ingeborg Bachmanns, a comprehensive analysis of
Bachmann’s poetry, which includes a discussion of the poems “Herbstmandver”, “Holz und Spane”

and “Reklame”?®

and their depiction of the way in which “Publikationsmittel und Massenmedien” (76)
contribute to the decline of language into cliché. It was almost a decade before the next significant
reference to Bachmann’s critique of the journalistic media in Steiger’s 1978 monograph Malina:
Versuch einer Interpretation des Romans von Ingeborg Bachmann. Although the primary focus of his
study is “die Ergriindung des Problemkreises Innerlichkeit” (28), specifically in relation to Malina’s
Ich, Steiger provides a detailed (though somewhat laboured) analysis of key passages of media critique
in the Miihlbauer interview scene'® and two other passages, arguing that Ich’s reaction to the mass
media is both symptomatic of, and a reaction to, her lack of engagement with the outside world.
Steiger’s argument, however, fails to take into account the numerous other instances of Bachmann’s
critique of the mass media elsewhere in Bachmann’s work, which show that this theme is neither
unigue to Malina nor purely an indication of Ich’s idiosyncratic hypersensitivity. Although

Jacubowicz-Pisarek sees Steiger’s study as banal and long-winded (Stand der Forschung 23ff.), ° his

" For an excellent summary of the academic reception of Bachmann’s work as a whole, see Lennox
(“Rezeptionsgeschichte”). Another useful resource, though brief and now out of date, is Achberger’s annotated
bibliography (Understanding 178ff.).

'8 These poems are discussed at length in Chapter 4 of this dissertation.
19| discuss this scene in Chapter 7 of this dissertation.

%0 Beicken too considers Steiger’s work to be a “langatmige und nicht sehr ergiebige Erérterung” (Ingeborg
Bachmann 193). Hapkemeyer, on the other hand, cites Steiger frequently without passing critical judgement
(Sprachthematik 27ff. et passim).
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book deserves recognition as the first academic study to explicitly highlight Malina’s media critique

and to discuss it at length.

Bartsch’s 1979 “Die Hdorspiele von Ingeborg Bachman” is not only the first journal article to
provide any significant discussion of Bachmann’s critique of the mass media but the first to draw
attention to the importance of this theme in her radio plays. In his article, Bartsch refers to examples of
Bachmann’s media critique as part of her critique of mass culture and capitalism in all three of her
radio plays and notes the way in which those plays highlight the “Gefahr der BewuRtseinstriibung
durch die Massenmedien” (328). Bartsch’s references to Bachmann’s critique of the mass media are,
however, part of a much broader context that examines Bachmann’s depiction of “Ausbruchsversuche

aus dem gewohnlichen, der Entfaltung des Ichs kaum Spielraum lassenden Leben” (323f.).

The next major contribution to a discussion of Bachmann’s media critique was Hapkemeyer’s
1982 study Die Sprachthematik in der Prosa Ingeborg Bachmanns: Todesarten und Sprachformen
whose focus was, as the title suggests, “das die spéaten Texte leitende Sprachverstandnis” (1). Within
this context, Hapkemeyer engages with Steiger’s study, disagreeing with some aspects but supporting

much of his analysis and providing a detailed account of how the “Werbeslogans”*

passage in Malina
illustrates the system of manipulation undertaken by the mass media, “das den Menschen ihre
Gedanken, Bedurfnisse und Wiinsche mit psychologischem Kalkil vorspricht und einhdmmert, das
eine selbstidndige Sprache durch vorformulierte Satze zu verdrangen droht” (43). Hapkemeyer is also
one of the first to specifically draw attention to Bachmann’s identification with Benjamin’s views on
the connection between the mass media and “Erfahrungsschwund” and how this “Erfahrungsschwund”

is portrayed in Bachmann’s later work.?

Die Mdglichkeit und die Fahigkeit zur bewuBten Verwendung [von Dingen] verkiimmern zusehends in
der Massen- und Konsumgesellschaft westlicher Prdgung. Ingeborg Bachmann sieht im Verlust eines
urspriinglichen Zugangs zu den Dingen, eines genuinen Erlebens und Denkens eine kapitale Gefahr. “Ich
wirde Benjamin recht geben, denn es ist dieser Erfahrungsschwund, der immer mehr auftritt, durch die
Entwicklung der Massenmedien, durch das Leben aus zweiter Hand”. Ingeborg Bachmann konstatiert in
ihrem Spétwerk den “Erfahrungsschwund” also auch als Folge einer uber die Medien vermittelten
“sekundéren” Wirklichkeit. Die Massenmedien [...] tragen, sei es als Informationsquellen, sei es als
Unterhaltungsmittel, entscheidend zum Entzug eines individuellen Sprechens und Denkens bei. (44)

Disappointingly, however, Hapkemeyer’s chapter on “Sprachlosigkeit und Isolation” in
Bachmann’s Simultan stories, does not include a discussion of “Drei Wege zum See” even though this
story explicitly refers to and depicts both “Erfahrungsschwund” and “Sprachverlust”. It was not until
1983, a full decade after the publication of Simultan, that scholars began to turn their attention to
Bachmann’s critique of the mass media in “Drei Wege zum See”. Omelaniuk’s 1983 article, “Ingeborg
Bachmann’s Drei Wege zum See: A Legacy of Joseph Roth”, and Lensing’s 1985 study, “Joseph Roth
and the Voices of Bachmann’s Trottas: Topography, Autobiography, and Literary History in »Drei

21 | discuss this passage in Chapter 7 of this dissertation.

22 Other scholars who discuss Benjamin’s statement about “Erfahrungsschwund” in connection with
Bachmann’s work include O’Regan, who connects it to Bachmann’s “idea of a utopian language” (23) and
Bannasch who refers to its significance for Bachmann’s critique of journalism in “Drei Wege zum See” (Von
vorletzten Dingen 105ff.). | examine the importance of Bachmann’s reference to Benjamin in the next chapter.



Chapter 1. Introduction

Wege zum See«”, both contain perceptive observations about Bachmann’s critique of journalism in
“Drei Wege zum See”? but their primary focus is, as their titles suggest, the intertextual relationship
between Bachmann’s story and the work of Joseph Roth. Similarly, Schmidt’s 1986 study of
“geschichtlicher Erfahrung” examines the “zeit- und gesellschaftskritische Dimension” (479) of the
Simultan collection and in doing so alludes briefly to Bachmann’s portrayal of the press in “Drei Wege

zum See” but undertakes no detailed analysis.*

Holler’s 1987 Ingeborg Bachmann: Das Werk. Von den frihesten Gedichten bis zum
‘Todesarten’-Zyklus represents the first comprehensive and detailed analysis of Bachmann’s work as a
whole. In this monograph Héller discusses instances of Bachmann’s critique of the culture industry and
mass culture within the context of a broad-ranging examination of Bachmann’s “Gesamtwerk” that
adopts what constitutes for Bachmann scholarship a ground-breaking historical perspective (Lennox
“Rezeptionsgeschichte” 29). Like Hapkemeyer, Holler draws attention to Bachmann’s support for
Benjamin’s views on the “Erfahrungsschwund” caused by the mass media (9, 86, 267). Thus Holler
sees in Bachmann’s radio plays and the poems “Herbstmandver”, “Holz und Spéne” and “Reklame”,
“die kritische Konfrontation mit der Erfahrungsarmut der Reklame, der Klischees der Alltagssprache
und der Phrasen der Zeitungen” (86). Other examples of Bachmann’s journalistic critique that Holler
discusses include Ich’s account of her work experience at the “Nachrichtendienst” (265).%

Like Holler’s study, Bartsch’s 1988 monograph, Ingeborg Bachmann, makes frequent reference
to Bachmann’s critique of mass culture, capitalism and the mass media, and occasionally alludes to
Bachmann’s portrayal of journalism. While Bartsch’s study represents a comprehensive and invaluable
contribution to Bachmann research, particularly in its historical and sociological perspectives on
Bachmann’s work as a whole,”® its focus is so broad that the significance of Bachmann’s critique of the
mass media as a pervasive and consistent theme throughout her work gets lost amidst the wealth of

analysis dealing with other aspects of Bachmann’s oeuvre.

A completely different approach is taken by Hotz, whose 1990 examination of Bachmann’s life
and work as reflected “im journalistischen Diskurs” is, according to Bartsch, “materialreich” but
provides “keine neuen Einsichten” (Ingeborg Bachmann 6). Lennox, on the other hand, is not so

dismissive, describing it as an:

innovative Studie, [die] die Rezeptionstheorie, den Strukturalismus und die Semiotik heran[zieht], um zu
zeigen, wie zu Bachmanns Lebzeiten ein journalistischer Diskurs ber sie entstand, der weniger mit

2 In particular, Omelaniuk (258ff.).

2 More recently, Kanz’s 2002 article refers in passing to the media critique in “Drei Wege zum See” in her
extended examination of Elisabeth Matrei’s character (“Viel couragierter” 210ff.). In the same anthology, Greber
briefly discusses Bachmann’s reference to the televised race at the end of the “Simultan” story (188f.).

2% | discuss this passage at length in Chapter 7 of this study.

%6 As Lennox observes, Bartsch’s study continues to be “ein Standardwerk” thanks to its “ausfiihrlichen und
ausgewogenen Gesamtdarstellung bei besonderer Betonung der gesellschaftskritischen und zeitgeschichtlichen
Problemstellungen des Werks”, and Hoéller’s 1987 monograph, too, must be seen as “[eine] dhnlich grundlegende
Monographie” (“Rezeptionsgeschichte” 29).
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Bachmanns Schreiben als mit verschiedenen ideologischen Zielvorgaben zu tun hatte.
(“Rezeptionsgeschichte” 33).

Although Hotz does not address Bachmann’s critique of the journalistic media, her book provides a
useful perspective on the extent to which Bachmann was herself a creation of the mass media and the
reasons why she was perhaps so critical of journalism in her public statements and inclined to portray

them in such an unflattering light in her literary work.

A study that has received almost no attention in Bachmann scholarship is Folkvord’s 1995
thesis, Ingeborg Bachmanns Erzdhlung Drei Wege zum See. Eine Interpretation.?’ Based on
“rationalitatskritische und psychoanalytische Aspekte der modernen Frauenforschung” (3), Folkvord’s
study includes an extended and thoughtful analysis of Bachmann’s critique of journalism and the mass
media in “Drei Wege zum See”, which reveals a primary focus of that critique to be their
exemplification of “das Leben aus zweiter Hand” (76ff.). Bachmann’s critique of the mass media is,
however, not a major focus of Folkvord’s dissertation, which is primarily concerned with “weibliche[r]

Identitatssuche und [...] Erinnerungsproblematik” (7).

In her 1997 book on the Simultan collection, Von vorletzten Dingen, Bannasch provides a
detailed analysis of Trotta’s critique of journalism in “Drei Wege zum See” and even discusses this
critique in terms of Bachmann’s observations about the “Ph&nomen des Erfahrungsschwundes” (106),
but the context of Bannasch’s discussion is the much broader topic of “Erzéhlen und Verschweigen”,
not Bachmann’s portrayal of the journalistic media. Taking a more ecumenical approach, Mahrdt’s
1998 Offentlichkeit, »Gender« und Moral looks at the concept of “the public sphere”, using as its
starting point “die Theorie der Frankfurter Schule, um ihre These zu stiitzen, dal die burgerliche
Gesellschaft die Privatsphére hervorbringt, an der Bachmanns weibliche Figuren leiden” (Lennox
“Rezeptionsgeschichte” 33). While Mahrdt’s study includes the work of other writers including
Theodor Fontane, Heinrich Mann and Marieluise FleilRer, Bachmann is the end focus of the study,
which concludes with a detailed analysis of the portrayal of the public sphere in three of Bachmann’s
works: “Unter Mordern und Irren”, the Todesarten cycle and “Drei Wege zum See”. Mahrdt’s
Bachmann chapter includes a 5-page section on “Medienkritik” (231-236), which is, however, neither
detailed nor comprehensive, addressing only a selection (albeit a representative selection) of
Bachmann’s critical references to the media in Malina (primarily, the Mihlbauer scene). Mahrdt’s
analysis does not consider the media-specific aspects of critical theory but does draw attention to the
way in which Benjamin’s views are reflected in Bachmann’s literary portrayal of the mass media
(235f.).

Although many scholars have referred in passing to Bachmann’s humour and superb satirical
skills, Achberger is the first to address this topic specifically in her 1998 article “»Bdsartig liebevoll«

den Menschen zugetan”, which includes three passages from Malina (taken from early drafts as well as

" To my knowledge, the only reference to Folkvord’s thesis (which is equivalent to a German “Magister-
Arbeit”) is in a footnote in Mahrdt (Offentlichkeit 256).
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the final version of the book) where the humour is at the expense of journalists or journalism,
particularly in Bachmann’s skilful dissection of celebrity interviews in the Mihlbauer passage
(234f.).%

Weigel’s 1999 Ingeborg Bachmann. Hinterlassenschaften unter Wahrung des Briefgeheimnisses

represents both a new and important direction in Bachmann scholarship, providing an:

Aufarbeitung von Bachmanns intensiver Auseinandersetzung mit den Nachwirkungen des
Nationalsozialismus in Deutschland und Osterreich, die zugleich auch die Beziehungen der Autorin zur
Kritischen Theorie und zu wichtigen jldischen Personlichkeiten ihrer Zeit nachzeichnet. (Lennox
“Rezeptionsgeschichte” 30)

This detailed study, which is replete with new research findings, sheds much light on
Bachmann’s relationship with figures like Benjamin and Adorno, whose views on the mass media, |
will be arguing, resonate in Bachmann’s work. Weigel’s publication includes discussions of the
Muhlbauer passage in Malina (Hinterlassenschaften 89f.) and Bachmann’s allusions to the mass media
in “Die Zikaden” (183ff.), drawing attention to the fact that, although Bachmann is a “geniale
Medientheoretikerin und Diskursanalytikerin avant la lettre” (27), there is a notable dearth of research
into Bachmann’s “Medienkritik”. According to Weigel, Malina in particular continues to be “ein
Roman [...], dessen medientheoretische Bedeutung bisher weitgehend ibersehen wurde” (543). The
context of Weigel’s assertion is, however, not a reference to the mass media as understood in
“Kommunikationstheorie und Publizistik” (549) but a much more selective definition that includes
inter alia interpersonal media: “Durchgehend ist [in Malina] von Medien die Rede: Telephon, Radio,
Schallplatte, Tonband, Biichern und Film, von Briefen, Telegrammen und Brieftrégern, aber auch von
Schreibmaschine und Sekretarin.” (543f.)% In line with this definition of media, Weigel’s 13-page
analysis under the title of “»Malinas« Medientheorie” restricts itself primarily to the interpersonal
media of “Telefon, Post, Schreibmaschine” with only a brief acknowledgement of Ich’s
“ausdrickliche[...] Abstinenz, ja Abwehr gegentiber den Medien einer nachrichten-, informations- und
meinungsformig organisierten Offentlichkeit, also dem, was Kommunikationstheorie und Publizistik
Medien nennen” (549).

Published in 2002, Albrecht and Gottsche’s invaluable Bachmann-Handbuch includes an
examination by Bannasch of Bachmann’s essayistic and journalistic writings, including her Rémische
Reportagen (“Kunstlerische und journalistische Prosa”). The Bachmann-Handbuch also contains a
number of articles that touch on Bachmann’s critique of the journalistic media—for example, Lennox’s
extended contribution on Bachmann’s radio plays (“Horspiele”) and Herrmann’s excellent though brief
analysis of the Mihlbauer scene in Malina (“Todesarten-Projekt: Malina” 139)—but there is no

extended discussion of Bachmann’s portrayal of the journalistic media. Herrmann does, however,

%8 Other scholars to refer to the Miihlbauer interview in Malina include Frieden (67), Kohn-Waechter (Das
Verschwinden in der Wand 129) and Thau (13ff.; 91).

2% Scholars to draw attention to the significance of interpersonal media include Folkvord, who examines the
theme of “Flucht ans Telefon” in “Drei Wege zum See” (Drei Wege 81ff.), and Mahrdt, who discusses the motifs
of “Telefon” and “Post” in Malina (Offentlichkeit 244ff.).

10
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highlight the need for research in this area when she notes that, while further research into the
“Kommunikationsmedien und —formen (Telefon, Brief) innerhalb des Romans [Malina]” may indeed
be desirable, as contended by Weigel, an even more fruitful area of research would be “intertextuelle
Analysen des Romans, die noch stérker aus kulturwissenschaftlicher und intermedialer Perspektive

erfolgen” (143)—a direction of research that my own dissertation proposes to address.

Most recently, Lennox’s expansive and innovative Cemetery of the murdered daughters,
published in 2006, has undertaken an extensive study of works whose critique of journalism | discuss
at length in my dissertation (primarily, “Der gute Gott von Manhattan”, Malina and “Drei Wege zum
See”).* Drawing on the research of both Wagnleitner and Carter, Lennox also provides particularly
detailed accounts of Bachmann’s work at Rot-Weil3-Rot (RWR) and the political and cultural climate
of Germany and Austria in the early Cold War era.** Although her analyses shed light on many aspects
of Bachmann’s work that are relevant to my dissertation, Lennox’s work generally addresses
Bachmann’s media critique only briefly and incidentally in her close examination of “Bachmann and
Materialist Feminism: Gender and the Cold War” (297ff.).

1.5 Scope, approach and structure

Scope

This dissertation begins with an investigation of Bachmann’s personal (but publicly voiced)
views about journalism, as expressed in her non-literary work (for example, her speeches, lectures,
essays and media interviews) to consider the extent to which her literary portrayal of the journalistic
media might be a reflection of her own beliefs and attitudes towards journalism. It also examines some
intellectual affinities that emerge from the discussion of Bachmann’s views on the journalistic media as

a further context for Bachmann’s literary portrayal of journalism.

As Bachmann herself pointed out, however: “Meinungen hat jeder, die eines Schriftstellers sind
belanglos, und was nicht in seinen Blichern steht, existiert nicht.” (W 4: 296f.) Although | do not agree
that Bachmann’s views are completely “belanglos”, given that they provide useful pointers to key
aspects of Bachmann’s concern about the journalistic media, | do nevertheless agree that what really
matters is her literary sublimation of those concerns. The major focus of my study will therefore be a
close analysis of Bachmann’s literary portrayal of journalism in her poetry, radio plays, short prose and
novels from 1952 onwards, including the drafts and fragments that were only published after her death

in Gottsche and Albrecht’s »Todesarten«-Projekt.

Although Bachmann’s body of work includes poems and prose written before the 1950s, my

%0 ennox’s 2004 article “>Gender¢, Kalter Krieg und Ingeborg Bachmann” covers similar territory.

31 For an excellent account of Bachmann’s employment at RWR, and the political and cultural environment of
that period, see McVeigh (“Ingeborg Bachmann as Radio Script Writer” and “Die Stille um den
>Mordschauplatz<”).

11
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search of the material currently available (and accessible) in the Bachmann-Nachlal at the
Osterreichische Nationalbibliothek in Vienna found no significant references to the press in these very
early works. They are therefore not addressed in this study. Similarly, this study does not include
Bachmann’s collaborative works (for example, the libretti she wrote for Hans Werner Henze) or her
adaptations and translations (such as “Der schwarze Turm”, “Herrschaftshaus”, “Die Schwarmer” and
“Vinzenz und die Freundin bedeutender Manner”), which, despite the occasional presence of themes
that echo thematic concerns related to Bachmann’s portrayal of the mass media elsewhere,* do not

contain direct and significant allusions to the journalistic media.®
Approach

This dissertation undertakes a close textual analysis of literary works in which Bachmann makes
significant references to journalists and journalism, examining these references closely in the context of
existing scholarly analyses of each work. Where relevant to her treatment of the journalistic media,
references to other branches of the mass media, such as cinema, will also be briefly discussed. This
dissertation also addresses references to advertisements in the print and broadcast media because of the
close financial connection between journalism and advertising, and the consequent impact on
journalistic content. While a comprehensive analysis of Bachmann’s critique of mass media in the
broader context of mass culture (which includes not only cinema, but also globalisation, branding and
mass consumption) is long overdue, such an investigation is well beyond the bounds of my study,
which, due to the constraints of time and space has chosen as a primary focus Bachmann’s portrayal of

the journalistic media.

To examine the pervasiveness and consistency of her literary critique of journalism and
journalists, Bachmann’s work will be examined in a broadly chronological sequence (based on the
publication date), starting with her lyric poetry and concluding with Simultan. This chronological
approach has been adopted to facilitate the identification of any evolutionary trends in Bachmann’s
portrayal of the press over the period of her literary productivity. Within this chronological approach, a
demarcation has been set up between those works that belong to Bachmann’s pre-Todesarten period
and those that fall within her “Todesarten” period, which is generally considered to be the period after
the 1961 publication of Das dreiRigste Jahr. As Gottsche and Albrecht point out, the Todesarten period

represented for Bachmann a turning point in her literary creativity—"ein[en] Neuansatz” (TP 1: 489).

% Bartsch, for example, sees in Der junge Lord a comment on the bourgeoisie’s role in the rise of Hitler and
fascism because of the way in which it pokes fun at bourgeois prejudices and the kind of pretentiousness that can
lead to mindless conformity and slavish mimicking of the fashionable or socially desirable (Ingeborg Bachmann
91f.). To the extent that Bachmann’s critique of the journalistic media is related to her critique of events in
Austro-German political history and a critique of mass deception and inauthenticity, Der junge Lord echoes
themes that Bachmann uses in conjunction with her portrayal of the mass media elsewhere in her work, but the
connection is not direct enough to warrant close examination in this dissertation.

%% Another consideration here is that Bachmann did not have sole artistic control over thematic development in
the libretti and translations, and therefore any portrayal of the mass media in these works does not have the same
significance as elsewhere in her work.
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The distinction between Todesarten and pre-Todesarten works has therefore been made to help identify

any differences in Bachmann’s critique of journalism in this important period of her productivity.

Using this broadly chronological framework, the literary analyses of Bachmann’s work have
been grouped into six separate genre-based chapters. This genre-based taxonomy is also intended to
assist in determining the extent to which Bachmann’s critique of journalism is more prevalent within

one genre than another.
Structure

This study is structured as follows.

Chapter 2 investigates the references to journalism in Bachmann’s non-literary work (theoretical
writings, interviews, essays), with a view to establishing both a theoretical and personal foundation for
Bachmann’s literary critique of journalism. In Chapter 3, | undertake a brief study of the intellectual
affinities between Bachmann and a selection of writers and thinkers, whose views on journalism and

the mass media may have informed those of Bachmann.

Chapter 4 begins the examination of Bachmann’s literary work by analysing the references to
journalism in Bachmann’s poetry in the period before she began work on the Todesarten cycle, while
Chapter 5 looks at the radio plays of the same period, and Chapter 6 investigates the short story
collection, Das dreil3igste Jahr, and other short prose of Bachmann’s pre-Todesarten period. Chapter 7
discusses Malina and the drafts and fragments of Bachmann’s Todesarten cycle of novels. In Chapter
8, | analyse the portrayal of the journalistic media in the short prose of Bachmann’s Todesarten period,
with a particular focus on “Drei Wege zum See”, in which the reflections (and life) of the protagonist, a
celebrated photojournalist, provide particularly detailed insights into the nature and function of
Bachmann’s literary critique of the journalistic media. Finally, Chapter 9 summarises and draws

conclusions from my analyses of Bachmann’s work.
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Chapter 2. Ingeborg Bachmann on journalism

2.1 Introduction

This chapter begins with an overview of the “Zeitungsdebatte”, that is, the long-standing and
ongoing debate about the perceived and proclaimed virtues and vices of the press. The aim of this
overview is to provide a broad socio-historical context for Bachmann’s statements about the
journalistic media and my subsequent discussion of the media critique of specific writers and thinkers

whose views on journalism and the mass media Bachmann seems to have shared.

In this chapter | do not refer to either specifically Austrian or specifically German “Pressekritik”,
because the primary and secondary source material does not generally distinguish between the two
except indirectly in referring to individual critics of the press, who were known to be either German or
Austrian. Furthermore, given that at the time when newspapers first appeared and the debate about
their value first started—and for more than two centuries after that—there were no separate national
entities called “Germany” or “Austria”, it is reasonable, | believe, to simply use the term

“Zeitungsdebatte” to refer to the debate that has taken place in the “German-speaking world”.

2.2 The long tradition of the “Zeitungsdebatte”

Bachmann’s critique of the press, as referred to briefly in the introduction to this dissertation and
as expressed in the speeches and other public statements that | examine later in this chapter, is part of a
long tradition of complaints about “Zeitungsdeutsch” and press content, whose history dates back to
the first newspapers.' As early as 1609, Gregor Wintermonat, the editor of the Leipzig Calendarium
Historicum Decennale — oder zehenjarige Historische Relation, presented arguments for and against
the nascent press of the “Newen Zeitungen”, the one-page newsletters that were proliferating in

Germany at the time (Kurth and Pavlu “Die &ltesten Schriften fiir und wider die Zeitung” 13).

While praising the educational value and consequent social benefits of newspapers for
disseminating historical, legal and political knowledge, Wintermonat conceded that the press might be
seen as harmful because it could also purvey information that was either false, misleading or
manipulated (ibid.). Wintermonat also acknowledged that there was evidence to support claims that
those in power were exploiting the press for political purposes, and that newspapers had occasionally
been responsible for bringing disaster to a country (ibid.). Although neither sophisticated nor detailed,
Wintermonat’s brief exposition of the pros and cons of the press delineate the broad parameters of

subsequent debate in Germany about the power of the press and its role in society. As Stral3ner

Y1t is generally accepted that Germany was the home of the first periodical newspapers, which were published
in Strassburg and Wolfenbuttel in 1609. See Brand and Schulze (17), Kurth and Pavlu (“Die altesten Schriften fur
und wider die Zeitung” 13) and Stral3ner (70).
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observes in relation to the “Zeitungsdebatte” that began in earnest towards the end of the seventeenth
century: “Im Mittelpunkt der Auseinandersetzung zwischen Kritikern und Beflirwortern der Presse
steht ihre Wirkung, die je nach Standpunkt des Autors als Gefahr oder als Nutzen aufgefait wird.”
(Zeitung 69, m.e.)

2.2.1 The press as “Gefahr” and “Luge”

Although some opponents of the press criticised its content as mere trivia, fiction or “als jeder
ernsten wissenschaftlichen Wertung unwiirdig, als blo3es Mittel zur Unterhaltung” (Kurth and Pavlu
“Die éltesten Schriften fiur und wider die Zeitung” 23), more vehement critics challenged the
“Wahrhaftigkeit” of the press.? Christoph Besold’s 1629 Thesaurus Practicus, for example, framed his
views in the strong terms of “das Problem der Presseliige” (8). In his study, Besold claimed that the
“neuen Zeitungen” were not only spreading “blofRe Torheiten, sondern bisweilen auch pseudopolitische
Geheimnisse. [...] Es werden Siege ausgeprengt, die Gegenseite wird niedergedriickt, Niederlagen
werden erfunden, um das Volk (weil die Welt, wie man sagt, betrogen werden will) kopflos zu machen,
damit es fir diese oder jene Partei eintrete” (32, m.e.). Besold is one of the first critics to point to the
commercial motivation and benefits that can flow from the dissemination of false information, citing as
an example a military defeat that had been written up as a victory by the Duc de Mayne, who had
pointed out: “eine solche Llge, wenn man es auf wenige Tagen [sic] beharren kodnne, sey viel 1000 fl.
werth” (32).®> At the turn of the century, Johann Peter Ludewig, too, warns of the
“Manipulationsmoglichkeiten, die der Obrigkeit durch die Zeitung ermdglicht werden” (StralRner
Zeitung 69).

Some fifty years later, Ahasver Fritsch accuses the press of purveying “erfundene Nachrichten”,
“Unwabhrheit” and “Unmdglichkeit”, citing in support of his case a fellow critic, Arnold Mengering,
who claimed that press content is “erstuncken und erlogen” (41f.). Fritsch was so incensed about
“Falschmeldungen” that he recommended a range of severe punishments including the death penalty
for transgressions (Stralner Zeitung 73). To test the “Wahrhaftigkeit” of press content the German
scientist and aphorist Georg Christoph Lichtenberg (1742-1799) suggested comparing two or more
different newspapers as a means of assessing the truthfulness and accuracy of the reporting (Riha 56)."
Lichtenberg’s own analysis of press content came up with the sobering statistics: “50 Teile falsche
Hoffnung, 47 falsche Prophezeiung und 3 Teile Wahrheit. Diese Lektire hat bei mir die Zeitungen von

diesem Jahre sehr herabgesetzt, denn ich denke: was diese sind, das waren jene auch.” (qtd in Strallner

2 See Brand and Schulze (17ff.) for a summarised history of the press in Germany; Haybéck for an interesting
article on truth in journalism; Riha (56—64) for a closer look at “Pressekritik” since Lichtenberg; and Stralner
(69ff.) for a summarised history of German “Pressekritik”.

® While the main body of Besold’s article was converted to new German, Kurth retained the old German
spelling for quotes within articles.

* In Malina, Ich undertakes a similar exercise with a pile of old newspapers (TP 3.1: 588). | discuss this passage
in Chapter 7 of this dissertation.
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Zeitung 75)

The emergence of the first forms of the “Massenpresse” around the middle of the nineteenth
century alongside the “biirgerliche Parteipresse” heralded a surge in the significance of newspapers “im
ProzeRl der geschichtlichen Entwicklung” (Riha 56). The transformation of the press into a mass
medium brought with it a number of changes in the format and content of newspapers. “Stark
aufgelockerter Umbruch und vielfaltige Illustrationen” (Straner Zeitung 64) made newspapers more
appealing and accessible to greater numbers of people, and a different reading audience was being
wooed with a decreasing emphasis on politics: “Aus dem politisch rasonierenden Publikum wird ein
kulturkonsumierendes. [...] [M]enschliche Schicksale stehen vor Staatsaffaren, Unglicksfalle,
Verbrechen sowie Lokales interessieren mehr als politische Entscheidungen und Ereignisse.” (64f.) At
this time, too, press content begins to look more like what we find in today’s newspapers: “Zunehmend
erhalten Nachrichten Formen der Einleitung, werden vom Format bis ins stilistische Detail einer
Erzdhlung angeglichen, treten die zentralen Kerne der Nachricht zuriick in der breiteren Schilderung

des Berichtes oder der Reportage.” (65)

This significant social and historical development in the press did not, however, signal any
significant change in the nature of the criticisms levelled at the press, and perhaps even amplified the
concerns that had already been raised over the previous two centuries. Thus Ferdinand Lassalle, writing
in 1863, was even more trenchant in his criticism than Lichtenberg the century before him, accusing
reporters within the liberal press of “stupide Unwissenheit” and “Gewissenlosigkeit”, and of trying to
instil in the reading public their own “Eunuchenhal’ gegen alles Wahre und Grol3e in Politik, Kunst und
Wissenschaft” (75). For Lasalle the press was therefore “der Hauptfeind aller gesunden Entwicklung

des deutschen Geistes und des deutschen Volkstums™ (gtd in Riha 58).
The constancy and consistency of issues in “Pressekritik”

In the almost four centuries that have elapsed since the earliest critique of the first mass medium,
the broad thrust of those who disparaged the press and other instances of the mass media has not
changed very much except in the detail of their argument. Thus, for example, Ahasver Fritsch’s support
in the late 1600s for the claim that press content is “erstuncken und erlogen” is not dissimilar to
Lasalle’s nineteenth century attack on the “stupide Unwissenheit” or Karl Kraus’s lambasting of the
Viennese press from 1899 onwards. Kraus was well-known for his attacks on “Zeitungsdeutsch” but he
was not the first to excoriate the press for its misuse of language: as far back as 1643, Christoph
Schorer’s study called “Vnartig Teutscher Sprachverderber” launched “heftige Vorwirfe gegen die in
den Zeitungen ubliche Sprache”, claiming that newspapers “leuchten unter den Sprachverderbern am
allermeisten hervor, vor allem, weil sie Fremdwdrter dort gebrauchen, wo es auch deutsche Begriffe
géabe” (StralRner 73). Over the centuries that passed between Schorer and Kraus there were many others
who attacked the language of the press including Schopenhauer, Nietzsche, and even Marx, who some
50 years before Kraus had decried the use of “Polemik und Phrase als [...] Hauptinstrument[e] der
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Manipulation und Indoktrination” (Riha 57).° Ferdinand Kiirnberger, too, was a vehement defender of
the “Geheimnis des Wortes” and therefore objected to its misuse in generating “Nebel” and
“Mystifikation”, especially in the form of political catchcries and “sogenannten Fortschrittsparolen”
(58). According to Kurnberger, the phenomenon of “Phraseologie” was not even limited to the written
word but extended to the increasing use of images in the form of “[das] Bild, das nun verstarkt um sich
greifende Illustrationswesen, das illustrierte Blatt, die Bilder-Zeitung, der »Ubergang von Lesen zum
Nichtlesen«” (ibid.).

The constancy and consistency of the major themes in Austrian and German “Pressekritik” is
also evident in more recent critical studies—even those that have broadened their focus to include the
younger offspring of the mass media. Thus, while they bring a specifically Marxist slant to their case,
the mid-twentieth century media critique of the Frankfurt School (as elaborated below) can be seen as a
modern variation of Wintermonat’s precocious contentions in 1609 that the ruling classes used
newspapers for their own political purposes, and that the press often contained false, misleading or

manipulated information that was turned to commercial advantage.®

Critique of the journalistic and other mass media did not, of course, stop with the Frankfurt
School. For example, there were many others after the Frankfurt School who deplored the exploitation
and manipulation of the mass media by the National-Socialists in Germany and wrote about “a lying
and censoring press and radio in a totalitarian state”, noting the impact on the German population of “a
steady diet over the years of falsifications and distortions” (Shirer 308). The concerns of other more
recent critics of the journalistic and other mass media include the increasing concentration of media
ownership that started in the mid-1950s in Germany (Plrer and Raabe 112 ff.). The media critique of
the Frankfurt School is, however, particularly important for this study, not only because the Frankfurt
School “produced the first in-depth studies of the media and were the first to see the media as
industries” (O’Shaughnessy and Stadler 11), but also because the work of the Frankfurt School
represents the apotheosis of the “Presse als Gefahr” side of the “Zeitungsdebatte”. Even more
importantly, there is, as | explain later in this study, a connection (via Walter Benjamin) between their

critique and Ingeborg Bachmann’s public statements about the journalistic and other mass media.

The Frankfurt School

In their philosophical fragment “Kulturindustrie. Aufklarung als Massenbetrug”,” which was

> See also StraBner (75ff.). | discuss the “Pressekritik” of Karl Kraus in the next chapter.

® For a useful summary of the history of media critique in German-speaking countries, see StraRner (69ff.). For
discussions of the mass media in Germany under National-Socialism, see Frei and Schmitz; Shirer (204-308);
and StraBBner (58f., 83f.). For discussions of Adorno and Horkheimer, see Agger (78-98); Curran and Seaton
(264ff.); Downing, Mohammadi and Sreberny-Mohammadi (329f.); Held (88f. et passim), Michael Johnson
(92f.), Kellner (“Adorno and the Dialectics of Mass Culture”; Advertising 341f. et passim); Sherratt; Watson
(62); and Wiggershaus.

" This fragment is one of a number of “[p]hilosophische Fragmente” that comprise the work known as Dialektik
der Aufklarung. Although the most widely known critique of the “Kulturindustrie” is contained this fragment,
Adorno’s critique is also found in essays like “Résumé tber Kulturindustrie” (GS 10.1: 337ff.).
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first published in 1944, the two leading members of the Frankfurt School, Max Horkheimer and
Theodor Adorno, introduced and described the key concept of “Kulturindustrie” (Adorno GS 3:
141ff.),® a term that encompassed the various forms of the mass information and mass entertainment
media (for example, the popular press, radio broadcasting, film and popular music industries)® that
were flourishing under modern capitalism in the first half of the twentieth century: for Adorno and
Horkheimer the culture industry®® was part of a pervasive, all-encompassing system that masqueraded
as a competitive free market, but was in fact a monopoly that testified to “der totalen Kapitalmacht”
(141).

According to Adorno and Horkheimer, the “Kulturindustrie” was a form of “Massenbetrug”
(141ff.): its role was to produce “[einen] spezifische[n] Warentypus” (144), whose primary purpose
was “Kontrolle [...] des individuellen Bewultseins” (142)—a covert but, according to Adorno and
Horkheimer, extremely effective form of mass brainwashing (along the lines of the propaganda
programmes of National-Socialist Germany), aimed at ensuring large-scale conformity, unquestioning
acceptance of the status quo, and thus the maintenance—and indeed the entrenchment—of monopoly
capitalism. In such a system, overt physical and political force is not necessary because the covert
messages of the culture industry ensured that the individuals who made up mass society were not even
conscious of their enslavement and exploitation. Blinded to the reality of their exploitation and
oppression, the masses felt no need to rebel or question the system—the prisoners were effectively
their own gaolkeepers: “[D]ie betrogenen Massen [...] bestehen [...] auf der Ideologie, durch die man
sie versklavt. Die bose Liebe des Volks zu dem, was man ihm antut, eilt der Klugheit der Instanzen

noch voraus.” (155)

Adorno and Horkheimer painted an extremely bleak view of a mass capitalist society, in which
working life for the great majority of the masses consisted of physical and mental drudgery that left
workers empty and exhausted at the end of the day, and without the energy to engage in any form of
demanding leisure time pursuit. The monotonous conformity of working life created, Adorno and
Horkheimer contended, a craving for some form of relief and stimulation: “Amusement ist die

Verlangerung der Arbeit unterm Spatkapitalismus. Es wird von dem gesucht, der dem mechanisierten

8 Although Adorno and Horkheimer used the term “mass culture” in early versions of their work—for example,
in the posthumously published fragment entitled “Das Schema der Massenkultur” (Adorno GS 3: 299)—the term
was subsequently replaced with the concept of “culture industry”. In this way, they hoped to emphasise the fact
that the cultural phenomenon that they were describing was not “spontan aus den Massen selbst aufsteigende
Kultur”, but something that had been externally imposed upon them (Adorno Kulturkritik und Gesellschaft 337).

° In Dialektik der Aufklarung, Adorno and Horkheimer cite “Kino, Radio, Jazz und Magazin” as the
“charakteristischen Medien” of the culture industry (Adorno GS 3: 153f.), while in “Das Schema der
Massenkultur” Adorno describes “Film und Jazz” as “die beiden charakteristischsten Formen der Massenkultur”
(308). Adorno’s radio talk, “Résumé tiber Kulturindustrie”, on the other hand, singles out “lllustriertenromane]...]
und Filmel[...] von der Stange, mit zu Serien ausgewalzten Familien-Fernsehspielen und Schlagerparaden, mit
Seelenberatungs- und Horoskopspalten™ as instances of the culture industry (Adorno GS 10.1: 341).

9 This dissertation uses the term “mass culture” interchangeably with the term “culture industry”. Despite
Adorno and Horkheimer’s reservation about the potentially positive connotation of “mass culture”, the notion of
“mass” or “masses” is these days generally considered to have negative connotations (Downing, Mohammadi and
Sreberny-Mohammadi xvi).
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ArbeitsprozelR ausweichen will, um ihm von neuem gewachsen zu sein.” (158) The culture industry
exploited this situation in a number of ways: on the one hand it sold products and services that met the
need for diversion and escape (a need that their system has created in the first place); at the same time,
however, it ensured that the stimulation provided by those products and services fell short of the kind

that would prompt individuals to consider alternative social structures.

Furthermore, primarily through the mechanism of commercial advertising, the culture industry
manipulated the consciousness of consumers by exacerbating existing anxieties or fabricating artificial
problems, and then offering a range of ready-made commercial solutions: “[A]dvertising forms part of
a whole promotional culture that shapes citizens into consumers, transmitting endlessly the message
that buying and consuming will solve problems and bring about happiness [...].” (Kellner “Advertising
and culture” 333)** Advertising not only channels consumers towards commercial solutions but also
distracts them from identifying the real underlying problem in their lives—namely, their state of
enslavement and exploitation. These artificially stimulated or manufactured anxieties and their “over-
the-counter” solutions represented “Ersatz” experience, which worked to distract consumers, lull them
into a state of torpor and prevent them from rebelling against the existing social structures,
undermining their very ability to even contemplate either the need for, or possibility of, alternative
social structures. According to Adorno and Horkheimer, then, the culture industry inundated
consumers with artificial problems for which they pushed equally artificial but commercially lucrative
solutions, and then foisted upon them entertainment that consisted of fabricated conflicts and vicarious
experience, robbing them of genuine personal experience, and as a consequence, lessening their

capacity for independent thought and feeling.

Adorno and Horkheimer’s pessimistic view of individuals as “helpless and passive subjects of
capitalist totalitarianism” (Windschuttle 20) has been criticised by media analysts who observe, for
example, that “if everyone was dominated by the culture of capitalism [...] we might well ask how
anyone who shared that culture could escape [and] think in any way different to the mindless masses”
(23). Other analysts suggest Adorno and Horkheimer’s views are either outdated, naive or

unwarrantedly paranoid in ascribing so much power to the purported “gaolkeepers” of the system:

[T]he Frankfurt School has been accused of presenting an unsatisfactory notion of domination within the
cultural industries. In portraying mass culture as means to a type of ‘thought control’, Adorno and
Horkheimer in particular overestimate the deliberate, conspiratorial use of technology to shape attitudes.
This approach ignores the fact that culture is created out of a complex interplay of a range of influences
and institutions and that audiences are capable of engaging with and selecting culture rather than being
merely passive recipients. (Hartley Communication, Cultural and Media Studies 92)*2

1 Adorno and Horkheimer elaborate their views on advertising in “Das Schema der Massenkultur” (Adorno GS
3:299-335).

12 Thus Hartley criticises as outdated and naive “cultural and literary critics for whom industrialisation and
modern society in general remain a regrettable aberration from values and habits which these writers fondly
imagine used to prevail before the invention of machines, democracy and the like” (Communication, Cultural and
Media Studies 139). According to Hartley a mass society theory like that of the Frankfurt School represents an
“[a]n early twentieth century model of the social organisation of industrial/capitalist societies” where “a vast
workforce of atomised, isolated individuals without traditional bonds of locality or kinship, [...] were alienated
from their labour by its repetitive, unskilled tendencies and by their subjection to the vagaries of the wage
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Notwithstanding such criticism, the position put forward by Adorno and Horkheimer (and others
of the Frankfurt School) represents an important stream of thought that was very influential,
particularly in the 1960s and 1970s—at a time when Bachmann was arguably at the peak of her literary
productivity—and still finds support amongst media and cultural analysts. In his 2003 study on

Adorno, for example, Witkin asserts:

If the defenders of popular culture have not been persuaded by Adorno, they have often been discomforted
by him, and his thesis, like a bone in the throat, still commands their attention. [...] What Adorno offers is
not a judgment of taste but a theory concerning the moral and political projects inhering in both ‘serious’
and ‘popular’ art. (1)

Other scholars have pointed out the flawed thinking in the blank dismissal of the relevance of
Adorno’s work beyond his own era, for example, Bernstein, whose foreword to an English translation

of Adorno’s essays on the culture industry insists that the:

[...] current situation [of our cultural landscape] may be a great deal less sanguine than its proponents
suppose. Even if some of the historical and sociological details of Adorno’s analyses were composed to
address a specific context, it does not follow that his critical diagnosis of the predicament of culture is not
applicable to the present. (1f.)

2.2.2 The press as “Nutzen”

As already mentioned, the media pessimism of the Frankfurt School represents the extreme end
of the “Presse [...] als Gefahr” side of the “Zeitungsdebatte”. On the other side of the debate, the
history of arguments in support of the press as a benign and beneficial institution is almost as long, and
the conviction behind these arguments is equally passionate. Thus, for example, one of the earliest
defenders of the press, Christian Weise, wrote a comprehensive treatise in defence of newspapers in
1685, arguing that their benefits far outweighed any negative impacts.** While acknowledging that the
press dealt with “manches Unwichtige und auch Kleinliche”, Weise stressed the educational value of
newspapers and concluded that newspapers were on the whole *“zu praktischen als auch zu
wissenschaftlichen Zwecken nutzbar” (Kurth and Pavlu “Die &ltesten Schriften fir und wider die
Zeitung”19f.). Implicit in this positive evaluation of the press is the assumption that the information
disseminated in newspapers was reasonably accurate or truthful—an assumption that is brought out in
the first definition of “Zeitungen” as “Gedruckte Erzehlungen” about “wahrhaftig oder vermeintlich
vorgegangenen Dinge” (StraBner Zeitung 1, m.e.).

This early view of the press as primarily “Nutzen” continues to find expression in more
contemporary commentary on the press, particularly in publications written by or for those working

within the industry. Thus, for example, German media handbooks often describe the liberal-democratic

relationship [...] and the fluctuations of the market.” In such a system individuals are indeed “entirely at the
mercy of totalitarian ideologies and propaganda [...] [and] influence by the mass media (comprising, in this
period, the press, cinema and radio)”. Although “an understandable response to the economics and politics of the
1930s” it was no longer a valid one (ibid.). See also Fiske’s Reading the popular and Understanding Popular
Culture.

¥ Weise was Professor of “Eloquenz, Politik und Poesie” at the “Gymnasium zu WeiRenfels”, and his
publication is considered to have inspired the first academic dissertation on “das Zeitungswesen” at a German
university (Kurth and Pavlu “Die altesten Schriften fiir und wider die Zeitung” 22).
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press of post-war Germany as an indispensable element of modern society:

Die Presse erfullt in einem pluralistischen System wie dem der Bundesrepublik eine zentrale Aufgabe. Sie
ist ein unverzichtbares Instrument, um unabhangig von staatlichen Einflissen Offentlichkeit tber alle
bedeutenden Vorgénge in Politik, Gesellschaft, Wirtschaft und Kultur herzustellen. (Plrer and Raabe
260)*

According to this view, the press by and large performs a vital public service in liberal democratic
societies by acting as a benevolent watchdog that monitors and reports on political or administrative

misdeeds:

Eine weitere im demokratischen Gemeinwesen wichtige Funktion erfiillt die Zeitung als Kontrollorgan,
indem sie das gesetz- und rechtméaRige Handeln von Regierung, Parlament, Verwaltung, Rechtsprechung
und von Institutionen im &ffentlichen Raum Uberwacht. Sie nimmt damit—wie es in den meisten
Landespressegesetzen der Bundesrepublik Deutschland heiit—eine ,,6ffentliche Funktion* wahr, ,,indem
sie in Angelegenheiten von 6ffentlichem Interesse Nachrichten beschafft und verbreitet, Stellung nimmt,
Kritik (bt oder auf andere Weise an der Meinungsbildung mitwirkt“, wie es in einigen
Landespressegesetzen heiRt. (Brand and Schulze 14)*

Those who support the view of the “Presse als Nutzen” also believe that the press performs an
essential public service in explaining and clarifying an increasingly complex world to its readers: “In
der modernen Industriegesellschaft tragt die Zeitung dazu bei, die immer undurchsichtiger und
komplizierter werdenden Vorgéange der Umwelt zu durchleuchten und dem Leser den Zugang zu ihnen

zu erdffnen.” (ibid.)

2.2.3 The importance of journalism as a medium

Regardless of the actual position taken by individual commentators in relation to whether the
press is the source of useful and true information, or the provider of fiction, lies and personal opinions,
what does emerge clearly from the often vehement discussion on both sides of the debate, even in the
earliest days of media critique, is an acknowledgement of the power of the press: “Denn selbst
diejenigen, die sie bekampften, erkannten damit an, daf es sich um ein Mittel von groBter politischer
und kultureller Wirkungskraft handelte.” (Kurth and Pavlu 16)*® This represents a view that has been
expressed not just in relation to the press but the journalistic media as a whole. As a contemporary
media sociologist puts it: “[JJournalism is an important element in the cultural life of contemporary
capitalist societies [...]. Journalism matters economically and sociologically.” (McNair 34) The news
media, in particular, enjoy a special status because they are held to be an important source of
information about people, events and issues of which we have no direct experience or knowledge: “The
news is important to us because it purports to represent ‘the world out there’; its realities. We need only

pause for a moment to assess just how much of our knowledge of the world is mediated by the

1 Similarly, Brand and Schulze state: “Die Zeitung ist, neben der Zeitschrift und neben Hérfunk und
Fernsehen, ein unentbehrliches Mittel der Verstdndigung (Kommunikation) in der Gesellschaft: ein Mittel der
Information, der Meinungsbildung und der Unterhaltung. [...] Im freiheitlich verfalBten Staatswesen will die
Zeitung primar Offentlichkeit herstellen, ein Forum bieten, ohne das der moderne demokratische Rechtstaat mit
seinen pluralistischen Interessenvertretungen nicht funktionsfahig wére.” (14) See also Piirer and Raabe (306ff.)
and Stral3ner (20ff.).

15 See also Piirer and Raabe (260f.) and Straner (20ff.).
16 See also McNair (vii) and Watson (207, 216).
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newspapers, radio and TV.” (Watson 4f., emphasis a.p.o.)

2.2.4 Journalism’s claims to truth

Furthermore, despite the contentions of those like Lichtenberg, who accuse the press of
purveying falsehoods, and those like Adorno and Horkheimer, who see the mass media, including the
press, as a form of “Massenbetrug”, journalism has, on the whole, long enjoyed a privileged status in
society as “a uniquely truthful source of knowledge” (McNair 39). At the heart of this special status is
journalism’s general claim that it presents factual (and hence true and meaningful) information about
our world and events in it: “[JJournalism often lays claim to the qualities of truthfulness and accuracy
[...]. Journalism asks to be accepted as, at the very least, an approximation to truth, and certainly close
enough to the truth to be worthy of our trust in its integrity” (4).!” This special status that journalism
enjoys, stemming from its claims to truth, ensures that the reading public generally accepts its
depiction and interpretation of the world unless that depiction contradicts personal experience or
knowledge (Watson 159).

2.3 Bachmann on the journalistic media

Having considered the broad parameters of the “Zeitungsdebatte” over almost four centuries, |
will now examine the views that Bachmann expressed about journalism and the mass media in forums
external to her literary work. The following analysis takes as its starting point, the assumption that the
views Bachmann expressed in her theoretical writings (that is, in her lectures and essays) about the
nature and role of literature are important in shedding light on the execution of Bachmann’s literary
work. This view is generally accepted within Bachmann scholarship where, for example, Pichl, refers
to the *“grundsétzliche[...] Momente in Ingeborg Bachmanns Konzept von der dichterischen
Bewaéltigung der Wirklichkeit, aus denen die konkrete kunstlerische Durchfiihrung erst verstandlich
wird” (“Probleme und Aufgaben” 378), and Bartsch observes that “[d]ie poetologischen AuRerungen
von Ingeborg Bachmann [..] fir jede Untersuchung eines ihrer Werke gewissermalen als

hermeneutische Basis dienen [konnen]” (“Die Horspiele von Ingeborg Bachmann™ 311).

A survey of those theoretical writings, however, reveals few direct references to journalism.
Bachmann’s speeches and interview statements, too, mention the journalistic and other mass media on
only a handful of occasions. These few references in her speeches and interviews are, however,
consistent with (and even complement) the views expressed in her theoretical pronouncements. A

composite analysis of all of these sources therefore provides a useful theoretical and personal context

17 Because journalism claims to provide a reasonably accurate and objective reflection of contemporary reality,
the news has often been portrayed (primarily by journalists themselves!) as “the first draft of history” (Pilger xiii).
Indeed, its relationship to the truth has been compared with that of history and contrasted to fiction:; “We expect
histories and news items to be ‘true’, in the pedestrian sense of ‘corresponding to the state of the world’, whereas
we are content for fiction to be true, if at all, only in the much weaker sense of being ‘true to life’” (Barnes 124).
See also Conley (54) and Hayback (18ff.).

22



Chapter 2. Ingeborg Bachmann on journalism

for Bachmann’s literary critique of the journalistic media.

2.3.1 Journalism as “Phrasen” and “Kundgebung von Meinung”

One of Bachmann’s most explicit and significant references to journalism can be found in her
1971 radio interview with Ekkehart Rudolph. In this interview Bachmann’s focus is on the role of
“Literatur”,"® but in making a point about the unique way in which literature uses language, Bachmann
uses journalism as a contrast to literature: “Ich meine, der Sprache bedient sich vielleicht der
Journalismus oder jemand, der bestimmte Ansichten zu verlautbaren hat. Ein Schriftsteller kann sich
der Sprache Uberhaupt nicht bedienen.” (Gul 83, m.e.) This interview statement echoes the view that

Bachmann expressed in her “Frankfurter Vorlesungen”*®

more than 10 years earlier when she
contended that writers distinguish themselves from journalists by not using language simply as an
“unerschopfliche[n] Materialvorrat” (W 4: 192); instead, writers have a highly problematical
relationship to language—unlike journalists writers cannot take language at face value and so,
frequently find the meaning of words to be elusive and problematical; in this way writers often find

themselves effectively at the mercy of language rather than the other way around. (Gul 83f.)

Bachmann sets up a similar opposition between “Journalismus” and “Schriftsteller” implicitly

later in the same interview when elaborating on the misuse of language in everyday life.

Dall man ein Wort anders ansieht; schon ein einzelnes Wort—je naher man hinsieht, von um so weiter her
schaut es zuriick—ist doch schon mit sehr vielen Rétseln beladen; da kann ein Schriftsteller sich nicht der
vorgefundenen Sprache, also der Phrasen, bedienen, sondern er muf3 sie zerschreiben. Und die Sprache,
die wir sprechen und fast alle sprechen, ist eine Sprache aus Phrasen. (Gul 84, m.e.)

Bachmann’s explicit attack on the degeneration of language into “Phrasen” is very much in the spirit of
her renowned fellow Austrian (and acerbic villifier of the Viennese press), Karl Kraus, and represents a
criticism that recurs quite frequently in her public statements, particularly in connection with the
press.?! In her “Frankfurter Vorlesungen”, Bachmann describes “Phrasen” as a subset of language that
has become “abgenutzt”: they are like a “Gebrauchswort, das alles, was es bezeichnen soll von Fall zu

Fall, degradiert” (W 4: 219; punctuation a.p.0.)—or to use a description from Bachmann’s story “Ein

'8 Here Bachmann is referring to “Literatur” in the sense of “Belletristik”, or as she puts it—"“was fir mich
wirklich geschrieben ist” (Gul 84)—not “Massenliteratur” for the “Literaturindustrie” or the exploitative
publications of someone like the ruthless Toni Marek in Requiem fiir Fanny Goldmann (as discussed in Chapter 7
of this study). Instead, Bachmann has in mind the work of writers such as Joyce, Proust, Kafka and Musil, to
whom she refers in her “Frankfurter Vorlesungen” (W 1: 191f.)—writers whose work reflects the literary and
moral ideals that she elaborates in those lectures.

19 Bachmann presented these “Frankfurter Vorlesungen” in the winter semester of 1959/1960 (W 4: 421).

20 Bachmann subsequently quotes Nestroy to describe the paradoxical nature of this relationship: “»Ich hab’
einen Gefangenen gemacht, und der 1&8t mich nicht mehr los.«” (Gul 84)

2! Dericum points out that Bachmann’s deep scorn for “Phrasen” was also shared by her one-time partner, Max
Frisch, who, in his 1958 Biichner Prize acceptance speech, said: “Wir kdnnen das Arsenal der Waffen nicht aus
der Welt schreiben, aber wir kdnnen das Arsenal der Phrasen, die man hiiben und driiben zur Kriegsfiihrung
braucht, durcheinanderbringen, je klarer wir als Schriftsteller werden, je konkreter ndmlich, je absichtsloser in
jener bedingungslosen Aufrichtigkeit gegentiber dem Lebendigen, die aus dem Talent erst den Kdiinstler macht.”
(gtd in Dericum 118)
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Schritt nach Gomorrha”, they are “Wort[e] ohne Muskel, [...] nichtsnitzig[e] klein[e] Wort[e]” (W 2:
198). For Bachmann, “Phrasen” are the enemy of literature: “[E]rst wenn die Phrasen einer Zeit
verschwinden, finden wir die Sprache fiir eine Zeit und wird Darstellung moéglich” (W 4: 185). As this
guote makes clear, Bachmann sees the aim and practice of writing as “Darstellung”. It is also about
“Ausdruck”, and the enemy of both “Darstellung” and “Ausdruck” is not just “die Phrase”, but the

replication of mere opinion as well:

Jedes Wort, ob es nun »Demokratie« oder »Wirtschaft« oder »kapitalistisch« oder »sozialistisch« heif3t,
muf [der Schriftsteller] in seinem Werk vermeiden, um darstellen zu kénnen. Er kann sie jemand in den
Mund legen, aber er selbst kann nicht so schreiben. [...] Die Schriftsteller werden wirklich erst abdanken
miissen, wenn sie nur noch die Phrasen im Mund haben, die die anderen auch haben. ... DaR ich zwar das
alles wissen muf, aber daf3 ich es ausdriicken muf3. Und Ausdruck ist etwas anderes, das ist eben nicht die
Kundgebung von Meinung. (Gul 91, m.e.)

Although Bachmann does not directly associate journalism with “Phrasen” and “Kundgebung
von Meinung” at this point of the interview, she does make an explicit connection between “Ansicht”,
“Meinung”, “Phrasen” and “Zeitung” soon afterwards when answering a question about her “Haltung
zu der Gesellschaft”. In her response, Bachmann makes her disapproval of the press quite apparent in
the way she equates the language and content of the press with the discourse of the “Wirtshaustisch”—

a scene of parochial, and not necessarily sober or deeply considered public discussion.?

Das konnte wahrscheinlich ein Politiker sehr gut. [...] Ein Kulturkritiker kénnte das ganz ausgezeichnet in
wenigen Worten sagen; denn er hat ja sein VVokabular. Ich habe keines dafiir. Ich habe keine Ansichten,
denn in der Ansicht, in der Meinung—ob sie nun durch die Zeitung kommt oder ob sie an einem
Wirtshaustisch von sich gegeben wird—regiert die Phrase, und zwar unweigerlich die Phrase. Ein
Schriftsteller hat keine »Worte zu machen; das heif’t, er hat keine Phrasen zu verwenden. (Gul 91, m.e.)

One of Bachmann’s key objections to the use of “Phrasen” and “Kundgebung von Meinung” is
her conviction that they represent a form of laziness. As she observes in the interview with Rudolph:
“Es waére fur mich das Leichteste, und das Leichte mul? man sich verbieten.” (Gul 91) For Bachmann,
then, the literary process requires writers to confront challenges and take on risk, or, as she puts it when
interviewed by Kuno Raeber: “Schreiben ohne Risiko—das ist ein Versicherungsabschlu mit einer
Literatur, die nicht auszahlt.” (Gul 40) An essential element of this need to take on risk and challenges
is, in Bachmann’s eyes, the destruction of “Phrasen”: “Ein Schriftsteller hat die Phrasen zu vernichten,
und wenn es Werke aus unserer Zeit geben sollte, die standhalten, dann werden es einige ohne Phrasen
sein.” (W 4: 296f.) To create such works of literature that do away with “Phrasen”, writers need to have
the courage to be creative with language. While this creativity may sometimes make the works of such
writers difficult to understand or puzzling, Bachmann believes that “Phrasen” and the other kinds of
unthinking, pre-fabricated uses of language that we encounter outside of good literature are much more
nonsensical: “So ratselhaft ist das gar nicht; mir kommt es oft sehr viel ratselhafter vor, was

zusammengeredet wird aus diesen vorfabrizierten Satzen.” (Gul 83f., m.e.)

22 The concept of “Wirtshaustisch” is discussed in my analysis of “Unter Mérdern und Irren” in Chapter 6.
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2.3.2 The mass media and “Erfahrungsschwund”

Bachmann makes no other explicit references to journalism’s preponderance for “Phrasen” and
“Kundgebung von Meinung” in her lectures or interview responses, but in a 1973 interview with Karol
Sauerland®® Bachmann comments on the mass media (which, by definition, includes the journalistic
media).

Ich wiirde Benjamin recht geben, denn es ist dieser Erfahrungsschwund, der immer mehr auftritt, durch
die Entwicklung der Massenmedien, durch das Leben aus zweiter Hand. [...] Es ist natiirlich der
verzweifeltste Versuch bei diesem Erfahrungsschwund, den Benjamin vorausgesehen hat, den er aber gar
nicht so erlebt hat, die Menschen eben dahin zu bekommen, daf sie wieder merken, wo denn wirklich ihre
Probleme sind, nicht die, die man ihnen aufschwatzt. (Gul 140)

Implicit in this lament about “Erfahrungsschwund” is the belief that “Erfahrung” was something that
people could once readily enjoy, but that is now an increasingly rare phenomenon because the mass
media provide us with second-hand substitutes for authentic, personally-lived experience—with
parallel universes in which we are passive observers instead of active participants. Further, in these
“unreal” ersatz-worlds created by the mass media, we are distracted from the central issues of life by
messages that promote ersatz-problems, or, as Bachmann describes them in another interview
statement, “Pseudoproblem[e]” (Gul 66f.).

As Bachmann observed in the first of her “Frankfurter Vorlesungen”, the mass media not only

promote pseudo-problems but also create pseudo-needs:** “

[D]ie Leute brauchen heute Kino und
Illustrierte wie Schlagsahne [...].” (W 4: 197)® In other words, the mass media have brainwashed us
into thinking that we need the stimulation and distraction of cinema and glossy magazines—both
supreme examples of “das Leben aus zweiter Hand”. And yet, in the same way that “Schlagsahne” is
not essential for our physical nourishment (indeed, it is deleterious in its greasy excess), so too the
offerings of the mass media, such as Hollywood films and popular magazines, are both superfluous and
harmful to our intellect and spirit. Bachmann’s use of the word “brauchen” in this context also seems to
suggest that the mass media promote addiction, especially when we read this statement in conjunction
with her earlier observation about the literary industry’s increasing reliance on *“ein wenig Schock”,
which, though temporarily stimulating, leads to a long-term “Gewdhnung [...], eine Abstumpfung oder

eine Sucht, wie nach einer Droge” (W 4: 197).%°

2% This interview, which took place in May, was one of her last: Bachmann died on 17 October that year.

2 Although Bachmann does not explicitly make the connection between the mass media’s successful promotion
of pseudo-problems via its creation of pseudo-needs in her extra-literary commentary, she does so in her literary
portrayal of the journalistic media, for example, in “Herbstmandver” (see Chapter 4).

% Bachmann’s predilection for imagery relating to food (or the sense of taste) in connection with “Erkenntnis”
is also shown in her description of Glnter Eich’s poems as “nicht geniel3bar, aber erkenntnishaltig” (W 4: 215)
and her image of poetry as “rauchende Worte, verbrannte, mit bdsem Geschmack” in the fragmentary piece “Das
Gedicht an den Leser” (W 4: 307).

%6 For Bachmann both the state of addiction and that of intoxication are negative, as we see from her praise for
the restraint and sobriety of Celan’s “Sprachgitter”: “Die Metaphern sind véllig verschwunden, die Worte haben
jede Verkleidung, Verhillung abgelegt, kein Wort fliegt mehr einem anderen zu, berauscht ein anderes.” (W 4:
216, m.e.)
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By contrast to the whipped cream of the mass media (and here Bachmann extends the
gastronomic metaphor), literature constitutes “the bread of life”—the coarser and more rough-grained
the bread, the better: “»Das Volk braucht Poesie wie das Brot« [...]. Dieses Brot mufte zwischen den
Z&hnen knirschen und den Hunger wiedererwecken, ehe es ihn stillt. Und diese Poesie wird scharf von
Erkenntnis und bitter von Sehnsucht sein miissen, um an den Schlaf der Menschen rihren zu kénnen.”
(W 4: 197)%” As Bachmann observes, this rude awakening is exactly what we need to counteract our
natural tendency to deny or avoid things that we find unpleasant or frightening: “Wir schlafen ja, sind
Schlafer, aus Furcht, uns und unsere Welt wahrnehmen zu missen.” (W 4: 198)?® This tendency is
reinforced by the mass media whose addictive strategies promote a widespread, excess-induced
“phantastische[...] Lethargie” (W 4: 197). That is why, even though she sees it as the most difficult and
frustrating of undertakings—*der verzweifeltste Versuch” (Gul 140)—Bachmann believes it to be the
first and foremost duty of writers to counteract this “geschichtliche Erfahrungslosigkeit” (Holler Das
Werk 86) for which the mass media are primarily responsible: “[W]enn man Uberhaupt fragt, welche
Aufgaben ein Schriftsteller hat—das sind meistens sehr rhetorische Fragen —, dann wirde ich immer
sagen, die Menschen dorthin zu bringen oder mitzurei3en, in die Erfahrungen, die die Schriftsteller
machen und die ihnen durch die gefahrliche Entwicklungen dieser modernen Welt weggenommen
werden.” (Gul 140)%

2.3.3 Journalism as the contrary of literature

What emerges from the few references to journalism or the mass media in Bachmann’s extra-
literary commentary, then, is scorn for journalism’s “Phrasen” and “Ansichten”, and despair over the
mass media’s role in depleting people’s lives of genuine and first-hand experience. What also emerges

less explicitly but nevertheless clearly from Bachmann’s limited comments is her view of literature as a

2 Bartsch points out that Bachmann has here turned around Kandaules’ call to Gyges, “Nur rithre nimmer an
den Schlaf der Welt” in Hebbel’s Gyges und sein Ring (“Ingeborg Bachmanns »Herbstmandver«” 94). Bartsch
also notes that the call to “Wachsamkeit” is not only a prominent feature of Bachmann’s lyric poetry, but is also
found in the writings of Bachmann’s contemporaries such as Aichinger and Eich, as well as Celan (Ingeborg
Bachmann 23f.). The symbolic connection between bitterness and wakefulness (and the importance of this
connection) is highlighted in Bachmann’s second lecture in her quote from Celan’s poem, “Zéhle die Mandeln™:
“z&hle mich zu den Mandeln, zahl mich dazu ... was bitter war und dich wachhielt.” (W 4: 215). Weigel notes
that Bachmann has here inverted Celan’s lines, which end “Mache mich bitter. / Z&hle mich zu den Mandeln”
(Hinterlassenschaften 419). According to Koschel, “Zahle die Mandeln” was one of the 22 poems that Celan
dedicated to Bachmann by writing the abbreviation f.D. (fiir Dich) in the copy of “Mohn and Gedé&chtnis” that he
gave to Bachmann (“»Malina ist eine einzige Anspielung auf Gedichte«” 17, 22). For more on the close literary
and personal relationship between Bachmann and Celan, see Bdschenstein and Weigel.

%8 For a discussion of the negative connotations of “Schlaf” for Bachmann and hence the positive connotations
of “schlaflos”, see Bartsch (“Ingeborg Bachmanns »Herbstmandver«” 94), who draws attention to the positive
context of Bachmann’s reference to the “schlaflos Ausgesetzten” in her “Frankfurter Vorlesungen” (W 4: 203).

% O’Regan suggests that Bachmann’s argument seems to “overlook the fact that the original experience of the
author is only second-hand experience for the reader passed on through the medium of writing” (24). A close
reading of Bachmann’s “Frankfurter Vorlesungen”, where she elaborates on how great literature engenders a
deep response in the reader, shows that Bachmann saw literature as doing more than merely transmitting the
experience of the author.
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contrary—or “Gegenbild”*

—to journalism. In other words, in Bachmann’s eyes, the attributes of
journalism are the very opposite of the attributes of literatur, and conversely, those qualities that she
admires and attests to in literature are the very qualities she sees lacking in journalism. Thus, even
though Bachmann makes few references to journalism or the mass media in her public statements, we
can extrapolate her views on journalism from her numerous comments on literature in her lectures,
speeches and interviews. The following analysis of Bachmann’s views on the qualities and attributes of
good literature and the centrality of “Erfahrung” aims to elucidate the areas in which Bachmann might

see the journalistic media as deficient.

2.3.4 Bachmann’s views on literature and “Erfahrung”

The term “Erfahrung”, which was central to Bachmann’s observation about the mass media in
the Sauerland interview, is one that recurs time and time again in Bachmann’s theoretical writings and
extra-literary statements on the role of literature, so much so, that Holler see Bachmann as pursuing a
“literarisch[e] Erfahrungspolitik” (Ingeborg Bachmann 110). In her “Frankfurter VVorlesungen”, for
example, Bachmann describes “Erfahrung” as “die einzige Lehrmeisterin” (W 4: 184) and contrasts it
to “Wissen, das durch so viele Hande geht, gebraucht und mibraucht oft, das sich oft verbraucht und
leer lauft, von keiner Erfahrung erfrischt” (W 4: 184).%" When using the term “Erfahrung” in an
interview with Veit Mélter, Bachmann conceded that it was a rather inadequate word, but nevertheless
the sine qua non of writing: “Was sich anhduft an Gesehenem, Erlebtem, eben das, was man mit dem
hilflosen Wort »Erfahrung« bezeichnet, das macht einen eines Tages fahig, Prosa zu schreiben.” (Gul
78). What Bachmann has in mind, however, is not “das ungebrochene Aufzeichnen von
>Selbsterlebtem<” (Bannasch “Kinstlerische und journalistische Prosa” 173) but “dsthetisch[e]

Bewdltigung eigener Erfahrung” (TP 1: 565).
“Leiden” and “Schmerz” as preconditions for “Wahrheit”

Of all the experiences that literature can transmit, the most important is the experience of having
our eyes opened to “Wahrheit”. As the following excerpt from her much quoted speech “Die Wahrheit
ist dem Menschen zumutbar” shows, the revelatory experience of “Wahrheit” is, according to

Bachmann, inextricably associated with pain.

So kann es auch nicht die Aufgabe des Schriftstellers sein, den Schmerz zu leugnen, seine Spuren zu
verwischen, tber ihn hinwegzutduschen. Er muf ihn, im Gegenteil, wahrhaben und noch einmal, damit
wir sehen kdnnen, wahrmachen. Denn wir wollen alle sehend werden. Und jener geheime Schmerz macht
uns erst fir die Erfahrung empfindlich und insbesondere fiir die der Wahrheit. (W 4: 275, m.e.)

%0 Wahrig defines “Gegenbild” as “zu einem Bild den Gegensatz darstellendes Bild, Gegenstiick”. Bachmann
herself uses the term in her story “Ein Schritt nach Gomorrha” (W 2: 212). Bartsch also uses this term several
times in relation to Bachmann’s work (for example, in “Geschichtliche Erfahrungen” 446 and Ingeborg
Bachmann 81, 106). He also uses the term “Gegenentwurf” in a similar context (63). Cf. Bannasch’s use of the
term  “Gegenmodell” (“Kdinstlerische und journalistische Prosa” 177), Hapkemeyer’s reference to
“Gegenbereich” and “Gegenwelt” (Friiheste Prosa 66f.) and Oelmann’s use of the term “Gegentext” (59).

3 Note the suggestion of staleness here which echoes Bachmann’s reference to “das Leben aus zweiter Hand”
that she associates with the mass media in the Sauerland interview (Gul 140).
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Here Bachmann’s description of the experience of “Wahrheit” makes it clear that she is neither
referring to the “Welt der empirischen Tatsachen” (Bartsch Ingeborg Bachmann 23) nor to “die durre,
formelhafte, »ewige« Wahrheit der Logik” (W 4: 21) in philosophy, which, for all its “Leidenschaft
nach der ganzen Wahrheit”, can make no contribution “zur Losung unserer Lebensprobleme” (W 4:
21). Instead she has in mind an intensely personal and painful form of insight and awareness—a
sudden, epiphany-like revelation that comes to us in a state that she describes as “diesen Zustand [...],
den hellen, wehen, in dem der Schmerz fruchtbar wird” (W 4: 275)—a state in which we can
“begreifen, was wir doch nicht sehen kénnen” (ibid.).*> For Bachmann, the role of art in general (and
literature in particular) is to enlighten us: “[D]as sollte die Kunst zuwege bringen: dal uns, in diesem
Sinne, die Augen aufgehen” (W 4: 275).%

As a literary master who succeeds in translating extraordinary depths of human pain into the
“Wahrheit” of “Erkenntnis”, Bachmann singles out Proust in her 1958 radio essay, “Die Welt Marcel
Prousts—Einblicke in ein Pandamonium”. In Proust’s A la Recherche du Temps perdu Bachmann sees
not only “ein hartes, tragisches und revolutionares Buch” (W 4: 157) and a *“Vision menschlichen
Elends und Untergangs”, but also an unerring commitment to the truth: “Proust steht der Sinn [...]
nach der Wahrheit und nach nichts als der Wahrheit” (W 4: 159).* Here as in “Die Wahrheit ist dem
Menschen zumutbar”, then, Bachmann is expounding an ‘epistemology of pain’, according to which
meaningful knowledge about ourselves and our world is attained via the sublimation of pain. Pain is
therefore a positive experience: without it there is no “neue Fassungskraft” (W 4: 192).*® This is a point
that Bachmann constantly comes back to: “Immer wieder streicht Bachmann [...] Schmerzerfahrung
als Bedingung fir Erkenntnis hervor, aber auch als Voraussetzung kiinstlerischer Tatigkeit, deren

Funktion es ist, »sehend« [...] zu machen.” (Bartsch Ingeborg Bachmann 23)%

%2 As Bartsch points out, Bachmann’s position is “[eine] keineswegs originelle, aber auch, wenn man etwa an
Gottfried Benns esoterische Haltung denkt, durchaus nicht selbstverstandliche Auffassung von der Funktion der
Kunst dargelegt” (“Die friihe Dunkelhaft” 34).

% According to Héller, Bachmann’s use of literary examples constitutes an attempt to set in train in her own
reading or listening audience the very process that she describes in her essays and speeches: “Durch ein Denken
in literarischen Konstellationen méchte [Bachmann] Erfahrung und Mitdenken bei den Zuhorern erwecken.”
(Ingeborg Bachmann 108, emphasis a.p.o.)

% In Proust Bachmann sees a particular genius for portraying the interplay of social forces, and argues that his
masterpiece A la Recherche du Temps perdu does not constitute a socially-isolated, purely aesthetic work (as
claimed by some) but rather represents the quintessential depiction of the human condition, that is, the sum of
human “Erfahrung” (W 4: 159).

% According to Schneider this passage encapsulates “Bachmanns Theorie des Erkenntnisschocks”
(Kompositionsmethode 280): her belief that pain, discomfort and unhappiness are prerequisites for insight and
awareness, and thus for metaphorically ‘staying awake’.

% Bachmann constantly refers to the importance of “Leiderfahrung” in her extra-literary comments (see also W
4:197, 208 and Gul 139). Bachmann’s emphasis on the role of pain and suffering led Hamm to describe her as an
artist who exemplified suffering and as someone who promoted a “Kult des Leidens—des Leidens als dem
hochsten Zeichen der Ernsthaftigkeit und Auserwahltheit” (“Der Kunstler als Martyrer” 205). Many other
scholars have pointed out the central importance of the awareness and experience of pain in Bachmann’s work.
For example, Gunhild Schneider refers to Bachmann’s “fast nicht lebbare Wahrnehmung des Schmerzes, der
Zerstorung, die als Leitfaden ihre ganzes Werk durchzieht” (191).
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The primary role of literature is therefore not to comfort us or to seduce our attention away from
this pain but to transmit this pain and to celebrate it. Indeed, the mission of literature should be to make
us deeply unhappy and to cause us the deepest pain, as Bachmann points out in the second of her
“Frankfurter Vorlesungen”, where she quotes Kafka to support her argument about the centrality of the

experience of pain.

»Wenn das Buch, das wir lesen, uns nicht mit einem Faustschlag auf den Schadel weckt, wozu lesen wir
dann das Buch? Damit es uns gliicklich macht ...? Mein Gott, gliicklich waren wir eben auch, wenn wir
keine Bucher hétten, und solche Blicher, die uns gliicklich machen, kénnen wir zur Not selber schreiben ...
Ein Buch muB die Axt sein fur das gefrorene Meer in uns. Das glaube ich.« (W 4: 210f.)

As an example of such literature, Bachmann cites Hans Magnus Enzensberger’s poem “Verteidigung

der Wolfe gegen die L&mmer”:

Und das Gedicht selbst? Was bewirkt es? Ist es nicht vielleicht so, daB, weil uns so ein Gedicht
ungliicklich macht [...], und weil es neue Dichter gibt, die uns ungliicklich machen kénnen, [es] auch in
uns einen Ruck gibt, einen erkenntnishaften, unter dem wir den statthabenden nachvollziehen. (W 4: 210)
37

This pain that great writers can impart is in turn part of a veritable cycle of pain, for great
literature can only convey the experience of pain (and thereby act as a catalyst for insight) when writers
have themselves gone through the mill of suffering: “Ohne die Leiden, selbst die erniedrigendsten,
waren wir unmenschlich in unserer Selbstgerechtigkeit, und wir wéren geistlos, weil nur der Schmerz
uns instand setzt, andere zu verstehen und zu erkennen, zu unterscheiden und Kunst zu machen.” (W 4:
166f.) As Bartsch observes: “Wachen und wahrnehmen ist schmerzvoll, aber der der Wahrheit
verpflichtete Dichter hat es auf sich zu nehmen [...].” (“Ingeborg Bachmanns »Herbstmandver«” 94f.)
For Bachmann, Sylvia Plath represents a prime example of just such a writer who embraced pain and
suffering:

Es passiert sehr wenig Neues in der Literatur, ich glaube nicht, daB Sylvia Plath etwas Neues ist, sie hat
weder die englische Sprache zertrimmert noch zum Auferstehen gebracht, noch etwas geleistet, was ihre
Kritiker zu besonders hochtrabenden Einféllen veranlassen kénnte. Aber wie die Schriftsteller, die in der
Holle waren, wird sie unter den ersten sein, weil sie unter den letzten war. (W 4: 359)

Holler underscores this aspect of Bachmann when he observes: “Vor allem kommt sie immer wieder
auf die Erfahrung als Voraussetzung des Schreibens zu sprechen, auf die Leiderfahrungen zumal.”

(Ingeborg Bachmann 107, emphasis a.p.0.)

The implication from Bachmann’s statements about the role of literature as a catalyst and
promoter of pain and unhappiness, and as a doorway to “Wahrheit” and “neue Fassungskraft” must
therefore be, that whatever denies or suppresses pain and discomfort is thereby suppressing the
“Wahrheit” of personal insight and awareness. The question then, in analysing Bachmann’s portrayal
of journalism as an instance of the mass media, must be: to what extent does Bachmann portray
journalism as a medium that not only fails to celebrate, but actively suppresses or denies pain and

discomfort? A corollary of Bachmann’s views on “Wahrheit”, “Erfahrung” and “Leiden” would appear

%7 Bachmann believed that our capacity to be shattered by such literary experiences diminished with age, and
thus it was important to expose oneself to literature, “eh’ man sich definitiv auf die Gesellschaft einlalt und
immer unstorbarer wird durch die Aufforderungen, die Biicher auch sind, durch die Einspriiche, die Biicher auch
einlegen” (Gul 42, m.e.).
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to be that, where there has been no personal suffering, there is also no capacity to convey that suffering

and hence there can be no “neue Fassungskraft” or “Wahrheit”.
The centrality of personal experience

In her lectures and interview statements, Bachmann also makes it clear that another vital
criterion for the fostering of insight and truth is the transmission of authentic experience; that is, the
experience communicated via literature must be born of a writer’s own personal encounter with
suffering: “[E]h’ man sich nicht die Hand verbrannt hat, kann man nicht dariiber schreiben” (Gul 71).%
Authentic experience is not something that can be fabricated or conjured up out of thin air: “[E]ine
neue Erfahrung wird gemacht und nicht aus der Luft geholt. Aus der Luft oder bei den anderen holen
sie sich nur diejenigen, die selber keine Erfahrung gemacht haben.” (W 4: 190) Time and time again,
Bachmann emphasises the centrality of personal suffering in connection with experience that enables
literature to convey truths that are personal and yet of universal relevance. It is only authenticity of
expression that can transform an account of personal suffering into one of universal relevance, as
exemplified in the work of Céline: “Und Céline krakeelt und polemisiert und wiitet in seinem Argét,
bis seine Miseregeschichten, die sonst niemanden angingen, in diesem Sprachstrom die Misere aller
Armen représentieren.” (W 4: 222)

Given the value Bachmann attributes to the “personally experienced” nature of the pain that
needs to be transmitted via literature, we might deduce that her objection to journalism, and to the mass
media in general, would be that much of the content conveyed in journalism and the mass media is not
experienced directly, but at best, second-hand and at worst, many times removed from the original
experience. As is amply evident from the analysis of Bachmann’s literary work later in this study,
stories about pain and suffering abound in press and radio reports on murder, death, war, major
accidents and natural catastrophes.®® The problem is, however, that journalistic content is often written
or rewritten by those who have not themselves had that experience, who have not met or spoken to
people involved or affected by a given event, and may never have been in the same place, and who do
not speak the same language. Such content would therefore fail Bachmann’s criterion of personal,

direct—and thus authentic—experience.
The centrality of innovation

Authenticity in itself though, while a necessary condition, is not a sufficient condition for the
transmission of the experience of truth in Bachmann’s eyes. Thus she insists that it is not enough for us

to keep mining the same “Erfahrungen, die schon gemacht worden sind, von den grofRen Dichtern, vor

% This is clearly one of Bachmann’s favourite quotes. In her interview with Dieter Zilligen she says: “Ich
zitiere nicht Flaubert [...] ich verwende nur Sétze, die ich gern selbst geschrieben hatte. [Zum Beispiel,] »Mit
meiner verbrannten Hand schreibe ich tber die Natur des Feuers.«” (Gul 71) This quote also occurs in Malina
(TP 3.1: 390) in the Mihlbauer scene—a key passage for Bachmann’s critique of journalism (see Chapter 7 of
this study).

% See my analysis of “Herbstmandver” in Chapter 4.
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uns” (Gul 139). Accordingly Bachmann warns, “da man die alten Bilder, wie sie etwa Morike
verwendet hat oder Goethe, nicht mehr verwenden kann, nicht mehr verwenden darf, weil sie sich in
unserem Mund unwahr ausnehmen wiirden” (Gul 18), and insists: “Bei der blinden Ubernahme dieser
seinerzeitigen Wirklichkeitsbestimmungen, dieser gestern neu gewesenen Denkformen, kann es nur zu
einem Abklatsch und einer schwacheren Wiederholung der groen Werke kommen.” (W 4: 191) While
true for their time, then, the works of writers from past generations cannot do justice to our own
“BewuRtseinslage” and the very different world that we occupy (Gul 18f.).“> As she explains it in her
“Frankfurter Vorlesungen: “Das Denken, der Zeit verhaftet, verfallt auch wieder der Zeit. Aber weil es
verfallt, eben deshalb muR unser Denken neu sein, wenn es echt sein und etwas bewirken will.” (W 4:
195) It is therefore up to each new generation to explore new experiences that will lead to new ways of

thinking, which will in turn lead to breakthroughs in literature.

Bachmann makes it clear, however, that she considers breakthroughs and advances in literature

to be unrelated to technological innovation:

Es gibt in der Kunst keinen Fortschritt in der Horizontale, sondern nur das immer neue AufreifRen einer
Vertikale. Nur die Mittel und Techniken in der Kunst machen den Eindruck, als handelte es sich um
Fortschritt. Was aber in der Tat mdglich ist, ist Verdnderung. Und die verdndernde Wirkung, die von
neuen Werken ausgeht, erzieht uns zu neuer Wahrnehmung, neuem Gefiihl, neuem BewuBtsein. (W 4:
195)

Similarly, new consciousness and new insights have nothing to do with linguistic experimentation and
virtuosity: “Stilprobleme, Formales, das Wie kamen fur Ingeborg Bachmann [...] immer erst in zweiter
Linie” (Hamm “Der Kinstler als Martyrer” 205). Instead, meaningful advances in language and
thinking can only result from a totally new way of looking at, and using, language—one that adheres to
what should be the primary function of language, not “Schénheit” but “Veranderung”—*"eine neue
Gangart” and “neue Fassungskraft” (W 4: 193). Accordingly, “Revolution” and “Neulandgewinnung in
der Literatur” can only be achieved “in der Folge eines neuen Denkens” (W 4: 212). Bachmann’s
insistence on the importance of “das Neue” as a prerequisite for breakthroughs in literature and
thought, and as precursors for the experience of “Wahrheit” therefore provides a theoretical context
and framework for her attack on journalism’s preponderance for the tired, the old and the recycled in
the form inter alia of “Phrasen” and “vorfabrizierten Satzen”, as discussed in section 2.3.1. Here too
then, we find another important criterion against which Bachmann would assess the journalistic media:

to what extent do their products represent breakthroughs in language and thought?
The importance of moral foundations

According to Bachmann, innovation in literature and thought should not, however, take place in
a moral vacuum; that is, they should not be undertaken as ends in themselves. Instead innovation must

be firmly rooted in moral concerns:

%0 Cf. Bachmann’s statement in her 1971 interview with Dieter Zilligen: “[W]as meint man eigentlich damit, die
ganze Gesellschaft beschreiben, die BewulRtseinslage in einer Zeit? Das hei8t doch nicht, daB man die Satze
nachspricht, die diese Gesellschaft spricht, sondern sie muf§ sich anders zeigen. Und sie muf sich radikal anders
zeigen, denn sonst wird man nie wissen, was unsere Zeit war” (Gul 71f.).
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Mit einer neuen Sprache wird der Wirklichkeit immer dort begegnet, wo ein moralischer, erkenntnishafter
Ruck geschieht, und nicht, wo man versucht, die Sprache an sich neu zu machen, als kénnte die Sprache
selber die Erkenntnis eintreiben und die Erfahrung kundtun, die man nie gehabt hat. (W 4: 192)*

That is why Bachmann insists that the greatest literary achievements have resulted not from stylistic or
linguistic experiments, but where “ein neues Denken wie ein Sprengstoff den AnstoR gab” and where
“ein moralischer Trieb grol? genug war, eine neue sittliche Moglichkeit zu begreifen und zu entwerfen”
(W 4: 191, m.e.). The centrality of moral concerns was highlighted by Bachmann in the second of her

“Frankfurter Vorlesungen” where she cites Karl Kraus in support of her stance:

[E]s gibt ein Wort, von dem Karl Kraus nie losgekommen ist und das zu unterstreichen man nicht mide
werden mdchte: »Alle Vorziige einer Sprache wurzeln in der Moral.« Und damit ist nichts Landlaufiges
gemeint, nichts Liquidierbares, wie die blrgerliche oder die christliche Moral, nicht ein Kodex, sondern
jenes Vorfeld, in dem von jedem neuen Schriftsteller die MaRstdbe von Wahrheit und Lige immer neu
errichtet werden miissen. (W 4: 206, m.e.)*

Closely related to Bachmann’s stand on morality was her conviction that such moral
breakthroughs could only be achieved where writers zealously and relentlessly challenged every given.
Hence her insistence, “dal, wo diese immer neuen, keinem erspart bleibenden Wozu- und
Warumfragen und alle die Fragen, die sich daran schlielen [...], nicht erhoben werden, daf}, wo kein
Verdacht und somit keine wirkliche Problematik in dem Produzierenden selbst vorliegt, keine neue
Dichtung entsteht.” (W 4: 190) It is hardly surprising then, that Bachmann considered suspicion to be

the ultimate writer’s tool:

Ich weill noch immer wenig tber Gedichte, aber zu dem wenigen gehort der Verdacht. Verdachtige dich
genug, verdachtige die Worte, die Sprache, das habe ich mir oft gesagt, vertiefe diesen Verdacht—damit
eines Tages, vielleicht, etwas Neues entstehen kann—aoder es soll nichts mehr entstehen. (Gul 25)

Here, too, Bachmann’s views on the centrality of morality provide a yardstick by which we
might measure the journalistic media. Given the emphasis that Bachmann places on the role of
“Verdacht” as a means of ensuring new ways of thinking and writing, we might consider to what extent
Bachmann sees the journalistic media as deficient in their capacity to exercise suspicion—as a medium
that all too often fails to probe and question sufficiently and all too often takes things at face value.
And finally, given Bachmann’s reiteration of the importance of moral foundations and motivations, any
analysis of Bachmann’s literary critique of the journalistic media must also consider the extent to

which Bachmann portrays the journalistic media as morally deficient.

* The importance of moral issues for Bachmann is apparent from her reiteration and elaboration of this position
later in the same lecture: “Von einem notwendigen Antrieb, den ich vorlaufig nicht anders als einen moralischen
vor aller Moral zu identifizieren weil, ist gesprochen worden, einer StoRkraft fur ein Denken, das zuerst noch
nicht um Richtung besorgt ist, einem Denken, das Erkenntnis will und mit der Sprache und durch Sprache
hindurch etwas erreichen will. Nennen wir es vorldufig: Realitét. Ist diese Richtung einmal eingeschlagen, und es
handelt sich nicht um eine philosophische, um keine literarische Richtung, so wird sie immer eine andere sein.
Sie fuhrte Hofmannsthal woanders hin als George. Dieses Richtungnehmen, dieses Geschleudertwerden in eine
Bahn, in der gedeiht und verdirbt, in der von Worten und Dingen nichts Zufélliges mehr Zulal3 hat. Wo dies
zutragt, meine ich, haben wir mehr Gewahr fiir die Authentizitat einer dichterischen Erscheinung, als wenn wir
ihre Werke absuchen nach glicklichen Merkmalen von Qualitat.” (W 4: 192f.)

*2 Clearly Fehl’s claim that Bachmann does not explicitly mention Kraus in her “Frankfurter \Vorlesungen” (83)
is incorrect. Bachmann also refers to this quote from Kraus in a 1961 interview (Gul 25).
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2.3.5 Literature as a cause for optimism

In her lectures, essays and speeches Bachmann makes it clear that the literary models she
describes are very real—they are not presented as some unattainable ideal. Indeed, she names the
writers who embody the ideals she expounds—Joyce, Proust, Kafka and Musil—and explains how
their work represents literary rejuvenation, and how it is firmly rooted in new and personal experience.
In her lectures, Bachmann also points to the wealth of new literary talent that is constantly emerging
(W 4: 191f.), thereby indicating hope for the future of literature and thus hope for humanity. These
statements by Bachmann, as well as her other pronouncements about the function of literature,

constitute an essentially optimistic position.

The Frankfurt School view of the doomed individual, helpless in the face of the overwhelming
might of the culture industry represents an essentially pessimistic position. While acknowledging the
dangers posed by the mass media, Bachmann suggests that we are not helpless in the face of such
dangers—thanks to the power of literature, which continues to give us “die Mdglichkeit zu erfahren,
wo wir stehen oder wo wir stehen sollten, wie es mit uns bestellt ist und wie es mit uns bestellt sein
sollte” (W 4: 196). Implicit in Bachmann’s statements about literature and how it empower us, is a
belief in personal control—a belief that represents the opposite of helplessness. The essential optimism

of her position emerges clearly from the closing lines of the second “Frankfurter VVorlesung”:

Es ist dem mdglich, der von sich sagt, dal er wirklichkeitswund und wirklichkeitsuchend mit seinem
Dasein zur Sprache geht. Am Ende des groflen Gedichtes >Engfiihrungc« tritt so ein Satz hervor, und mit
ihm mdochte ich schlielen—und noch vorausschicken, damit Sie das Wort »Stern« auch recht verstehen,
daR die Sterne fur Paul Celan »Menschenwerke« sind, daf Menschenwerk gemeint ist.

Stern

hat wohl noch Licht.

Nichts,

nichts ist verloren. (W 4: 216)*

Despite the alarm that she expresses about the depletion of experience in the wake of the
increasing impact of the mass media on our lives, then, Bachmann’s statements about literature as a
vehicle for “Erfahrung” and “Wahrheit” indicate that her position on the basic question, “Is there hope
for humanity?” is a defiant “Yes”. Quoting René Char in the closing line of her lecture series,
Bachmann declares: “»Auf den Zusammenbruch aller Beweise antwortet der Dichter mit einer Salve
Zukunft.«” (W 4: 271)

In Chapters 4 to 8 of this dissertation | will demonstrate that Bachmann’s essentially optimistic
perspective is not limited to her lectures, essays, speeches and interviews but also manifests itself in her

literary work, particularly in connection with her critique of the journalistic media.

*3 Cf. Bachmann’s expression of faith in the abiding power of art in her poem “Lieder auf der Flucht”: “Doch
das Lied Uiberm Staub danach / wird uns Ubersteigen.” (W 1: 47)
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3.1 Influence versus affinities

In addition to shedding light on a number of aspects of Bachmann’s views on the journalistic
and other mass media, the foregoing analysis of Bachmann’s publicly expressed views also revealed
affinities with two specific writers—Karl Kraus and Walter Benjamin— who were known for their
critique of the press or mass media. | use the term “affinities” because Bachmann more often than not
rejected the notion of “influence”, maintaining, for example, that it was not so much a matter of
influence but of encountering, in other writers and thinkers, ideas that are already within oneself and
that therefore invoke resonance. Thus in her 1971 interview with Ekkehart Rudolph, Bachmann
insisted:

Der Zusammenhang, den Sie herstellen wollen zwischen dem, was ich schreibe oder damals auch schon
geschrieben gehabt habe, und meinen Philosophiestudium, der besteht fir mich doch nicht so sehr, oder
nur insofern, als einige wenige Dinge, die sowieso schon in mir waren, dort auf eine ganz andere Weise
gesagt worden sind. [...] Beeindruckt hat mich [Wittgensteins] Frage nach der Sprache—einer seiner
Kernsétze etwa wie: »Die Grenzen meiner Sprache bedeuten die Grenzen meiner Welt.«—Und sie haben
mir einfach etwas bewul3t gemacht, was wohl schon in mir gewesen sein muf3. Aber ich habe nie beim
Schreiben von Gedichten an Ludwig Wittgenstein gedacht, selbst nicht an Sétze dieser Art. (Gul 82f.)

While Bachmann shied away from the suggestion that philosophy might have had a direct
influence on her writing, she conceded in a later interview that it influenced her in other ways, by, for
example, teaching her “ungeheuer genaues Denken und einen klaren Ausdruck” (Gul 136). At other
times, especially when she felt that the questioner’s use of the word “influence” meant some kind of
conscious incorporation of other people’s themes or ideas, Bachmann denied being influenced by
anyone at all, least of all other poets (Gul 47). As an alternative to “Einfluf” Bachmann suggested the
term “Affinitaten” (Gul 125) to describe the connections between her own thinking and writing and
that of others.! Such affinities were often reflected in intertextual references—both conscious and

unconscious.

Es gibt fir mich keine Zitate, sondern die wenigen Stellen in der Literatur, die mich immer aufgeregt
haben, die sind flir mich das Leben. Und es sind keine Satze, die ich zitiere, weil sie mir gefallen haben,
weil sie schon sind oder weil sie bedeutend sind, sondern weil sie mich wirklich erregt haben. Eben wie
Leben. (Gul 69).

In this chapter | examine a number of writers and thinkers with whose views on the journalistic
and other mass media Bachmann seems to have had an intellectual affinity: Karl Kraus, Walter
Benjamin, Theodor Adorno, Gustav René Hocke and Hans Magnus Enzensberger. My ultimate aim in
examining such affinities is not to establish any form of “influence”, but to provide an intertextual

perspective and background to my literary analyses, with a view to shedding light on specific aspects

! Bachmann’s use of the term “affinity” in the Schiffner interview is similar to Weigel’s use of the term
“Dialog” when referring to the special relationship between the writing of Bachmann and the work of writers and
thinkers like Benjamin and Adorno (Hinterlassenschaften 15). Weigel also uses the term “Affinitaten” later in her
book when referring to Benjamin (100).
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of Bachmann’s portrayal of the press and her literary strategies. As Herrmann asserts: “Bachmanns
intertextuelle Praxis diirfte ohnehin weniger als aktualisierte Variante der EinfluRforschung interessant

sein denn als poetisches Verfahren.” (“Todesarten-Projekt: Malina” 142)

3.2 Karl Kraus

The first affinity | explore is between Bachmann and Karl Kraus, to whom Bachmann
specifically refers in her lectures and interview responses, even if not directly in association with her

critical remarks about journalism.
“Phrasen”, “Meinungen”, “Geschwatz” and periodicity

It is difficult not to see in Bachmann’s characterisation of the press as a medium dominated by
“Phrasen” and “Ansichten” an echo of the “Zeitungskritik” of her compatriot, Karl Kraus, for whom
the word “Phrase” was of “zentral[er] Bedeutung” from an early age (Arntzen Karl Kraus und die
Presse 32), and who became famous for his tireless, lifelong campaign against “Phrase, Gemeinplatz
und Geschwaétz” (Weigel Hinterlassenschaften 122). A major focus of Kraus’s critique of the press was
the intellectual (and moral) laziness behind the press’s reliance on “Phrasen”, which represented, as
Benjamin puts it in his 1931 essay on Kraus, “[den] sprachliche[n] Ausdruck der Willkir [...], mit der
die Aktualitat im Journalismus sich zur Herrrschaft tiber die Dinge aufwirft” (Benjamin GS 2.1: 335).?
Indeed, in the first edition of Die Fackel Kraus declares the central mission of his newspaper to be
“eine Trockenlegung des weiten Phrasensumpfes” (Fackel 1 (April 1899): 2) as a means of challenging
“ein[e] Offentlichkeit [...], die zwischen Unentwegtheit und Apathie ihr phrasenreiches oder véllig
gedankenloses Auskommen findet” (1, m.e.) and thus counteracting “dem dumpfen Ernst des
Phrasenthums, wo immer er sein Zerstérungswerk veriibe” (2, m.e.).® As a relentless critic of the press
and the impact of its misuse of language on society, Kraus blamed the press for the emergence of a
generation of “Analphabeten [...], die nicht mehr imstande sein werden, Zeitungen zu lesen, sondern
nur noch, fiir sie zu schreiben.” (Fackel 811 (August 1929): 111)

One of the major factors behind the press’s misuse of language was, according to Kraus, the

periodicity of the press,* “infolge derer sich der Zwang zum Schreiben iiber das unmittelbare

% Weigel sees in Benjamin’s essay the “theoretische]...] Fortschreibung dieser Polemik” (Hinterlassenschaften
122). Benjamin’s essay is, however, by no means a defence of Kraus and his attacks on the press: it contains
numerous critical remarks about Kraus (for example, Benjamin GS 2.1: 334f., 345, 349), which were not at all
well received by Kraus (see the May 1931 edition of Die Fackel). Benjamin was also critical of those he
described as “apologists” for Kraus, who tried to depict him as an “»ethische Personlichkeit«” without
acknowledging the dark “Damon” of his character (Benjamin GS 2.1: 344).

% For a discussion of Kraus’s technique of satire via the “Zitat” and “Zitatmontage” of “Phrasen”, see Riha
(60ff.).

* Brand and Schulze’s Medienkundliches Handbuch: Zeitung defines “Periodizitat” as “Verdffentlichung in
gleichbleibenden oder anndhernd regelméaBigen Zeitintervallen” (537). Kraus’s Die Fackel was produced
“[d]reimal im Monat” (Fackel 1: cover), at the beginning, middle and end of each month, but not on specific
dates.
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Wissenswerte hinaus, als auferst begriindetes Prinzip, verselbstandigen kénne” (Straner 77). Under

such pressure, the “Journaille™

—as he loved to call it—not only resorted to “Phrasen” but also to the
invention of “sensational news”—the “immer gleichen Sensationen” (Benjamin GS 2.1: 345)—and the
chronic replication of “items from ancient issues over and over again” (Iggers 105). In committing to
predetermined publication cycles, then, the press had created not only a rod for its own back but also an
insatiable monster, whose needs could only be met by journalists constantly recycling language and

content.

Der Zeitungsapparat verlangt, wie eine Fabrik, Arbeit und Absatzgebiete. Zu bestimmten Zeiten am
Tage—zwei- bis dreimal in groRBen Zeitungen—muf fiir die Maschinen ein bestimmtes Quantum Arbeit
beschafft und vorbereitet sein. Und nicht aus irgendwelchem Material: alles, was in der Zwischenzeit
irgendwo und auf irgendeinem Gebiete des Lebens, der Politik, der Wirtschaft, der Kunst usw. geschah,
muB inzwischen erreicht und journalistisch verarbeitet werden. (Kraus quoted in Benjamin GS 2.1: 336f.)°

Because technology had facilitated and accelerated this inexorable cycle of publication and its
immutable deadlines, Kraus blamed technology for much of the sins of journalistic content. Thus Kraus
saw “Phrasen” as the “Ausgeburt der Technik” (Benjamin GS 2.1: 336).

Another aspect of the press that attracted his scorn was “Geschwétz”—the reporting of trivia in
the form of “chatty details about the lives of contemporary actors” at the expense of significant news
like the discovery of an important Raimund-manuscript (Iggers 103). Furthermore, Kraus maintained,
such “Geschwatz” was often used as a means of distracting attention from the real news—issues that

the press did not want the public to become too engaged in or aware of (105).
Kraus’s scorn for “Feuilleton” and “Meinungspresse”

In his bitter fight against the press, Kraus was particularly scathing of attempts to combine
newspapers and literature, in the journalistic genre of the “Feuilleton”. As Benjamin points out, it was
one of Kraus’s primary concerns, “Information und Kunstwerk auseinanderzuhalten” (Benjamin GS
2.1: 336). In addressing this aspect of Kraus, Benjamin compares Kraus to Baudelaire, who also
condemned writers for trying to make a living from journalism, suggesting: “Der Journalismus ist
Verrat am Literatentum, am Geist, am Damon. Das Geschwatz ist seine wahre Substanz und jedes
Feuilleton stellt von neuem die unldsbare Frage nach dem Krafteverhéltnis von Dummbheit und von
Bosheit, deren Ausdruck es ist.” (Benjamin GS 2.1: 352)

Another aspect of the Viennese press that attracted his most bitter attacks was the so-called
“Meinungspresse”. The whole notion of “6ffentliche Meinung” as epitomised in the “Meinungspresse”,
was anathema to Kraus who expresses his scorn for it by quoting Wilhelm Liebknecht in one of the
early editions of Die Fackel: “Die Presse ist die groRe Fabrik, welche die »dffentliche Meinung«

anfertigt, und zugleich der Nirnberger Trichter, durch welchen die »6ffentliche Meinung« in jeden

% Kraus uses this term regularly in Die Fackel from 1902 onwards: for example, in Heft 99 (Marz, 1906) he uses
it on three separate occasions (on pages 1, 6 and 15), and does the same again in the next edition. As Iggers points
out, this term is a neologism formulated by Kraus—a “hybrid word made up of ‘Journalismus’ and the French
word “canaille’, meaning something like rabble” (94).

® It has not been possible to locate the original quote: it is not from Die Fackel.
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einzelnen Schéadel hineingeschiittet wird.” (Fackel 54 (September 1900): 16) As Benjamin explains in

his essay on Kraus:

Meinungen sind Privatsache. Die Offentlichkeit hat ein Interesse nur an Urteilen. Sie ist richtende oder
Uberhaupt keine. Aber das ist ja gerade der Sinn der 6ffentlichen Meinung, die die Presse herstellt, die
Offentlichkeit unfahig zum Richten zu machen, die Haltung des Unverantwortlichen, Uninformierten ihr
zu suggerieren. (Benjamin GS 2.1: 335)

Thus Kraus’s aversion to the promotion of “Meinung” made him want to do away with the
“Meinungspresse” and to have newspaper content limited to the communication of factual information,

a position that Benjamin, however, decries as naive and utopian:

Niemand, und Kraus am wenigsten, kann der Utopie einer »sachlichen« Zeitung, dem Hirngespinst einer
»unparteiischen Nachrichteniibermittlung« sich Uberlassen. Die Zeitung ist Instrument der Macht. Sie
kann ihren Wert nur von dem Charakter der Macht haben, die sie bedient; nicht nur in dem, was sie
vertritt, auch in dem, wie sie es tut, ist sie ihr Ausdruck. (Benjamin GS 2.1: 344, m.e.)

The press as a mercenary, corrupt institution and corrupting influence

Although Benjamin saw Kraus’s ideal of a newspaper that limited itself to the communication of
facts (as opposed to the expression of opinion) as naive, it cannot be said that Kraus was naive about
those who were ‘pulling the strings’ behind the press. Indeed, Kraus was a vociferous critic of the
corrosive influence represented by the press’s connection with commerce and politics, and deeply
suspicious of what he saw as the “kapitalistische Einbindung des Zeitungswesens, die nach seiner
Ansicht die Ideen der Pressefreiheit und journalistischen Verantwortung grundsétzlich als Illusion oder
Heuchelei bestimmte” (Stralner 77). Particular targets of Kraus’s many scathing attacks on the press
were the widely-read (and thus extremely influential) Viennese newspapers that were effectively under
the control of industrialists and financiers (lIggers 94). Kraus saw such newspapers as “organs of
political corruption” which not only misrepresented but glossed over “scandalous Austro-Hungarian
financial transactions” (ibid.). He was particularly vociferous in his critique of the Neue Freie Presse,
because of the way it purveyed personal opinion as if it were the voice of the majority (96) and because
the newspaper’s pretensions to intellectuality endowed it with an imprimatur of authority. Kraus’s
special concern was that the size and influence of the Neue Freie Presse gave it what Kraus perceived
to be a virtual intellectual monopoly in Austria. Because Kraus believed that corruption undermined
the representation of the truth in press content, he did not support the concept of freedom of the press,
believing that the influence exerted by industry and politics needed to be curbed. He therefore saw
censorship as a far lesser evil than the press: “Die Zensur schadet weder der Wahrheit noch dem Wort;
die Zeitung beiden.” (Beim Wort 443)

For Kraus, the press was not only pernicious in its moral and social impact on society, but also
in its physical impact on the natural environment: Benjamin points out that according to Kraus’s
calculations the production of newspapers in his time required the felling of “50 000 Baumstamme fiir
60 Zeitungen” (Benjamin GS 2.1: 341). As Kraus lamented: “Urwélder werden kahl geschlagen, damit
der Geist der Menschheit zu Papier werde.” (qtd in Iggers 96) Kraus also attacked the press for the
physical and human destruction that came with World War |, blaming the press for contributing to a

socio-political climate in which war seemed both desirable and inevitable. According to Kraus the
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press’s pro-war attitude was motivated by mercenary considerations: by praising heroism, for example,
the press indirectly promoted war, which represented “great business opportunities” for the press
(lggers 101). Moreover, Kraus believed that the press was more or less directly responsible for war

because of the way in which it had contributed to the increasing commercialisation of values:

The First World War marked for Kraus the final victory of the profit principle of capitalism. Through the
utilization of modern technology and the means of mass organization, especially those offered by
militarism and the press, this profit principle had conquered the world and destroyed absolute values.
(120)

The press was a prime example of an institution driven by the profit principle, which according
to Kraus, destroyed moral values by perverting those values through the desire for economic gain
(ibid.). Because of this driving economic principle, “[g]Juality had been translated into quantity; human
relationships, truth, beauty, and heroism had meaning only in terms of their monetary price” (121). The
increasingly commercial nature of human values prompted Kraus to declare: “La bourse est la vie.”
(Beim Wort 422) According to Kraus, the press did not promote what was artistically or otherwise
worthy but “only [...] what was profitable to the press” (Iggers 98). This usually meant reporting what
was most sensational and would therefore sell more newspapers. It also meant, according to Kraus,
suppressing what was not in the business interests of that particular newspapers by, for example,
forbidding reporters from “comment[ing] favorably about a certain person whose economic interests
were opposed to those of the paper” (103, 105). Most hypocritically, however, if the unfortunate
persons involved in such stories did not have to be protected as one of their own business interests, the
press had no qualms about printing invasive and gory details of suicides and murders, and reporting on

murder trials (105). lIggers captures the essence of Kraus’s critique in the following terms:

Writing had become a goal in itself, reporting more important than events, and the ultimate product was
judged only by its commercial value. News could, therefore, be manipulated, censored, and changed as
needed. Thus the press changed numbers, made dead persons live and claimed the opposite, ignoring the
existence of inconvenient opponents although it did not mind plagiarizing from them. It had, as Kraus kept
saying, no principles whatever. (102).

In the light of its socially and physically destructive impact, then, Kraus saw the press as a far
greater evil than the crime of prostitution. As he expressed it in a particularly pithy and cutting
aphorism: “Not kann jeden Mann zum Journalisten machen, aber nicht jede Frau zur Prostituierten.”
(Fackel 211 (13 November 1906): 21). In the light of such attacks on the press, Benjamin rightly draws
attention to the “Hal, mit dem [Kraus] das unabsehbar wimmelnde PrelRgeschlecht verfolgt” (GS 2.1:

334f.). Kraus himself summed up his attitude to the press as follows:

Meine Arbeit war es, die Presse als die ereignisschaffende, todbringende Organisation der moralischen
und geistigen Unverantwortlichkeit erkennen zu lassen, als jenes groBte Ubel der menschlichen
Gesellschaft, welches durch die Faszination, die vom gedruckten Wort ausgeht, von der Gefahr
abzulenken weil3, die es bedeutet: als die selbstmdrderische Waffe, von welcher samtliche Kulturgiter
dahingerafft werden, die sie zu hiten vorgibt. (Fackel 800-805 (Anfang Februar 1929): 23)

Kraus was relentless in his attacks on the failure of morality in a country that tolerated
“Erpresser, Betriiger, Meineidige[...], Zeugnisféalscher und Verleumder” (Fackel 730-731 (Anfang Juli

1926): 23) and in a country where such tolerance was promoted by the press:

Nicht die Fakten der Korruption fesseln meine Aufmerksamkeit, sondern die Erscheinung, daf® deren
Vertreter heute ausschlieBlich berufen sind, Vermittler und Erzeuger kultureller Werte zu sein. An dem
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schaudervollsten Beispiel, worin der Betrug der o6ffentlichen Meinung auf die Instinkte des nackten
Verbrechertums zurtickfiihrbar war, mufite der Zustand bis zur tabula rasa offenbart werden. Die simple
Kauflichkeit des Journalisten als solche wiirde mich so wenig bekiimmern wie der vielfache MiRbrauch,
den der Beruf des Politikers ermdglicht und wie der allgemeine Schmutz des Kapitals. (26, m.e.)

Kraus and Bachmann

Despite Bachmann’s explicit references to Kraus in her lectures (as discussed in the previous
chapter) and her obvious admiration for his strong stand on moral issues, very few scholars have even
touched on the Bachmann-Kraus connection. Bachmann’s private library contained books by Kraus as
confirmed by Dr Robert Pichl, the curator of Bachmann’s private collection of books (“Ingeborg
Bachmanns Privatbibliothek™ 383). Lensing specifically notes that Bachmann owned the two-volume
DTV paperback edition of Kraus’s Die letzten Tage der Menschheit and a number of volumes from his
collected works including Literatur und Liige and Beim Wort genommen (76). Bachmann’s familiarity
with the contents of those books is evident not only from the explicit references to Kraus in her lectures
and interviews but also in her paraphrasing of the Kraus aphorism “Je n&her man ein Wort ansieht,
desto ferner sieht es zuriick”’ in her 1971 interview with Ekkehart Rudolph (Gul 84).® Given
Bachmann’s familiarity with Kraus’s work and the various references and allusions referred to above, |
believe that a comprehensive and detailed study of the intellectual affinities between Bachmann and
Kraus remains long overdue.® In the context of the current study it will be of interest to examine the
extent to which aspects of Kraus’s “Pressekritik” is evident in Bachmann’s literary portrayal of the

journalistic media.

3.3 Benjamin and Adorno

Other intellectual affinities of great interest to a study of Bachmann’s portrayal of the
journalistic media are Walter Benjamin (with whose views on “Erfahrungsschwund” Bachmann
explicitly identified in her 1971 interview with Rudolph) and Theodor Adorno, Benjamin’s close friend
and confidante. Although Max Horkheimer was the co-author of the seminal study Dialektik der
Aufklarung, my focus in this discussion on intellectual affinities is Adorno rather than Horkheimer,
because Adorno represents a common link between Bachmann and Benjamin (having been personally
acquainted with both of them) and because of the established intellectual connections between

Bachmann and Adorno, which are elaborated on below.

” Given that Benjamin uses the same quote in his essay on Kraus (GS 2.1: 362), it is perhaps an open question
whether this constitutes an intertextual allusion to Kraus, Benjamin or both.

® Lensing is the first to draw attention to the intertextual reference to Kraus in this passage (76). Lensing also
points out a number of other allusions, quotes and references to Kraus in Malina and “Drei Wege zum See” (66,
68), which are discussed in Chapters 7 and 8 of this dissertation.

° Those that have touched on the connection include Bannasch (Von vorletzten Dingen 147ff.), Fehl (82),
Lensing (66, 68, 76), Steiger (33f.) and Weigel (Hinterlassenschaften 122, 125 et passim).
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3.3.1 Walter Benjamin

Benjamin’s relationship to Adorno and Horkheimer

The well-known intellectual and author of “Das Kunstwerk im Zeitalter seiner technischen
Reproduzierbarkeit” (GS 2.1: 431ff.), Walter Benjamin, was a close friend and intellectual confidante
of Adorno for many years.'® While Adorno and his colleague, Horkheimer, were considered to be core
members of the “Institut fiir Sozialforschung”,™* and often referred to as ‘critical theorists’ or ‘the
Frankfurt School’, Benjamin is generally seen as belonging to the “outer circle’ rather than the ‘inner
circle’ of the Institute (Held 14, 32). Although Adorno and Benjamin shared an interest in aesthetic
theory and cultural critique (Held 78), and while there is significant common ground in many of their
observations and findings, particularly in relation to the mass media as an instance of mass culture,
Benjamin’s views were not always aligned with those of other members of the Institute.** For example,
“Das Kunstwerk im Zeitalter seiner mechanischen Reproduktion” suggests a more optimistic position
than Adorno and Horkheimer’s with respect to certain developments in the mass media, for Benjamin
saw in the increasingly mechanised reproduction of art, a revolutionary potential which could change
“das Verhaltnis der Masse zur Kunst” (GS 1.2: 496), and which could lead to a blurring of the
distinction between ‘the original’ and ‘the copy’ (as exemplified in the cinematic and photographic
arts). According to Benjamin such reproduction undermined the ‘aura’ that was traditionally the
hallmark of ‘the original’ artwork, a development which in turn paved the way for “a new ethos of
artistic production and consumption, in which awe and deference would give way to a posture of
analysis and relaxed expertise, in which art, no longer steeped in ‘ritual’, would be opened to politics”
(Seldon, Widdowson and Brooker 103). Thus while Adorno and Horkheimer were deeply pessimistic
about all forms of cinema, which they saw as becoming increasingly dominated by the “Hollywood”
model, Benjamin saw the potential revolutionary impact of cinema as mass medium that could help

individuals to break out of the mental and spiritual enslavement of mass capitalist society.

0 Witte describes Adorno as Benjamin’s “Schiiler und Vertrauten” (124). For more on the relationship between
these two figures, see also Jay (13 et passim), Sherratt (5), Wiggershaus (15ff.) and Witte (105).

1 Jay uses the term Western European Marxism (5) as well as “Western Marxism” (18) to refer to members of
the Institut (and the Frankfurt School). Critical Theory has been characterised as the “dominant tradition within
Western Marxism” (Payne 334). See also Held (13). For more on the history and membership of the Frankfurt
School, see Agger, Wiggershaus and Witte.

12 Benjamin was not the only one associated with the Institute to hold views that were not entirely consistent
with those of other members; indeed, “the work of the Institute’s members did not always form a series of tightly
woven, complementary projects” (Held 15). It is for this reason that Held reserves the term “Frankfurt School”
for Horkheimer, Adorno, Marcuse, Lowenthal and Pollack, whose combined body of work can most
appropriately be described in terms of a “school” (ibid.). Nevertheless, the approach of Institute members was
essentially the same, as Held observes: “While there are differences in the way they formulate questions, the
critical theorists believe that through an examination of contemporary social and political issues they could
contribute to a critique of ideology and to the development of a non-authoritarian and non-bureaucratic politics.”
(16) See also Agger (91), Benjamin (GS 1.2: 481) and Held (79, 108).
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Benjamin on “Information” and “Erfahrungsschwund”

Of particular interest and significance to the present study, however, is the emphasis that
Benjamin placed on the importance of genuine personal experience and his lament about the demise of
genuine “Erfahrung” as a result of the increasingly pervasive influence of the mass media—a loss
which was deplored in similar terms and for similar reasons by Adorno. For Benjamin, the concept of
“Erfahrung” was of central importance (César ii, 3); hence his lament over its demise. In his essay
“Uber einige Motive bei Baudelaire”, for example, Benjamin deplored the proliferation of
“Information” and “Sensation” in the press as a phenomenon that led to the “zunehmende
Verkiimmerung der Erfahrung”, or more specifically, to the decline in “der >wahren< Erfahrung” (GS
1.2: 611). For Benjamin, authentic experience was the opposite of the kind of isolated and externally
generated experience, “welche sich im genormten, denaturierten Dasein der zivilisierten Massen
niederschlagt” (GS 1.2: 608)."* The ‘true’ form of “Erfahrung”, according to Benjamin, was organic,
integrated and steeped in tradition: “In der Tat ist die Erfahrung eine Sache der Tradition, im
kollektiven wie im privaten Leben. Sie bildet sich weniger aus einzelnen in der Erinnerung streng
fixierten Gegebenheiten denn aus gehduften, oft nicht bewufiten Daten, die im Gedéchtnis
zusammenflieRen.” (GS 1.2: 608)

Like many others of his generation, Benjamin saw World War | as a turning point: “[M]it dem
Ersten Weltkrieg [ist] das Ideal harmonischer Entfaltung der Persdnlichkeit und, damit verbunden,
Inhalt und Form des burgerlich-humanistischen Erziehungsromans zutiefst in Frage gestellt worden.”
(Holler Das Werk 82) The heretofore unknown destructive potential of technology unleashed during
the war also had an impact on man’s perception of his place in the world, and consequently on his

experience of the world, according to Benjamin in his essay “Erfahrung und Armut”:

Eine Generation, die noch mit der Pferdeeisenbahn zur Schule gefahren war, stand unter freiem Himmel in
einer Landschaft, in der nichts unverdndert geblieben war als die Wolken, und in der Mitte, in einem
Kraftfeld zerstérender Strome und Explosionen, der winzige gebrechliche Menschenkérper. Eine ganz
neue Armseligkeit ist mit dieser ungeheuren Entfaltung der Technik Uber die Menschen gekommen.
(Illuminationen 314)*

The diminution of experience set in train by the increasing impact of technology was then exacerbated
by the mass media, which bring about a further atrophy in experience. When describing this
phenomenon in his essay, “Der Erzéhler”, Benjamin uses the language of financial markets to highlight

the commercial motives of the press:

[Dlie Erfahrung ist im Kurse gefallen. Und es sieht aus, als fiele sie weiter ins Bodenlose. Jeder Blick in
die Zeitung erweist, daf3 sie einen neuen Tiefstand erreicht hat, daf nicht nur das Bild der &uf3ern, sondern
auch das Bild der sittlichen Welt Gber Nacht Verénderungen erlitten hat, die man niemals fur mdéglich
hielt. (Benjamin GS 2.2: 439)™°

13 Cf. Jay (208).

¥ Holler sees Benjamin’s views living on in Bachmann’s work (Das Werk 82). See also Bannasch (Von
vorletzten Dingen 105ff.).

!> Note here the way in which Benjamin makes conscious and ironic use of the language of financial markets to
highlight the commercial motives behind this development.
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In the same essay, Benjamin goes on to contend that the mass media—specifically, the
information media of the press—are not only evidence of, but also the cause of, the demise in authentic
experience. By usurping the place of storytelling in our culture, the information media undermine the

art of storytelling and thus take from us, “das Vermdgen, Erfahrungen auszutauschen” (ibid.):

Wenn die Kunst des Erzahlens selten geworden ist, so hat die Verbreitung der Information einen
entscheidenden Anteil an diesem Sachverhalt. Jeder Morgen unterrichtet uns Uber die Neuigkeiten des
Erdkreises. Und doch sind wir an merkwiirdigen Geschichten arm. Das kommt, weil uns keine
Begebenheit mehr erreicht, die nicht mit Erklarungen schon durchsetzt ware. Mit anderen Worten: beinah
nichts mehr geschieht, was geschieht, kommt der Erzahlung, beinah alles der Information zugute. (GS 2.2:
444f., m.e.)

The problem with the information media, then, is that they suffuse events with predetermined
meaning. For Benjamin, the increasing dissemination of information therefore leads to a lamentable
(and even dangerous) demise in opportunities to think for ourselves—a phenomenon that he describes
elsewhere as the “Verfall der Intelligenz [...] und ihre wachsende und dkonomische Abhéangigkeit”
(gtd in Witte 76). By contrast, storytelling encourages opportunities for creative and independent
thinking: “Es ist ndmlich schon die halbe Kunst des Erzéhlens, eine Geschichte, indem man sie
weitergibt, von Erklarungen freizuhalten.” (GS 2.2: 445) The problem is not that we are inundated with
too much detail but that we are prevented from thinking for ourselves. The best storytellers can recount

the most marvellous things in the minutest detail without foisting ready-made interpretations upon us:

Das AufRerordentliche, das Wunderbare wird mit der grofiten Genauigkeit erzéhlt, der psychologische
Zusammenhang des Geschehens aber wird dem Leser nicht aufgedréngt. Es ist ihm freigestellt, sich die
Sache zurechtzulegen, wie er sie versteht, und damit erreicht das Erzéhlte eine Schwingungsbreite, die der
Information fehlt. (ibid.)

For Benjamin, storytelling works as a catalyst for a deeply personal and authentic form of
independent thought and insight that draws on our own, often unconscious, recollections and histories.
This is how storytelling becomes an exchange of “Erfahrungen” that can expand our mental and
emotional horizons. The mass media, on the other hand, represent an obstacle to new and personal
understanding because of the way in which the information media in particular impose upon the reader
externally produced, predetermined meanings that allow no scope for personal interpretation,
engagement or response. In this way they deprive individuals of the opportunity to draw on their own
resources and memories to form their own conclusions: the mass media’s pre-packaging of meaning

and outcome therefore disempowers the individual.

3.3.2 Theodor Adorno

“Vorentschiedenheit”

Benjamin’s condemnation of the way in which the mass media try to saturate every reported or
depicted event with pre-packaged meaning (and the consequent subversion of independent response
and personal engagement) echoes Adorno and Horkheimer’s critique of “Vorentschiedenheit”, a notion
that was a key aspect of the Frankfurt School’s critiqgue of mass culture because of its role in the
suppression of conflict. For Adorno and Horkheimer, the most pernicious aspect of the culture industry

was the way in which it actively works against the consciousness of conflict and imbued a sense of the
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inevitable. Mass culture, they insisted, “verféllt der Vorentschiedenheit [...]. Sie verfahrt konfliktlos
und behandelt Konflikte: dadurch unterwirft sie diese dem Diktat des Konfliktlosen” (Adorno GS 3:
309). Their specific concern was that by glossing over the whole issue of conflict, or by presenting
pseudo-conflicts and then resolving them harmoniously (in the same way that it fabricates pseudo-
problems and then offers commercial solutions), the culture industry undermines the capacity of
individuals to experience the painful consciousness of the most essential conflict at the heart of any
individual, namely their current state of enslavement versus the future possibility of real freedom.
According to Adorno and Horkheimer, the culture industry substitutes conflict with shock and
sensation, and this strategy of “Konfliktlosigkeit” ensures that audiences are not “zentral berlhrt”
(Adorno GS 3: 311). As a result of this strategy, spectators are losing their capacity to feel, to confront
suffering, and to think independently. In this way “Massenkunst” leads to chronic “Denk- und
Gedéachtnisschwéche” (312).

Es gibt keine eigentliche Konflikte mehr. Sie werden durchwegs surrogiert durch Schocks und
Sensationen, die gleichsam von aul’en einbrechen, meist konsequenzlos bleiben, jedenfalls glatt sich in
den streifenhaften Verlauf einfligen [...]. Ausgegangen wird von der Gedachtnisschwache der
Konsumenten: keinem wird zugetraut, da er sich an etwas erinnere, auf etwas anderes konzentriere, als
was ihm im Augenblick geboten wird. Er wird auf die abstrakte Gegenwart reduziert. Je bornierter aber
der Augenblick fur sich selber einzustehen hat, um so weniger darf er mit Ungliick geladen sein. Der
Zuschauer soll so unfahig sein, dem Leiden ins Auge zu sehen wie zu denken. (307)*

In Dialektik der Aufklarung, Adorno and Horkheimer argue that, before the advent of mass
culture and its concomitant stupefaction of consumers, the vital experience of the difference between
‘what is’ and ‘what could be’, which enabled a consciousness of dichotomy and conflict, had
traditionally been accessible to individuals in their encounter with works of art. Indeed, according to
Adorno and Horkheimer, the most important role and achievement of the work of art (that is, ‘high
art’,*" as opposed to the products of the “Kulturindustrie”) is that it embodies (and therefore facilitates)
the consciousness of conflict, and the possibility of alternative outcomes. Because of this, Adorno and
Horkheimer particularly admired modernist art, and held forth as exemplary the work of artists,
musicians and writers like Schoenberg, Kraus, Baudelaire, Beckett, Proust and Joyce, whose work is
characterised by unpredictability and the capacity to elude definitive interpretation.’®* The culture
industry on the other hand was characterised by very different aesthetic ends: “Kunst trachtet die
lastende Schwere des Artefakts durch die Kraft der eigenen Konstruktion aufzuheben, wéhrend
Massenkultur mit dem Fluch der Vorentschiedenheit sich identifiziert und ihn freudig vollstreckt.”
(Adorno GS 3: 310, m.e.) Moreover the mechanical reproduction of artwork under late modern

capitalism has the effect of further undermining the ability of art to serve a potentially liberating

16 Note here the similarity to Bachmann’s “epistemology of pain” and her reference to the public’s addiction to
shock and sensation.

" Here “high art” refers to one of the narrower definitions of culture that encompasses “objects of aesthetic
excellence” (Storey Cultural Studies and the Theory of Popular Culture 2).

¥ These names are mentioned in Dialektik der Aufklarung (Adorno GS 3: 157, 163) and Das Schema der
Massenkultur (Adorno GS 3: 312f.). Note that these artists are also included by Bachmann in her “Frankfurter
Vorlesungen” and in her interviews as examples of artists whose work she admired.
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function:

Die Technik der mechanischen Reproduktion als solche hat, vermdge dessen, was dem Original angetan
ward, bereits den Aspekt des Widerstandlosen. Gleichgiltig welche Schwierigkeiten eines
psychologischen Schicksals der Film vorfiihrt, dadurch daf er alle Vorgénge auf dem weiflen Band am
Zuschauer vorUberschleift, ist die Kraft der Gegensatze und die Mdglichkeit von Freiheit in ihnen
gebrochen und auf das abstrakte Zeitverhéltnis des Friheren und Spdteren nivelliert. Das Auge der
Kamera, das den Konflikt vorm Zuschauer gesehen und aufs widerstandlose ablaufende Band projiziert
hat, tragt damit zugleich Sorge, daB die Konflikte keine sind. (Adorno GS 3: 310, m.e.)

Thus, while the work of art formerly had the inherent potential for subverting social structures,
advances in technology (which led to the increasing commercialisation and commodification of art)
were undermining or tainting the work of art so that it was becoming decreasingly a catalyst for social

change and was therefore being rendered innocuous.
“Information” and “Erfahrung”

Like Benjamin, Adorno too was deeply concerned about “Erfahrungsschwund”, and in his joint

work with Horkheimer attributed much of this demise to the ascent of “Information”:

Der universale Informationscharakter ist das Siegel der radikalen Entfremdung zwischen dem
Konsumenten und dem unausweichlich nahen Produkt. Er sieht auf Information sich verwiesen, wo seine
Erfahrung nicht hinreicht, und der Apparat trainiert ihn dazu, bei der Strafe von Prestigeverlust als
informiert sich hervorzutun und der umstandlichen Erfahrung sich zu entschlagen. (Adorno GS 3: 320)

The supremacy of information was making us feel like lost and helpless visitors at an enormous
exhibition where we become increasingly dependent on the information that is foisted upon us and that
we in turn accept only too gladly in the hope of disguising our own inadequacies. Life has become an
endless “Informationsburo, das dem ohnmachtigen Besucher sich aufdrédngt, ihn mit Zetteln,
Wegweisern und Radiorezepten versieht und jedem einzelnen die Blamage erspart, allen andern
einzelnen als ebenso dumm zu erscheinen” (ibid.). The ascendancy of the information media has in

turn, Adorno and Horkheimer contend, hijacked our response to the visual:

Der Verfall des &sthetischen Bildcharakters wird von der Information am nachdriicklichsten gefordert.
Auch der Spielfilm wird zum news reel, zur Verlangerung der eigenen publicity: man lernt darin, wie
Lana Turner im Sweater aussieht, wie das neue Aufnahmeverfahren von Orson Welles funktioniert, ob der
Ton von FM wirklich von dem des alten Radios so verschieden sei. (321)

The culture industry, Adorno and Horkheimer insist, exploits our natural curiosity, turning the
previously deplored quality of indiscretion into officially sanctioned behaviour: “Information rechnet
mit Neugier als der Verhaltensweise, die der Zuschauer dem Gebilde entgegenbringt. Die Indiskretion,
die friiher den armseligsten Zeitungsschreibern vorbehalten war, ist zu einer Essenz der offiziellen
Kultur geworden.” (ibid.,, m.e.) We are veritably bombarded with information, to give us the

impression that we have universal access to the world—that nothing has been (or can be) kept from us:

Stets blinzeln die von der Massenkultur erteilten Auskiinfte. Die Millionenauflage des Lieblingsmagazins
breitet mit wichtiger Miene inside stories aus, und die Kamera konzentriert sich auf physische Details wie
das Opernglas von dazumal. Beide wollen bloR mit illusionsloser Miene und schlechtem Gewissen dem
Subjekt die Illusion bereiten, es sei auch hier noch dabei, nirgends ausgeschlossen. (ibid.)

This externally enforced compulsion “zum Antasten, Manipulieren, Hineinziehen, nichts draulRen
lassen kénnen” (322) is, according to Adorno and Horkheimer, intended to distract us from the

realisation that the system does not really tolerate “the new”, and this reflects the essentially fascist
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nature of the culture industry:

Je weniger Neues das System duldet, um so mehr missen die Ausgelieferten alle Neuigkeiten wissen, um
sich Uberhaupt noch als Lebendige und nicht als von der Gesellschaft beiseite Geschleuderte zu fiihlen.
Diese gerade, die Reservearmee der Outsider, 148t Massenkultur mitreden: sie ist der organisierte
Beziehungswahn und der Inbegriff der ¢ffentlichen Geheimnisse. Alle Informierten haben am Geheimem
Anteil, so wie im Nationalsozialismus allen das Privileg der esoterischen Blutsgemeinschaft offeriert wird.
Der Hang zur Erpressung aber, in dem Neugier und Indiskretion sich vollenden, ist ein Teil der Gewalt,
die der Faschist Unpriviligierten gegenlber stets zu ergreifen bereit ist. (ibid.)

The endgame is, however, not purely for psychological ends but very much for material gain.
The end purpose of information is to promote the consumption of those goods produced by the
monopoly system: “Dafuir sorgt schon die Beschrankung der Information auf das vom Monopol
gelieferte, auf Waren oder solche Menschen, deren Funktion im 6ffentlichen Betrieb sie zu Waren

macht.” (323) And here we find the connection with advertising:

Die Haltung des Informierten ist aus der des Einkaufenden entstanden. Soweit ist sie der Reklame
verwandt. Aber Reklame wird Information, wenn es eigentlich nichts mehr zu wahlen gibt, wenn das
Wiedererkennen der Marke den Wahlvorgang substituiert und wenn zugleich die Totalitat des Systems
jeden, der sein Leben erhalten will, dazu zwingt, solche Leistungen aus Berechnung zu vollbringen. Das
geschieht unter der monopolistischen Massenkultur. (ibid.)

It is only a short road from the advertisement to the command: “Drei Stufen in der Entfaltung der
Herrschaft Ubers Bedirfnis lassen sich unterscheiden: Reklame, Information, Befehl. Als
allgegenwaértige Bekanntmachung fuhrt die Massenkultur diese Stufen ineinander Gber.” (323f.) The

curiosity, that has been fostered by the culture industry is, however, a perversion of natural curiosity:

Die Neugier, die sie entfacht, reproduziert gewalttétig die des Kindes, die selber schon von Zwang, Betrug
und Versagung herriihrt. Neugierig wird das Kind, dem die Eltern die echte Auskunft verweigern. Sie ist
nicht jene urspriingliche Sorge ums Sehen, mit der alte und neue Ontologen sie triib verkuppelt haben,
sondern der schon verbogene und auf sich selbst zurtickgeworfene Blick. (324)

In this way, the culture industry has turned knowledge and curiosity, like everything else it touches,
into a commaodity: “Die Neugier, die die Welt zu Sachen macht, ist unsachlich: ihr kommt es nicht aufs

Gewulte an, sondern darauf, dalR man es weil3, aufs Haben, die Erkenntnis als Besitz.” (ibid.)
The enslavement of the “Kulturindustrie”

For all its manipulation of individual consciousness, however, the culture industry was not itself
the seat of power, according to Adorno and Horkheimer. Instead, the culture industry was just as much
at the mercy of the reigning monopoly controlled by the company directors of the industrial sector,
specifically the steel, petroleum, electricity, and chemical industries: the mass media (of which the
press was but one branch alongside others such as the radio, television and the film industries) was
merely the mechanism by means of which the wealthy and powerful elite enforced and expanded their
control and domination. Big business used the mass media and mass culture to consolidate its power
(and its profits), and was successful in manipulating individual consumers because of the way in which
it had set about commodifying needs. In comparison to the giants of industrial capital, then, the culture
industry itself was “schwach und abhéangig” (Adorno GS 3: 43): “Die Abhéngigkeit der méchtigsten
Sendegesellschaft von der Elektroindustrie, oder die des Films von den Banken, charakterisiert die
ganze Sphére, deren einzelne Branchen wiederum untereinander ékonomisch verfilzt sind.” (144)

Because of this, the players in the culture industry were all too eager to please their paymasters: “Sie
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mussen sich sputen, es den wahren Machthabern recht zu machen.” (143f.) The culture industry was
therefore, according to Adorno and Horkheimer, effectively both enslaver and enslaved**—an integral
part of a system of “domination” (38) or part of “der totalen, alle Beziehungen und Regungen
erfassenden Gesellschaft” (54), in which organisational efficiency and control were so firmly
entrenched, the world was evolving into a form of totally administered existence, which constituted an

“Ubergang zur verwalteten Welt” (9).

3.3.3 Benjamin, Adorno and Bachmann

Even without Bachmann’s explicit reference to Benjamin in the Sauerland interview, there is
much evidence of Bachmann’s familiarity with the writings of Benjamin, as numerous scholars have
noted.?’ Although she does not refer to Adorno in her public statements, there is also ample evidence
of an intellectual affinity there t0o.” Indeed, many scholars have stressed the importance of both
Benjamin and Adorno in relation to Bachmann’s oeuvre. Weigel, for example, refers to the “Dialog”
(Hinterlassenschaften 15)** between the writing of Bachmann and that of Benjamin and Adorno.
Weigel not only speaks of Bachmann’s “Interesse an Schriften aus dem Feld der Kritischen Theorie”
and of the “Affinitat zu Benjamins Denken” (99), but goes so far as to maintain that Bachmann’s prose
can be read as a “Fortschreibung einer >kritischen Theorie< mit anderen, ndmlich literarischen Mitteln”

(27), and discusses the affinities with the writings of Adorno and Benjamin extensively in her work.?

1% Bachmann alludes to such a vicious circle of enslavement in Malina in the scene where Ich is interviewed by
the journalist, Herr Miihlbauer (TP 3.1: 399). This scene is discussed in Chapter 7 of this study.

2 For example, Weigel (Hinterlassenschaften 22, 81, 364ff., 472ff., 490 et passim; and Body- and Image-space
172f. et passim). Weigel’s extended discussion of the “verschwiegene Intertextualitit” between Bachmann and
Benjamin in her article, “Stadt ohne Gewahr” (261ff.), includes references to editions of Benjamin’s work in
Bachmann’s private library (257, 261). Others who refer to the intertextuality with Benjamin include Bannasch,
who discusses Benjamin’s views on “Erfahrungsschwund” as it applies to “Drei Wege zum See” (Von vorletzten
Dingen 105ff., 110ff.) and Herrmann, who notes Bachmann indebtedness to Benjamin’s “Gedé&chtnistheorie”
(“Todesarten-Projekt: Das Buch Franza” 150). For an overview of Bachmann’s affinities with Adorno, Benjamin
and other critical theorists, see Schmaus (“Kritische Theorie und Soziologie”).

1 Weigel points out that the catalogue of Bachmann’s private library includes 20 books by Adorno (474).
Numerous other scholars have referred to and stressed the importance of the many traces of Adorno’s thinking
and writing in Bachmann’s work; see, for example Ahn-Lee (159ff.); Bartsch (Ingeborg Bachmann 175); Borhau
(152f.); Burger (22); Dierick (76); Grimkowski (Das zerstorte Ich 155, 297f.); Gutjahr (Fragmente 97, 193ff.);
Heidelberger-Leonard (“Ingeborg Bachmann und Jean Améry”); Hoéller (Das Werk); Kohn-Waechter (Das
Verschwinden in der Wand 12, 21 et passim); Lennox (“Geschlecht, Rasse und Geschichte” 158); Mahrdt
(“Society Is the Biggest Murder Scene of All” 175ff.; Offentlichkeit 217, 220ff., 249 et passim); Schmaus
(“Kritische Theorie und Soziologie” 216f.); Stoll (Erinnerung als &sthetische Kategorie 235f., 241f.); Toller (10);
and Weigel (Body- and Image-Space 170, 173 et passim; Hinterlassenschaften 74ff., 76ff., 171ff. et passim).

22 Sharing Albrecht’s reservations about the use of the term “Dialog” in this context (Die andere Seite 33), |
avoid its use in this dissertation.

2 Weigel makes the same point in Body- and Image-space where she asserts: “Although some of [Bachmann’s]
stories in [...] The Thirtieth Year deconstruct several philosophical theorems in Wittgensteinian manner, her
literary involvement [...] centred on a stronger reference to Critical Theory, in particular to Dialectic of
Enlightenment and Benjamin’s work, than to Wittgenstein” (Body- and Image-Space 173). (It has not been
possible to locate a German version of Body- and Image-space. Weigel’s German publication Leib- und Bildraum
(1992), whose title suggests that it is the German version of the same work, is a completely different book that
contains a short essay by Weigel on Benjamin but does not refer to Bachmann at all.)
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Indeed, Weigel not only insists that the traces of their work in Bachmann’s literary oeuvre establishes
Bachmann as a “Diskursanalytikerin avant la lettre” (27), but also contends that Bachmann’s writing
reveals much stronger affinities with “Adorno und anderen Philosophen aus dem Umfeld der
>Kritischen Theorie« [...] als zu den Uberstrapazierten Bezligen zu Wittgenstein und Heidegger” (6). In
the light of these intellectual connections with both Benjamin and Adorno, then, it will be of interest to
this study to discover the extent to which aspects of Bachmann’s literary portrayal of the journalistic

media echo Benjamin and Adornao’s critique of the mass media.

3.4 Gustav René Hocke and Hans Magnus Enzensberger

As Lennox points out in her overview of Bachmann research, investigations of Bachmann’s
intertextual references to the works of other writers and philosophers “von Holderlin und Novalis tber
Proust und Musil bis zu Paul Celan und Max Frisch” constituted one of the new directions that
Bachmann scholarship pursued from the early 1990’s onwards (“Rezeptionsgeschichte” 32). However,
investigations of intertextual references and studies of intellectual affinities, such as Weigel’s
(Hinterlassenschaften), have to date paid scant attention to writers and others from Bachmann’s circle
of friends or acquaintances, who had direct or indirect connections with journalism. Thus, for example,
| believe that it would be enlightening to investigate Bachmann’s intellectual affinities with a writer
like Alfred Andersch, who worked as a journalist during and after the war, and who, like Bachmann,
portrayed journalists in his literary work.?* Although Weigel touches on Bachmann’s dealings and
correspondence with Andersch who was one of her “intensivere Kontakte” in the Gruppe 47 in the
early years (Hinterlassenschaften 312),% 1 believe that this relationship, and perhaps others like
Heinrich Béll—another contemporary who portrayed journalism in his literary work**—warrant closer
and more detailed investigation in future Bachmann research. Other contemporaries and acquaintances
who could be of interest for research into Bachmann’s portrayal of journalism include the left-wing

scholar, author and critic, Hans Mayer,?” and the French journalist, Pierre Evrard,?® whom she

2 Most notably, the protagonist of Andersch’s novel Efraim is a journalist.

% For more on the Bachmann-Andersch connection, see Weigel (Hinterlassenschaften 335). While Weigel
hesitates to use the word friendship in connection with Andersch, Hoell describes Andersch as one of a number of
closer and more lasting friendships (65).

%6 For example, BolI’s novel, Die verlorene Ehre der Katharina Blum, was a scathing indictment of the German
tabloid press.

?" Riha observes that in 1957 Mayer, “der bis dahin gewiR als kein Anhénger des Wiener Satirikers gelten
konnte” (59f., m.e.) expressed the view that Kraus may not have been that far off the mark in his claim that the
press and its “schwarze Magie” was responsible for events like World War 1. Perhaps it is a coincidence that
Mayer appears to have had a change of heart about Kraus in the same year that he organised a conference on
literary criticism in Wuppertal—a conference attended by Bachmann, Celan, Enzensberger and Boll (Weigel
Hinterlassenschaften 445, 568)—but it would be interesting to research this intellectual affinity in relation to
Bachmann’s “Pressekritik” as well.

%8 Albrecht and Géttsche refer to the “langjahrige Freundschaft” between Bachmann and Evrard (“Leben und
Werk” 7) and Weigel mentions Evrard in passing as one of Bachmann’s “intim[e] Beziehungen” in connection
with Paris (Hinterlassenschaften 370). Henze notes the presence of Evrard, a “Pariser Freund der Inge” at the
clinic at the time of Bachmann’s death (Reiselieder mit béhmischen Quinten 401).
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befriended in Harvard in 1955 and visited in Paris later that year (H6ller Ingeborg Bachmann 103f.).

Although it would be well beyond the scope of this study to pursue an investigation of Andersch,
Boll, Mayer or Evrard in relation to Bachmann’s “Pressekritik”, | nevertheless believe that there are
two figures that are worth singling out for a preliminary exploration of potential intellectual affinities
in relation to Bachmann’s literary portrayal of the journalistic media: Gustav René Hocke and Hans
Magnus Enzensberger. Hocke and Enzensberger were not only friends of Bachmann who were living
in Rome and actively engaged in journalism at the time that Bachmann was writing for Radio Bremen

and the WAZ, but were also closely acquainted themselves (Hocke Im Schatten des Leviathan 434f.).°

3.4.1 Bachmann and Gustav René Hocke

Although there is no explicit connection between Bachmann’s critique of the press and mass
media in her non-literary pronouncements, and the writings or views of Gustav René Hocke, | believe
that Hocke represents an important and heretofore uninvestigated intellectual affinity in Bachmann’s
work. Given the current restricted access to much of the private and personal documents in the
Bachmann archives in Vienna, it is not possible to discover whether Bachmann expressed strong
personal views about journalism in those private documents. The unpublished material currently
available in those archives does not reveal anything about Bachmann’s personal views of journalism. It
is, however, possible to access research material in the Deutsches Literaturarchiv in Marbach that sheds
light on the personal views about journalism held by Hocke, who recommended Bachmann to Radio
Bremen’s Hans-Herbert Westermann® in 1954, and who was described by Westermann as “der Nestor

der rdmischen Korrespondenten” at the time (Radio Bremen Lange Radio-Nacht).

The nature and significance of Bachmann’s relationship with Hocke is an area of academic
research that has been effectively overlooked apart from brief references to the fact that he
recommended Bachmann’s journalistic services to Radio Bremen and the WAZ.** One of the few
studies to suggest any form of intellectual affinity is Kanz, who draws attention to the inclusion of
Hocke’s name in Bachmann’s “Frankfurter Vorlesungen”, and notes that Bachmann and Hocke had a

common psychological interest in “Angst” (“Psychologie, Psychoanalyse und Psychiatrie” 224).%

2 Hocke describes Enzensberger as belonging “zu den »Enfants terribles« Europas, die die neue Briichigkeit
pseudo-abendléndischer Scheinwerte witterte, entblote und bekdmpfte, wenn auch vielfach in einer
Widersprichlichkeit »zwischen eigenem poetischen Schaffen«, im »wertfreiem« Sinne, und einer
sozialpolitischen Demolierungs-Sucht steckend” (Im Schatten des Leviathan 435). He goes to praise him as
“nicht nur genialisch, sondern scharfsinnig; nicht nur reich an Visionen, sondern auch an historischen
Vergleichsmdglichkeiten. Fur seine Jugend hatte er eine verbliiffend umfassende Bildung” (ibid.).

% Westermann was “Politikchef” at Radio Bremen at the time he employed Bachmann (Radio Bremen Lange
Radio-Nacht).

31 One of the only two references that Bartsch makes to Hocke is to include him in a list of those who wrote
“geschmacklos[e] Nachrufe” for Bachmann (Ingeborg Bachmann 3). Holler does not mention him at all in his
2001 monograph. Hoell, however, refers to him several times and quotes from the correspondence between
Hocke and Bachmann (74, 84, 90).

%2 For further references to Hocke, see Albrecht and Géttsche (Bachmann-Handbuch 7, 10, 224 and 288).
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Hocke and his friendship with Bachmann

Despite the publication of several books and his long-held hopes of earning a full-time living as
a writer, Hocke spent most of his life as a career journalist. Working as an Italian foreign
correspondent before, during and after the Second World War, Hocke was captured by the Americans
and taken to the USA as a prisoner of war, where he was transferred to a New York state POW camp in
1944. There he was commissioned (along with number of other German nationals with journalistic
backgrounds) to start a newspaper for German prisoners of war—an initiative of senior staff in the US
Army, who were hoping to use this POW publication as a form of “re-education” (or counter-
propaganda) to instil democratic ideas in the German POWSs and to help reconcile them to the end of
the National-Socialist regime (Hocke Im Schatten des Leviathan 244-249). It was at this POW camp
and as Chief Editor of the POW newspaper, called Der Ruf, that Hocke first worked with Alfred
Andersch and Hans Werner Richter, who later co-founded the post-war German journal, Der Ruf, to

which Hocke contributed articles.

Hocke’s diary entries describe how he recommended Bachmann to the WAZ and Radio Bremen
because he wanted to embark on some extended travel and needed to find someone to fill in for him as
the Roman correspondent while he was on leave. From other diary entries and the letters in his
NachlaR, it appears that he and Bachmann were more than just part of the same circle of acquaintances
in Rome: they were close friends. In Bachmann’s letters to Hocke, the relaxed, informal way in which
she addresses Hocke provides evidence of a close friendship; in each letter, for example, in letters
dated 19 November 1958 and 7 February 1960 Bachmann pleads with Hocke not to “punish” her for
her own delays in writing, by letting her wait too long for a reply (Bachmann [Briefe an Gustav René
Hocke]). The closeness of their friendship also seems to be indicated by the insertion in his journal
papers of a small cut-out from a postcard, on which is handwritten the date, time and place of
Bachmann’s birth as well as the birthdays and birthplaces of her parents.*® Given their close friendship
and the journalistic connection between them, it would be surprising if Bachmann was not aware of
Hocke’s views on journalists and journalism, which are only too clear from many of the documents in
his NachlaB.** In his published memoirs Hocke writes of their “damaligen Zwiegespréache, von kaum

jemandem gestort” which lasted some two years before they broke off their friendship because it had

Weigel points out that Hocke and Bachmann belonged to the same circle of German intellectuals and writers that
frequently met in Rome in 1954 (Hinterlassenschaften 465; see also Hocke Im Schatten des Leviathan 385ff. and
Bartsch Ingeborg Bachmann 173) and notes that Bachmann includes him amongst the many literary names cited
in her five “Frankfurter VVorlesungen” (200). However, Weigel’s long list of writers and other intellectuals, who
might form part of a never-ending research project into Bachmann’s intellectual affinities and friendships, omits
Hocke (18).

% The text written on the back of part of a postcard featuring “CA'Giustinian — Venez” on the front, reads
“25.6.1926 20"25 Freitags in Klagenfurt. Mutter geb. 14.1.1901 in Osterreich. Vater geb. 25.4.1895 in
Osterreich”. When viewed in Marbach in October 1998, this insert was located just before a diary entry dated
23.3.1952 and not long after a diary entry dated 15.3.1952 in which Hocke expresses his hatred for the
superficiality of journalism (Hocke Tagebiicher ab 1952).

% The Hocke-NachlaB also contains barely legible notes entitled “Literatur und Journalismus. Entwurf zur
Preis-Rede 1967”. Due to time constraints | was unable to examine these notes in detail.
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developed to the point of representing a potential threat to his marriage (Im Schatten des Leviathan
397).

Hocke’s views on the press

While working on the POW newspaper in the USA, Hocke wrote a long, unpublished (and
undated) treatise-like document called Die Presse in Deutschland, which was subtitled Exposé ueber
die Lage der Presse unter dem nationalsozialistischen Regime und Vorschlaege fuer ihre Gestaltung
nach dem Kriege (spelling a.p.0.).*® Hocke’s paper documents the National Socialist strategy of
replacing the “Typ der objektiven Informationszeitung” with “propagandistisch[en] Massenzeitungen”
and describes in detail “[d]ie Organisation der Pressediktatur” (Die Presse in Deutschland 1). In that
document Hocke also refers to what he saw as the “Herabwuerdigung zu geistigen Prostituierten” in
the journalistic profession during the Nazi period (10). According to Hocke, the journalists, publishers
and editors that thrived during this era in German history were the lowest of the low. While some may
have been political fanatics and ideologues, the great majority were scoundrels and fraudsters. Using
words that echo Kraus’s critique of the mercenary and immoral character of those in the press, Hocke

observes:

Es gab wohl keinen Stand, der im Ansehn der Oeffentlichkeit tiefer gesunken war, als der journalistische.
Da auf oeffentliche Veranstaltungen meist vorzugsweise Vertreter der Parteipresse eingeladen wurden,
ergab sich nicht nur ein geistig unerfreuliches Bild. Die meisten “Journalisten” der Parteipresse waren
gescheiterte Existenzen, verkrachte Studenten, Abenteurer, Scharlatane, ja VVerbrecher und Betrueger. lhr
Zynismus war ebenso gross wie ihre Gewissenlosigkeit. Es gab gewiss auch viele darunter, die
ueberzeugte Hitleranhaenger waren. Es waren die Fanatiker. Andere waren es nur teilweise oder
ueberhaupt nicht. Diese betrachten ihren Beruf, als seien sie Verkaeufer einer Meinungsware; sie waren
nichts weiter als nihilistische Haendler, die heute braune und morgen Worte in irgendeiner anderen
Farbe verkaufen wuerden. (15, m.e.)

When Hocke returned to full-time journalism after the war because he could not support himself
with his literary work alone, his attitude to journalism remained negative and cynical. In a diary entry
dated 13 July 1947, for example, he writes: “Journalismus erscheint mir problematischer denn je.
Sehnsucht nach echter schopferischer Arbeit wieder da.” (Hocke Tagebuicher 1946-1948) And two
years later, in a diary entry dated 30 September 1949, he bemoans the deleterious impact of his

journalistic work on his literary creativity.

Ich traume jetzt von kleinen Ubungen, von Etiiden von einem neuen Anfang. Es ist als stiinde ich in
meiner zweiten Lebenshélfte zum ersten Mal bald wieder vor einem weissen Blatt Papier.

Doch miisste ich einen Monat lang zuerst nichts anderes tun, als wieder gute deutsche Prosa lesen, um
mich innerlich vom Zeitungsdeutsch und von den Begriffen der Zeit zu reinigen, so wie einer der nach
langer Wanderung ein schénes Ziel erreicht hat und sich von Staub und Schlamm der Wege, Dickichte
und Abgrinde reinigt. (Hocke Tagebiicher ab April 1949)

By 1952, Hocke’s despair about journalism had intensified to the point where he not only
explicitly declares his intense hatred for his profession but describes it in terms of prostitution—an
expression that he had used seven years earlier in his characterisation of the press under the National

Socialist regime. In an entry dated 15 March 1952, Hocke writes:

* Quotes from documents in Hocke’s NachlaR retain their original spelling.
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Wie ich den Journalismus hasse! Es wird immer oberflachlicher. Ich beherrsche ihn und ,leiste® das
Notige, um zu leben, aber Spengler hat recht: es handelt sich doch um eine Form der universellen
Prostitution. Jedenfalls ist die dekadente Tagespresse von heute der beste Ausdruck flr unser starres,
boses, leeres, Massen Zeitalter. (Hocke Tagebiicher ab 1952, spelling a.p.0., m.e.)

This description of the post-war press as a “Form der universellen Prostitution” is of particular interest
to my study of Bachmann’s portrayal of the journalistic media given that in Malina, Ich refers to
“universelle Prostitution” in a passage that follows on from her description of her own experiences
working in the press (TP 3.1: 595). In the light of both the friendship and the journalistic connection
between Hocke and Bachmann, | believe it is possible that Bachmann’s negative view of journalists
and journalism was not just a reflection of her own experience and observations, but perhaps also

informed by the experience and views of her friend and journalistic colleague.

3.4.2 Bachmann and Hans Magnus Enzensberger

Like Hocke, Enzensberger is one of those figures whose relationship with Bachmann has only
been touched on in Bachmann research. Albrecht, however, draws particular attention to him as an
instance of a promising “weitere Konstellation >poetischer Korrespondenz<” (“Deutschsprachige
Literatur nach 1945 289). Given his participation in the ongoing “Zeitungsdebatte” in his writings on

the mass media, | believe he also represents an important intellectual affinity in other ways.
Enzensberger’s friendship with Bachmann

Bachmann was well acquainted with Enzensberger: Weigel includes him as one of Bachmann’s
“Freundschaften” (Hinterlassenschaften 312)% and points out that in October 1957 Enzensberger took
part in a literary conference in Wuppertal that was also attended by Bachmann, Celan and Boll (445,
568),%” and that Bachmann visited Enzensberger in Lannvia, Italy in June 1959 (563ff.).*® A number of
other scholars make scattered references to Enzensberger in their studies of Bachmann’s life—
references that usually take the form of a simple statement about literary, political or social events that

both attended.* Albrecht points out that Bachmann’s friendship with Enzensberger was such that it

% Cf. Hoell (65). For more on the friendship between Bachmann and Enzensberger, see Achberger
(Understanding 58, 62), Albrecht and Goéttsche (“Leben und Werk” 11-13, 16-18) and Weigel
(Hinterlassenschaften 335, 573).

371957 was also the year in which Enzensberger’s collection of poems Verteidigung der Wélfe was published,
featuring not only the eponymous poem that Bachmann refers to in her “Frankfurter VVorlesungen”, but also the
well-known satirical piece about the tabloid press, “Bildzeitung” (83).

% It was in the following winter that Bachmann wrote her “Frankfurter Vorlesungen”, the second of which
refers to Enzensberger’s poem “Verteidigung der Wolfe gegen die Lammer” (W 4: 210).

* For example, Enzensberger accompanied Ingeborg Bachmann on her first trip to the DDR (Leipzig) in March
1961 at the invitation of Hans Mayer (Bareiss-Ohloff 174); from 1961 to 1963 both Enzensberger and Bachmann
participated in the Gulliver project (Hoell 114); in March 1962, Johnson and Enzensberger visited Bachmann in
Rome (Albrecht and Gottsche “Leben und Werk im Uberblick” 13); in 1965 Bachmann and Enzensberger (along
with others) signed an anti-Vietham declaration, and in the autumn of that year she and Enzensberger were
elected to the committee of COMES (Albrecht and Géttsche “Leben und Werk im Uberblick” 16); in 1967
Bachmann participated in a London conference along with Enzensberger (Bareiss-Ohloff 176); and in
correspondence to Andersch, Uwe Johnson (both Andersch and Johnson were mutual friends of Bachmann)
mentions going to dinner at Gunter Grass’s with Bachmann and Enzensberger in October 1964 (Frisch 11, fn.1).
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was even a source of jealousy for Max Frisch (“Deutschsprachige Literatur nach 1945” 288). Of much
greater interest to this study is of course the extent to which the attitude and views of Enzensberger
may have informed, or been reflected in, Bachmann’s literary portrayal of the journalistic media. In her
brief but, | believe, important exploration of the Enzensberger—-Bachmann connection, Albrecht’s
examples of the way in which Enzensberger did not hold back from chastising Bachmann on occasion,
for example, in relation to one of her poems and her essay “Wir miissen wahre Sétze finden” (ibid.),

shows that the friendship with Enzensberger was certainly a forthright one.
Enzensberger as an important commentator on the mass media

As Riha points out, Enzensberger was an important figure for the “Wiederbelebung der
politischen Lyrik und [die] Politisierung der Literatur Gberhaupt”, as well as the “Wiederaufnahme der
»Sprachkritik der Zeitung« und ihr[e] Weiterfihrung® (63).*° The articles in which Enzensberger
expounds his views on the mass media include his 1962 essay, “BewuBtseins-Industrie” (Einzelheiten
7-15). In this essay Enzensberger points out that, with the increasing advances of technology, media
critique hardly ever mentions newsprint and publishing anymore, even though observations about the
press made more than a century ago before the advent of new technologies are still relevant today
(“BewuRtseins-Industrie” 9). Meaningful discussion of the mass media as a whole had thus become
diluted and ineffective because of the tendency to undertake separate analyses of each new emerging
branch of the mass media, thus leaving “die BewuBtseins-Industrie im Ganzen aufRer Betracht” (ibid.)

even though it had become a “Schliisselinstanz der modernen Gesellschaft” (15).

According to Enzensberger, those who focus on the commercial exploitation perpetrated by the
“BewuBtseins-Industrie” miss the point because the primary aim of the consciousness industry is not so
much to sell products but to perpetuate “die existierende Herrschaftsverhaltnisse” (12) by exploiting
the consciousness that they induce and foster. The driving force behind this manipulation of
consciousness is the determination of the wealthy few to sustain their accumulation of wealth by
undermining in the work force “die Fahigkeit, zu urteilen und sich zu entscheiden” (13). By
manipulating consciousness, the wealthy few are able to continue their “[m]aterielle Ausbeutung” of
the masses, but this form of exploitation is now so well camouflaged “hinter der immateriellen
Deckung”, that the consciousness of exploitation has been effectively suppressed and eradicated:
“Abgeschafft wird nicht Ausbeutung, sondern deren Bewultsein.” (ibid.) Enzensberger’s views on the
mass media therefore show a great affinity with Adorno and Horkheimer’s critique of the culture

industry.

0 Heeding, and agreeing with, Weigel’s warning about misusing the concept of “Sprachkritik”, I have avoided
using the term in this dissertation: “Nun kann man in der Philosophie allenthalben eine Klage tber die Phrase, das
Gerede oder Geschwaétz finden, oft verbunden mit einer Kritik an Formen der 6ffentlichen Rede, ohne daf? sich
deren Autoren unter dem einheitlichen Titel einer Sprachkritik verbinden lieBen.” (Hinterlassenschaften 122)
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Enzensberger and hope for the individual

Unlike Adorno and Horkheimer, however, Enzensberger does not have an unremittingly bleak
picture of helpless individuals at the mercy of the powerful few. Instead he is heartened by the

contradictions inherent within the system, the most fundamental of which is its dialectical nature:

Ausbeuten lassen sich nur Kréfte, die vorhanden sind; um sie, im Dienste der Herrschaft, zu
domestizieren, mussen sie erst erweckt werden. Dall es nicht mdglich ist, sich dem Zugriff der
Bewultseins-Industrie zu entziehen, ist oft bemerkt und stets als Beweis fiir ihre bedrohliche Natur
gedeutet worden; daf? sie aber die Teilnahme aller einzelnen am Ganzen erwirkt, kann sehr wohl auf jene
zuriickschlagen, in deren Dienst das geschieht. (14)

Thus, unlike Adorno and Horkheimer, who foresaw a system of total domination and control,
Enzensberger believes that there are, inherent in the system, opportunities for subversion, because,
regardless of the most concerted attempts, the consciousness industry is “nie total kontrollierbar”
(ibid.):

Zum geschlossenen System laRt sie sich nur um den Preis ihres Absterbens machen, das heifit dadurch,
dal man sie selber gewaltsam bewuRtlos macht und sich ihrer tieferen Wirkungen begibt. Auf diese
Wirkungen aber kann heute schon keine Macht mehr verzichten. (ibid.)

Enzensberger therefore criticises the pessimistic view that speaks of the powerlessness of the many, in
the face of daunting manipulative power as unnecessarily defeatist, or alternatively naive, pointing out
that “Kulturkritik” is itself “ein Teil dessen, was sie kritisiert, als kdnnte sie Uberhaupt dulRern, ohne der
BewuRtseinsindustrie sich zu bedienen, oder vielmehr: ohne daR diese sich ihrer bediente” (15, spelling
a.p.o.). For Enzensberger it is therefore both precious and futile to try to opt out of the existing system:
“Es handelt sich nicht darum, die Bewultseins-Industrie ohnméchtig zu verwerfen, sondern darum,
sich auf ihr geféhrliches Spiel einzulassen. Dazu gehoren neue Kenntnisse, dazu gehort eine

Wachsamkeit, die auf jegliche Form der Pression gefalit ist.” (15, m.e.)

Enzensberger’s essential optimism in the face of what he nevertheless considers a powerful and
threatening danger therefore represents a very different stand to the positions of Kraus, Adorno and
Hocke. Although at first glance, Enzensberger’s position would appear to have little resemblance to
Bachmann’s views on the journalistic media as expressed in her public statements, the call to
“Wachsamkeit” and the goal of “neue Erkenntnisse” are certainly points of commonality and so is, |
would argue, an optimistic faith in the underlying resilience of the individual who may be threatened
but not inevitably doomed. This is a line of argument that | will be examining more closely in my

analyses of Bachmann’s literary portrayal of the journalistic media over the next five chapters.

3.5 Context and transition

The purpose of this and the previous chapter was to provide historical, autobiographical and
intertextual contexts for Bachmann’s portrayal of the journalistic media. My intention in these chapters
was not to offer detailed coverage of these contexts, but rather to present evidence of the potential for

further research in these areas and at the same time to provide background material that will be drawn
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on from time to time in elucidating aspects of Bachmann’s literary engagement with the press and
related mass media.** These historical, autobiographical and intertextual contexts therefore represent
only a secondary focus of this study. The primary focus of this dissertation is a comprehensive and
detailed analysis of Bachmann’s portrayal of the journalistic media in her literary work, which begins

in the following chapter.

*1 While this study provides a preliminary investigation of intellectual affinities between Bachmann and a
handful of writers and intellectuals whose views on the journalistic media Bachmann seems to have shared, there
is scope for more detailed studies of intertextual and other connections between Bachmann and writers such as
Hocke, Enzensberger and Evrard, as well as Béll and Andersch. Although a number of scholars have addressed
the affinities between Bachmann and Benjamin (primarily Weigel), this too is an area that has not been
exhausted, and there appears to be a particular need for more comprehensive and systematic research into the
connections between Bachmann and Adorno. Similarly, as mentioned earlier, Bachmann’s affinities with Kraus
have received insufficient attention and would therefore also be a fruitful topic for further investigation.
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4.1 Introduction

This chapter investigates Bachmann’s references and allusions to the journalistic media in the
poems “Herbstmandver”, “Holz und Spane” and “Reklame”. Written between 1952 and 1957, these
poems are a product of the period during which Bachmann was actively engaged in journalism, initially
at Rot-Weil3-Rot and subsequently as a foreign correspondent for Radio Bremen and the WAZ. It was
also during this period that the journalistic media brought Bachmann to the attention of the reading
public as a literary celebrity. Although Bachmann wrote a number of poems after 1957 (for example,
“Wahrlich”, “Enigma” and “Keine Delikatessen”) there are no direct references to the journalistic

media in her later poetry.

4.2 “Herbstmanover”

Ich sage nicht: das war gestern. Mit wertlosem
Sommergeld in den Taschen liegen wir wieder

auf der Spreu des Hohns, im Herbstmandver der Zeit.
Und der Fluchtweg nach Siiden kommt uns nicht,
wie den Vogeln, zustatten. Voriber, am Abend,
ziehen Fischkutter und Gondeln, und manchmal
trifft mich ein Splitter traumsatten Marmors,

wo ich verwundbar bin, durch Schénheit, im Aug.

O~NOO O~ WN R

9 Inden Zeitungen lese ich viel von der Kalte

10 und ihren Folgen, von Tdérichten und Toten,

11 von Vertriebenen, Mérdern und Myriaden

12 von Eisschollen, aber wenig, was mir behagt.

13 Warum auch? Vor dem Bettler, der mittags kommt,
14 Schlag ich die Tur zu, denn es ist Frieden

15 und man kann sich den Anblick ersparen, aber nicht
16 im Regen das freudlose Sterben der Blétter.

17 Laft uns eine Reise tun! Lalt uns unter Zypressen

18 oder auch unter Palmen oder in den Orangenhainen

19 zu verbilligten Preisen Sonnenuntergénge sehen,

20 die nicht ihresgleichen haben! LaRt uns die

21 unbeantworteten Briefe an das Gestern vergessen!

22 Die Zeit tut Wunder. Kommt sie uns aber unrecht,

23 mit dem Pochen der Schuld: wir sind nicht zu Hause.

24 Im Keller des Herzens, schlaflos, find ich mich wieder

25 auf der Spreu des Hohns, im Herbstmandver der Zeit. (W 1: 36)

“Herbstmandver”, the first of Bachmann’s poems to feature an explicit reference to journalism,
was read on Nordwest Deutscher Rundfunk (NWDR) in November 1952." In an article devoted to the

poem and written in 2000, Bartsch argues that, although “Herbstmandver” appears at first glance to be

! Published in Wort und Wahrheit in January 1953, “Herbstmanéver” was subsequently included in
Bachmann’s first collection of lyric poetry, Die gestundete Zeit, later that year (W 1: 644).
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unremarkable, Bachmann’s positioning of the poem between “Alle Tage” and “Friiher Mittag” in the
first radio broadcast, and its placement in close proximity to the title poem of Die gestundete Zeit,
suggest that she saw it as a relatively important piece (“Ingeborg Bachmanns »Herbstmanéver«” 90).
This view does not, however, appear to be common in Bachmann scholarship, where, Bartsch observed
at the time, there had been little in the way of significant commentary on the poem (89).% | share
Bartsch’s view that “Herbstmandver” has been unjustly neglected and therefore provide a detailed
analysis of this poem, which offers a literary critique of two closely-related branches of the culture

industry: the press and the advertising industry.

Set in Cold War Germany, “Herbstmandver” alludes in its title to the NATO military exercises,
which took place in Germany every autumn (Achberger Understanding 15). The starting point of the
poem is a consciousness of the undeniable connection between the past and the present (“Ich sage
nicht: das war gestern”) and a disheartened but sober acknowledgement of the moral and material
bankruptcy of the times (“Mit wertlosem / Sommergeld in den Taschen liegen wir wieder / auf der
Spreu des Hohns, im Herbstmandver der Zeit”), which, the poem implies, is directly related to that
“gestern”. Despite the underlying suggestion that “we” have been duped and abandoned, the poem’s
opening lines concede that we share some responsibility for this state of affairs: “we” are the ones who
have once more failed, because of our stupidity or laxity. The poetic voice also sees all too clearly, that
although it would be tempting to escape our demoralising circumstances—by moving on like other
creatures of nature when confronted with the imminent discomforts of a harsh winter—physical flight
is not an option for us: “Und der Fluchtweg nach Stiden kommt uns nicht, / wie den VVdgeln, zustatten.”

Nor is it advisable to escape into the aestheticism of visual beauty, either natural or man-made:

[...] Voriiber, am Abend,
ziehen Fischkutter und Gondeln, und manchmal
trifft mich ein Splitter traumsatten Marmors,

wo ich verwundbar bin, durch Schénheit, im Aug.”*

Having discounted the viability of escape as an option in the first stanza, the poetic persona is
confronted in the following stanza with everyday reality as mediated by the press, which, according to
the concatenation of negative imagery in the first four lines of the central stanza, offers a most
depressing scenario of bad news: stories about bad weather and natural catastrophes (“In den Zeitungen
lese ich viel von der Kélte / und ihren Folgen / [... ] und Myriaden von Eisschollen™); and stories of

human folly, death and violence, dislocation and suffering (“von Torichten und Toten, von

2 As one of the few worthwhile studies of this poem, Bartsch cites Oelmann’s 1980 analysis, which examined
the “Herbstmandver” in terms of the “»Verhdltnis« des Dichters zur Schonheit” (“Ingeborg Bachmanns
»Herbstmandver«” 89).

¥ According to Bartsch, these lines allude to August Platen’s poem, Tristan, and expose “die selbstgeniigsame
Kunst [als] Lige” (“Ingeborg Bachmanns »Herbstmandver«” 91). While this interpretation addresses the critique
of self-satisfaction, it does not address the “traum-" component of the key adjective “traumsatten”, whose
connotations of escape into fantasy and sleep feature prominently in Bachmann’s critique of the journalistic
media. Cf. my analysis of “Reklame” later in this chapter and my discussion of “Ein Geschaft mit Traumen” in
Chapter 5.
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Vertriebenen [und] Mdrdern™). Newspapers, it seems, are permeated with depressing and frightening
stories. Media analysts point out why this is so: “Bad news is good news. It is generally unexpected
[...], unambiguous [...], it happens quickly [...], it is consonant [...] with general expectations about the
world, and hence its threshold ([...] is lower than that for positive news.” (Hartley Understanding News
79) In “Herbstmandver” the disproportionate amount of bad news compared to good news in the press
is not only made explicit in the juxtaposition of “viel” and “wenig”, but also structurally represented by
the use of only four words in “wenig was mir behagt”, in contrast to the preceding three and a half lines

of bad news.

This exposure to the bad news content of the press has a noticeable impact on the outlook of the
poetic persona. Thus, in the first stanza, the poetic persona expresses despondency when directly
experiencing depressing external reality, but nevertheless accepts personal responsibility, and wistfully
but honestly recognises the futility of flight (either physical through travel or metaphorical through
aesthetic pursuits). In the second stanza of the poem, however—and thus at the heart of the poem, both
literally and metaphorically—we find that the response to the “reality” reported in the press (as
opposed to the reality of personal experience) is bitterness and heartlessness: “Vor dem Bettler, der
mittags kommt, / Schlag ich die Tur zu, denn es ist Frieden / und man kann sich den Anblick ersparen
[...].”* Instead of creating empathy for fellow-sufferers, the bad news in the press generates and
entrenches selfishness, and increases social isolation. The mediation of the press also leaves the poetic
persona (who, in the first stanza, expressed an appreciation of both natural and man-made beauty)
incapable of seeing beauty in nature anymore: all she® can see is “das freudlose Sterben der Blétter [...]

im Regen”.
Journalism and the commercial exploitation of pain

The third stanza, however, depicts a dramatic turnaround in mood. Whereas the poetic persona
accepts (albeit begrudgingly) in the first stanza that flight from present discomfort is not a viable option
for humans, this attitude changes in the third stanza: suddenly escape is not only a possibility but a very
much desired course of action.® And with this change of belief, the sense of alienation and world-
weary (even bitter) resignation in the first two stanzas is instantly transformed into a euphoric and
enthusiastic summons to travel. The wording of this summons (lines 17-20), however, makes it clear

that the transformation is not the outcome of a personal epiphany but instead a continuation of “the

* The imagery of this stanza might be an allusion to the way in which National Socialism lives on in post-war
Germany, albeit in a less obvious fashion: for example, the beggar at the door might be an allusion to the winter
charity collections that the Nazis ran (Stadler 164).

> Although Bachmann pointed out that she often wrote from a male perspective (Gul 99f.), this study will
assume that the voice is female unless it is clear from the context that the voice is male.

® The difference in attitude in stanzas 1 and 3 compared to the central stanza also emerges from Bachmann’s
use of personal pronouns. Here | see the predominance of the first person singular in the second stanza as
underscoring the selfishness of the poetic persona’s outlook whereas the alternation between singular and plural
in the first and last stanzas suggests the remnants of a sense of community. For an alternative interpretation, see
Stoll (Erinnerung als asthetische Kategorie 55).
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press talking”—this time, not news content, but advertising content.

Newspapers may contain bad news, but they also contain in their advertisements the opposite in
the form of promises of a better, happier life. Indeed it appears, from the logic of the poem, that
reading the bad news in the press not only makes newspaper readers more depressed than they already
are, but also renders them more susceptible to the seductions of that better, happier life conjured up in
press advertisements. Writing from a left-wing perspective almost identical to that of the Frankfurt
School, the Australian researcher, Clive Hamilton, draws attention to the importance of discontent as a

core advertising strategy and its centrality to consumer capitalism:

[W1]hile economic growth is said to be the process whereby people’s wants are satisfied so that they
become happier [...] in reality economic growth is sustained only as long as people remain discontented.
Economic growth does not create happiness: unhappiness sustains economic growth. Thus discontent must
be continually fomented if modern consumer capitalism is to survive. This explains the indispensable role
of the advertising industry. (Growth Fetish 80)

Although written in 2003 Hamilton’s words ring true for the increasingly “Americanised” post-war
Austria and Germany that Bachmann portrays in her literary work.” In “Herbstmanéver”, the media
consumer is seduced by the notion that it is indeed possible to flee from the unpleasant realities of life
in (the literally and metaphorically) cold, post-war, northern Europe to the exotic sensuality and
warmth of the Mediterranean and its aesthetic pleasures—a land of sunshine instead of rain, and a land
where trees do not lose their leaves in winter. Unlike the journey described in Bachmann’s poem
“Ausfahrt” (W 1: 28f.), which involves a conscious break with a moribund past to make a fresh start,®
the travel mooted in the central stanza of “Herbstmandver” represents the kind of easy option that
Bachmann condemned in her theoretical work as the enemy of genuine insight. The call to travel in
“Herbstmandver” has nothing to do with broadening one’s experience or expanding the mind and is
instead about the culture industry’s promotion of escape and indulgence, as well as the financial
exploitation of natural resources. It is also about exploiting the emotional vulnerabilities of consumers
by offering them an escape from discomfort and by appealing to their greed and their need to feel
special, by offering them “a bargain” and the opportunity to experience something purportedly unique:

“zu verbilligten Preisen Sonnenuntergénge sehen, / die nicht ihresgleichen haben.”*°

In “Herbstmandver” Bachmann uses tourism to illustrate the vicious (but profitable) circle that

leads from press content to advertising content and back again. Thus the poem shows how bad news in

" For discussions of the infiltration of American culture (incuding American advertising strategies) of post-war
Austrian and German society, see Carter (94-99), Lennox (Cemetery 297ff.) and Wagnleitner (161, 279).

® The journey in “Ausfahrt” is also characterised by difficulty, hard work and vigilance—the opposite of the
denial and escape into sensual or aesthetic indulgence in “Herbstmandver”. As we know from Bachmann’s
theoretical work, the concept of difficulty was inextricably connected to achieving insight and truth. For a
discussion of the positive nature of the concept of “Aufbruch” in Bachmann’s work, see Bartsch (Ingeborg
Bachmann 55).

® In marketing and in exploiting nature in this way, the tourist industry can be seen to be prostituting nature. The
theme of prostitution and “selling out” is one that recurs frequently in Bachmann’s work in connection with the
culture industry, as highlighted in the analysis of Malina in Chapter 7 and “Drei Wege zum See” in Chapter 8.

10 Bachmann satirises the language of advertising through mimicry in a similar way in “Reklame”, “Der gute
Gott von Manhattan” and Malina.
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the press subliminally creates a market for commercial operations like tourism, the income from which
pays for press advertisements. The advertising income in turn enables the press to continue to purvey
the bad news stories that exacerbate feelings of helplessness, fear, isolation and alienation in newspaper
readers, who consequently become more susceptible to the lure of commercial solutions, such as
escape through tourism. This in turn proves the success of advertising in the press as a revenue-
generating strategy, generating more income for those industries and providing a financial incentive for
them to advertise even more in the press. This funds the continued publication of bad news stories, and

so on, ad infinitum.
Excursus: The significance of advertising revenue for the press

The history of press advertising goes back to the 18"™ century “Intelligenzpresse”, which
contained, for example, notices recommending “Heilmittel [...], Gelegenheitskdufe und neue Buchtitel”
(Brand and Schulze 104). Since that time, the income from selling advertising space in newspapers has
become an increasingly important source of revenue for the press: “In der Zeit des friihen
Hochkapitalismus wird die Anzeige zur >Koénigin der Werbemittel<, einmal fir die Inserierenden,
wesentlich wichtiger aber fir die Verleger, da sie einen Teil ihrer Gewinne aus der Werbung
erwirtschaften.” (StraBner 28) As the importance of this source of income increased over time, so the
division between advertising and editorial became increasingly blurred, so that by the end of the 19th
century there was “eine so innige Verbindung [der Werbung] mit dem redaktionell-geistigen Teil der
Zeitung” that the newspaper analyst Karl Bucher defined the press as “eine Unternehmung, welche
Anzeigenraum als Ware produziert, die nur durch einen redaktionellen Teil absetzbar ist” (qtd in
Stralner 28).

Brand and Schulze try to downplay the manipulative and commercial side of advertising by
insisting that notices such as “Familienanzeigen” and “[a]mtliche Mitteilungen” show

“Zeitungsanzeigen grundsétzlich in erster Linie als Mittel der Information”:

Die Angebote der werbenden Wirtschaft verfolgen weniger den Zweck, plakativ (oder suggestiv) zu
beeinflussen als vielmehr Produkte und Dienstleistungen bekanntzumachen bzw. zu empfehlen und damit
dem Leser Produkt- und Preisvergleichen an die Hand zu geben. (Medienkundliches Handbuch: Die
Zeitung 106)

However, their own definition of “Anzeige” as “[vlom Auftraggeber bezahlte Mitteilung
(Bekanntmachung) in einem Pressezeugnis, die sichtbar dem Interesse des Bekanntmachenden dient”

(529), makes it clear exactly who the main beneficiary of advertising is. As Stralner observes:

[Anzeigenwerbung] dient dem Bemihen, Menschen so zu beinflussen, dal sie im Interesse der
Werbenden handeln. Sie will Aufmerksamkeit erwecken, dieses Interesse schlieBlich zum Wunsch
verdichten, im Sinne der Werbenden zu agieren und schlieBlich den Wunsch aktiv zu realisieren. Die
Anzeige bietet daflr die Moglichkeit, Leser gezielt zu erreichen, diesen die Werbebotschaft zur
wiederholten Informationsaufnahme anzubieten, die Aufnahmemdglichkeiten individuell zu regulieren,
das Gedruckte zu speichern, d.h. sich Markennamen einzupragen. (28f.)*

The importance of advertising revenue increased dramatically in the German post-war era,

1 Cf. my excursus on the advertising industry in Chapter 4 of this dissertation.
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where, for example, advertising income represented less than half of a newspaper’s income in 1954,
but by 1976 (that is, over a period corresponding closely to that of Bachmann’s literary activity),*
advertising represented two-thirds of press revenue (Pirer and Raabe 132). Meyn underscores the

significance of the subsidy in the following terms:

Zeitungen und Zeitschriften werden also weit unter ihrem Gestehungspreis verkauft. Ohne Anzeigen
miiten ,,Die Zeit* das Doppelte kosten, ,Die Welt“ fast das Dreifache und der ,stern“ das
Dreeinhalbfache, um den Aufwand einzubringen. Solche Bezugspreis-Erhdhungen sind natirlich
unrealistisch. (Massenmedien in der Bundesrepublik Deutschland 67)

In fact, the dependency of the press on advertising revenue has developed to the point where the Berlin
economist Helmut Arndt has estimated that a twenty-percent drop in advertising revenue would make
the newspaper economically unviable and lead to its demise (Meyn Massenmedien in der
Bundesrepublik Deutschland 68). Despite the encroachments of radio and television since the 1950s,
however, press advertisements remain “unangefochten Werbetrager Nummer eins” (StraBner 28).%
Because advertising revenue represents a major component of their income, the press in turn is highly
dependent on those industries that seek to expand their business by advertising in the press. A number
of media analysts have drawn attention to this mutual dependency and the way in which this

relationship can affect editorial content, particularly in the local press.™

Tageszeitungen mit einem lokal begrenzten Verbreitungsgebiet, einem kleinen Anzeigenteil und geringen
Auflagen (unter 10.000) sind darauf angewiesen, daB3 beispielsweise der Einzelhandler Schmidt bei ihnen
inseriert; andererseits hat dieser aufler dem lokalen Blatt kaum Madglichkeiten, Sonderangebote
anzupreisen. In diesem Fall besteht also eine gegenseitige Abhangigkeit, was nicht ausschlieft, dal3 sich
der Geschéftsmann bemiiht, im redaktionellen Teil der Zeitung lobend erwéhnt und nicht kritisiert zu
werden. (Meyn Massenmedien in der Bundesrepublik Deutschland 68, emphasis a.p.0.)*

The lie of the mass media’s pseudo-solutions

“Herbstmandver” is, however, more than just an illustration of the way in which the journalistic
media and advertising industries conspire to tempt us with their commercial solutions: indeed, at the
core of this poem is the view that behind these escapist commercial solutions lies a patent fraud. Thus
Bartsch sees in “Herbstmandver” a critigue of “die Trugbilder, die insbesondere durch die

2 The period 1954 to 1976 was “die Phase der “Pressekonzentration” in Germany, when the number of
newspapers and newspaper proprietors was dramatically reduced, purportedly in the pursuit of economies of scale
(Purer and Raabe 112-147). This rationalisation, however, led to a concentration of media power in the hands of
a few large enterprises and an ensuing reduction in choice for media consumers.

3 As StraBner points out, it is only the relatively recent phenomenon of “Internet-Werbung” that represents a
significant threat to the supremacy of the press advertisement (29).

¥ A further manifestation of this mutual dependency can be seen in the tendency to create and foster sections
within a newspaper that enhance the impact of advertisements: “Redaktionell gestaltete Seiten wie »Haus und
Garten«, »Reise und Urlaub«, »Das Heim« oder »Auto und Motor« sorgen fiir anzeigenfreundliche Umfelder”
(Meyn Massenmedien in der Bundesrepublik Deutschland 68, emphasis a.p.0.), so that, for example, travel
agencies or airlines might be encouraged to advertise in the travel section of the press on the assumption that this
context will increase interest in their services and products. In Malina the female protagonist denounces this
system of mutual dependence as “universelle Sklaverei” (see Chapter 7 of this dissertation).

% According to Meyn, advertising revenue comprised approximately 30% of revenue for regional newspapers
in the 1950s (Massenmedien in der Bundesrepublik Deutschland 67). By 1985, however, the “Anzeigengeschaft”
of regional newspapers had grown to 70% of revenue and for “Publikumszeitschriften” it was “rund 80" (69). See
also Brand and Schulze (104ff.).
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Versprechungen der Fremdenverkehrsindustrie erzeugt werden” (Ingeborg Bachmann 87). The lie of
the solutions promoted by the advertising and tourist industries via the press is evident firstly from the
disconnect between what is promised and the way in which it is promised: the travel advertisements
speak of uniqueness (“Sonnenuntergénge, die nicht ihresgleichen haben”) but the images are tired
stereotypes of the Mediterranean—orange groves, cypresses and sunsets.’® In these lines, Goethe’s
apostrophised “Land, wo die Zitronen blihn, / Im dunklen Laub die Gold-Orangen glihn” (Gedichte
223)—which, in Goethe’s era really did offer a unique experience to the traveller—has degenerated
into a landscape represented by a concoction of hyperbole, contrived familiarity and inflated
enthusiasm fabricated by the advertising industry to promote mass tourism.*” Furthermore, clichés like
“Die Zeit tut Wunder” reinforce the impression that the advertising and tourism industries have nothing
unique to say (let alone to offer) the consumer.*® The lie of the advertising (and tourist) industry’s
solutions is then confirmed once and for all in the poetic persona’s realisation that there is no real or
lasting escape after all. We cannot escape time—either the present or the past—and we cannot escape
responsibility:

Die Zeit tut Wunder. Kommt sie uns aber unrecht,

mit dem Pochen der Schuld: wir sind nicht zu Hause.
Im Keller des Herzens, schlaflos, find ich mich wieder
auf der Spreu des Hohns, im Herbstmandver der Zeit.

Escape via tourism can therefore only ever be a temporary panacea: “Die Flucht in ein
Sonderangebot der Paradiese verheilRenden Ferienindustrie kann nur ein voriibergehendes Verdrangen,
das Vergessen der »unbeantworteten Briefe an das Gestern« leisten.” (Bartsch Ingeborg Bachmann
57)* Attempts at physical and emotional flight through tourism prove to be as futile as attempts to
escape the present by closing the door or shutting one’s eyes to the unwelcome sights of contemporary

life. Indeed, avoidance and escape leave us more poorly equipped than ever to deal with our problems:

1 For a discussion of Bachmann’s literary portrayal of Italy and intertextual allusions to Goethe, see Huml.
Although the Mediterranean, and in particular, Italy, is generally presented in a positive light in Bachmann’s
poetry (especially in her collection of poems Anrufung des groRen Baren), the negative context of the allusion to
Mediterranean landscapes in “Herbstmandver” (which predates Bachmann’s work on Anrufung and her residence
in Italy) represents an exception.

Y In his seminal essay, “BewuRtseins-Industrie”, Enzensberger draws attention to tourism as one of many
“Sparten der BewuBtseins-Industrie” that are “noch kaum erkannt und erforscht” (9).

'8 Bartsch insists that Bachmann’s often criticised use of “Genitivmetaphern” (for example, “Spreu des Hohns”
and “Herbstmandver der Zeit”) is not just a tribute to the poetry and style of Paul Celan, but should be seen as a
deliberate ploy to differentiate her poetry from the language of advertising, which has appropriated the classical-
romantic tradition of more familiar metaphors: “Gegen eine Metaphorik, die »natirlich« erscheinen will, wird
eine gesetzt, die das Kalkil erkennen laRt, verfremdet und daher auch zu irritieren vermag.” (“Ingeborg
Bachmanns »Herbstmandver«” 92) This assessment of Bachmann’s “Genetivmetaphern” represents a noticeable
revision of his earlier, less generous comments on her use of this stylistic device (Ingeborg Bachmann 60).

19 Both Bartsch and Géttsche see the references to “Gestern” in this poem as an intertextual reference to
Hofmannsthal’s early drama, Gestern, in which the protagonist declares: “Das Gestern liigt und nur das Heute ist
wahr.” (Bartsch “Ingeborg Bachmanns »Herbstmandver«” 90; Gottsche “Klassische Moderne” 271) However,
given the clear historical references to post-war Germany in the poem and the concerns expressed elsewhere in
Bachmann’s work, | believe that the primary focus of this image is an allusion to the attempts by Germany and
Austria in the 1950s to suppress the memories of their recent Nazi past. See also Bartsch (Ingeborg Bachmann
103) and Héller (Das Werk 96).
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we no longer even answer the door; instead we hide in the cellar and pretend that we are not at home.
Thus “Herbstmandver” depicts the failure of compassion: in the central stanza the persona slams the
door in the face of beggars; in the final stanza, however, the persona does not even answer the door.
Press content is shown to encourage morally weak behaviour in the form of flight from obligations
instead of courage to face up to difficult times; and it promotes selfish indulgence instead of
compassion for others. Although flight and denial enable us to avoid the depressing vision of beggars
and nature in decline, we become more anxious, isolated and alienated than ever.? In the end we are
thrown back on ourselves, on our own emotional resources and we have no option but to face our
present situation, which is a product of our past. Thus “Herbstmandver” unmasks “die touristischen
Reisen [...] als illusiondre Fluchtwege aus den Forderungen der Gegenwart und der Vergangenheit”
(Héller “Die gestundete Zeit” 63).%

Physical, social, moral and intellectual escape cannot change individual or socio-political
circumstances: flight is a revolving door that brings us back to where we started from—just like the
poem. The futility of such attempts at evasion and escape is reinforced by the structural circularity of
the poem, with its repetition in the last stanza of words and phrases from the first stanza of the poem:
thus we find the last stanza’s “unbeantworteten Briefe an das Gestern” echoing the reference to
“gestern” in the poem’s opening lines, and the opening phrase “Herbstmandver der Zeit” repeated at
the end of the poem. This circularity also unmasks materialistic concerns and self-indulgent escapism
as ultimately unsatisfactory and demoralising pursuits that fail to live up to their promise.
“Herbstmandver” thus reveals the solutions of the tourist industry (and by implication those of the
culture industry as a whole) to be a form of “Scheinwirklichkeit” (Fehl 81)—the kind of solution that

the culture industry offers us for the “Pseudoproblem[e]” (Gul 66f.) they generate.
The historical and ahistorical dimensions of “Herbstmandver”

With its references to “Sommergeld” and “Herbstmandver” the poem is clearly alluding to the
failure of post-war currency and to the Cold War military tensions in Germany, and thus to a specific
historical context. As Holler observes, unlike the more generalised “Ausdruck allgemeiner
Entfremdung in der kapitalistischen Welt” in Brecht’s “Lesebuch fiir Stadtebewohner”, poems like

“Herbstmandver” focus on the historical process of times becoming cold and dark, and thus express

% The counterproductive nature of attempts to immure ourselves to suffering has been described by the
Buddhist philosopher, Pemma Chddron in a way that captures the psychological and spiritual essence of
“Herbstmandver”: “We think that by protecting ourselves from suffering we are being kind to ourselves. The
truth is, we only become more fearful, more hardened, and more alienated. We experience ourselves as being
separate from the whole. This separateness becomes like a prison for us, a prison that restricts us to our personal
hopes and fears and to caring only for the people nearest to us. Curiously enough, if we primarily try to shield
ourselves from discomfort, we suffer.” (87)

*! Fehl highlights the way in which a passive mentality of consumption undermines insight and the individual’s
autonomy: “In Wahrheit ist die Auseinandersetzung mit der Schuld der Vergangenheit nicht durch Vergessen
moglich. Die Sprache der Werbung verstellt die Einsicht. Sie verhindert die Auseinandersetzung mit dem
Vergangenen und verleitet zur Unwesentlichkeit, weil sie auf eine Rolle als Konsument festlegt und dem
Einzelnen mit dem Verhaltensschema des Verbrauchens eine wirkliche Entscheidung abnimmt.” (81)
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“zeitgeschichtliche Entfremdungserfahrung” (Das Werk 23). Bartsch, too, stresses the historical aspects
of the poem, “dessen Naturbilder auf die geschichtliche Situation, auf das »Herbstmandver der Zeit«
verweisen” (Ingeborg Bachmann 57). Thus the wintery imagery that opens the second stanza
represents more than just a seasonal progression from the autumnal allusions in the preceding stanza,
for the images of “Kélte” and “Tdrichten und Toten, [...] Vertriebenen, Mérdern und Myriaden” are no
doubt allusions to the historical and political context of Cold War Germany and the post-war
revelations about (and judicial proceedings in connection with) the mass murders of the National-
Socialist regime.*” The readiness of the poetic persona to succumb to the press’s solution of flight from
the present (and the past) shows the fragility of the historical consciousness and acceptance of the
opening stanza, and suggests that the press is responsible for interfering with the mourning process that
should have taken place in Germany after World War Il—a process that might have led “zu einer
politischen und gesellschaftlichen Neugestaltung” (Bartsch Ingeborg Bachmann 103). This failure to
confront responsibility for the past represented for Germany a lost opportunity for growth, and the
alienation that ensues from such moral cowardice is directly related to this “versdumte »Trauerarbeit«”

(ibid.).?® Fehl sheets this failure home to the culture industry and consumer capitalism.

Die in der Reklamesprache vermittelte Scheinwirklichkeit spielt [...] im Gedicht “Herbstmandver” [...]
eine besondere Rolle: das Ausweichen und die Flucht vor der driickenden Last der Schuld, die die
Vergangenheit, der Krieg und seine Folgen, nach sich zieht, wird darin bezeichnenderweise durch den
Riickgriff auf die Sprache der Werbung dargestelit. (80)

This critique is, however, not just applicable to the specific historical situation explicitly alluded
to in “Herbstmandver”. Instead, | believe that Bachmann has in mind a broader critique of the culture
industry per se. This is a view supported by Weigel, who sees the poem in terms of “einer allgemeinen
Kulturkritik [...] am Scheinzusammenhang der »Kulturindustrie«”—a critique that emerges from the
“Zusammenspiel einer industriellen Traumbilderproduktion mit der Kultur des Vergessens”
(Hinterlassenschaften 260). Despite its quite specific historical context, then, the poem’s ahistorical
dimension is just as (if not more) important in bearing witness to the folly and futility of taking the
easy way out—which, as Bachmann constantly emphasised in her poetological writings, was not the
path to insight and understanding. Similarly, the poem’s salutary warning, that one cannot ignore the
past without consequences, is of universal and timeless relevance. As Bartsch observes, the poem
represents “eine Absage an Flucht aus der Realitat, Illusion und blendende, blind machende Schonheit”

and “eine Absage an das Verdrangen des »Gestern«” (“Ingeborg Bachmanns »Herbstmandver«” 92).
The residual optimism of “Herbstmandver”

Despite the vicious circle depicted in the poem’s progression and the note of fearful isolation on
which the poem ends, it is important to note that the poem is not completely permeated with

pessimism. In considering the final lines of the poem, in particular, we see that although the poetic

?2 This allusion to war and crime echoes the contention elsewhere in Bachmann’s work (for example, “Alle
Tage”), that war and crime did not miraculously cease with the official end of hostilities—one of the central
concerns of Bachmann’s “Todesarten-Projekt”. See also Bartsch (“Ingeborg Bachmanns »Herbstmandver«” 92).

2 Bachmann addresses this theme in greater detail in “Unter Mérdern und Irren” (see Chapter 6 of this study).
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persona was temporarily seduced by the temptations of the culture industry, she is not permanently
duped: indeed, she is shown to see through the lie of the mass media’s pseudo-solutions. It is also
significant that, while the poetic voice finds herself once more “auf der Spreu des Hohns”, she is alert
and awake—*"schlaflos”. Although the adjectives “wertlos” and “freudlos” used earlier in the poem
have negative connotations, the adjective “schlaflos” must be seen in a positive light, given
Bachmann’s association of sleep with the avoidance of insight in her Frankfurter VVorlesungen (Bartsch
“Ingeborg Bachmanns »Herbstmandver«” 94). A further sign of hope for the individual lies in the
metaphor “Keller des Herzens”—an image that suggests coldness, isolation and an emotional pit
bottom, but one that is not entirely negative, as it incorporates the positive image of “Herz”. It is as if,
in the depths of despair, the poetic voice has not only discovered painful insight, but this insight has

also made her conscious of her physical and emotional core.

As a very early instance of Bachmann’s disparaging portrayal of the press, then,
“Herbstmandver” testifies not only to the longevity of her literary focus on the impact of the
journalistic media but also draws attention to the alienating effect of the culture industry as a whole—
to the way in which it promotes escape and thus tempts us to avoid the painful process of insight and
recognition of the truth that Bachmann described in “Die Wahrheit ist dem Menschen zumutbar”.
“Herbstmandver” not only illustrates the consequences of failing to confront pain, responsibility and
hence the truth about our past (and our present), but also unmasks the commercial solutions offered by

culture industry as pseudo-solutions and as inimical to truth and insight—in other words, as “Betrug”.

4.3 “Holz und Spéane”

VVon den Hornissen will ich schweigen,
denn sie sind leicht zu erkennen.

Auch die laufenden Revolutionen

sind nicht gefahrlich.

Der Tod im Gefolge des Larms

ist beschlossen von jeher.

OO0k, WN -

7 Doch vor den Eintagsfliegen und den Frauen

8 nimm dich in acht, vor den Sonntagsjagern,

9 den Kosmetikern, den Unentschiedenen, Wohlmeinenden,
10 von keiner Verachtung getroffnen.

11 Aus den Waldern trugen wir Reisig und Stamme,
12 und die Sonne ging uns lange nicht auf.

13 Berauscht vom Papier am Flie3band,

14 erkenn ich die Zweige nicht wieder,

15 noch das Moos, in dunkleren Tinten gegoren

16 noch das Wort, in die Rinden geschnitten,

17 wahr und gemessen.

18 Blatterverschleif3, Spruchbander,

19 schwarze Plakate ... Bei Tag und Nacht

20 bebt, unter diesen und jenen Sternen,

21 die Maschine des Glaubens. Aber ins Holz,
22 solang es noch griin ist, und mit der Galle,
23 solang sie noch bitter ist, bin ich
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24 zu schreiben gewillt, was im Anfang war!
25 Seht zu, daf ihr wachbleibt!

26 Der Spur der Spane, die flogen, folgt

27 der Hornissenschwarm, und am Brunnen
28 straubt sich der Lockung,

29 die uns einst schwachte,

30 das Haar.

Bachmann’s next poetic allusion to the press occurs in “Holz und Spane” (W 1: 40).* Like
“Herbstmanéver”, “Holz und Spane” has received only scant attention in Bachmann scholarship.? Fehl
(82-85), Oelmann (57-61) and Stoll (Erinnerung als asthetische Kategorie 57-61) and are the only
scholars to devote more than a few lines to this poem, and Fehl is the only one who explicitly

highlights its critique of “Druck- und Pressewesen” (83).
Mechanisation, alienation and the print media

As with “Herbstmandver”, the first reference to the press in “Holz und Spéne” does not occur
until midway through the poem (that is, at the heart of the poem), suggesting that this reference
constitutes a central concern. Unlike “Herbstmandver”, however, “Holz und Spane” focusses not on
press content but on the mechanics of producing press content—the “Technik der mechanischen
Reproduktion” (Adorno GS 3: 310). This emphasis on the physical is captured in the third stanza,
where the imagery of “Berauscht vom Papier am FlieSband” describes the overwhelming visual impact
of enormous rolls of paper moving at a bewildering and inexorable pace on the giant conveyor-driven
production lines of the paper and printing industries. According to the poetic voice, this mechanical
process is so far removed from the historical and natural origins of paper and writing—the harvesting
of twigs and bark from trees to make paper on which we write with moss-based inks—that we can no
longer see a connection between these two processes. In a natural environment, we have no difficulty
identifying essential elements of our world such as the “Reisig und Stamme” of the forest,® but in the
unnatural, mechanised world of industrial society, those same elements become unrecognisable.

Industrialisation and mass production of the writing and communication process has an intoxicating—

24 “Holz und Spane” was one of four poems read by Bachmann at the May 1953 meeting of the “Gruppe 47” in
Niendorf, where she was awarded the group’s prize (Weigel Hinterlassenschaften 565). The poem was first read
on Hessischer Rundfunk, Frankfurt, in February 1953 (only a few months after “Herbstmandver” was first
broadcast) and was published later that year in Die gestundete Zeit (W 1: 645).

% Thus, for example, Hapkemeyer mentions the poem in passing in a discussion of Malina’s “Legende”
passage (Sprachthematik 16f.) and Achberger merely observes that the poem “attests to [Bachmann’s] belief in
the power of the poet’s word to touch the essence of human existence just as she exclaims her intent to write of
painful truths with bitter knowledge” (Understanding 13).

% These images and the subsequent description of how these natural products are transformed into bulk paper,
which is then placed in the service of ideology, might be allusions to the way in which nature and the print media
were perverted by the National Socialist regime. In his memoir on Bachmann, Eine Reise nach Klagenfurt, Uwe
Johnson refers to press reports about Klagenfurt residents collecting “Tann und Fichtenreisig” from the forests
(for making festive garlands) in preparation for Hitler’s rumoured visit to the city after the Anschluss of Austria
(33).
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and thus numbing and distracting—effect that interferes with the memory, or recognition, of historical
and causal connections between the present (represented by the rolls of mass-produced paper) and the
past (the forest and the trees, which provide the raw materials from which we manufacture paper). The
slow, painstaking and laborious process of gathering and carrying, which formerly enabled “Gewinn
von Welt in der Sprache” (Fehl 82), has been transformed into a completely passive process,
characterised by sensory excess and intoxication—states that Bachmann sees as inimical to truth and

insight.

The poem’s depiction of the alienation that ensues from mass production brings to mind
Benjamin’s observations about the impact of mechanisation on workers and the workplace. Like Marx,
Benjamin believed that the machinery of the production line forced workers into unnatural, machine-
like behaviour: “Im Umgang mit der Maschine lernen die Arbeiter, ihre »eigne Bewegung der
gleichférmigen steten Bewegung eines Automaten« zu koordinieren.” (Benjamin GS 1.2: 631) For
Benjamin the mechanisation of production represented a form of physical indoctrination that led to the
deepest degradation, which isolated and alienated workers from “Erfahrung”: “Alle Arbeit an der
Maschine erfordert friihzeitige Dressur des Arbeiters. [...] Der ungelernte Arbeiter ist der durch die
Dressur der Maschine am tiefsten Entwurdigte. Seine Arbeit ist gegen Erfahrung abgedichtet.” (631f.)
In hermetically sealing workers from experience, then, the machinery of production alienates them
from personal and direct knowledge of their world. According to Adorno and Horkheimer, such
deprivation of authentic experience undermines the formation of independent thinking and personal
insight that might support their rebellion against the system of total domination enforced and promoted
by the culture industry. “Holz und Spéane” illustrates exactly this kind of alienation in its depiction of
the way in which mass production and the mechanisation of the printed word interferes with our
relationship to a more natural and authentic language symbolised by the ancient and organic “Wort, in
die Rinden geschnitten, wahr und gemessen”. Here the imagery of carving into the bark of the tree is
particularly significant in referring to a process that implies permanence, pain and an impact that
extends beyond the surface level—qualities that Bachmann associated with the commitment to truth. In
modern times, however, the “Holz” of a more personal, authentic mode of expression has been
replaced with the insubstantial “Spéne” of the impersonal, fabricated language of mass communication
and ideology—products that are all surface and no depth: they are literally and metaphorically only
skin deep (lines 18-21).

Thrown together without a verb (and thus suggesting randomness and lack of connectivity), the
collage of images, “Bléatterverschleil, Spruchbander, schwarze Plakate”, connote, as Fehl observes,
“Wortinflation” and “Aufdringlichkeit” (83). These images also point to the promotion of ideology—
in particular, the ideology of fascism—uvia the machinery of political propaganda (“die Maschine des
Glaubens”) which relentlessly (“Bei Tag und Nacht”) spreads its mechanical tentacles throughout our
lives (“unter diesen und jenen Sternen”). Thus Stoll sees the image of the machinery of ideology as a
reference to “[der] in den Medien abgeniitzten und der propagandistisch verfarbten Sprache, deren sich

die ,,Maschine des Glaubens* bedient”, which Bachmann contrasts to “reine Sprache” and “das um
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Echtheit bemihte dichterische Wort” (Erinnerung als asthetische Kategorie 56). For Fehl this image
shows how language has become the “Medium einer fortwéhrenden Manipulation des Denkens”

(83f.)—a process of manipulation from which the press benefits:’

Aus der Formulierung ,,Maschine” des Glaubens geht hervor, daf ein Glaube, der in der Maschine
produziert wird, nur noch ein ungepriftes Nachsprechen zahlloser in den verschiedensten
Sprachgebrauchen (politischen, wirtschaftlichen, feuilletonistischen etc.) vorgefertigter und fixierter
Meinungen sein kann. Darin bleibt nicht Raum fir eine kritische Distanz gegenlber dem sich
aufdrangenden Meinungsangebot des Pressewesens. (83f.)

The dangers of deceptive appearances

At the core of “Holz und Spéne”, then, we find a critique of the alienating and manipulative
nature of the paper, print and press industries, and the mechanisation and politicisation of
communication. The overall context—and indeed introductory theme—of the poem is, however, a
warning against the deceptiveness of appearances and an ensuing summons to stay alert to the dangers
that reside in that which is apparently innocuous.? It is this warning that frames the references to the
processes and products of the print media. Thus the first two stanzas of the poem point out that it is not
only obvious dangers (as exemplified in “Hornissen”, “laufenden Revolutionen” and “[d]er Tod im
Gefolge des Larms™) to which we need to be alert, but also those things in everyday life that we would
normally dismiss as harmless—encapsulated in the image of “Eintagsfliegen”. According to the poetic
voice, these represent if anything a much greater threat, precisely because they are so easy to overlook
or underestimate. The one-line warning in the fifth stanza, “Seht zu, dal3 ihr wachbleibt”, which
immediately follows the references to the print media in stanzas three and four, thus suggests that the
press is an instance of something apparently innocuous against which we need to exercise particular
vigilance. If we then compare the press to the apparently minor dangers listed in the first two stanzas of
the poem, we come up with the following list of negative qualities: transience and triviality
(“Eintagsfliegen™); amateurism (“Sonntagsjégern”); superficiality (“Kosmetikern”); insipidness and
mediocrity (“Unentschiedenen”, “Wohlmeinenden, von keiner Verachtung getroffnen”). As Stoll
observes, this collation of images articulates “die Verwerfung geistiger MittelmaRigkeit” (Erinnerung
als asthetische Kategorie 57). The poem’s summons to stay awake,? which follows immediately after
the references to the modern juggernaut of the print media, therefore not only represents a critique of
mediocrity but also represents a call for allegiance to the values of insight and truth, and thus echoes

Bachmann’s insistence in her “Frankfurter Vorlesungen” on the importance of wakefulness and

%" Fehl also maintains that the poem’s imagery of “BlatterverschleiR, Spruchbénder, schwarze Plakate” can be
seen to echo the “Sprachkritik von Karl Kraus, der ebenfalls das Zeitungswesen flr den Verfall der Sprache
verantwortlich macht und den »Untergang der Welt durch schwarze Magie« prophezeit hat” (83). It should not,
however, be overlooked that Kraus was also an arch critic of technology and so “Holz und Spéne” can be seen to
echo this aspect of his critique, as well as Adorno and Horkheimer’s critique of the mass media as a mass-
manufactured ideological product representing and promoting the interests of specific power structures in society.

%8 In this way, “Holz und Spane” echoes the oxymoron inherent in Enzensberger’s poem, “Verteidigung der
Wolfe gegen die Lammer”.

%% In the second of her “Frankfurter VVorlesungen” Bachmann insists on the importance of “Wachbleiben” and
refers to the poetic voice in one of Eich’s poems as “[e]in Wachender [...] ein schlaflos Ausgesetzter” (W 4: 203).
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watchfulness in the pursuit of truth.
The triumph of determination and resistance

Like “Herbstmandver”, “Holz und Spane” begins on a rather negative note that offers a sobering
assessment of present reality and goes on to portray a dystopian vision of language and communication
in industrialised society. Its tone and progression of mood is, however, very different to that of
“Herbstmandver”. Whereas the poetic voice in “Holz und Spane” allows herself to be depressed and
daunted—and temporarily succumbs to the distractions of the culture industry—the poetic voice in
“Holz und Spéne” shows a steely determination to not only stay alert to the dangers that surround her,
but also to warn and encourage others to do likewise. The poetic persona in “Holz und Spéne” also
reveals courage and integrity in dealing with these dangers not through self-indulgent, escapist flight
into the industrialised, processed nature of tourism, but by re-establishing the connections with
authentic nature, which the culture industry has successfully exploited for commercial and ideological
purposes, and from which the culture industry is trying to distract and alienate us. She does this by
identifying with, committing to and reviving the primeval values of naturalness and freshness
encapsulated in the imagery of “Holz”, “grun”, and “im Anfang” (lines 21-24), which represent
positive “Gegenbilder” to the negative, mechanical imagery of the mass media juggernaut. Unlike
“Herbstmandver”, then, “Holz und Spane” does not posit nature as “Fluchtmoglichkeit aus der

geschichtlichen Wirklichkeit, sondern als Potential von Bildern des Widerstands” (Oelmann 58).

At the core of this “Widerstand” is “das Wort [...] wahr und gemessen”—the very opposite of
the “unbekimmerten Alltagssprachgebrauch” and the “Sprache der Ideologien, die durch »die
Maschine des Glaubens« Verbreitung findet” (Bartsch Ingeborg Bachmann 59). The antidote for this
kind of mass-manufactured “»Gaunersprache« [...] Klischee und Phrase” (ibid.) is the natural bitterness
that nature offers us “Galle / solang sie noch bitter ist”. As we know from Bachmann’s poetological
statements, truth is associated with bitterness. It is this bitterness that helps to keep our senses sharp

and that prevents us from lapsing into unconsciousness, torpor or sleep.

Seht zu, dal ihr wachbleibt!

Der Spur der Spéne, die flogen, folgt
der Hornissenschwarm, und am Brunnen
straubt sich der Lockung,

die uns einst schwachte,

das Haar. *

By returning at the end of the poem to the imagery of “Spane” and “Hornissen” from the title
and opening line of the poem respectively, Bachmann uses a circular structure like the one she employs
in “Herbstmandver”, but to very different effect. Instead of depressing and despondent circularity, we

find an energetic and defiant confrontation with the opening scenario, and a clear indication that

% Like “Herbstmandver”, “Holz und Spane” alternates between the use of the first person singular and the first
person plural pronoun. Thus, the use of “uns” at the end of “Holz und Spéane”, suggests a sense of community in
the poetic voice, and the recognition of the need for collective effort to stand up to the forces behind the
industrialisation of communication.
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resistance is working.

The voice of authentic, organic language therefore survives, despite the strategies of
industrialised society and the pervasiveness of the modern mass media: the concluding lines of “Holz
und Spéne” show that our weaknesses have not been successfully exploited and that temptation has
been resisted: “Die Lockung zur »Ruhe«, jede Art von pseudoromantischer Dichtung, »die uns eins
schwachte«, da sie zur Passivitat, zur Flucht in eine schon damals illusiondre Harmonie rief, wird als
Verflihrung erkannt, sie wird verwandelt zum Aufruf zum Widerstand” (Oelmann 60). Thus, unlike the
disillusioned and bitter resignation of “Herbstmandver”, “Holz und Spéne” voices an energetic and
defiant optimism that tacitly expresses belief in the possibility of victory against dangers—both

obvious and subtle—that try to stand in the way of authentic experience and truth.

4.4 “Reklame”
1 Wohin aber gehen wir
2 ohne sorge sei ohne sorge
3 wenn es dunkel und wenn es kalt wird
4 sei ohne sorge
5 aber
6 mit musik
7 was sollen wir tun
8 heiter und mit musik
9 und denken
10 heiter
11 angesichts eines Endes
12 mit musik

13 und wohin tragen wir

14 am besten

15 unsere Fragen und den Schauer aller Jahre

16 in die Traumwascherei ohne sorge sei ohne sorge
17 was aber geschieht

18 am besten

19 wenn Totenstille

20 eintritt. (W 1:114)

The last of Bachmann’s poetic allusions to the journalistic media is to be found in “Reklame”.*

Achberger sees in this poem a warning about “the danger of consumerism [...] a concern already voiced
in ‘Autumn Maneuver’ with its reference to ‘sunsets under cypresses [...] at reduced prices’ ”
(Understanding 18). However, | believe the poem is more a critique of the ideology behind the
messages that promote consumption, rather than a critique of consumerism as such: it attacks both the
“konsumorientierte[n] sprachliche[n] Strategien” of the advertising industry (Bartsch Ingeborg
Bachmann 72) and the “Forderung falschen Bewuftseins durch Massenmedien und Kulturindustrie”

(86).%? “Reklame” illustrates the way in which the messages of the culture industry try to distract us

31 “Reklame” first appeared in Jahresring in 1956/57, and was subsequently published in Bachmann’s second
volume of poetry, Anrufung des grof3en Baren (W 1: 651).

%2 The critique of consumption as an activity is more apparent elsewhere in Bachmann’s work, for example, in
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from the more painful aspects of our existence and demonstrates the lie of the solutions with which the
mass media try to divert us. Like “Herbstmandver”, “Reklame” can be seen as a warning against the
dangers of succumbing to our desire for denial and escape—a desire that is exploited by the mass
media as a means of increasing consumption. As “Herbstmandver” demonstrated, feelings of
discomfort and anxiety make us particularly susceptible to messages that promise escape and comfort,
and, as we have also seen in “Herbstmandver”, the mass media know only too well how to exploit this
susceptibility by offering quick and easy commercial ‘fixes’ that encourage us to simply deny, suppress

or escape from pain and suffering.

In “Reklame”, “diesem kleinen, nicht gerade guten, jedoch ziemlich deutlichen Gedicht” (Fehl
80), Bachmann seeks to unmask the “Betrug” of the language and content (or more accurately the lack
of meaningful content) of the “Slogans der Radiowerbung” (Lennox “Horspiele” 86) by juxtaposing
their superficial assurances with the anguished questions of an individual—the voice of authenticity,
which puts forward a series of questions of an existential nature that centre on a search for meaning and
an attempt to come to terms with suffering. In fact the very structure of the poem is determined by this

“Nebeneinander von entleerter Reklamesprache und wesentlicher Sprache” (Fehl 80).

In this juxtaposition, the voice of authenticity is characterised by uncertainty and anxiety: the
questions asked variously reflect a sense of disorientation, homelessness and vulnerability (“Wohin
aber gehen wir [...] wenn es dunkel und wenn es kalt wird”); of confusion and suffering (“und wohin
tragen wir unsere Fragen und den Schauer aller Jahre™); and a realisation of our ultimate mortality
(“angesichts eines Endes [. . .] wenn Totenstille eintritt”). This “Ausdruck eines existentiellen
BewuRtseins” (Bartsch Ingeborg Bachmann 71) is, however, persistently interrupted by the
fragmentary and facile reassurances of the voice of advertising, which speaks in a hypnotic, soporific,
even “narcotizing” way (Achberger Understanding 18): “ohne sorge sei ohne sorge [...] sei ohne sorge
[...] mit musik [...] heiter [...] mit musik [...] am besten [...] in die Traumwascherei ohne sorge sei ohne

sorge [...] am besten.”®

This “advertising speak” is deaf to the voice of authenticity, regularly disrupting its line of
guestioning and making no effort to address the issues raised in those questions. Thus, although the
interweaving of the two voices appears at first glance to represent a dialogue, the voices actually form
two completely different discourses: they are monologues that do not intersect or overlap at any point.
In fact, the irrelevance of the responses is flagged in the random and mechanical regurgitation of
clichéd phrases in nonsensical concatenation (“ohne sorge”, “heiter”, “mit musik”, “am besten”) are
like the “Bimbam von Worten” that Bachmann refers to in her poem “Wahrlich” (W I: 166). In this
respect, “Reklame” adopts the same technique used in “Holz und Spane” where the simple listing of

Ein Ort fur Zufélle and “Probleme, Probleme”, which are discussed in Chapter 8 of this study.

%% 1t would have been interesting to speculate on the extent to which Bachmann’s mimicry of “advertising
speak” here and elsewhere in her work was inspired by her translation of “eine Reihe von Werbetexten fir die
Firma Olivetti” (Pichl “Ingeborg Bachmanns Privatbibliothek™ 209), but, according to Weigel, Bachmann worked
on these texts much later—in the autumn of 1966 (Hinterlassenschaften 572).
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words and phrases without any semantic connections underscores the meaninglessness and irrelevance
of their content. There is, however, an intensification of the parody of the language of advertising in
“Reklame”: while the excerpts from tourism advertisements in “Herbstmandver” are clichés and
represent false promises, they are at least complete and meaningful sentences. By contrast, the parody
of advertising slogans replicated in “Reklame” consists of expressionless, disjointed and randomly
replicated “Gesprachsfetzen”, offering ersatz reassurance: they are nothing more than a “leeres Geréll

von Silben”, as Bachmann puts it in her later poem “Ihr Worte” (W 1: 162).%
The lie of the mass media’s pseudo-solutions

Were it not for the constant interruptions of the voice of advertising, the line of enquiry by the
voice of authenticity would constitute a logical and coherent flow. The sole purpose of the fragmentary
slogans is, it seems, to interrupt and distract the anxious enquirer with ready-made and trite solutions
whose aim is to “paper over” the problem, the primary message being the desirability of escape by
either denying the problem (“sei ohne sorge”), by feigning hope and cheerfulness (“am besten”,
“heiter”), or by diversion through entertainment (*mit musik’”). At the same time, the “Befehlscharakter
der Werbesprache”, as exemplified in the use of imperatives like “sei ohne sorge”, and the fake
optimism of “heiter und mit musik”, disempowers consumers, making them more susceptible to the
power of suggestion (Bartsch Ingeborg Bachmann 72). “Reklame” thus illustrates the “Problem der
Manipulation des Denkens durch einen bestimmten Sprachgebrauch” (Fehl 80). Like “Herbstmandver”
and “Holz und Spéne”, then, “Reklame” suggests that the culture industry (and quite specifically the
advertising industry) tries to divert our attention from the reality of our present and thus the truth, or (as
“Holz und Spéne” puts it) from “das Wort [...] wahr und gemessen”.

In “Reklame” Bachmann visually highlights the contrast between the two separate strands of
discourse by the use of italics for the slogans, and by the notable omission of initial capitals for all but
one of the nouns in the slogans. The use of italics not only visually distinguishes the advertising
platitudes from the interlaced questions, but also suggests the way that advertising language tries to
“dress itself up” to catch attention without providing any substance.®® The omission of initial capitals
for all but one of the nouns suggests mediocrity and sameness, and at the same time draws attention to
the only word that does bear an initial capital—the key word “Traumwascherei”. This neologism
represents a clever allusion to soap powder and washing machine advertisements, which appeal to our

desire for cleanliness and order, as well as our desire to metaphorically sanitise or “wash away” those

% Fehl’s observations in relation to “lhr Worte” apply equally to “Reklame”: “Es ist besonders der Apparat der
Publikationsmittel und Massenmedien, der dazu beitrdgt, daR gerade heute der Zeitraum zwischen originarer
sprachlicher Prédgung (‘Bild’) und redensartlicher Erstarrung dieser Prdgung zusammengeschrumpft ist, das
vormals lebendige Wort sich mithin in kiirzester Frist zum toten, zum ‘Sterbenswort’ zu verfestigen droht. So
verengen sich die Ausdrucksmdglichkeiten der Sprache zu Klischees, die Vorgdnge oder Verhéltnisse der
Wirklichkeit unzuléssig etikettieren. [...] In der Sprache der Klischees wird alles verfalscht, gibt es die gesuchte
Entsprechung nicht mehr.” (76f.)

% For an interesting comparison of the use of italics here and in Malina, see Achberger (Understanding 18f.).
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things that reflect badly on us.*® “Traumwascherei” might therefore be seen as an allusion to attempts
in post-war Germany to suppress the national sense of guilt in relation to the National-Socialist past. In
this respect, the image of “Traumwascherei” is related to the metaphor of “die unbeantworteten Briefe
an das Gestern” in “Herbstmanover”. Achberger (Understanding 18) and Slibar (112) astutely note the
more sinister connotation of “brainwashing” that resides in Bachmann’s use of the term
“Traumwascherei” which suggests the way in which the advertising industry tries to alienate us from
our previous values and allegiances in order to indoctrinate us with its own values.*” Another important
aspect of the term is its mimicry of the way in which advertising has overused (and thus devalued) the
term “Traum” in particular, in its inflationary language. The “Traum” component of the compound
noun also alludes to the unreal and fantasy aspects of escape into the consumption-driven pseudo-

solutions of the advertising industry.

But, as the poem demonstrates in its concluding lines, regardless of the persistent and
superficially attractive nature of their messages, the solutions of the culture industry are essentially
impotent in the face of core, elemental issues that confront us: they have no answer to the ultimate
existential question: “[W]as aber geschieht wenn Totenstille eintritt.” Like “Herbstmandver”,
“Reklame” shows that escape and denial do not work in the long term: the tempting messages of the
culture industry might offer a temporary distraction and comfort, but ultimately they have no real
solutions to offer us when we are confronted with the difficult and painful truths of our existence.
Steiger claims that Bachmann’s use of “kontrastierende Montage” demonstrates “die Unfahigkeit von
Werbesprache und Konsumideologie [...], sinnstiftende Instanzen sein zu kdnnen” (32). | believe,
however, that the inadequacy of the trite offerings of the advertising industry is exposed more by their
silence in the face of “Totenstille”: the “typische Beschwichtigungsfloskeln aus Werbetexten [...]
mdogen Uber alle Probleme hinwegtduschen, auf das Bewuftseinwerden der Gestundetheit der Zeit
jedoch wissen sie keine Antwort” (Bartsch Ingeborg Bachmann 71f.; see also Fehl 81). The poem’s
conclusion therefore clearly demonstrates that escape and denial do not work in the long term. The
language of advertising (and the rest of the culture industry) constitutes a form of “Gaunersprache” (W
2: 108)* that promotes selfish oblivion and indulgence while distracting us from the only real solution
to our problems, namely, confrontation with the truth of our situation, no matter how difficult and

painful that might be.

% As Hamilton points out: “Advertising long ago discarded the practice of selling a product on the merits of its
useful features. [...] On the face of it, a kitchen-cleaning product is promoted for its ability to clean, but in reality
it is sold because it provides the customer with the sense of being a devoted homemaker or because a single
person is reminded of how it was at home. If this fails to generate enough sales, and advertisement can create
anxiety in people by suggesting that their kitchen is seething with ‘hidden germs’ that could at any time infect
their children.” (81)

%7 For Lennox the term “Traumwascherei” brings to mind the American soap operas, which served as a model
for Die Radiofamilie, the radio series that Bachmann worked on at Rot-Weil3-Rot. (“Hdérspiele” 86).

% See Schmaus (“Anrufung des GroRen Baren” 77) and Bartsch (Ingeborg Bachmann 71).
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The residual optimism of “Reklame”

Nevertheless, although “Reklame” ends on an essentially depressing note with its reference to
“Totenstille”, and lacks the overtly defiant optimism of “Holz und Spéne”, there is a positive aspect to
its sober conclusion, which, like the conclusion of “Herbstmandver”, shows that the advertising
industry’s attempts to distract ultimately fail. In “Reklame” the anxious enquirer has the last say, not
the advertising slogans, and so we see, here too, that the lies and illusions of the mass media do not

always succeed in smothering the voice of painful awareness and, thus, the voice of truth.

4.5 |In summation

The foregoing discussion reveals a consistent critique emerging from all three poems. The
journalistic and advertising media, as instances of the culture industry, purvey two different kinds of
messages: those that generate or exacerbate feelings of discomfort, fear or insecurity (in the form of
bad, frightening or depressing news), and those that encourage escape through diversion, indulgence
and consumption (the messages of “Werbung”). These messages encourage weakness and selfishness
instead of courage to confront the pain and reality, which is a necessary precursor for insight and
awareness. All three poems depict the “Betrug” of the culture industry, showing how the messages of
journalism and advertising try to perpetuate and increase our dependency on their products and services
by distracting and alienating us from real experience, which might disrupt that dependency. Thus all
three poems unmask “Reklame, Alltagsklischee und Zeitungsphrase [...] als sprachliche Fassade der
Erfahrungslosigkeit, die erst von der authentischen Erfahrung zu durchbrechen ist” (Holler Das Werk
310). All three poems also support the central thesis of this study in expressing an inherent optimism in
the ability of individuals to see through this “Betrug” and to thereby retain or regain a connection with

integrity, authenticity and thus the truth of their lives.
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5.1 Introduction

This chapter examines the portrayal of the journalistic media in the radio plays “Ein Geschéft
mit Trdumen”, “Die Zikaden” and “Der gute Gott von Manhattan”, which, like the poems analysed in
the previous chapter, were written in the period 1952 to 1957—a period that corresponds closely to the
time when Bachmann was actively engaged in journalism. Little surprise then, that all three radio plays
feature references to the journalistic media and that these references mirror the negative portrayal of

the press and advertising industry in Bachmann’s poetry.

5.2 “Ein Geschaft mit Tr&umen”

Premiering on Rot-WeiR-Rot in February 1952," “Ein Geschéft mit Traumen” is the first of
Bachmann’s literary works to allude to the negative aspects of the journalistic media. Although few in
number, the allusions are nevertheless significant in their own right as well as the way in which they
reflect on the central theme of the play. They also prove to be remarkably representative of
Bachmann’s critique elsewhere in her work. While “Ein Geschaft mit Trdumen” is therefore a work of
interest for this study, it appears that Bachmann did not think highly of this piece herself, for, although
she mentioned it in a 1953 radio interview, she subsequently stopped acknowledging it (Haider-Pregler
74), thus causing later critics like Hadecke to ponder, “warum Ingeborg Bachmann nur zwei Horspiele
geschrieben hat” (45). When the manuscript was discovered amongst Bachmann’s Nachlal and
included in the Werke edition, the initial response was rather negative (45f.). It was not until “Ein
Gesché&ft mit Trdumen” was rebroadcast by Deutschlandfunk on the 10th anniversary of Bachmann’s

death that the play received positive critical commentary (52).

An interesting aspect to “Ein Geschaft mit Trdumen” is the fact that Bachmann wrote a prose
version of this radio play using the same title, but changing the ending. Although the prose version
does not feature any significant references to the journalistic media, | discuss it towards the end of my
analysis because of its close thematic relationship to the radio play and because the differences

between the two pieces shed light on the genesis of the radio play.
Bad news and pseudoproblems

Early in the opening scene of the play, the character, Anna, who works as a secretary in an

! According to the Werke edition it was first broadcast on 28 February, 1952 (W 1: 661). This date is used by
Weigel (Hinterlassenschaften 260, 565) and Lennox (“Hérspiele” 85) but Bartsch cites Haider-Pregler’s assertion
that the radio play’s debut was on 15 February, 1952 (Ingeborg Bachmann 74). As Haider-Pregler does not
explain the discrepancy between the date that she uses and the date given in the Werke edition, and as there are
technical errors in her article (for example, the mismatch between footnote text and numbering after the
duplication of footnote 58), | suspect that Haider-Pregler’s date is an oversight or typographical error.
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unnamed and undefined business, refers to information that she has read in the press. Her colleague,
Mandl, has been expressing concern about the damage that the strong neon light in their office might
cause to their eye sight, and Anna responds: “Ja, ich habe es unlangst in der »Wochenpost« gelesen.
Ich glaube, es war die »Wochenpost«. Man sollte dunkle Brillen bei diesem (Neon)Licht tragen.” (W 1:
179) Soon afterwards in the same scene (but this time in conversation with her boss), Anna mentions
another article using an almost identical sentence construction: “[M]an kann sich so leicht erkalten, es
gibt Leute, die sich sogar im Sommer erkalten; ich habe erst unlangst etwas Ober diese Art von
Erkéltungen gelesen, sie sind gar nicht ungefahrlich, ich glaube, ich habe es im »Blick in die Welt«
gelesen.” (W 1: 182) With these apparently innocuous references to journalistic content Bachmann not
only replicates the repetitive, predictable nature of press language and content but also draws attention
to the way in which press reports on health issues exploit natural anxieties about well-being in order to
attract reader interest.” They also make us more susceptible to commercial solutions that might ease
our fears and anxieties—as Bachmann showed in “Herbstmandver”. Scare stories about health issues,
like those mentioned by Anna, are therefore yet another instance of bad news being good news for the
culture industry and for consumption, but not necessarily for us. According to Bachmann, such stories
are the kinds of “Pseudoprobleme” that the culture industry uses to distract us and to frighten us into

seeking an instant solution, which inevitably involves consumption.

The pervasiveness of the message to consume is illustrated in “Ein Geschéft mit Tradumen” in the
“outdoor scenes” of the radio play, set in the shopping district. These scenes are dominated by the calls
of street vendors, touting their wares (W 1: 190f.). The “stereotyp wiederholte[n] Warenanpreisungen”
(Holler Das Werk 87) of the street vendor voices perform much the same function as the “voice of
advertising” in “Reklame”. Thus, we have in one scene the Rasierklingenmann touting his “Klingefix”
and an old woman selling balloons—both non-essential products, but products that people like Laurenz
and Mandl can purchase thanks to their office jobs. The price that consumers pay for such products is,
however, not only to be measured in monetary terms, but also in terms of a personal cost; for example,
the office in which both Laurenz and Mandl work is a place of subjugation and devoid of meaning—a
place, where their despotic Generaldirektor treats them like machines that he can switch on or off at
whim.? Effectively, their only freedom is to choose from a range of superfluous products on offer in
the market—products that have nothing to do with their real problems, namely, the meaninglessness
and lack of purpose in their daily lives. Instead these products support a “Scheinwelt des Vergessens
[...], welche die Menschen um ihre eigenen Sorgen und Angste bringt” (Holler Das Werk 87). The
empty irrelevance of the commercial solutions on offer in this “Scheinwelt” is underscored in the chant

of the Drehorgelmann:.

Zwischen heute und morgen

2 This is an early instance of Bachmann’s satirical commentary on the press’s exploitation of health fears, a
later instance of which can be found in the Bulgare scene in Malina, discussed in Chapter 7 of this dissertation.

3 Bartsch sees in the Generaldirektor a “Karikatur eines Kapitalisten” (“Die Horspiele von Ingeborg Bachmann”
321) and describes his relationship with his employees as fascist (Ingeborg Bachmann 78).
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liegt die Nacht und der Traum

macht euch drum keine Sorgen

macht euch drum keine Sorgen

zwischen heute und morgen

liegt die Nacht und der Traum ... (W 1: 191)

The critique here is not targeted at the ephemeral nature of the Drehorgelmann’s music—for music is
by its very nature ephemeral. Instead it is aimed at the unoriginal, unstimulating and repetitive
(grinding) quality of his instrument’s music, which underscores the platitudinous nature of the organ-
grinder’s words. The similarity between this section of the play and Bachmann’s poem “Reklame”—a
poem whose very words “ohne sorge sei ohne sorge” are echoed in the organ-grinder’s chant—has

noted and discussed by a number of scholars.”*
The press and the status quo

Anna’s references to the content of popular “Illustrierten” are not only revealing about press
content but also reflect on her character and the success of the press’s strategies. In uncritically
repeating things she has read in the press, Anna shows herself to be someone who naively accepts the
press as an authority and whose knowledge of the world is heavily influenced (if not largely
constructed and thus limited) by what she reads in the press: she looks for fulfilment “im Surrogat der
illusionistischen Illustrierten- und Kinowelt [...], ohne zu bemerken, daR sie damit auf jeglichen
Anspruch einer eigenstandigen Personlichkeits- und (Selbst-)Bewul3tseinsentfaltung verzichtet”
(Bartsch “Die Horspiele von Ingeborg Bachmann” 319). Anna is not one to challenge “the system” in
any way. Throughout the play she shows herself to be practical, cheerful, friendly, helpful,
unquestioning, and quick to defend not only her fellow worker Laurenz but also her boss, despite his
overbearing and capricious behaviour. She is also a very sociable person, who seems to know all the
people in the company she works for, and who is in touch with popular culture: thus Anna knows
through her colleague, Fraulein Kleemann, about a recent film, “Gummi aus sieben Himmeln”, while
her colleague, Mandl, hasn’t even heard of Fréulein Kleemann (W 1: 180). Anna’s enthusiasm for the
popular media and her unquestioning acceptance of press content as truth suggests her social
conformity and compliance with the status quo. Bartsch draws attention to this aspect of Anna when he
remarks on “die Anfélligkeit der kleinen Angestellten Anna flr die in den Medien angebotenen

Surrogate” (Ingeborg Bachmann 76).°
The price of truth and authenticity

While Anna is clearly an example of someone whose familiarity with the content of the popular
press and popular cinema binds her closely to the status quo promoted in the mass media, a close
association with the mass media does not appear to be a necessary condition for unquestioning

acceptance of the existing social order, as we see in the character of Laurenz, who is the “loner” in the

* For example, Bartsch (“Die Hérspiele von Ingeborg Bachmann” 312), Lennox (“Hérspiele” 86) and Slibar
(113).

® See also Holler (Das Werk 73).
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play—someone who has no social life outside of work and who is not associated with the press or other
forms of the culture industry in his day-to-day life.° The only times when Laurenz is in any way
associated with the mass media, for example, is not in real life, but the “unreal” world of the “Geschéft
mit Trdumen”. On first entering the shop, Laurenz mistakes the unusual music that he hears for the
sound of a radio; and in the second of his dreams, where he plays the role of a megalomaniac super-
boss “patriarchalisch[er] Ubermensch[...]” (H6ller Das Werk 88)—even more monstrous than his real
boss—Laurenz calls for the “Nachrichtenapparat” and for “Stenogrammblécke” and “Ubersetzer” (W

1: 201) to record and translate his opening address to the 55™ congress of his transglobal business.”

The allusions to journalistic media in this context must not, however, be seen in the same light as
the references to the press and popular cinema in conjunction with Anna, for the eponymous “Geschéft
mit Trdumen” represents the very opposite of the very public face of the culture industry. Although its
name suggests that it might be related to the “Traumwascherei” of “Reklame”, the “Geschéaft mit
Traumen” is neither a “Geschéft” in the generally understood commercial sense, nor does it operate
like a normal shop. For example, instead of the cheerful music associated with the world of media
advertising (as in the “heiter [...] mit musik” of “Reklame”), the music that the stage instructions call
for as the “Leitmotif” in connection with the shop is “leise irritierende Musik”—a quality that calls to
mind Bachmann’s insistence on discomfort as an essential portal for the experience of truth.® There are
many other factors that differentiate this shop from other commercial businesses: the shop’s trading
hours (from 6.00 p.m. to 6.00 a.m.) are the very opposite of normal shopping hours—this shop opens
as other shops are closing. And unlike the main shopping area nearby, where the various street vendors
tout their businesses loudly, there is no “hard sell” in this shop; indeed, business seems to be poor (W
1: 194) and the shop-owner is “mifmutig” (Schuller 52). Differences are also apparent in the shop
lighting: in contrast to the dazzling neon light of the opening office scene (W 1: 179), the shop where
dreams are sold is “unscheinbar” (ibid.) and (as Laurenz observes on two separate occasions) poorly lit
(W 1: 192, 194).° These attributes of the shop draw attention to the shop’s “disparate Stellung in einer
Gesellschaft [...], die vom Schein der Reklame erhellt und von verinnerlichter Herrschaft erhalten
wird” (Hoéller Das Werk 76)—a disparity that establishes it to be the very opposite to the “aufere
Schicht der Wirklichkeit im Rahmenteil, die sprachlich durch Reklameversprechen, Zeitungsphrasen
und Alltagsklischees zitiert wird” (87).

In a non-commercial location such as this, it is not only the bright neon lights of advertising that

® Anna and Laurenz can be seen as the mirror image of the Jan and Jennifer configuration in “Der gute Gott von
Manhattan”, where Jan has more “social glue” than Jennifer and is associated more closely with the journalistic
media, while Jennifer remains untouched by them (as discussed later in this chapter).

” This dream scenario might be seen as an early precursor to the dream sequence in Malina, where Ich is
mobbed by reporters with their “Notizblécken” (TP 3.1: 518), as discussed in Chapter 7.

8 Holler, too, notes the contrast to the “heiteren Musik der Reklamewelt” when the music of the dream sequence
becomes “gehetzt” (Das Werk 88). See also Hapkemeyer (Friiheste Prosa 67).

% Cf. Bartsch’s description of the shop as “ein im Kontrast zum Ublichen grellen Erscheinungsbild der
kapitalistischen Konsumwelt unscheinbarer, schlecht erleuchteter Laden” (Ingeborg Bachmann 76).
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do not belong—even the journalistic media have no place: as the owner of the shop is at pains to point
out, he has no radio (W 1: 194). The absence of radio in the shop helps to define this location as a non-
public, indeed non-earthly place—a place where you can have any dream you desire, provided that you
are prepared to pay the price. And it is here that we see the absolutely non-commercial nature of this
operation: all the money in the world will not buy you one of these dreams; instead, as in life, the price
we pay is time—a lesson that the culture industry tries to hide from us. As the shopkeeper points out to
Laurenz, money cannot buy dreams—“Traume kosten Zeit” (W 1: 213)—and the dream that Laurenz
chooses will cost him “einen Monat” (ibid.)."> We find here some interesting dramatic ironies: first,
Laurenz only stumbles across the “Traumladen” because he has been, for once, compelled to leave
work early by a boss, who is normally happy to exploit his hard work but on this occasion has chosen
to see Laurenz’s behaviour as offensively ingratiating (W 1: 184); second, although he is in the midst of
commercial activity and supposedly helping his colleague, Mandl, choose a present for his wife,
Laurenz is not attracted to the commercial wares on offer and is instead intrigued by the non-

commercial nature of the “Traumladen”.

Unlike the dreams sold to us by consumer capitalism™ as exemplified in the commercial goods
on offer in the other shops nearby—where, for example, Mandl can buy his wife a green silk scarf that

Anna describes as “traumhaft” (W 1: 216)—the dreams in the “Geschaft mit Trdumen” represent an

%1t is in the expression of this theme—the non-equivalence of “Traum” and “Geld”, and of work and time—
that Weigel sees the close relationship between this radio play and “Herbstmandver” (Hinterlassenschaften 260).
As Weigel goes on to observe, the fact that the dreams can only be purchased with “time” represents an implicit
critique of money “als Scheinwert” (Hinterlassenschaften 262)—an aspect of the play that Weigel finds
disappointing because of its stereotypical (and thus unoriginal) discourse about the things that money cannot buy
(263). For Bartsch this aspect of the play is related to its critique of capitalism: “Trdume, die Gesetze der
kapitalistischen Okonomie auBer Kraft setzen [...], sind nicht mit Geld zu bezahlen.” (Ingeborg Bachmann 80)
Lennox sees the play as illustrating the saying that “time is money”: “Ganz buchstéblich geht das Hérspiel von
einer Gleichung aus, die Benjamin Franklin, Max Weber und Karl Marx gleichermalien schétzten und die
impliziert, daB, wer immer dieser Logik folgt, bereits dem alles umfassenden Warencharakter des alltaglichen
Lebens zum Opfer gefallen ist: »Zeit ist Geld«.” (“Horspiele” 86)

11 Bachmann made it clear in an interview statement that she repudiated the values of capitalism: “Und ich
glaube nicht an diesen Materialismus, an diese Konsumgesellschaft, an diesen Kapitalismus, an diese
Ungeheuerlichkeit, die hier stattfindet, an diese Bereicherung der Leute, die kein Recht haben, sich an uns zu
bereichern.” (Gul 145) Bachmann’s rejection of the “dekadente Konsumwelt” of Rome and Europe was also
reported by Hans Marte (Bachmann’s host and guide when she visited Poland in 1973) in Hamm’s film “Der ich
unter Menschen nicht leben kann.” Auf der Suche nach Ingeborg Bachmann. This rejection of capitalism and
mass consumption goes hand in hand with her interest and theoretical support for Marxism, an area that has been
neglected in Bachmann scholarship, apart from Lennox’s extended analysis of Bachmann and materialist
Marxism and Bachmann’s affinities with Marcuse (Cemetery 329ff.; see also 242-256). In 1963 interview, for
example, Bachmann described her current reading as a systematic engagement “mit dem historischen
Materialismus, von Marx und Lenin (ber die diversesten Stationen bis zu Ernst Bloch und Kolakowski” (Gul
42)., and in a letter written to her close friend Henze, Bachmann explained her commitment to the principles of
socialism and communism while retaining deep reservations about the realities of its implementation: “Alle
meine Neigungen sind auf der Seite des Sozialismus, des Kommunismus, wenn man will, aber da ich seine
Verirrungen, Verbrechen etc kenn, kann ich nicht votieren. Ich kann nur hoffen (hoffen, wie man hofft, wenn
man weiss, verloren, verloren, flr immer verloren), dass im Lauf der Zeit das Gesicht der einzigen Revolution
dieser Zeit die menschlichen Ziige annehmen wird, die nie ein System annehmen wird.” (Henze Briefe 267) In his
autobiography Henze reveals that Bachmann had been seminal in awakening his political consciousness in the
mid sixties, as a result of which he took an interest reading newspapers. In particular, Bachmann’s gift of a copy
of Marcuse’s Triebstruktur und Gesellschaft had a dramatic impact on his socio-political consciousness
(Reiselieder mit béhmischen Quinten 251).
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insight into our innermost desires and hopes, in other words, the truth of our lives: “Im Traum werden
verdrangte Inhalte entfesselt, Angste, Phantasien, Wiinsche, die im wachen Alltag einer auf Fortschritt,
bloRe Nutzlichkeit und Gewinn ausgerichteten Gesellschaft nicht zugelassen sind.” (Bartsch Ingeborg
Bachmann 78) Thus, the dreams that Laurenz is offered in the shop reveal the truth about three
different aspects of his life: the first dream expresses his fears and anxieties in the face of the day-to-
day hostility of his boss; the second dream, is perhaps an expression of his desire to compensate for the
feelings of inadequacy and vulnerability that emerged from the first dream; and in the third dream, he

confronts the truth of his life—his chronic exhaustion and his enslavement to his job:

Immer bin ich mide, wenn ich abends fortgehe, immer verlasse ich als letzter das Haus. Und wenn ich im
Tor stehe, bleibt mir die getane Arbeit noch zu Uberdenken, ob alle Termine in die Kalender meiner
Vorgesetzten eingetragen sind, ob alle Schriftstiicke abgelegt sind, ob die Wasserleitungen am Gang nicht
tropfen und die Schreibmaschinen zur Reparatur getragen sind. Immer bin ich miide, wenn ich heimgehe
[..]. (W1:208f)

As Lennox observes: “Fur [...] Laurenz [...] ist das Leben eine einzige Krankung, und die Trdume, die
in dem Traumladen vor ihm entfaltet werden, enthillen auf sehr konkrete Weise, wie und warum er
leidet [...] und wonach er sich sehnt.” (“Ho6rspiele” 86) In his dreams, however, the inarticulate Laurenz
miraculously overcomes “seine Unféhigkeit zur Kommunikation” and achieves “eine fir seine
Bestrebungen adequate Sprache [...], welche ihm in der Realitat versagt bleibt” (Tunner 420). Most
importantly, the dreams also reveal the depth of his passion for Anna as well as his despair that
someone like her could ever care for a nobody like him—a man whom her dream persona describes as
a small grey dot on the horizon, “der wie eine Tréne im Sand zittert” (W 1: 208). In his third (and last)
dream, however, the shy, almost tongue-tied Laurenz becomes a lyrically passionate lover, determined
to leave behind him the small, grey bourgeois world of restraint to achieve the heights of eternal,

mystical and absolute romantic union with Anna (W 1: 211f.).

The “Traumladen” therefore represents an “Ort[...] des Wunsches nach Grenziberschreitung”
(Schuller 50), or, as Lennox puts it, Laurenz’s “Begegnung mit dem Unmdglichen” (“Hdrspiele” 86).
Laurenz’s third dream in particular stands for rebellion against the mediocrity of everyday life: the
dream constitutes “eine Schutzwehr gegen die RegelméaRigkeit und Gewdohnlichkeit des Lebens, eine
freie Erholung der Phantasie, die freilich nur [...] einen kurzen Abend lang einem Laurenz zuganglich
ist” (Tunner 421).*> More importantly, however, unlike the Drehorgelmann’s chant, which aims to
distract and to numb awareness through soporific assurances, the dreams that Laurenz experiences in
the “Traumladen” dramatically heighten his awareness and thereby counteract the
“Erfahrungsschwund” of his waking life. As Bartsch observes after quoting Bachmann’s speech, “Die

Wabhrheit ist dem Menschen zumutbar”, in connection with this play:

Konkret auf das Horspiel [...] bezogen heilt das, dal—vermittelt Uber die Trdume der im wachen Zustand
bewuRtlosen, unter dem fiir die moderne Industriegesellschaft charakteristischen »Erfahrungsschwund«

12 Lennox asserts that Laurenz chooses the third dream because it is so radically different to his working world
(“Horspiele” 88). She also maintains that while the first two dreams show that Laurenz is “ganz offenkundig eins
mit den ihn verfolgenden Machten”, the third dream shows “auf subtilere Art, daB selbst seine Vorstellung von
unbedingter Liebe ein Produkt gerade jenes autoritdaren mannlichen Systems ist, dessen Opfer er ist” (89).
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[...] leidenden Figur des Laurenz—nicht nur nicht von realen Gegebenheiten abgelenkt wird, sondern
durch »eine Steigerung der Wahrnehmungsleistung« [..] das BewuBtsein von diesen [realen
Gegebenheiten] geschérft werden soll. (Ingeborg Bachmann 78)

In contrast to the “im Rahmenteil [des Horspiels] reprasentierten gesellschaftlichen Realitat”
then, the dreams of the “Traumladen” represent, as Holler suggests, “eine andere, sonst verdrangte
Wirklichkeit und einen anderen Erfahrungsmodus” (Das Werk 76). Thus these dreams transport
Laurenz to a different state, beyond alienation, and help him to realise his deepest wishes: “Der Traum
macht die Illusion eines Lebens in Liebe moglich, in dem alles Gewohnliche abgestreift wird —...]
und alle Entfremdung fir Laurenz [...] aufgehoben wird.” (Bartsch Ingeborg Bachmann 80) In
unleashing “Angste, Phantasien, Winsche, die im wachen Alltag einer auf Fortschritt, bloRe
Nitzlichkeit und Gewinn ausgerichteten Gesellschaft nicht zugelassen sind”, the play shows that the
“Traumladen” (78) is not in fact “[e]in Geschaft mit Trdumen”, as Schuller suggests (51). Instead, the
term “Geschéaft mit Traumen” (with all its commercial connotations) is, as Bartsch contends, one that
applies to “die Unterhaltungs- und Werbeindustrie der Konsumgesellschaft, die dem angesprochenen
Verdrangungsprozel3 zuarbeitet” (Ingeborg Bachmann 78). Thus the “Traumladen” dreams do not
represent “Flucht” into “Innerlichkeit”, but a “besondere Erkenntnisform” (77).** Weigel disputes such
an interpretation, insisting instead that the very name “Geschéft mit Tradumen” suggests “massenhaft[e]
Fertigung von Traumbildern” (Hinterlassenschaften 262) and represents a source of conflict in the
revelation that these dreams cannot be paid for with currency. These aspects of the “Traumladen”
should, however, be seen as part of Bachmann’s irony and the play’s critique of the normal commercial

undertakings of the culture industry, rather than a critique of the “Traumladen” itself.

Like Weigel, Schuller sees the dreams on display in the “Traumladen” in a negative light,
describing them as clichés: “[AJuf Regalen herumliegende, dosiert und abrufbar, halten sie das
Imaginare als realitatstiberschreitenden Wunsch schon langst besetzt. In ihnen ist er einkassiert. Die
Traumwelt entspringt der Schallplatte.” (52) While Schuller’s and Weigel’s arguments are persuasive, |
do not find them conclusive, and instead prefer to interpret the light that Laurenz describes as “zuviel
fir meine Augen” when the shopkeeper starts his introduction to the dreams (W 1: 195)* as the light of
“Erkenntnis” (Bartsch Ingeborg Bachmann 77)."> The major thrust of the dream sequences is therefore
to set up a contrast between the offerings of normal commercial vendors and the ‘real’ dreams of the
“Traumladen”—a point that Holler, too, stresses: “Die anderen Traume aber, die die Menschen

wirklich betreffen und die Scheinwelt der Reklame versprechen zergehen lassen, sind nicht in den

3 Héller, too, emphasises the way in which the dreams in the “Traumladen” reveal the truth: “Die in die
Innenseite des Subjekts verlagerten Angste oder utopischen Wiinsche sind als Protest gegen die herrschenden
gesellschaftlichen Verdrangungsmechanismen zu begreifen, wéhrend die spannungsgeladenen Rollengegensatze
[...] die bedrohlichen Widerspriiche der Gesellschaft im vereinzelten Ich aufbrechen lassen.” (Das Werk 85)

 Note here the ironic reference to Mandl’s earlier comment about the bright neon light of the office.

%5 In support of his argument Bartsch points out the similarity between the way in which dreams are used in this
play and in Malina, namely, “durchaus im Sinne der Psychoanalyse als besondere Erkenntnisform, die es erlaubt,
verdrangte Angste, Wiinsche etc. und damit Bedrohungen wahrzunehmen, die unter der Oberflache einer
scheinbar heilen Welt ihre Wirkung tun” (Ingeborg Bachmann 77).
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einladenden Geschaften zu haben.” (Das Werk 87) In the “Traumladen”, then, | believe that Bachmann
has created a “Gegenbild” not just to the world of commerce portrayed in the shopping scenes, but also
to the celluloid “dream factory” that is so familiar to Anna. As Adorno and Horkheimer explain in
“Das Schema der Massenkultur”: “Die Traumfabrik fabriziert nicht sowohl die Tradume der Kunden, als
dal sie den Traum der Lieferanten unter die Leute bringt. Er ist das tausendjahrige Reich eines
industriellen Kastensystems endloser Dynastien.” (Adorno GS 3: 332) In contrast to the offerings of the
culture industry’s dreams, the dreams that Laurenz previews in the “Traumladen” are very much his
own dreams—dreams in which he is a direct participant and which reflect the truth of his own

experience.
Alienation and the desire for escape

While Laurenz is prepared to sacrifice his life savings, he is not prepared to pay for his dream
with time. So, even though he leads a life devoid of meaningful relationships—a life dominated by
work and its concomitant oppression, humiliation and chronic exhaustion—Laurenz puts work (and
thus his small foothold in mainstream society) first: “Arbeit geht meiner Zeit vor.” (W 1: 213) As
Bartsch points out, Laurenz does not even hesistate for a moment “das freudlose Leben und die Arbeit
unter entwirdigenden Bedingungen der Verwirklichung eines Wunschtraumes vorzuziehen”, a
decision that testifies to the “nachhaltige Verinnerlichung der Normen- und Wertvorstellungen der
Gesellschaft” (Ingeborg Bachmann 80). This internalisation of external values is shown not only in his
refusal to pay the necessary price for the dream, but also in his dog-like obedience to the
Generaldirektor’s peremptory command in the concluding lines of the play (W 1: 216), which confirms
his readmission (and total subordination) to the existing power structure.*® As Haider-Pregler observes
about this scene: “[W]eder haben die Traume Laurenz in irgendeiner Weise veréndert, noch haben sich

Anna oder die Hierarchien im Biro Uber Nacht gewandelt.” (45)

“Ein Geschaft mit Trdumen” is thus one of the many examples of Bachmann’s work that
demonstrate, “dal’ es den Austritt aus der Gesellschaft nicht gibt” (W 4: 276). For Lennox, there is no
possibility of a new future for Laurenz, “weil [er] sich diese nur unter den Vorzeichen der
Vergangenheit vorstellen kann, d.h. im Sinne jenes kommerzialisierten ménnlichen Alltags in der
Friihzeit des Kalten Krieges, dem Laurenz gerade zu entkommen versucht” (“Hoérspiele” 89). Holler
attributes the play’s pessimistic ending to the social structures that dominate Laurenz’s life “als
undurchschaute Herrschaft und Subordination in der Welt der Arbeit, dem Biro, und als
undurchschaute Herrschaft der Ware in der Offentlichkeit der StraRe akustisch durch Zitat-Montagen
von Sprachfetzen der Reklame und der Zeitungspresse inszeniert” (Holler Das Werk 76). Like
“Reklame”, then, “Ein Geschéaft mit Trdumen” may be seen as a critigue of the increasing
commercialisation and materialism of everyday life—a life in which we are constantly distracted by the

media and by commerce; a life in which we are encouraged to solve our problems and fulfil our dreams

18 Unlike most scholars, who see Laurenz as a victim, Domschke sees him as a sinister character (“zu jedem
Verbrechen fahig”), who allows himself to be exploited by his boss, “um [seines] kleine[n] Vorteils willen” (79).
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through our purchases, rather than through experiences that help us to develop our true natures and

reflect our deepest desires.

The critique in “Ein Geschaft mit Trdumen” is also targeted at the system of oppression that
perpetuates this way of life and the alienation of the worker that is inextricably connected with that

oppression. As Bartsch observes in relation to this play, Bachmann creates:

[...] mit wenigen Strichen ein Bild von den Bedingungen der Arbeitswelt fur kleine Angestellte, in der
diese zwecks Gewinnoptimierung funktionalisiert sind, in der sich ihnen jedoch keine Mdglichkeiten zu
einem erfillten, unentfremdeten Leben er6ffnen, ja in der ihnen nicht einmal eigene Traume gestattet sind.
(Ingeborg Bachmann 76)

The only dreams that are officially sanctioned are the “Produkte der grofien Traumfabriken” (ibid.).
The system of oppression targeted in the play is exemplified in the depiction of the “Aufzehrung der
Lebenszeit durch rigorose Teilung in Arbeits- und Freizeit [...], wobei die Arbeit natirlich den
Lowenteil ausmacht” (Schuller 51). It is also epitomised in the callous, unappreciative, wilful and
despotic figure of the Generaldirektor of the company for whom Anna, Laurenz and Mandl work—a
man who cannot be pleased—who, in the one scene criticises Laurenz for being “aufdringlich” in
working long hours and staying late soon after rebuking Mandl for leaving work punctually, and then
accuses Anna for “clock-watching” when she defends Mandl for leaving work on time for once (W 1:
182f.).

The subjugation of the work force is illustrated primarily in Laurenz’s submissive behaviour and
total enslavement to the system of work: “Laurenz funktioniert quasi wie eine Maschine auf
Knopfdruck.” (Bartsch Ingeborg Bachmann 76) Conscientious to a fault—Lennox describes him as
“fast obsessiv bemtiht, seine Arbeit einwandfrei zu erledigen” (“Horspiele” 86)—Laurenz is always the

first to arrive and the last to leave.'” “

[E]ingelibt in die kleinbiirgerliche Tugend des Stillhaltens und ins
passive Erdulden bestehender Verhéltnisse” (Bartsch Ingeborg Bachmann 76), he is “[e]in kleiner,
unauffalliger Angestellter” (Schuller 51), “dessen Leben sich Ublicherweise in Arbeit und Sparen
erschopft” (Weigel Hinterlassenschaften 262). Athough shy and a man of few words—even the
outgoing Anna feels as if she has barely exchanged ten sentences with him in the two years that they
have worked together (W 1: 183)—Laurenz is nevertheless friendly, considerate and conscientious with
his work colleagues. Laurenz is also “klein” and “unaufféllig” outside of the workplace, where he leads
the life of a loner, whose only external social contact is the landlady who brings him breakfast, and
whose only escape from work is his annual winter trip to the mountains. In the “,nhormalen*
Subordinationsverhéltnisse des gesellschaftlichen Alltags” (Héller Das Werk 78) Laurenz is so cowed
by the system and his fears, that he accepts “widerspruchslos, weil auch sprachlos, die Erniedrigung

seiner beruflichen Stellung und die Willkiir des Vorgesetzten auf sich” (Bartsch Ingeborg Bachmann

" The only time Laurenz is late for work is after his discovery of the “Traumladen” (W 1: 215). Ironically, the
reason Laurenz happened upon the “Traumladen” in the first place was because he had left work earlier than
usual that day, and therefore had “time on his hands”.
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76).8

There is, however, no real hint of his dissatisfaction with life until he enters the shop of dreams,
where his choice of dreams reveals the extent of his alienation and the depths of his desire for a
different life. Here, the dream imagery of war and destruction makes it clear that, beneath his
unprepossessing surface, Laurenz is a man riddled with fear and anxiety; a man who sees work as a
battleground where he is subject to constant hostility, criticism and humiliation. Although there is only
one example in the play’s work scenes (W 1: 183), Laurenz’s first dream suggests that hostility and
criticism from his boss is a daily ritual (W 1: 196). As Lennox observes about this dream: “[Hier] zeigt
sich [...], was der tyrannische Direktor seinen Untergebenen tatsachlich antut, und gleichzeitig werden
Laurenz’ geheimste Wiinsche aufgedeckt, indem er sich im Traum in einen verldBlichen Flhrer
verwandelt, auf den seine weniger mutigen Kollegen angewiesen sind.” (“Horspiele” 87) Similarly, in
the role reversal of the second dream—when Laurenz takes on the role of the most powerful, brutal,
erratic and despotic Generaldirektor of all—one suspects that Laurenz is only emulating (albeit in an

exaggerated way) the behaviour of his real-life Generaldirektor.

Anna’s ever-cheerful and sociable nature may suggest that she is not alienated to the same extent
as Laurenz, but cultural critics like Adorno and Horkheimer would argue that she is even more
alienated than Laurenz because she is not even conscious of her alienation.® According to Bartsch,
neither Anna nor Laurenz is aware of their oppression “unter den herrschenden sozialen Bedingungen”
(Ingeborg Bachmann 79).%° While it is true that Laurenz is not consciously aware of his oppression, his
dreams reveal a subconscious realisation of his subjugation and alienation. Anna, on the other hand,
who shows herself to be an eager consumer of culture industry products, demonstrates the effectiveness
of the culture industry’s strategies—which, according to Adorno and Horkheimer, aim to provide just
enough stimulation to distract workers from the exhausting and alienating nature of work, but not
enough to incite a challenge to the system under which they work. This sociological aspect of

Bachmann’s critique in the play is brought out by Bartsch in his comparison of “Ein Geschaft mit

'8 In her analysis of a recording of the radio play’s original 1952 performance, Haider-Pregler notes the way in
which the character of Laurenz constantly weaves “ein schiichternes »bitte«” into his dialogue: “Dies l&sst ihn
besonders devot, subaltern, beflissen und unsicher erscheinen.” (44, spelling a.p.o.) In the 1977 production by
Studio Bern, however, Laurenz is not portrayed as the hopelessly subordinate and “lberanpassungswilligen
Einzelganger”. Instead, his readiness to please is more a reflection of his inhibitions and shyness than an
unconditional belief in social hierarchies: “Die Traume werden ihm als Auseinandersetzung mit dem eigenen Ich
geradezu verordnet.” (51)

19 Haider-Pregler notes, however, the radical differences in character that can emerge from different productions
of the play. Thus in the original Rot-Weil3-Rot broadcast, Anna is portrayed as a “geschaftige, wichtigtuerische,
kichernd-kokette, ein wenig dimmliche Stenotypistin” (44), while in a 1977 production by Studio Bern she was
played as “eine unaufdringlich kumpelhafte, resolute junge Angestellte, die im gut eingespielten
Zusammenarbeiten mit ihrem Abteilungsleiter auch die eine oder andere nicht ganz dienstliche Bemerkung zu
machen gewohnt ist” ( 51).

20 Not surprisingly, Bartsch (Ingeborg Bachmann 79) disputes Slibar’s contention that Anna’s “schweifenden,
vagabundierenden Reden” represent a subversive force in the play (117). Héller’s view is similar to Bartsch’s,
seeing in Anna “die Negativ-Formen patriarchalischer Allgewalt, eine Kette von Gesten und Zeichen der
Unterwerfung, des Ausgeliefertseins, der Verzweiflung” (Das Werk 89).
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Traumen” with Gunter Eich’s Traume, in which he notes that both plays illustrate the way in which a
range of forces, including authoritarian power structures, are responsible for “die Bedrohung des
Menschen” and the “innere[...] Aushohlung des Menschen durch die Unterhaltungsindustrie”
(Ingeborg Bachmann 79).% Héller, on the other hand, stresses Bachmann’s critique of the capitalistic

ideology that helped to quash “Erinnerung und GeschichtsbewuRtsein” in post-war Germany:?

Politisch war es die Verdrangung und das Vergessen der nationalsozialistischen Vergangenheit,
gesellschaftlich umfassender und effektiver noch war es die Durchsetzung der Herrschaft der Ware in
einer Konsumgesellschaft, die Sinnlichkeit, Bedurfnisse und Wahrnehmung modelliert und in deren Zirkel
von Kaufen und Verkaufen Erinnerung und Leiderfahrung nicht gekannt werden. (Das Werk 86)%

Thus, Holler sees in the play’s “radikalen, der Geschichte ausgesetzten Wahrnehmung” an attempt by
Bachmann to counter the phenomenon of “lethargische Geschichtslosigkeit” in post-war Germany by
sharpening “das menschliche Wahrnehmungsvermdgen mit dem aufs duerste gereizten traumatischen
Ausdruck der Geschichte” (ibid.). Weigel, however, insists on the play’s critique of the culture
industry: “Im Sinne einer etablierten Kulturkritik wird in diesem Horspiel das Zusammenspiel von
Arbeitsmoral und der Warenform von Trdumen in der >Kulturindustrie« durch die Moral der

Geschichte gestort, dal® man Trdume nicht kaufen kann.” (Hinterlassenschaften 262)
Potential ramifications of the critique of journalism in “Ein Geschéaft mit Traumen”

From the foregoing analysis it emerges that the critique of journalism and the mass media is
rather oblique and understated in “Ein Geschaft mit Trdumen” compared to the poems analysed in the
previous chapter, all of which post-date this radio play. Bachmann’s critique in this play shows itself to
be more focussed more broadly, on phenomena such as the culture of amnesia and the ideology of
consumerist capitalism that promotes this amnesia at the expense of individual fulfilment and insight.
Despite the “low profile” and almost innocuous nature of Bachmann’s allusions to journalism and other
aspects of the culture industry in “Ein Geschaft mit Trdumen”, | believe that they are nevertheless
important because they represent the first instance of Bachmann’s literary critique of journalism and

the mass media.?

2L For discussions of the intertextuality of “Ein Geschaft mit Traumen” and Traume, which predated
Bachmann’s piece, see Haider-Pregler (37), Holler (Das Werk 75ff.), Bartsch (Ingeborg Bachmann 77), Weigel
(Hinterlassenschaften 261) and Lennox (“Horspiele” 87). There is, of course, a personal connection between Eich
and Bachmann, as Eich was the husband of Bachmann’s literary contemporary and close friend, llse Aichinger.

22 \While it is important to acknowledge the political forces behind Germany’s and Austria’s post-war amnesia, |
am not sure that the distinction Holler makes is entirely valid here given that these political forces have their
origins in the ideology of Western (especially “American”) capitalist democracy that was promoted by the
occupying forces. For a detailed discussion of this aspect of post-war Germany and Austria, see Carter, Lennox
(“Horspiele” 84f.; Cemetery 297ff.) and Wagnleitner.

2 For a discussion of how this reflects Adorno’s views on “Aufarbeitung der Vergangenheit”, see Héller (Das
Werk 311).

% In a 1975 re-broadcast of the radio-play, Heinz von Cramer made substantial changes to the manuscript,
including the deletion of all three references to the mass media (Haider-Pregler 46f.), even though they seem to
have remained intact in the original Rot-WeiR-Rot broadcast, whose production Bachmann followed with great
interest and to which she had presumably given tacit approval (42). Implicit in Haider-Pregler’s observation that
Cramer’s deletions were made “[s]ehr resolut, manchmal ohne Riicksicht auf die Struktur des Textes” (46) is the
view that these apparently unremarkable references were indeed significant to the play.
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Any assessment of the significance of these references to journalism and other media must take
into account the fact that Bachmann’s story of the same name, which deals with the same central
theme—namely, the social cost (“Zeit”) of dreams (W 2: 41ff.) and the conflict between public roles
and private aspirations—not only has a radically different ending to the radio play, but also omits all
reference to journalism and the mass media. This is a point of difference that has not yet been noted in
the various analyses that compare the radio play and the story. In the prose version, the Laurenzian
first-person narrator is so affected by his dream that he finds himself unable to return to quotidian
reality. Instead of helping him to achieve a more authentic life free from the strictures of his previous
working life, the experience in the “Traumladen” leaves him ill and alienated from life in a different

way, with all the time in the world, but no purpose: “Zeit woflir?” (W 2: 417)

The Werke edition of Bachmann’s works claims that, even though it was broadcast on German
radio some nine months after the radio play premiered in Vienna, the prose version pre-dates the radio
play (W 2: 604). Weigel contests this assertion, supporting her argument with a general reference to the
“Umsténde der Erzahlung sowie die Texte” and the more sophisticated and complex reworking of the
material in the story version: “Zwar gilt auch in der Erz&hlung, dal man Trdume nicht kaufen kann,
aber die dagegen gesetzte Aquivalenz von Zeit und Traum ist zugleich komplizierter geworden, denn
dall Trédume Zeit kosten, heiflt noch lange nicht, dal man mit Hilfe von Zeit auch tber Trdume
verfligen konne.” (Hinterlassenschaften 263f.) In support of her argument, Weigel points to the more
nuanced treatment of the motif of dreams and their “Bedeutung als Sprache des UnbewuRten”
(Hinterlassenschaften 264).> While | agree with Weigel’s analysis of the significant differences
between the two versions, | do not agree with her conclusion and would counter that the less complex
approach to the material in the radio play might have been a response to the different requirements of

each genre, rather than evidence that the radio play preceded the story. As Reinert points out:

GewiB hat jeder Horspielautor zu beachten, da, will er beim Publikum Wirkung erzielen, er diese bereits
bei der ersten Sendung erreichen muB. Kein Autor darf die gattungs- bzw. medienspezifischen
Rezeptionsbedingungen miRachten, und natiirlich mussen sich diese auch objektiv irgendwie in der
Anlage des Werkes niederschlagen. Wer als Autor nicht die Flichtigkeit des akustischen Erlebnisses
einkalkuliert, wer nicht den Zwang zu konzentriertem Zuhdren berlicksichtigt sowie die unabléssig
drohende Gefahr, abgelenkt zu werden, da das Horspiel nicht sémtliche Sinne beschéftigt, zumal den alles
okkupierenden optischen Sinn nicht, der beherrscht schlicht sein Handwerk nicht. (199)%

When Bachmann wrote this play, she was employed as a script-writer at the Viennese radio
station Rot-Weifl3-Rot (RWR), adapting other people’s work for radio—"eine Tatigkeit, die ihr genaue
Einblicke in den Kulturbetrieb verschaffte” (Holler “Briefe einer Freundschaft. Nachwort” 405). We

can therefore assume that she would have applied her recently gained practical knowledge of the

% Other scholars to compare the radio play and story include Bartsch (Ingeborg Bachmann 49, 81ff.) and
Lennox (“Horspiele” 88).

%% This requirement for less complexity was also emphasised by jury members of the “Hérspielpreis der
Kriegsblinden” in their consideration of Bachmann’s later radio play “Der gute Gott von Manhattan”, where they
questioned whether a work, “das schwer zuganglich und vielleicht erst beim dritten Abhdren ganz verstandlich
sei, noch dem Namen ‘Horspiel” verdiene, denn Horspiele mifiten sich an alle wenden, nicht nur an einen kleinen
Kreis von Eingeweihten” (Reinert 142).
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requirements of that genre to her own work. McVeigh provides support for this contention in his
detailed research on her work at RWR, in which he insists that Bachmann would have been “very much
aware of” the broadcaster’s mandate “to integrate political and pedagogical elements without becoming
too heavy-handed” (“Ingeborg Bachmann as Radio Script Writer” 38) and the way in which this was
related to the portrayal of “die optimistischen Gedanken der Nachkriegszeit” (Weiser gtd in McVeigh
39).?” Bachmann would therefore have been conscious that the much bleaker ending of the story

version would have been unsuitable for broadcasting on RWR.

As a further counterargument to Weigel’s conclusion, | suggest that the inclusion of a critique of
journalism in the radio play (even if that critique is comparatively understated) supports the view that
the story pre-dates the play. As the foregoing analyses in this chapter have shown, the first allusion to
journalism in Bachmann’s poetry appeared in “Herbstmandver” (which was first broadcast in
November 1952), a critique that was followed not long afterwards in “Holz und Spéane” (broadcast in
February 1953). The vehemence of Bachmann’s attack on journalism in “Herbstmandver” and “Holz
und Spéne” compared to the more subdued references to journalism in the radio play “Ein Geschaft mit
Traumen” (which was written earlier) is consistent with the argument that | pursue in this dissertation,
that Bachmann’s critique of journalism became increasingly trenchant and frequent over the course of
her literary production.

If my conclusions about the chronology of the prose and radio play versions are correct, it would
appear that the theme of journalism began to become a special concern for Bachmann some time
between the writing of the story version of “Ein Geschéaft mit Trdumen” and the conversion of that
material into a radio play early in 1952. Moreover, | surmise that, some time between the writing of the
radio play and the completion of “Herbstmandver” (that is, between late 1951/early 1952?® and
November, 1952), journalism became a theme about which Bachmann started to feel so strongly that
she started to incorporate it in her literary work, and a theme on which Bachmann would increasingly
focus in conjunction with her “Problemkonstanten” of “Wahrheit” and “Erfahrung”. Furthermore, |
suggest that it is no coincidence that this is broadly the same period as that of Bachmann’s
employment, firstly “im Sekretariat der amerikanischen Besatzungsbehorde” (W 4: 419)*° before
moving on to the U.S.-sponsored RWR in the autumn of 1951 (W 4: 420), where she worked initially

as a script-writer and then as “Redakteurin” (W 4: 419) until mid-1953.% In this period Bachmann

27 McVeigh describes Die Radiofamilie, the radio series that Bachmann worked on with Peter Weiser and Jérg
Mauthe, as a series that “spoke to the imagination and hopes of the post-war Austrian public, creating [...] the
image of a socially and politically stabile (sic), ordered and optimistic world” (“Ingeborg Bachmann as Radio
Script Writer” 45).

%8 Here | assume the radio play was written about three months before its broadcast in February 1952.

2 According to McVeigh, Bachmann was “[f]irst hired as a clerk/typist in September 1951 by the News Section
of the Information Services Branch (ISB), which oversaw the operation of RWR” (“Ingeborg Bachmann as Radio
Script Writer” 38).

% The Werke edition states that Bachmann left RWR in the spring of 1953, before attending the Gruppe 47
meeting in Niendorf (W 4: 420). This is consistent with Weigel’s assertion that Bachmann left “[im] Frihsommer
1953” (Hinterlassenschaften 266), but as McVeigh points out, this appears to be contradicted by Bachmann’s use
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became, as Lennox points out, “directly familiar with Western efforts to elicit voluntary consent and
eliminate dissent by controlling consciousness”, as well as the U.S. efforts to induce “Austrians to
embrace the American way of life” (Cemetery 244).3" In this period Bachmann would have therefore
been only too aware of the way in which the culture industry in general, and the journalistic media of
press and radio in particular, continued to be used for a more covert form of mass propaganda in the

service of a capitalist, rather than National-Socialist, ideology in post-war Europe.

5.3 “Die Zikaden”

First broadcast on 25 March, 1955, “Die Zikaden” was written in 1954 during the period when
Bachmann was working as a foreign correspondent for Radio Bremen and the WAZ on the

recommendation of her friend, the journalist and writer, Gustav René Hocke.*?
The press as a reflection of society

Set on an unnamed Mediterranean island,® “Die Zikaden” depicts an isolated community of
émigrés—“Schiffbriichigen, die auf Inseln Zuflucht suchen” (W 1: 222).3* Although geographically
isolated, this community is not isolated from the culture industry: it has its own newspaper, the
Inselbote, an “Einmannblatt” (W 1: 230) edited and published by the long-time resident, Benedikt. Like
the press on the mainland, the Inselbote represents the status quo. It is an important social institution

that is both a reflection of society in general, and its readership in particular. In reporting the day-to-

of the present tense to refer to her work at RWR during an interview with Joachim von Bernstorff on 25 June
1953 (“Ingeborg Bachmann as Radio Script Writer” 46). McVeigh observes that this also contradicts
Hapkemeyer’s claim that Bachmann moved to Ischia on 15 June that year. Although McVeigh’s listing of
Radiofamilie scripts shows that Bachmann wrote the 11 September 1953 episode, he does not use this to support
his contention that Bachmann left RWR later than other scholars have suggested (42).

31 Hapkemeyer, too, draws attention to the political awareness that was essential for Bachmann’s role at RWR
(Entwicklungslinien 43). As Wagnleitner notes, RWR was such an important propaganda medium and so tightly
controlled by the Americans until 1955, that it might as well have been called “Red-White-Blue” (110). Dericum
also notes the importance of this institution in her account of Bachmann as “»Skript-Girl«—eine
Nachkriegsneuerung im Rundfunk nach amerikanischen Muster—das Schreiben von Manuskripten. Bald wurde
daraus eine regelrechte Redakteurstétigkeit mit eigenem Schreibtisch und Telefon und dem Austausch mit
Autoren, die Horspiele, Essays und Gedichte schickten. Ingeborg Bachmann geriet an eines der einfluRreichsten
Kulturinstrumente der Nachkriegsjahre, das Radio.” (51f.) For more on RWR and its role as “Propagandamedium
der USA” in Austria during the Cold War, see also Lennox (“Hdorspiele” 84f.).

% Hocke’s NachlaB contains an undated, three-and-a-half page article called “Portrat der Zikade”, which
describes “den verziickten Gesang dieser versteckten, sensiblen, réatselhaften Tiere, denen die Griechen Wiirde
und Tiefe des Mythos schenkten”, and goes on to explain the myth in very similar terms to those used by
Bachmann in her play, suggesting that the insect makes a good “Gleichnis fiir die Dichter aller Zeiten” (3).
Hocke’s article also refers to the local wisdom amongst the peasants on Ischia about cicadas. One therefore
wonders whether his article was inspired by a visit to Bachmann who moved to Ischia in September 1953, and if
so, to what extent they might have discussed or mutually inspired each other on this theme.

% The names of Antonio, and other native islanders like Franco, Maria and Lavinia suggest that the island in
“Die Zikaden” is, like Ischia, located off the coast of Italy. Although the play’s location was most likely inspired
by Bachmann’s 1953 move to Ischia, Bachmann had relocated to Rome by the time this play was completed in
1954. Hapkemeyer describes Ischia as a “Fluchtpunkt fiir Intellektuelle und Lebensgenieler” (Entwicklungslinien
65).

% For a discussion of the theme of shipwreck in “Die Zikaden”, see Tunner.
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day activities of the islanders in stories like “Mrs Brown lduft Wasserski!” (W 1: 231) or “Mr Brown
auf Unterwasserjagd!” (W 1: 233),% the newspaper is very much a mirror of society on the island. In
turn, the constant repetition of the same kinds of headlines (and essentially the same kind of content)
establishes an expectation about what is “normal” in a given society, and thus forms a cycle of social

reinforcement.

In addition to reflecting the local community and its values, the island press works as a form of
social glue: most islanders not only read the Inselbote but engage directly (albeit in stylised and rather
esoteric dialogues) with Benedikt’s mellifluous assistant, Antonio, who distributes the news on his
daily rounds (W 1: 231), calling out the headlines in the best of town-crier traditions.* The only person
on the island who shows no interest in the newspaper or in Antonio, is the ironically nicknamed
“Robinson”,®" who, unlike Daniel Defoe’s Robinson Crusoe, has deliberately “marooned” himself on
an island to achieve social isolation. The closest contact Robinson has with the press is listening to
Antonio’s voice from a distance, in a purely aesthetic, quasi-mystical and primeval way: “Antonios
herrliche Stimme [...] erflllt ihm die Nachrichten und Meldungen mit dem barbarischen Zauber alter
Jagdrufe.” (W 1: 230) Robinson shuns newspapers because, like letters, they remind him of his past and
the world of relationships and social connection that he wants to flee; they remind him, “daR er nicht
der einzige ist” (W 1: 230). While he cannot shun the other islanders completely, he can restrict his
communication with them to “[d]as Notwendigste”, and when social contact gets too much for him, he
lets the others talk without responding to them (W 1: 241).

At the core of Robinson’s need to avoid social contact is the desire to avoid the pain and
suffering that society has inflicted on him: he wants to escape “aus einer Gesellschaft, die sich
fortgesetzt an [s]einem Leben vergriffen hat” (W 1: 259).% To this extent, Robinson is no different to
the other island residents, who are also essentially refugees, trying to leave behind their pasts and the
pain associated with those pasts. Robinson and his fellow islanders exemplify “de[n] Austritt aus der
Gesellschaft, der aber auch keine gegliickte und stabile Utopie mit sich gebracht hat. Nur der Wunsch
danach kann sich fiir die Zeit, in der er ausgesprochen wird, einldésen.” (Schuller 53) Thus, Robinson’s
proclamation, “Hier ist eine Insel. Und ich habe das Vergessen versucht” (W 1: 230), is one that the

other islanders could identify with, even though their escape manifests itself differently, primarily in

* These headlines also satirise the press’s fixation with sport—something that Bachmann also alludes to in
Malina (see Chapter 7).

% Antonio, whom Schuller describes as “eine Mischung aus Strichjunge und antikisch-mythischem Jiingling”
(53), is more than just a “newspaper boy”, as Golz calls him (“The Ruins of an Illusion” 44), as he is occasionally
commissioned by Benedikt to gather news as well (W 1: 265). Although Antonio is thus the voice of the news
and more, he remains mysteriously untalkative: within the play he barely says more than “Ja” or “Nein” in
conversation, except when speaking to Stefano (W 1: 257).

% For discussions of this aspect of “Die Zikaden”, see Achberger (Understanding 48), Bartsch (“Die Hérspiele
von Ingeborg Bachmann” 329; Ingeborg Bachmann 86f.), Hadecke (39), Lennox (“Hdérspiele” 91) and Weigel
(Hinterlassenschaften 185).

% Robinson’s reference to the depth of injury that can be sustained at the hands of others foreshadows
Bachmann’s contention in her “Todesarten-Projekt” that we suffer (and eventually die) as a consequence of the
way in which others in society treat us (Gul 110).
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escape into sport, entertainment and aesthetics: indeed, the island residents seem to be “eternal
tourists”, whose lives revolve around leisure activities like water-sports (W 1: 231, 232), soirées or art
exhibitions (W 1: 236, 244) and cosmetic treatments (W 1: 248).*° The main difference between the
other islanders and Robinson is that although they, too, are “gebrochene Existenzen” and occasionally
also withdraw from social contact,”’ they manage to maintain “eine Art Scheinleben” (Héadecke 40).
Robinson therefore merely represents the most extreme expression of escapism: his avoidance of the
press and written communication in general, marks him as the most radical of social refugees on the
island. And in this radicalism, Robinson has perhaps gone beyond acceptable bounds: Robinson is
“nicht der einzige hier. Vielleicht nur der einzige, der ein wenig zu weit geht. Er liest nicht einmal die
Zeitung [...].” (W 1: 230)

Questioning the truth-value of press content

Given his rejection of newspapers, it is not surprising that Robinson is the only one on the island
(and in the play) to question the truth-value of press content. When an escaped prisoner, known only as
“Der Gefangene”, seeks refuge in Robinson’s house, the escapee mentions that he and his fellow
inmates would have been glad to have newspapers to read while in prison (W 1: 239).*! In response,
Robinson suggests that the escapee has not been missing much at all, given the guestionable value of
their content: “Ubrigens sagt man von den Zeitungen, daB in ihnen stehe, was schon nicht mehr wahr

ist.” (W 1: 240) The refugee, however, counters:

Ich méchte hingegen wetten, dal? es noch eine alte Zeitung gibt, in der einiges tUber mich steht. Das ist
noch immer wahr. Und morgen wird einiges uber mich drin stehen. Der Bursche wird an lhrem Haus
vorbeigehen und es ausrufen. Ihr Verstand wird Ihnen einen Augenblick lang recht geben und sagen: das
ist wahr. (W 1: 240)

This contrast in attitude to the press can be seen as a metaphor for their contrasting attitude to society
and history: while Robinson is running away from society and yearns for total isolation, the escaped
prisoner, who has been forcibly separated from society and deprived of things that free people
ordinarily take for granted, wants to return to the society from which Robinson is fleeing. The
escapee’s role as a contrary figure to Robinson is also flagged in his very different attitude to letters:
when Robinson lets a letter fall, the escapee protectively leaps to pick it up—even though he is
trembling with fatigue (W 1: 227)—and expresses concern that Robinson might set fire to the letter. Far
from dreading letters, the escapee values them—as we see from the way he speaks about a letter he had

hoped to receive before he escaped (W 1: 258). By contrast, Robinson’s wish for escape from society is

% Here the references to art exhibitions and cosmetic treatments represent yet another aspect of Bachmann’s
critique in this radio play, namely, the escape into aestheticism. As Oelmann points out, the particular danger for
writers in succumbing to aestheticism is that it can make them, in Bachmann’s eyes, “zur Wahrnehmung der Welt
unfahig” (7). See also Bartsch (Ingeborg Bachmann 57 and 87f.).

0 Thus, Mrs Brown confesses: “Wir haben Ali zu oft abgesagt.” (W 1: 244) Unlike Robinson, however, the
other islanders remain at least “quasi am Rande der Gesellschaft” (Bartsch Ingeborg Bachmann 86).

*L While certain kinds of escape are socially acceptable (and even encouraged by society and institutions like
the press), other kinds are clearly not. Here both Robinson and the escapee represent transgressors, who are
eventually punished for overstepping these social boundaries and forcibly returned “to the fold”. Cf. Jennifer’s
punishment for “going too far” (as discussed in my analysis of “Der gute Gott von Manhattan™).
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so extreme that he hopes one day to lose his capacity to comprehend any form of written
communication: “Aber ich lese die Zeitung nicht. Ich hoffe, es weit zu bringen; so weit, nie mehr eine
lesen zu missen. Eines Tags wird in meinem Gehirn ein Teil verkimmern; der, mit dem ich
Buchstaben aufgefal3t habe. Dann ist jede Nachricht und jeder Brief unschadlich.” (W 1: 239)

For the escapee, newspapers represent something positive—a much desired re-connection with
the outside world. This more positive attitude to the press is reflected in the escapee’s language when
he describes the form of communication between prisoners through their cell walls as “dieses zartliche
Nachrichtenspiel, voll Mitleid, voll Grausamkeit, zwischen Mensch und Mensch” (W 1: 243, m.e.). It
is therefore not surprising that the escapee springs to the defence of the press, pointing out the potential
hypocrisy in Robinson’s position on the value and veracity of press content, and conjecturing that
Robinson will later try to deflect responsibility for his actions by claiming he was unaware that he was
committing a crime in harbouring an escapee: “Dieses letzte Detail wird natirlich nicht in der Zeitung
stehen; aber es wird auch nicht wahr sein.” (W 1: 240) Lies, the escapee astutely observes, may not be
the exclusive domain of the press. The escapee then reinforces his point by suggesting that Robinson’s
own attitude to the press will change volte-face as a result of his encounter with the escapee. Instead of
shunning the newspaper in his usual fashion, Robinson will, according to the escapee, impatiently seek
out a copy of the Inselbote, to find out about the escapee’s past. The escapee speculates on Robinson’s
future thought processes in the following terms:

Wieviel kostet die Zeitung? Gib schon her. Und unfreiwillig werden Sie das Blatt tiberfliegen und sich die
Lippen feuchten. Dacht ich es doch! Eine furchtbare Geschichte. Ich bin froh, daB er sie mir nicht erzéhlte.
Ich weil3 nicht, ob ich fahig gewesen wadre, ihm zu helfen, auch nur seine Gegenwart zu ertragen. Er ist
fort in das néchste Verderben, und ich mul? diese Geschichte rasch vergessen. Es ist gut, nicht wahr? Weil
Ihnen meine Geschichte also nicht erspart bleibt, kdnnen Sie ruhig die Ihre erzéhlen. (W 1: 257)

Flight from the past

There is, however, more to this dialogue than a difference of opinion about which elements of
press content may or may not be relevant or true, for the exchange between Robinson and the
Gefangene (including the reply “daf? es noch eine alte Zeitung gibt, in der einiges tGber mich steht. Das
ist noch immer wahr”) turns on the pun “Das ist noch nicht mehr wahr’—a common idiom meaning,
“That’s all over and done with”, or “I’ve left all that behind me”. This exchange is therefore not
primarily a dialogue about truth in journalism but about the possibility of effective and radical isolation
from culture and history, and about whether ties to that culture and history really are so external to the
self that temporal or spatial remoteness can lead to their “withering away” altogether in the way that
Robinson believes or hopes.** The play demonstrates that such attempts at permanent isolation are
futile: despite their opposing views on social engagement, as expressed in their differing attitude to the
press, both Robinson and the fugitive convict share the same fate. Their attempted escapes (in opposite

directions) are both destined for failure, as accurately foreseen by each in judging the other’s situation:

2 And thus, another, perhaps more substantial ironic element in the choice of name is that Defoe’s Robinson,
for all his remote and initially solitary exile, never ceases to regard himself—and indeed behave, within the limits
of physical possibility—Ilike the “citizen of York” he proudly proclaims himself to be.

90



Chapter 5. The radio plays

Robinson: Man kann sich der Strafe nicht entziehen.
Der Gefangene: Man kann sich der Welt nicht entziehen. (W 1: 230)

And so, the exchange between Robinson and the Gefangene about truth in “Zeitungen” is more
closely tied in with the main theme of the play—the undesirability (indeed impossibility) of fleeing
from one’s past and one’s social responsibilities. Self-realisation can only be achieved within, and not
outside of, society.* This applies not only to Robinson and the Gefangene, but also to all the island
residents, who have tried to escape by immersing themselves in a life of neverending leisure and
tourism—a form of escape that “Herbstmanéver” unmasks as untenable in the long term.* The
difference in attitude to the press expressed by Robinson and the Gefangene in this exchange therefore

mirrors their difference in approach to the external world and to their pasts.

In considering the escapee’s defence of the press, however, we need to bear in mind his status as
a convicted criminal—a status, that must to at least some extent undercut his moral stand on this issue.
By his own admission he is guilty of heinous crimes for which he was serving a life-long sentence (W
1: 230) and which would shock Robinson if he were to read about them in the press (W 1: 257).
Despite this, the escapee not only has the last word in the debate about the press but also appears to
occupy the moral high ground of seeing and speaking the truth in his encounter with Robinson, for it is
the escapee who correctly perceives that escape from society is not a solution, but merely a different
form of imprisonment. It is also the escapee who accurately foretells the untenability of Robinson’s
self-imposed exile—“Man kann sich der Welt nicht entziehen” (W 1: 230)*—while Robinson clings to
his efforts to retreat into “das Vergessen” (W 1: 230). Even when reality (in the form of Robinson’s
wife and two policemen) catches up with him and knocks on his door, Robinson is reluctant to confront
it, leaving it up to the fugitive to facilitate his own (as well as Robinson’s) recapture by opening the
door (W 1: 263). The escapee proves to be right on all counts, except in his assumption that Benedikt
would report his recapture in the island press. Even though the story of the escapee’s recapture would
rank highly in terms of mainland news values, because it involves crime and has the added appeal of
being a local incident, Benedikt’s initial response is to ignore it: “Das gibt eine schéne Meldung. Die
Carabinieri haben den armen Teufel gefaft. [...] Das gabe eine schone Meldung. Denn wir werden sie

nicht bringen. [...] Man muB auf die Traumer Ricksicht nehmen.” (W 1: 264f., m.e.)

* This theme, too, is a constant in Bachmann’s work, and one that is encapsulated in “Die Wahrheit ist dem
Menschen zumutbar” in her insistence, “dall wir in der Ordnung bleiben mussen, dafl es den Austritt aus der
Gesellschaft nicht gibt und wir uns aneinander priifen missen” (W 4: 276).

*In an historical context, “Die Zikaden” (like “Herbstmandver”) can be seen as a critique of Germany’s post-
war amnesia about its brutal past, and about post-war Germany’s attempts to distract its citizens from past pain by
focussing on the self-centred, consumerist indulgence of the “Wirtschaftswunder”. For a discussion of the
historical aspects of “Flucht-Tourismus”, particularly “Flucht” in Restoration Germany, and Enzensberger’s
critique of mass tourism, see Héller (Das Werk 96 and 101f.).

*> Admittedly, Robinson’s prediction about the escapee “Man kann sich der Strafe nicht entziehen” also proves
to be accurate, but it is the escapee who perceives the futility of their respective attempts to escape their fate: “Ich
sprach von unserm Fall.” (W 1: 230)
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Excursus: The selectivity of press content

While the journalistic profession generally claims to provide a reflection of external reality, the
compilation of news and other journalistic content is very much a “selective account of reality”
(McNair 77): “Die Zeitung nimmt [die Umwelt] nur selektiv wahr, d.h. die in sich komplexe Umwelt
muB auf ein mitteilbares Mal} reduziert und verdichtet werden.” (Dovifat Il: 144). Selection and
prioritising are unavoidable: even if the scope of the news is restricted temporally to the relatively short
period of one day, and geographically to the relatively small area of a province or region, news
producers can never report everything that has happened. In deciding what will be reported, the
journalistic profession uses criteria known in the industry as ‘news values’ (Hartley Understanding
News 76).

Journalists and editors select, from the mass of potential news items, the events which constitute ‘news’
for any day. In part, this is done by implicit reference to some unstated and unstatable criteria of the
significant. News selection thus rests on inferred knowledge about the audience, inferred assumptions
about society, and a professional code or ideclogy. The news is not a set of unrelated items: news stories
are coded and classified, referred to their relevant contexts, assigned to different (and differently graded)
spaces in the media, and ranked in terms of presentation, status and meaning. (Hall 148f.)

News values represent perceptions and assessments of the level of potential reader interest, and
thus of newspaper sales. An example of a dominant news value in Western culture is conflict, as we see
particularly in tabloid journalism like Germany’s Bild-Zeitung or Austria’s Neue Kronen Zeitung,
which dwell on stories involving sex, crime, celebrity gossip and political scandal. Another common
news value is that stories relating to one’s own locality (or culture) rank more highly in terms of
newsworthiness than those from abroad relating to different cultures, unless other factors are at play.*
Thus, the news is not a matter of gathering and writing up information about events that are inherently
“newsworthy in themselves” (Hall et al. 335). Instead, the production of news is “a complex process
which begins with a systematic sorting and selecting of events and topics according to a socially
constructed set of categories” (ibid.). News is therefore a human construct and cultural product just like
literature and art: it is “a staple of that system of ‘cultural production’ (to use Theodor Adorno’s
phrase) we call the mass media” (Hall 148). Any air of *naturalness’ that might adhere to the news is

deceptive because:

[T]he form and content of the categories through which we come to know the world are not natural, nor
inevitable, but socially determined. [...] The sociologist declares that journalism in all its forms is, despite
its claims to truthfulness, above all a construction: an intellectual product embodying the technological,
economic, political and cultural histories of the societies within which it is produced, inexplicable without
knowledge of those histories, and impossible to interpret correctly without the context which they provide.
(McNair 12, emphasis a.p.0.)*

Thus, although the raw material of journalism is predominantly factual information drawn from
the real world, news reports and other journalistic products offer more than a mere listing of facts: they

offer a selection of facts and an interpretation of those facts by the journalist who wrote the material or

*® For extended discussions of the concept of news values, see Hartley (Understanding News 76f.) and McNair
(The Sociology of Journalism 77ff.).

" See also Watson (4f.).
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the editor who reworked that material. Given the selective, interpreted and constructed nature of news
and other journalistic content, media critics have argued that, far from being an accurate depiction of
reality, journalism is inferior to other forms of knowledge and can only offer, at best, versions of the

truth or partial pictures of the truth, and at worst, distorted and misleading reflections of reality.

[T]he information relayed by the mass media is one-dimensional compared to the multi-dimensional
knowledge derived from direct experience. The stereotype carried [...] by the media is a way of
simplifying reality. This is neither a calculated distortion of the real world nor an accurate reflection of
real events but rather a translation of reality into stereotypes. (Wilkins 18, m.e.)

The kind of information communicated by journalism and other branches of the mass media is
considered by many critics (particularly, but not only, those, who, like Benjamin and Adorno, write
from a Marxist perspective) to present a real concern, given the increasingly pervasive influence of the
mass media, because “[t]he pictures in our heads are pictures for the most part put there by the media;
and our attitudes towards those pictures, our definition of their meaning—our recognition of their

reality—owes much to what the media have selected, omitted, shaped and interpreted” (Watson 4f.).
Selectivity in the Inselbote

For Benedikt, the primary news value is whatever meets his readers’ expectations: as the
narrator of the play observes, the Inselbote is a newspaper, “das schon seit vielen Jahren bei Benedikt
in guten Handen ist, der weil}, was seine Leser erwarten” (W 1: 230). Like any successful newspaper
proprietor, he is acutely sensitive to the reading preferences of his subscribers. For an enclave of
émigrés, whose very presence on the island testifies to their desire for isolation and escape from
mainstream society, this means “[k]eine Politik, keine Borsenberichte” (W 1: 230). Thus the Inselbote
is devoted to local information, such as the islanders’ comings and goings, and other
“Belanglosigkeiten”, precisely because its readers do not really want to be “informiert”: “Eingestellt
auf die Bedurfnisse von Nichtstuern, ist der Redakteur Benedikt bemiiht, nichts zu bringen, tber das
man nachdenken mufte.” (Funke 28) The triviality and banality of the stories in the Inselbote illustrate
the relativity of news values and the selectivity of press content. What constitutes news is not an
absolute but a relative judgement. Thus, the islanders’ activities are of no interest to anyone on the
mainland but they make the headlines in the Inselbote. Conversely, what is considered high-value news
content on the mainland—the recapture of a prison escapee—goes unreported in the island press

because it would cause Benedikt’s readers discomfort.

Benedikt’s criteria for news selection therefore highlight a major shortcoming of the Inselbote as
an organ of truth. This shortcoming is flagged in Benedikt’s characterisation of his readers as
“Trdumer”—an image that conjures up the negative association of “Schlaf” as the enemy of insight and
truth in Bachmann’s poetological writings, and one that draws on the metaphor that the escapee uses in
an earlier scene in relation to Robinson’s refusal to face the truth: “Du hast dich schlafend gestellt.” (W
1: 243f.) By choosing not to alarm his readers with news that might remind them of the world outside
(or any news that does not pander to their self-absorption) Benedikt prevents his readers from waking
out of their somnambulant reverie. Benedikt is therefore not only effectively censoring the truth but
also perpetuating the islanders’ state of ignorance: in colluding with their desire to escape the pain and
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complications of the real life that lies beyond their island refuge, Benedikt withholds information that
may lead to painful but revelatory insight and may prompt his readers to reconsider the nature of their
isolated existence and eventually leave the island. Thus Bartsch sees in Benedikt’s behaviour an

example of the culture industry’s promotion of false consciousness:

Wenn [Benedikt] als entscheidendes Kriterium seiner redaktionellen Arbeit die Riicksichtnahme »auf die
Traumer« [...] nennt, verweist er auf die von Bachmann auch andernorts (vgl. Ein Geschéaft mit Traumen,
Reklame, Frankfurter Vorlesungen) angeprangerte Forderung falschen Bewuf3tseins durch Massenmedien
und Kulturindustrie. (Ingeborg Bachmann 86)

Benedikt may pretend that he is motivated by a desire to protect his readers—“Man mul} auf die
Traumer Ricksicht nehmen” (W 1: 265)—»but behind this apparent social altruism there are no doubt
mercenary commercial considerations: if Benedikt allows his readers to “awaken” from their
somnambulent state, and they leave the island, his circulation figures will suffer. This suspicion about
his real motivation is highlighted, for example, when Benedikt considers alternative stories to reporting
the escapee’s recapture and toys with the idea of a “Hundefest” as a new tourist “Industrie” which
would bring “mehr Trinkgelder” (W 1: 265). Another indication of Benedikt’s essentially mercenary
nature might be Bachmann’s very choice of name, which could be an ironic reference to the editor of
the Neue Freie Presse, Moriz Benedikt, against whom Karl Kraus waged a long-standing war in Die
Fackel and whom Kraus saw as single-mindedly motivated by financial gain (lggers 109). The
commercial motivations of the press are also stressed in the figure of Antonio, who is not just the
mesmerisingly beautiful voice of the island press, but quite the business entrepreneur—he is someone,
“[der] neben dem Zeitungsvertrieb noch viele Geschafte macht” (W 1: 231). As Brokoph-Mauch notes,
Antonio is always at the disposal of the residents—for money (“Ingeborg Bachmann’s Flight from
Song” 130). Hadecke, too, highlights the mercenary aspect of Antonio in his description of him as “zu

jedem Dienst bereit bis an den Rand der Korruption” (40).
Benedikt and the Robinson story

In the final scene of the play, however, Benedikt is transformed from someone, who is highly
conscious of his readers’ tastes and only too willing to collaborate with them in perpetuating their self-
delusion, into someone who decides to report on a story that appears to counter his commercial
interests—the story of Robinson’s departure from the island (W 1: 265f.). This closing scene begs a
number of questions. For example, if Benedikt withheld the news about the escapee’s recapture
because he didn’t want to remind his readers of the world beyond the island, why would he report
Robinson’s story, which would do exactly that? And, given that Benedikt’s stories are usually about
the activities of the islanders who read his newspaper, why would he write about someone who was, as
Benedikt himself emphasises, “[k]ein Abonnent”; who is no longer even on the island; and whom
hardly any of the islanders knew? Further, given that the circumstances of Robinson’s return home
were more like a ‘recapture’, why would Benedikt write “Robinson hat dem Schiff gewunken.
Robinson kehrt heim” (W 1: 265), thus suggesting that Robinson’s departure represented a voluntary
‘return-to-the-fold” and a happy ending?

One possible interpretation is that Benedikt’s actions merely underscore the failure of truth in
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reporting. After all, how could Benedikt write an accurate and truthful account of something and
someone of whom he has no direct experience? In reporting on Robinson’s story, Benedikt’s
knowledge is definitely “aus zweiter Hand” (Gul 140)—to use the phrase that Bachmann employed
when talking about Benjamin’s views on the mass media. Because his knowledge of Robinson is
limited to a few superficial details, Benedikt needs to speculate in order to fill in the gaps: “Und wie
hieR doch der Mann, der so resolut das kleine weiRe Haus bewohnte [...]? [...] Tat alle Arbeit allein.
Wusch sich vermutlich auch die Hemden selbst. Was soll man da sagen! Du [Antonio] wirst auf die
Gemeinde gehen und dich erkundigen.” (W 1: 265) But even if Antonio investigates this stranger as
directed by Benedikt, very little additional knowledge will emerge about Robinson, given that he had
minimal contact with other island residents. The only one who appears to have had any form of
meaningful contact with Robinson is the escapee, who is also no longer on the island. Seen in this light,
Benedikt’s actions lend support to the view that Bachmann is here depicting the press as a selective and

manipulated version of reality that fails to deliver “the truth”.

An alternative and more positive interpretation of Benedikt’s decision to report the Robinson
story emerges, however, when the timing and circumstances of his decision are taken into

consideration. Benedikt had initially decided that the Robinson story was not worth reporting:

Benedikt: Aber es lohnt sich nicht. Es hat ihn kaum jemand gekannt.

Antonio: Ja, Benedetto
Benedikt: Mach die Fenster auf, Antonio. Das Mittagsdunkel schléfert ein, und ich mdchte die
Zikaden horen. Vielleicht lohnt es sich doch. (W 1: 265)

It is after he opens the window (a highly symbolic action) and hears the cicadas, that Benedikt
changes his mind. This reconsideration of his earlier decision is, most significantly, connected with
Benedikt’s decision to resist the urge to sleep, that is, to resist the urge to lapse into the state of
soporific narcissism that characterises the other island residents. This decision therefore shows that,
although Benedikt is himself an escapee from the mainland, living a life of voluntary exile on the
island,*® he has not completely retreated into a fantasy world like most of the other islanders. This
difference between Benedikt and the more recent immigrants is evident from his interaction with
Antonio, who humours the other islanders by saying “yes” to most of their fantasies, but eventually
replies with a firm “No” to remind them of the boundaries that they cannot overstep: “Die Flucht in den
Traum bleibt diesen Menschen versagt.” (Angst-Hiirlimann 18)*° By contrast, Antonio does not need
to say “no” to Benedikt’s wishes and commands because Benedikt is “wunsch- und illusionslos”

(Bartsch Ingeborg Bachmann 86).

The reference to the cicadas in this scene is also of great significance for Benedikt’s decision:

8 A former political refugee, Benedikt has been on the island so long that he thinks of himself as one of the
native islanders, like Antonio (W 1: 266). His quasi-native status is underscored by Antonio calling him
Benedetto.

* For example, when Mrs Brown is carried away with fantasies of regaining her former singing voice, Antonio
brings her back to earth with: “Nein, Mrs Brown! Nein, Mrs Brown!” (W 1: 233) Because of his role in clarifying
acceptable boundaries of behaviour and expectations, Bartsch sees Antonio as “eine Art Stellvertreter des
Erzéhlers” (Ingeborg Bachmann 86), whom Bartsch characterises as “Anwalt der Gesellschaft” (85).
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according to local mythology, the singing of the cicadas was intended to encourage humans to engage
in meaningful and enlightening social contact and communication, instead of succumbing to the urge to
sleep during the day.*® Benedikt refers to the myth of the cicadas twice: first in connection with his
conscious decision to listen to the cicadas and continue his discussion with Antonio, and again shortly
before he announces his decision to write about Robinson after all (W 1: 266). This suggests that
Benedikt’s change of heart is connected to the lesson to be learnt from the cicadas, as spelt out by the

narrator in the closing passage of the play:

Denn die Zikaden waren einmal Menschen. Sie hérten auf zu essen, zu trinken und zu lieben, um
immerfort singen zu kénnen. Auf der Flucht in den Gesang wurden sie dirrer und kleiner, und nun singen
sie, an ihre Sehnsucht verloren—verzaubert, aber auch verdammt, weil ihre Stimmen unmenschlich
geworden sind. (W 1: 268)

The cicadas therefore serve as a salutary warning of the dangers of forgetting or ignoring one’s human
(that is, physical) origins and needs. Hence the narrator’s entreaty to his® audience: “Such nicht zu
vergessen! Erinnre dich! Und der diirre Gesang deiner Sehnsucht wird Fleisch.” (W 1: 267)° Certainly
it appears as if the cicadas have served as a warning to Benedikt, for his decision to report the
Robinson story after all, seems to be a direct consequence of his reflection on the fate of the cicadas:
conscious of the dehumanisingly indulgent and unbalanced nature of island existence, Benedikt

perhaps realises the dangers of continuing to collude with the islanders in their desire for escape.

Although it seems to represent a transformation of sorts, and one that appears to be related to
being true to himself, Benedikt’s change of heart about telling the Robinson story falls a long way short
of Bachmann’s vision of the truth hitting us like a “Faustschlag auf den Schédel” or the “Axt [...] fir
das gefrorene Meer in uns” (W 4: 210). Indeed, many scholars see Benedikt as someone, who avoids
telling the truth in order to keep the island immigrants trapped in their solipsistic world. For example,
Achberger describes Benedikt as “Antonio’s accomplice in the art of deceiving and quite literally
captivating the shipwrecked refugees from the mainland” because of the way in which he “distracts
[the islanders] from their past lives [keeping] their attention diverted to the minutiae of their island
existence” (Understanding 37). Achberger goes on to argue that Benedikt’s final dialogue with
Antonio “calls attention to the process of artistic interpretation of the world, which—itself a retreat
from the world—serves to enable others to live in a state of withdrawal from reality” (ibid.). For

Achberger, the press is therefore essentially a negative, addictive force on the island:

In the context of the return of one man to the mainland, the focus nevertheless remains on those who
continue their island lives of addictive dependence on Antonio, narcotized by the sound of his voice and

%01t is significant that in the play, the cicada myth is only alluded to by Benedikt and the two characters, who
are forced to return to reality—Robinson and the escapee, who observe at separate points of the play: “Wir sollen
mittags nicht schlafen, auch wenn wir sehr miide sind.” (W 1: 260) Here the escapee reiterates Robinson’s earlier
observation: “Hier sagt man sogar, man solle nicht schlafen um diese Zeit.” (W 1: 241)

5! The narrator is explicitly referred to as a male in “Die Zikaden” (W 1: 219).

52 This is an allusion to Plato’s Phaedrus in which Socrates used the story of the cicadas “to justify pursuing the
art of philosophical discourse (instead of napping) over the noon hour” (Achberger Understanding 34). For a
more detailed explanation of the Phaedrus allusion, see Weigel (Hinterlassenschaften 178ff.).
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by the stories of their lives on the island that Benedikt creates to distract them from their past. (ibid.)>

Weigel, too, focusses on the negative, distracting qualities of Antonio and Benedikt, who collude with
the islanders in their desire to forget. Thus, Weigel points out that Antonio may not be a dreamer
himself, but he is certainly guilty of pandering to the “Vergessenswiinsche und Sehnsuchte der
anderen” (Hinterlassenschaften 184). Weigel therefore sees his tactics as identical to those of the mass
media: “Die Antonio-Szenen sind [...] als Serie von Wunschbildern lesbar, deren Imaginéres sich alter
Mythen und der Trivialmythen der Massenmedien bedient.” (ibid.) Weigel also judges Benedikt in
negative terms when she describes how he begins to recall the “Zikadenmythos” but then breaks off
from this recollection, “da seine Profession ihm dessen Lehre, die von den Kosten des Vergessens
handelt, verbietet” (178).

While it is true that most of Benedikt’s stories up until his final scene in “Die Zikaden” do
reflect (and therefore support and entrench) the islanders in their solipsistically self-obsessed lives, the
same is not necessarily true of his proposed Robinson story. Neither Achberger’s nor Weigel’s analysis
of the concluding scene takes into account the fact that Benedikt’s change of heart appears to have
been prompted by his conscious calling to mind of the cicada legend. They also fail to acknowledge
that the Robinson story—as a reminder of life beyond the island and a story about the return to the
mainland of a ‘fellow escapee’—is completely out of character with Benedikt’s earlier stories that
reflected the self-absorbed and narcissistic lives of the Inselbote’s readership, and therefore appears to
represent a laudable exception to Benedikt’s usual editorial policy. Benedikt’s proposed report cannot
help but remind the other social refugees on the island, even if only indirectly, that they too have
homes to go to, and that escape of the kind they are indulging in can be neither a meaningful nor a
long-term solution: sooner or later, they must face up to social reality or else undergo the dehumanising
transformation into a cicada-like state. And, although Benedikt’s interpretation of the circumstances of
Robinson’s return home will not be a completely accurate reflection of what happened, it is by no
means a complete fabrication either: Robinson did in fact return home. There is also no evidence in the
play that, once the door was opened, Robinson put up much of a struggle about going back with his
wife. One might even surmise that despite his reluctance to open the door to his wife and the
policemen, he was on the verge of returning of his own accord after his lengthy discussion with the
escapee about the impossibility of total escape from society. This contention finds support in
Achberger’s argument that the escapee is in fact Robinson’s “Doppelganger”—the incarnation of his
unconscious desire to return to life—"a longing-made-flesh” (Understanding 36). Benedikt’s
interpretation of events may therefore not even be that far from the truth. On this occasion, then,
Benedikt and his newspaper could be seen to be very close to ‘the voice of truth’, and the advocate of

social responsibility—a view that is supported by Bartsch in his description of Benedikt as a

5% Achberger correctly points out that Antonio is “in essence tone, as his name suggests”, and that the islanders’
addiction to the music of his voice, can be seen as a parallel to the addiction to music that turned the humans into
cicadas. | believe, however, that she overstates her case in contending that “the shipwrecked refugees from the
mainland develop an addictive dependence on the narcotic effect of his mellifluous voice to the point where they
eventually degenerate into screaming cicadas themselves” (Understanding 38).
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“Sprachrohr der Gesellschaft” (Ingeborg Bachmann 86) and thus a mouthpiece of the ultimate “Anwalt
der Gesellschaft” (85), the play’s narrator, who promotes the message that self-realisation can only be
achieved within, not outside, society.> In reporting Robinson’s departure, then, the Inselbote manages
to transcend (at least to some extent) its characterisation by Hadecke as “ein beschdnigendes Blattchen,
das wichtige Informationen, etwa das Einfangen des Ausgebrochenen, verschweigt und

Belanglosigkeiten bevorzugt” (39).

Furthermore, any predominantly negative interpretation of Benedikt must take into consideration
Bachmann’s own positive conception of him (in the play’s character description) as someone who is
“[nJicht mehr jung, ein bichen frohlich, ein bilRchen traurig, also weise und sehr menschlich” (W 1:
220, m.e.), and as someone who, unlike the other islanders, is capable of balanced relationships: “Er
braucht auch Antonio nicht so sehr als Partner wie die anderen—hat eine durchaus normale
freundschaftliche Beziehung zu ihm.” (W 1: 220) A more positive interpretation of Benedikt and his
actions is supported by Bartsch who sees Benedikt’s role in the play as “das gesellschaftlich
zugelassene, weil die bestehende Ordnung nicht (jedenfalls grundsatzlich) in Frage stellende illusionare
Denken als defizitar zu entlarven” (Ingeborg Bachmann 86).%

In defence of Benedikt and his newspaper it could also be said that, while the stories reported in
the Inselbote are on the whole rather banal, Bachmann’s portrayal of the Inselbote in “Die Zikaden”
represents quite a mild satirical critique, rather like Elisabeth’s observations about the provinciality of
the local press in “Drei Wege zum See”—a gentle dig that is counterbalanced by her acknowledgement
of positive aspects of local content (see Chapter 8 of this study). The stories in the local press may
indeed be provincial, but they are at least relevant to its readers and are written by a local who has
direct knowledge and experience of the subjects of his stories, unlike the press “dort driiben” (W 1:
325) on the mainland, whose content is often irrelevant to its readers and focusses on stories and people
of which neither the journalists themselves nor their readers have direct knowledge or experience—a
critique that emerges very strongly in Malina and “Drei Wege zum See” (see Chapters 7 and 8 of this
study). Another way in which the Inselbote distinguishes itself from the mainland press is in its almost
exclusive focus on “good news” instead of the depressing “bad news” referred to in “Herbstmandver”.
While a preponderance of “good news” is just as untruthful a picture of reality as a preponderance of
“bad news”, one might give the island press credit for at least not scaring or depressing its readers with

an unremittingly bleak picture of the world.

> Because he promotes the same realistic views about the long-term untenability of social isolation as the
narrator, the escaped prisoner can also be seen to represent the voice of society (Bartsch Ingeborg Bachmann 87).
Given his status as a social outcast, it is ironic that he should play this role. It is also ironic and symbolic that it is
the others on the island, who, like Robinson, think they are successful escapees from their pasts, but have instead
become victims of their own “stolze Gefangenschaft” (W 1: 267), as reflected symbolically in the proximity of
the penal colony on the smaller island nearby.

% Funke also sees Benedikt positively as “der einzige, der aus freiem Willen bereit ist, sich seinem Leben zu
stellen” (30), but in support of this assertion, he quotes the narrator’s description of Benedikt: “Er spirte wohl
Lust, den taglichen Kampf wieder aufzunehmen”—a description that applied to Benedikt a long time ago but not
now (W 1: 264).
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Those who see Benedikt in totally negative terms seem to suggest that his role is like that of a
pupeteer who pulls the strings, when in fact the play makes it clear that he is, to a great extent,
effectively enslaved to his reading public. If he wants them to keep reading his paper, he has to pander
to their wants and needs. His need to cater to consumer demand is highlighted, for example, in the final
scene when it emerges that the name “Robinson” is a nickname chosen by Benedikt, to pique the
curiosity and interest of his subscribers, who would not otherwise want to read about someone they
barely know (W 1: 265). Benedikt’s lack of total control over story selection is also revealed in his
admission that there are many funny, dramatic or tragic stories that he would have liked to report over
the years but could not: “Nach meinem Geschmack ware es, tUber andre Dinge zu schreiben” (W 1:
266)—stories like the one about bungled public works, the trapped shark, and the desperately tragic
story of infanticide on the island. If press content is distorted and selective, then, it is not due purely to
the manipulations of press proprietors and editors, it seems, but is the result of collusion with the

reading public, or perhaps even just resigned acquiescence to the perceived demands of consumers.
Where does the truth lie in this play?

As the central theme of “Die Zikaden” is the importance of remaining engaged with the world—
“weil trotz aller Zwiénge, Einengungen und Verletzungen im gesellschaftlichen Alltag,
Selbstverwirklichung nicht in der totalen Isolation, sondern nur in der sozialen Auseinandersetzung zu
finden sei” (Bartsch Ingeborg Bachmann 87)—the central question regarding Bachmann’s portrayal of
the journalistic media in that play must be: to what extent does journalism support or undermine such
engagement? “Die Zikaden” suggests that, on the whole, the press does indeed encourage escape from
pain, reality and the truth (and this may be motivated to a great extent by commercial considerations).
However, in Benedikt’s change of heart about the Robinson story, the play also shows that the press
can at times play a positive social role in confronting readers with a story that may be unpalatable, but
that is directly applicable to their lives. Taken as a whole, then, the play seems to adopt a rather
agnostic attitude to journalism: it can be both good and bad—or alternatively, the court is still out on
whether the press is a completely negative force in society. The conclusion to be drawn from
Bachmann’s ambivalent portrayal of the press in “Die Zikaden” is, | believe, that it represents more of
an exploration of a dangerous possibility to which the journalistic media are liable, rather than, at this
stage, a comprehensive critique of the press. It certainly presents a more complex and less negative
portrayal of the press than “Herbstmandver”, “Reklame” and Ich’s summary assessment of the press as

“ein unglaublicher Betrug” in Malina.

Even if it is not portrayed as “ein unglaublicher Betrug”, however, the press is certainly not
portrayed as the pure voice of truth in “Die Zikaden”. Although both Benedikt and Antonio are shown
to be capable of insight and, on occasion, of telling the truth, on most occasions, they choose to collude
with the island residents in their denial and flight, and only intervene when the islanders overstep the
mark. Thus, when the escapee is recaptured, Benedikt decides not to unsettle the islanders with the

alarming news of an escaped convict in their midst, but he does report the news of Robinson’s return to

99



Chapter 5. The radio plays

the mainland as a reminder that escape is not permanent. It must be noted, however, that Benedikt’s
decision, and the insight that prompted it, was quite belated. Thus, Benedikt cannot be seen as a

consistent or reliable communicator of the truth.

The escaped prisoner, too, is shown to be capable of insight and speaking the truth: Funke sees
him as a “Realist” (45) while Bartsch goes so far as to call him a “Sprachrohr der Gesellschaft”
(Ingeborg Bachmann 87). Certainly, the prisoner defends society and its institutions, and thus
accurately diagnoses the untenability of Robinson’s situation, but he fails to see that his own escape is
much like Robinson’s—a flight from society, not in the physical sense of Robinson’s but in the
metaphorical sense of evasion of responsibility for his past transgressions against society. Nevertheless
Bachmann seems to be at pains to show him in a positive light as a voice of the truth. For example, in
his conversations with Robinson, the prisoner makes it clear that he speaks from direct personal
experience; the escapee also makes it clear that he is not one for escaping into sleep, when he declines
Robinson’s suggestion that he try to sleep, preferring instead a cup of coffee to help keep him awake:
“Ja, ich glaube, wir sollen nicht schlafen, damit wir die Zikaden horen konnen.” (W 1: 241) This
expressed preference for wakefulness suggests that he is more open to “Wahrheit”. In this respect,
Robinson, too, seems to have some qualities that make him more insightful and truthful than others on
the island. His questioning of the value of newspapers, for example, suggests the kind of mental
alertness and “Verdacht” (Gul 25) that Bachmann admired. And despite his self-imposed isolation,
Robinson demonstrates in his interaction with the escapee, a greater degree of compassion and more
meaningful engagement with his fellow man than the other island residents who, unlike Robinson, have
succumbed to a somnambulant addiction to Antonio. While Bartsch sees the other residents in a more
positive light because of their greater social engagement, the quality of their social engagement makes

it clear they have only superficial relationships with the others on the island.

If we bear in mind, however, Bachmann’s insistence that truth lies in the communication of
personal experience and painful insights, then the narrator is the ultimate voice of truth in the play. The
narrator represents the voice of reality and of society—as Bartsch points out, he speaks “aufgrund
eigener Erfahrung” (Ingeborg Bachmann 85)—and, like the escapee, he explicitly espouses the
message that flight from the past and from society is untenable in the long run. The play also makes it
clear, in the stage instructions at the beginning and in the epilogue, that the narrator has a special status
as someone who speaks from personal experience and (unlike the screaming headlines of the island
press) with subtlety: “Er erzahlt wirklich, ganz einfach [...]; wo er personlich wird (sich auf seine
eigene Person oder seine Erfahrungen bezieht, tut er es mit viel Understatement.” (W 1: 219) The
narrator also knows (in the sense of “understands”) the people that he speaks about: even though they
are strangers, he can read their faces, “in die viele Grenzubertritte gestempelt sind. Sie kommen aus der
ganzen Welt. Und ich kenne sie alle.” (W 1: 222) Thus, although the people he has been portraying are
not “real” people in an objective sense, they are based on real personal experience: “Die Insel und die
Personen, von denen ich erzéhlte, gibt es nicht. Aber es gibt andere Inseln und viele Menschen, die

versuchen, auf Inseln zu leben. Ich selbst war einer von ihnen.” (W 1: 267) In particular, the experience
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that he is conveying via the play is that of his own epiphany, when one day he found himself on a
beach with another man; both men were ignoring each other, lost in their own self-absorption, until
they were shocked out of their isolation by the sound of the cicadas (W 1: 268). The play thus
represents the narrator’s own experience come to life in art, and of course, “behind” the play’s narrator
is Bachmann, the real narrator, who drew on her experience of self-imposed isolation on Ischia.*® The
play itself therefore becomes not only a model for the transmission of genuine experience via art, but
also establishes itself as a “Gegenbild” to the superficial and unreliable transmission of knowledge via
the journalistic mass media. As Bartsch points out, the play is very much an “Aufforderung zur
Aktivitat” (“Die Horspiele von Ingeborg Bachmann” 330) in its concluding summons: “Willst du nicht

aufstehen und sehen, ob diese Hande zu gebrauchen sind” (W 1: 267).°

With its self-reference in the epilogue of the play, “Die Zikaden” reveals itself to be a self-
reflexive work of art.®® In drawing attention to its own fictitious nature, it unmasks itself as a lie of
sorts—like all fiction. And yet, according to Bachmann, this piece would meet the criteria of
“Wahrheit” because it reflects direct personal experience and reveals painful truths. In “Die Zikaden”,
then, as in Bachmann’s theoretical statements, the voice of the truth is shown to be in art, or more
specifically, in literature. The ambiguities and apparent contradictions in the play also show that “Die
Zikaden” represents the kind of literature that Benjamin as well as Adorno and Horkheimer, praised in
contrast to the mass media, who undermine experience and truth by trying to explain everything and to

resolve all conflicts.

5.4 “Der gute Gott von Manhattan”

Bachmann’s third and final radio play, “Der gute Gott von Manhattan”, was written in 1957 and
first broadcast on 28 May 1958 (W 1: 661). The critique of journalism in this work, which emerges
both from the way in which representatives of the press are depicted, and from the impact that press
content has on its readers, is an aspect of the play that has received very little attention in Bachmann
scholarship to date. As Weigel points out, the love story at the heart of the radio play has received
much attention at the expense of other aspects (Hinterlassenschaften 224).>

% Achberger, who also sees in this play a reflection of Bachmann’s own experience of the post-war flight of
German intellectuals to Italy (Understanding 34f.), argues that the play represents Bachmann’s critique of I’art
pour I’art and other attempts to forget the past (36).

> This imagery recalls Bachmann’s celebration of physical exertion in her poem, “Ausfahrt” (W 1: 28f.).

% For an interesting discussion of the self-reflexivity of “Die Zikaden”, focussing on the way in which the radio
play itself represents a “Zufluchtsort”, see Schuller (52f.).

% Many scholars engaged in the extended debate that followed the publication of an article by Wolf
Wondratschek, in which he used “Der gute Gott von Manhattan” as an example of the allegedly reactionary
nature of the German radio play in the 1950s. Examples are Bartsch (Ingeborg Bachmann 75f.), Becker (49ff.),
Hédecke (45f.), Holler (Das Werk 111ff.) and Weigel (Hinterlassenschaften 224).
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The press as an agent of conformity and representative of the status quo

Structured around a series of flashbacks, the play centres on the court proceedings in which the
eponymous “gute Gott” stands accused of the wanton and brutal murder of an innocent young woman,
Jennifer, who had formed a passionate relationship with Jan, a young man from Europe on holiday in
New York. Over the course of the trial it is gradually revealed that the “Good God”® is not a
murderous psychopath, but instead the “Personifizierung eines allméchtigen Prinzips gesellschaftlicher
Herrschaft” (Lennox “Horspiele” 92). As such, his role is to champion social order by rigorously (and,
if necessary, violently) enforcing conformity to the “codifizierten Normalitatsschranken der
gesellschaftlichen Ordnung” (Schuller 54). Specifically, he runs *“ein Biro zur Ausfahndung und
Verfolgung von Liebespaaren”: “[M]it Unterstltzung seiner Agenten, der Eichhdrnchen, [betreibt er]
deren Vernichtung [...], um die alltégliche Ordnung aufrechtzuerhalten.” (Weigel Hinterlassenschaften
215)® The Good God is both the embodiment and defender of the status quo. An important instrument
of the status quo that he represents and defends, is the press. This connection between the two is made
explicit by the Good God himself, when he describes the hundreds of squirrels who carry out his fatal
orders, as his “Nachrichtendienst”—his “Brieftrager, Melder, Kundschafter, Agenten” (W 1: 274). As
Weigel notes, the squirrels therefore represent “Medien im eigentlichen Sinne” (Hinterlassenschaften
215).

Lennox draws attention to the puzzling nature of Bachmann’s choice of agents of destruction in
this play, “da sie eine an Walt Disneys Zeichentrickfilme erinnernde Verrlickheit in eine Sphére
einfihren, die sonst einzig von Rationalitdt beherrscht wird” (“Horspiele” 93). She suggests that
Bachmann may have intended an allusion to “Squirrel Cage”, the code name used during the Cold War
period for the American plan to keep supply lines to Vienna open in the event of a Berlin-like blockade
by the Russians (ibid.).®> Although this represents an interesting interpretation, there may have been
less esoteric reasons behind Bachmann’s choice of squirrels for this role—reasons that | believe are
closely related to her portrayal of the journalistic media elsewhere in her work, in particular in “Holz
und Spéne”, where the poetic voice warns of the dangers that reside in the superficially harmless.
Squirrels represent exactly this kind of duality: for some people, squirrels are small, unthreatening
creatures that are fed nuts by tourists in New York’s Central Park. For others, however, these creatures
are less innocent and harmless, as the judge in the play points out: “Es soll L&nder geben, in denen

diese Nagetiere scheu und unschuldig sind; aber sie sehen gemein und verdorben aus bei uns, und es

% English publications that refer to this character capitalise the adjective “Good” (Achberger Understanding 39;
Lennox Cemetery 242).

81 Kohn-Waechter points out that the squirrels are an intertextual reference to René Schickele’s last novel, Die
Flaschenpost, in which the psychiatrists who bring mail to the asylum inmates are called “Eichhérnchen”. The
“Herr” of this asylum runs a totalitarian regime, who, when someone escapes, cries out “In die Holle mit ihm!”
(“Dichtung als »Flaschenpost«” 227)—a phrase almost identical to the cry of Bachmann’s Eichhérnchen: “Zur
Holle mit ihnen! Zur Holle!” (W 1: 294).

62 Less convincingly, Achberger suggests that the role of the two squirrels is reminiscent of the role of the
cicadas as agents in Plato’s Phaedrus (Understanding 40).
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heiRt, sie seien mit dem Bésen im Bund.” (W 1: 273)** Bachmann’s choice of a sciurine
“Nachrichtenagentur” may therefore have been intended to suggest the dangerous and destructive
nature of the press’s role in society beneath a facade of harmlessness—a duality that is underscored in
the comical choice of names, Frankie and Billy (W 1: 274),%* as well as in the behaviour of these
“teuflische[n] Sekundanten” (Weigel Hinterlassenschaften 221), who, on the one hand cite
Rumpelstiltskin—"“Ach wie gut, dal niemand weif3!” (W 1: 304)—and call each other names like
characters in a slapstick comedy (W 1: 304), but on the other hand are “terroristisch” in their glee over
the “morderische Gewalt” (Holler Das Werk 106) about to be inflicted on their victims (W 1: 312).

Although the Good God is only too aware of the rabid nature of his “blutriinstigen Hauptleute”
(W 1: 293) and finds their behaviour personally abhorrent, he is happy to use their natural depravity as
a means to an end: “Die ausschweifende Phantasie meiner Handlanger habe ich nur gelenkt und
benutzt; meiner Nichternheit war sie zuwider. Mit solchen Auswiichsen hat man es nur bei niedrigen
Naturen zu tun. Mordlust ist mir fremd.” (W 1: 305f.) In this apparently unremarkable admission by the
Good God, Bachmann not only suggests that the press is a lower form of life (along the lines of the
English expression “the reptiles of the press”) but also alludes to an aspect of journalism that becomes
more explicit in her later work, namely, the press’s morbid fascination with death and violence as a
means of attracting reader attention. Intriguingly, the Eichhérnchen even show elements of paparazzi

behaviour.®® As Seim notes:

Diese Eichhdrnchen beobachten jeden Schritt des Paares, sie stimulieren sogar ihre Liebe mit Briefen, in
denen immer der Satz steht: »Sag es niemand« — damit werden die Liebenden von der Umwelt isoliert
und sollen zuletzt in den Tod getrieben werden. (397)

In sending these letters “Massenweise” (W 1: 304) to Jan and Jennifer, the squirrels admit that
their intention is to apply pressure with a view to precipitating action (W 1: 312). Here the squirrels are
shown to intervene in events for their own purposes in the same way that they intervene and accelerate
proceedings by scaring off the occupant on the 57" floor so that they can arrange for Jan and Jennifer
to move up to the highest level, as far removed from the earth as possible (W 1: 312). Their
manipulative role in society (and their ghoulish nature) is also symbolised in the “play within the play”
of the squirrels’ street theatre: “Die Sprecher, die die Puppen an den Drahten zogen, waren Billy und
Frankie, die beiden Eichhtérnchen. Denn [sie] liebten in ihrer freien Zeit nichts so sehr, wie den Leuten

grausige Spektakel in den schénen Worten, die unsere Dichter daftr gefunden haben, vorzufihren.” (W

%3 Weigel describes them as “die fiir Europaer merkwiirdig graue und wenig grazile Spezies der amerikanischen
Eichhoérnchen” (Hinterlassenschaften 221).

® Bachmann’s choice of names for the squirrels may represent an amusing and ironic allusion to the song
“Frankie and Johnny”, which was popular in the U.S.A in the 1950s and told the story of a passionate love affair
that had a violent, deadly outcome for the female of the couple, just like the love story in “Der gute Gott von
Manhattan”.

% The Macquarie Dictionary defines a paparazzo as a “news photographer or reporter who seeks sensational
but essentially trivial material with great persistence”. The definition also points out that the term derives “from
the surname of such a photographer in Federico Fellini’s La Dolce Vita (1959)”. While not suggesting that
Bachmann’s portrayal was influenced by Fellini’s film, | would observe that Bachmann was resident in Rome in
the mid-1950s when Fellini was making this film. She was also working as a journalist at the time and so would
have been well aware of the type of journalistic behaviour depicted by Fellini.
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1: 294, m.e.)®® The squirrels also take almost psychopathic delight in the prospect of assisting in the
violent death by explosion® and “[das] lang[e] schmerzhaft[e] Sterben” (W 1: 294).

The price of rebellion against the status quo

Jan and Jennifer’s crime is not their passionate love affair, but the fact that they allowed their
relationship to develop into “[eine] jegliche Spielregel aufler Kraft setzend[e] Ekstase” (Bartsch
Ingeborg Bachmann 81), which gradually but inexorably isolates them from mainstream society. In the
early stages of their relationship, they are still literally and metaphorically close to the earth on the
ground floor of a seedy “Stundenhotel” and they still venture out into the streets, but as their
relationship strives towards the “Phantasma einer gottahnlichen Liebesmysteriums” (Weigel
Hinterlassenschaften 217), they progress from the seventh, to the 30" and then ultimately to the 57"
level® of the Atlantic Hotel—their “heaven on earth”® hideaway. The lovers isolate themselves both
spatially and emotionally, for example, by laughing in ways that only they understand—in a way that
completely excludes others and thus constitutes, as the Good God observes with alarm, “ein
Fragezeichen [...] ein sehr ricksichtsloses” (W 1: 291). For the Good God, Jan and Jennifer have lost
“den gesunden Menschenverstand” (W 1: 303). Of even greater concern is the fact that they hardly go
out anymore (W 1: 304), and when they do venture out into public, they do not take the offerings of
capitalism (read: the culture industry) seriously, preferring to play *“vor den Kinopaldsten im
Strahlenregen kunstlicher Sonnen und Kometen™: “Es erging ihnen beim Spiel wie beim Lachen. Sie

verstieRen gegen jeden verninftigen Brauch, den man davon machen kann.” (W 1: 292)

Instead of staying in a mindless rut (like other couples in society), going to galleries, taking
cooking lessons, going to the cinema—*“Man starrt auf die Leinwand und entspannt sich”—and
distracting himself with “Kinder [...], Sorgen und schlechte[m] Wetter” (W 1: 310), Jan feels the urge
to tear everything down and start anew: “lch mdchte nur ausbrechen aus allen Jahren und allen
Gedanken aus allen Jahren, und ich mdchte in mir den Bau niederreil3en, der Ich bin, und der andere
sein, der ich nie war.” (W 1: 310) Thus, once on the 57th floor, Jan proclaims that he rejects the old
language in favour of a new one and no longer wants to be part of society: “Ich weil3 nichts weiter, nur
daf3 ich hier leben und sterben will mit dir und [...], dal8 ich keinen Beruf mehr haben und keinem
Geschéft nachgehen kann, nie mehr ndtzlich sein und brechen werde mit allem, und dal3 ich geschieden

sein will von allen andern.” (W 1: 321, m.e.) As Lennox puts it: “Von Leidenschaft tberwéltigt,

% Héller believes that this puppet play shows not just the “terroristische Herrschaft” of the current age, but of
all ages. This theatre scene thus provides a “kriminalistische[n] Blick auf die Geschichte” (Das Werk 108).

87 Weigel points out that this aspect of the play may have been inspired by the series of murders committed by
the “mad bomber von Manhattan” in the 1950s (Weigel Hinterlassenschaften 221).

%8 Achberger provides a detailed and convincing analysis of the symbolism behind Bachmann’s use of numbers
here (Understanding 39), and observes that “[a]s Jan and Jennifer soar higher and higher into the heavens and are
not only physically but also emotionally and spiritually less ‘down to earth’, so too does their language become
increasingly poetic and mystical” (ibid.). Tunner argues that the hotel rooms in “Der gute Gott von Manhattan”
are identical in symbolism to the dreams in “Ein Geschaft mit Traumen” and the islands in “Die Zikaden” (417f.).

% As the play points out “Ma-na Hat-ta” is American Indian for “himmlische Erde” (W 1: 279).
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verkilndet Jan plotzlich die Ankunft einer neuen Welt, die auf dem Verzicht auf ZweckmaRigkeit
basiert.” (Lennox “Hdorspiele” 94) The Good God therefore feels compelled to annihilate them because
the intensity and absoluteness of their love “threatens the fabric of consumer-society” (Achberger
Understanding 39)."

Press content and the enforcement of conformity

Although both lovers are targeted for destruction by the Good God, only Jennifer is in the
apartment when the Good God delivers the bomb, because Jan has stepped out to cash in his return
ticket to Europe before returning to Jennifer for good. Instead of going straight to the ticket office,
however, Jan stopped in a bar, thereby allowing himself to be seduced back into social reality.
Although clearly ill at ease, he orders a drink and inquires about the time, noting that it has been days
since he last wound his watch (W 1: 324). This apparently innocuous everyday social gesture is
extremely revealing because it shows that Jan has not completely abandoned his ties to “real” earthly
time, even though he had purportedly already committed himself to “Gegenzeit” with Jennifer (W 1:
317). Jan’s wavering commitment to Jennifer is, however, apparent much earlier, in leaving Jennifer
alone in the Atlantic Hotel, even temporarily: a man consumed by passion would not have concerned

himself with a practical matter like cashing in a return fare—certainly, Jennifer would not.”

For the present study, however, it is of greater interest that Jan’s return to society is at this point
flagged by two references to the journalistic media. When Jan asks what time it is, the barman responds
by switching on the radio, trying to tune in to a baseball broadcast, which is, however—most
significantly—interrupted by a commercial. Temporarily distracted, Jan orders a second drink. At this
point he notices a newspaper lying in the bar: “Ist das eine Zeitung — von heute? [...] Seit Tagen habe
ich ndmlich keine Zeitung mehr gelesen.” (W 1: 325) Jan is quickly engrossed in the press content and
remarks on how remote he has become from what was going on in the world: “Bei uns, ich meine, dort
drlben, hat die Regierung gewechselt. Ich hatte keine Ahnung.” (W 1: 325) As Bartsch observes: “Jan
hebt die »Gegenzeit« wieder auf, indem er nach der realen Zeit und nach der Zeitung fragt.” (Ingeborg
Bachmann 83f.) At this point, voices on the radio once again draw Jan’s attention to the time—earthly
time. The barman once more scans the radio stations for Jan, but within seconds the explosion that kills
Jennifer is heard in the background, as music bursts forth from the radio (W 1: 326). Jan’s escape into

the bar (and into the news content of radio and the press) has enabled him to escape death.

Jan’s life-saving decision to stop off in the bar and to immerse himself back into normal social
activity represents a second turning point in his relationship with Jennifer—one that is the reverse of

the first turning point in their relationship, which was also associated with the press. The first turning

" Hapkemeyer points out the similarity between “Ein Geschaft mit Traumen” and “Der gute Gott von
Manhattan™: “[I]n der Liebe brechen die Figuren aus der gegebenen Ordnung aus und erreichen voriibergehend
eine ekstatische Seins- und Sprachverfassung.” (Friiheste Prosa 69)

™ Jan’s attitude to the very earthly concern of money is very different to Jennifer’s. See, for example, the way
in which Jennifer willingly gives what she has to the beggar early in the play (W 1: 281).
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point occurs when Jan decides to leave Jennifer and head back to Europe after their first few days
together: after Jennifer has already gone on her way without him, he changes his mind after learning
that a room has become vacant on the 30" storey. When he runs after her, the first person he encounters
is a “Zeitungsverkaufer”, who, when asked if he has seen Jennifer, is not at all helpful, and indeed very
cynical: “[S]o sind sie alle, mir ist das auch einmal passiert. Die sehen Sie nicht wieder.” (W 1: 300) At
that moment, Jan’s inclination towards withdrawal from society and into the extremes of an all-
consuming passion with Jennifer is indicated by his disregard of the newspaper vendor’s discouraging
words, his lack of interest in the newspapers on offer, and his determination to find Jennifer. Whereas
Jan had no interest at all in the news at the first turning point in their relationship, we note that at the

second turning point, he actively and hungrily seeks out news.

The ease and speed with which Jan is drawn back into the world of everyday social reality —
despite having gone almost to the very limits of social escape with Jennifer—not only proves that he
lacks Jennifer’s capacity for absolute commitment but can also be seen as an indicator of the irresistible
(even addictive) nature of the media in general, and the news in particular. Within minutes of opening
the newspaper Jan is drawn back into the everyday world, and in returning to that world, he reneges on
his commitment to Jennifer. His return to “das Gesetz der Welt” (W 1: 311) also enables him to evade
the violent death that the Good God had originally intended for both of them.” The role of the the
press in Jan’s “conversion” back to social reality, and consequently to life, is highlighted in the trial
judge’s description of Jan as a man who was “normal, gesund und rechtschaffen [...] ein Mann, dessen
Augen sich wieder beleben bei Druckerschwérze und dessen Hande sich schmutzig machen missen an
einer Theke” (W 1: 327, m.e.).” Jan survives, “weil er in eine Bar geht, etwas trinkt und eine Zeitung
verlangt” (Hadecke 42).

Jennifer, on the other hand, displays no attachment to the mass media at all. Although she offers
to turn on the radio at one point, and talks about how she used to love listening to music on the radio

before falling asleep at home (W 1: 284), it is significant that this interest in radio is only expressed in

"2 In Jan’s action, Hoéller sees parallels with “Ein Geschaft mit Traumen”, noting that in both plays, it is “der
Mann, der [...] jenen anderen Zustand der Liebe, jene eigentimlichen Seins- und Zeitverhéltnisse verrat: Laurenz
lehnt mit seinem wieder erwachten gesellschaftlichen Tages-Bewuftsein die Anschaffung des dritten Traumes ab.
Auf ganz ahnliche Weise wird der Mann, Jan, in Der gute Gott von Manhattan riickfallig, indem er sich ebenfalls
dem gesellschaftlich herrschenden Zeitbegriff unterwirft und so die utopische ,,Gegenzeit“ preisgibt.” (Das Werk
91f.) While Holler’s description of Jan’s decision is accurate, the parallels with “Ein Geschaft mit Traumen” are
not entirely valid, given that in Bachmann’s first radio play it is the male who catches a glimpse of other
possibilities even if he eventually rejects them, while the female stays firmly planted in social reality. For a
further discussion of the significance of gender in Jennifer’s fate in “Der gute Gott von Manhattan”, see
Achberger (Understanding 41).

7 Interestingly, in a 1913 edition of Die Fackel Karl Kraus uses the expression “Druckerschwérze” in a context
that suggests, “not yet as tainted as the worst of journalists”: “In der Provinz, wo der Charakter noch nicht auf
den Journalismus draufgegangen ist, wo Druckerschwdrze noch nicht auf das Wesen abgeférbt hat und nichts
weiter als das vorhandene Mittel bedeutet, ein ordentliches Gefiihl des Privatmannes mitzuteilen, erscheinen vor
und nach jeder Vorlesung grossere Aufsétze ... fast immer ... auf einem hdéheren Niveau ... als alles ... (in)
Grosstéadte(n) [...]” (qtd in lggers 101, spelling a.p.0.) If Bachmann’s use of the word in “Der gute Gott von
Manhattan” is an intertextual allusion to Kraus, it suggests someone who is totally immersed in the worst of
journalistic excess and dishonesty.
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the very first stage of their relationship when they are still on the ground floor of the seedy hotel that
they first occupy—well before their love had escalated to what the Good God would consider to be a
dangerous extreme. Jennifer is subsequently never associated with the media, and, unlike Jan, is never
mentioned in connection with newspapers. This shows how different she is from Jan and the average
“person in the street”—a difference that is also apparent in her spontaneous, passionate nature and her
preparedness to push the boundaries of conventional romantic attachment. This makes her a target for

the Good God, who has no problem with:

Menschen [...], die nach einem anfanglichen Seitensprung in die Freiheit ohnehin Instinkt bewiesen haben.
Die das bifichen anfangliche Glut zahmten, in die Hand nahmen und ein Heilmittelunternehmen gegen die
Einsamkeit draus machten, eine Kameradschaft und wirtschaftliche Interessengemeinschaft. (W 1: 319,
m.e.)

Relationships like these—or light-hearted romantic escapades by the bored and lonely (W 1: 286)—are
tolerated not just because they are, as the Good God points out, economically beneficial, but also
because they leave “[a]lles im Gleichgewicht und in der Ordnung” (W 1: 319). Jennifer’s capacity for
pushing to the outer limits, however, and her talent for rising above the ordinary threatens the Good

God’s much-prized balance and order: "

[1Im Alltag der Ordnung, welcher der unsere ist, ist Mitttelmal Trumpf. Geduldet, ja gefordert werden
Gehirne, die sich auf »mittlere Temperaturen« verstehen [...]. Da diese Gehirne unleugbar in der Uberzahl
sind, ist ihre Position unerschiitterlich. Uber kurz oder lang werden sie jeden zu Fall bringen, dessen
Phantasie ausschweift. (Tunner 420)

Commerce, the culture industry and the status quo

In “Der gute Gott von Manhattan” Bachmann also portrays the commercial aspects of the mass
media, and the way in which they form a constant background noise that infiltrates our lives. In the
same way that Bachmann uses references to the press and radio to reflect the degree to which Jan and
Jennifer have removed themselves from society, so too Bachmann uses the more commercial aspects of
the mass media to mirror the degree of their social isolation. Thus, for example, in the early stages of
their relationship, Jan and Jennifer still operate within normal, commerce-driven society when they
meet “auf dem Broadway unter dem Wasserfall aus Pepsi Cola neben dem groflen Rauchring von
Lucky Strike” (W 1: 292), but as their relationship develops, they increasingly isolate themselves from
the commerce of daily life—and hence from society—in their skyscraper hotel room.” A further
indication of their detachment from society is found in their relationship to the chorus-like *“>Stimmenc
der Massenkultur, die endlos [...] banal[e], aber vage bedrohend[e] Schlagwdrter wiederholen”
(Lennox “Horspiele” 93). These voices, which replicate “die suggestiven Einfllsterungen der
Werbung” (Hapkemeyer Sprachthematik 43) and the “Sprachformeln medialer Offentlichkeit” (Weigel
Hinterlassenschaften 222) are structured as a montage of advertising slogans, clichéd sayings, news

™ Cf. Reinert’s description: “Die Welt des guten Gottes ist eine Welt des Tages, das heiRt eine Welt ohne
Illusionen, ohne phantastische Traume oder unrealistische Wunschvorstellungen. Es ist die Welt, wie sie sich die
Menschen ihren materiellen Bedirfnissen entsprechend selbst geschaffen haben.” (65)

> According to Bartsch, Bachmann chose New York as the setting for her play because it represented “fiir die
birgerliche kapitalistische Gesellschaft der flinfziger Jahre den MaRstab der westlichen Zivilisation und den
Inbegriff des Fortschritts” (Ingeborg Bachmann 82).
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headlines and news excerpts (press or radio) repeated mindlessly “in anakolutischer Verstimmelung”

(Bartsch Ingeborg Bachmann 83).

DU KANNST ES NICHT MIT DIR NEHMEN
WEITERGEHEN SCHNELLER SCHLAFEN
SCHNELLER TRAUMEN MIT UNS
WOLKENBRUCHE NIEDERSCHLAGE SCHNELLER
ERDBEBEN LEICHTER SICHERER

BEI GRUNEM LICHT DENK DARAN (W 1: 276)

These “Satzfetzen und Redensarten der Offentlichen Sprache [...] aus den technischen Medien wie
Radio, Reklame” are, as Weigel puts it, “Rudimente von Aussagen, die der vom guten Gott erkampften
leidenschaftslosen Welt angehdren” and thus constitute for Jan und Jennifer “eine Art Zeichenwelt [...],
die eine Umwelt reprasentiert, der [das Paar] sich immer mehr entzieht” (Hinterlassenschaften 215).
According to Achberger, the “Stimmen” testify to Bachmann’s “shock at the constant bombardment of
indoctrinating slogans through the mass media”—an “experience [that] gave her second thoughts about
European society, which she saw developing in the same direction” (ibid.). This rather ugly (and
indeed, corrupting) side of capitalism is encapsulated in the Good God’s comparison of this “Stadt der

Stadte” (W 1: 288) to Biblical cities steeped in depravity and other forms of sin:

In allen Senkrechten und Geraden der Stadt war Leben, und der wiitende Hymnus begann wieder, auf die
Arbeit, auf den Lohn und gréfiren Gewinn. Die Schornsteine réhrten und standen da wie Kolonnen eines
wiedererstandenen Ninive und Babylon, und die stumpfen und spitzen Schadel der Gigantenhduser rithrten
an den grauen Tropenhimmel, der von Feuchtigkeit troff und wie ein unférmiger ekliger Schwamm die
Décher nafite. (ibid.)

Significantly, this repulsive image is immediately followed with a description of printing press
machinery, reminiscent of the imagery in “Holz und Spéne”: “Die Rhapsoden in den groRen
Druckereien griffen in die Setzmaschinen, kindeten die Geschehnisse und annoncierten Kinftiges.”
(W 1: 287)"" The “Stimmen” in “Der gute Gott von Manhattan” can be seen to constitute an aural
equivalent to the machinery of the printing press. Like the voices of advertising and the mass media,
these voices form an everpresent background noise, infiltrating our consciousness daily with trite and
hackneyed sayings like “DU KANNST ES NICHT MIT DIR NEHMEN” (note here the implied
encouragement to spend), trivial and irrelevant information about the weather (“WOLKENBRUCHE
NIEDERSCHLAGE”), or frightening information about major disasters (“ERDBEBEN”) and
meaningless commands like “SCHNELLER TRAUMEN”.” It is no accident that “SCHNELLER” is
repeated three times in three consecutive lines in this montage. As Adorno and Horkheimer argued, it is

the aim of the culture industry to stop us from thinking too much about the unsatisfactory aspects of

"® Achberger believes these voices reflect Bachmann’s response to her “first encounter with a technologically
advanced capitalist society” on arriving in New York in July 1955 to take part in a summer seminar at Harvard
University (Understanding 43). See also Weigel (Hinterlassenschaften 220).

" These quotes form part of an extended passage that focusses on the city as commerce, on cosmeticised death,
on the mechanisation of humanity (another echo of “Holz und Spane™) and pollution: “Uber die FlieRbander
zogen die Pakete, und die Rolltreppen brachten Menschentrauben hinauf und hinunter durch Schwaden von RuB,
Giftluft und Abgasen” (W 1: 287)—a description that also echoes the ugliness of the cityscape depicted in
Bachmann’s Ort fiir Zufélle.

"8 Note also the recurrence of “dream” in “TRAUMSTOFF” (W 1: 285), and the way in which both occurrences
echo the dream imagery in “Ein Geschaft mit Traumen” and “Reklame”.
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our lives. In encouraging us to rush, the culture industry not only tries to ensure that we have no time to
think, but also seeks to promote in workers the type of behaviour that benefits employers. Just like the
voice of advertising in “Reklame”, these voices therefore represent the “herrschende Ordnung der

Entfremdung” (Hans Mayer 135).”° As Seim observes:

Das Leben, aus dem Jan herausgetreten war in seinem »Grenzlbertritt« und in das er am Ende
zuriickkehrt, wird im Horspiel von den »Stimmen« zur Sprache gebracht, in drangenden und zugleich
oberflachlichen Satzen und Satzstlicken, die den déden Alltag, die Reklame, die Phrasen, die Vertréstungen
aussprechen [...]. (399)%°

Characterised in the play’s stage instructions as “monoton und geschlechtslos” (W 1: 270) and “ohne
Timbre, ohne Betonung” (W 1: 276), the mediocrity and colourlessness that these voices represent is
reflected in the lack of punctuation and the use of all-capitals, suggesting a narcotised and controlled,
mass-produced existence. The “Stimmen” therefore represent the extreme opposite to the overblown
emotional and ecstatic language that characterises Jan und Jennifer’s passion: “[D]as Unpersonliche
und GleichméRige der warnenden Stimmen stehen im Kontrast zum Gefihlsuberschul? der Liebenden
und verweisen dadurch auf das kommende Ungliick.” (Summerfield “Sprachverstandnis” 125)® And,
if Jan und Jennifer’s overblown language of ecstasy represents the heights of emotional extremity in

language, then the “Stimmen” represent the lowest common denominator:

Wird im Gesprach der Liebenden die Sprache an ihre obere Grenze gefuhrt, wo sie in Stammeln und
Sprachlosigkeit tbergeht, weil fiir das AuRerste die Worte fehlen, so bewegen sich die Stimmen an der
unteren Grenze der Sprache, wo die Worte sich einstellen, ohne daf sie Wirklichkeit mitbrachten; selbst
die Lockungen und Drohungen beziehen sich nicht auf die Wirklichkeit. (Seim 399, m.e.)

The structure of the play itself also highlights the close association between the “Stimmen” and
the status quo of the social order championed by the Good God—that is, the way in which these voices
are essentially “Stimmen der Gesellschaft” (Bartsch Ingeborg Bachmann 83). The fact that we first
hear these Stimmen at the end of first scene, which features the judge and the Good God (W 1: 276),
clearly links them to the social order. The next three instances of the voices (W 1: 285, 298, 299) are in
scenes featuring Jan and Jennifer, indicating that, although this couple may have started a passionate
relationship, they are still very much attached to, and resident in, society. However, after the first
crucial turning point in the play (when Jan changes his mind about their separation and decides to run
after Jennifer to resume their all-consuming relationship, isolated from society), the “Stimmen” no
longer appear in the same scene as Jan and Jennifer. They only feature at the conclusion of scenes with
the judge and the Good God (W 1: 306, 320). They are then finally briefly heard on the radio just
before the muffled sound of the bomb explosion that signals Jennifer’s murder (W 1: 326). Weigel

stresses the significance of the way in which these voices, which were previously only heard as a “Chor

" The connection between these voices and Bachmann’s poem “Reklame” is discussed by a number of scholars
including Hadecke (44) and Weigel (Hinterlassenschaften 221).

8 The voices’ lack of real relevance to humanity is also suggested, as Weigel notes, by the fact that whereas all
the other scenes in the play consist of dialog, “die nicht-personalen Stimmen der Medien” are depicted as a
monolog (Hinterlassenschaften 223).

81 _ennox points out how the language used by Jennifer and Jan in their increasingly ecstatic love is reminiscent
not only of the language used by Laurenz in his third dream in “Ein Geschaft mit Traumen”, but also that used in
the “Geheimnisse der Prinzession von Kagran” in Malina (“Hdérspiele” 87).
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zwischen den Dialogszenen”, suddenly burst forth from the mass medium of radio:

Wenn die modernen Chorstimmen nicht mehr ungleichzeitig zum Liebes- und Gerichtsdialog zu hoéren
sind, sondern aus einem massenmedialen Unterhaltungsapparat, ist damit der dramaturgische Fluchtpunkt
angezeigt, in dem die verschiedenen Handlungsstrange zusammenlaufen, alltdgliche Ordnung und
Uberleben. (Hinterlassenschaften 223)

Where does the guilt lie?

According to Achberger, “[t]his criminal love story indicts the efficient, profit-oriented mass
society, as epitomised by New York City and personified by the Good God of Manhattan, for the
criminal destruction of the individual longing for real personal fulfilment” (Understanding 40).%2 She
also characterises the Good God as “the patriarchal principle that destroys women” (103).% Bartsch,
too, sees the play in similar terms when he describes it as a lament about “das mannliche,
funktionalisierte, nutzlichkeits- und profitorientierte Lebensmuster, in dem die weiblich konnotierten,
emotionalen Anspriche, die Anspriiche der Kunst unterdriickt, ja abgetdtet werden” (Ingeborg
Bachmann 84). It is also true that the murder takes place in a world “in [der] privates Glick im Kampf
mit einer vollstandig verwalteten Gesellschaft liegt und von ihr zunichte gemacht wird” (Lennox
“Hdrspiele” 92), and that the play can therefore be interpreted as a critique of U.S. capitalism and the
culture industry, as well as in terms of the dichotomy that Bachmann put forward in the first of her
“Frankfurter Vorlesungen”: “Hie Innerlichkeit und Sinnbeziige, Gewissen und Traum—da
Nutzlichkeitsfunktion, Sinnlosigkeit, Phrase und sprachlose Gewalt.” (W 4: 198, m.e.). Nevertheless,
neither Achberger’s nor Bartsch’s assessment takes sufficient account of the fact that (like “Ein
Geschaft mit Traumen” and “Die Zikaden™) “Der gute Gott von Manhattan” also represents a critique
of attempts to escape from practical and social engagement with society.®* Thus, although Jennifer can
be seen as a courageous adventurer whose sights are set “auf das Vollkommene, das Unmdgliche,
Unerreichbare, sei es der Liebe, der Freiheit oder jeder reinen Grofle” (W 4: 276), she is also someone
who transgresses the immutable law, “dal8 wir in der Ordnung bleiben missen, dal3 es den Austritt aus
der Gesellschaft nicht gibt und wir uns aneinander priifen missen” (W 4: 276)—a law that Bachmann
drew attention to in “Die Wahrheit ist dem Menschen zumutbar”, her award-acceptance speech for this

radio play.®

It would therefore be simplistic to see Jennifer purely as an innocent victim. As Weigel insists,
this radio play is not just about a battle between “Ordnung” and “Liebe” in which “Ordnung” triumphs:

“Der Modus ihrer Liebe ist namlich nicht nur von auRen bedroht, durch den Geheimdienst der

82 See also Weigel (Hinterlassenschaften 214).

8 While it is true that in “Der gute Gott von Manhattan”, the female is murdered and the male survives,
Achberger’s argument glosses over the fact that, in the squirrels’ puppet play, it is not just the female half of the
couples who dies (W 1: 294f.).

8 While Héller stresses the critique of society and its murderous institutions, and so sees “Der gute Gott von
Manhattan” as an early example of the “Todesarten-Thematik” (Das Werk 107; Ingeborg Bachmann 115), he also
sees in the play “die umfassende Widerlegung des Austritts aus der Gesellschaft” (Holler Werk 106).

8 Bachmann was awarded the “Horspielpreis der Kriegsblinden” on 17 March, 1959.
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Liebesvernichtung, dem der gute Gott bevorsteht, sondern entwickelt auch aus einer inneren Dynamik
heraus seine eigene Destruktivitat.” (Hinterlassenschaften 215f.) The Good God himself points out that
there is more to Jennifer’s murder than meets the eye: “Sagt man nicht, es seien nicht immer die
Mérder, sondern manchmal die Ermordeten schuldig?” (W 1: 318)® Lennox also offers a more
complex (and, | believe, highly persuasive) interpretation of the play in her investigation of two

interpretative possibilities (one Marcusian and the other Foucauldian), coming to the conclusion:

Bachmanns eigener Standpunkt liegt dazwischen: Der Wunsch oder auch Versuch, aus der Ordnung
auszutreten, wird als Kritik an der Ordnung aufgefal3t, die zur Veranderung der Gesellschaft fiihren kann,
aber trotz allem werden die Menschen letztendlich »in der Ordnung bleiben miissen«. (“Horspiele” 83)

Although “Der gute Gott von Manhattan” testifies to Bachmann’s conviction that every type of
“Ordnung” is shown to be “totalitdr” and portrays resistance as a real possibility, Lennox contends that
all three of Bachmann’s radio plays also show, “daR dieser Widerstand zugleich ein von der Ordnung
>kontaminierter< ist” (ibid.),*” and that those who try to place themselves beyond this order are

therefore doomed to failure, while others who come to terms with it (like Jan), survive.

By the same token, it would also be simplistic to pass judgement on the Good God as merely the
brutal opponent of passionate love. He may indeed be a “strenger Meister” but he stands for “Ruhe und
Sicherheit” and the “Gang aller Dinge” (W 1: 319). As “Anwalt der Gesellschaft” (Bartsch Ingeborg
Bachmann 82) he defends the interests of society as a whole. Unlike his squad of venal squirrels, the
Good God’s actions are not motivated by the wanton desire for destruction but the very opposite: “[E]r
hat das Ziel, die Welt im GleichmaR gehen zu lassen.” (Seim 396) The Good God had to pass
judgement on Jan und Jennifer because they tried to transcend “die Grenzen der vom guten Gott als
ewig und naturlich angesehenen Ordnung” (Bartsch Ingeborg Bachmann 82). Jan and Jennifer strove
(and stood) for the impossible: they wanted “was noch niemals war: kein Ende” (W 1: 317); they
wanted a life of contradictions—a life bordered by icebergs at one end and fire at the other (ibid.).
Accordingly the Good God saw their love as being akin to “jene Wahnsinnsstoffe, mit Strahl- und
Brandkraft, die alles zersetzen und die Welt in Frage stellen. Noch die Erinnerung, die von ihnen
bleibe, verseucht die Orte, die sie beriihrt haben.” (W 1: 322) The big difference between his behaviour,
and Jan and Jennifer’s, was (as the Good God points out), “dal} die beiden an nichts mehr glaubten und
ich in gutem Glauben handelte” (W 1: 318): “Es geschah nur Recht.” (W 1: 306) As he goes on to
observe, if he had been condemned and sentenced, it would have been “zur Beunruhigung aller” (W 1:
322). Because the Good God represents “eine Ordnung des zweckmaRigen Durchschnitts”, he does not
represent a threat to “[jene], die sich anpassen” (Hadecke 42)—only to “solche, die sich dieser
Ordnung verweigern” (Tunner 422).%

8 This view echoes the assertion of the narrator in Bachmann’s “Todesarten” fragment Der Fall Franza, that
there is a “Denken [...] das zum Sterben fuhrt” as well as a “Denken, das zum Verbrechen fuhrt” (TP 2: 78).

8 As Lennox points out, from a Foucauldian perspective, Jennifer is contaminated because she is not “véllig
auferhalb der Ordnung, der sie zum Opfer fallt” (“Hospiele” 94).

8 Haider-Pregler explains why society needs to take much more brutal revenge on the transgressors in “Der
gute Gott von Manhattan” than in “Die Zikaden”: “Jan und Jennifer gefdhrden [..] das vom guten Gott
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Bachmann clearly had ironic intentions in calling her main character “the Good God”: Seim
even sees “Hohn” in Bachmann’s nomenclature (400). Nevertheless, the Good God stands for an
absolute and overarching authority—for “geschichtliche Ordnung schlechthin” (Ho6ller Das Werk 120),
representing “ein oberstes Prinzip [...], ein gottliches [...], dem das weltliche entspricht oder dem das
weltliche zumindest nicht widerspricht” (Tunner 420). Certainly on earth, the play makes clear, there is
only one order: “Es gibt nicht zwei Richter—wie es nicht zwei Ordnungen gibt.” (W 1: 319) That this
is so, is confirmed later in the court proceedings when the Good God explains the need to eliminate
dangerous aberrations (like Jan and Jennifer’s) for the protection of society as a whole, and challenges
the judge to agree: “[E]s kommt doch darauf an, auszuweichen, sich anzupassen! Antworten Sie—bei
allem, was lhnen Recht ist. Antworten Sie!” (W 1: 322) The judge’s simple affirmative reply proves
that both systems of justice—the Good God’s and the official legal system represented by the judge—
are on the same side, a point that is driven home by the Good God in his triumphant response: “Auf
dieses Ja folgt nichts mehr. Darauf ginge ich noch einmal hin und téte es noch einmal.” (ibid.) As
Bannasch observes: “Richter und Angeklagter verschmelzen [...] zu einer Figur, zu der ordnenden
Macht der Norm, die den Ausnahmefall Liebe, die asoziale Ekstase, nicht dulden darf.” (Von vorletzten
Dingen 58)

The question of ultimate guilt in “Der gute Gott von Manhattan” (and thus the primary focus of
the critique) is therefore not clear cut. As Lennox notes: “Bachmann war [...] weder bereit, sich mit der
bestehenden Ordnung zu verséhnen, noch auf das Visiondre zu verzichten.” (“Horspiele” 84) The
play’s ending highlights this ambivalent, and almost paradoxical, situation: the Good God is released,
but the “Anklage” remains “aufrechterhalten” (W 1. 327). The Good God is therefore “weder
freigesprochen noch verurteilt” (Seim 398), and, instead of judgement, there is only “Schweigen—bis
zuletzt” (W 1: 327).% The judge’s “Vorbehalte gegen das zerstérerische Prinzip verstummen vor den
Anspriichen der Gesellschaft” (Bartsch Ingeborg Bachmann 84). Nevertheless: “Trotz der Einsicht in
die Unauflosbarkeit des Widerspruchs bleibt die Anklage Bachmanns gegen dieses gesellschaftliche
Prinzip bestehen. Denn auch die Anklage des guten Gott »bleibt aufrechterhalten«.” (85) In the face of
the official legal system’s silence, the only voice that remains is, according to Bartsch, that of mass

culture:

Diese fortgeschrittene Gesellschaft 143t nur die Alternative zu, den »Stimmen« der Gesellschaft, die ihre
Ideologie transportieren, zu folgen, wie Jan, oder, so man das Spiel des Lebens nicht nach den Regeln der
gegebenen gesellschaftlichen Ordnung mitzuspielen gedenkt, zerstért zu werden. (ibid.)

The press remains accused

The depiction of “der gute Gott” (and the principle for which he stands) therefore remains rather

Janus-like—pointing in two different directions. There is, however, no ambivalence about the portrayal

kontrollierte Gesellschaftsgefiige um vieles drastischer. Nicht auf irgendeiner Insel, sondern mitten im
Alltagsgetriebe der GroRstadt negieren sie alle gesellschaftlichen Bedingtheiten.” (71)

% Note the irony that while the formal legal system is not successful in passing judgement, the Good God as the
de facto judge of the world has successfully passed sentence and executed it.
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of the mass media in “Der gute Gott von Manhattan”. Although the press (and its commercial brother-
in-arms, the advertising industry) is represented in “Der gute Gott von Manhattan” as an agent of this
“Ordnung des Durchschnitts” (in the same way that the press is depicted as an institution that both
reflects and helps to enforce social cohesion and constraints in “Die Zikaden”), Bachmann’s last radio
play is much more trenchant in its critique of the press as an intrusive and alienating force in society,
and as a brutal enforcer of social conformity—a society in which the press demonstrates not only an
alarming and unhealthy fascination with violence and death, but also a blood-chilling delight in its

active role in the death sentences it helps to carry out.

5.5 In summation

The foregoing analysis of Bachmann’s radio plays shows that there is a gradual but clear
intensification of focus on the journalistic and advertising media, portraying them as the hand-maidens
of the status quo—working to both enforce and perpetuate that status quo. Like the poems analysed in
the previous chapter, all three of Bachmann’s radio plays depict the alienation of those who submit to
this status quo, and demonstrate the way in which these arms of the culture industry help to perpetuate
this alienating status quo by encouraging indulgent escapism and social conformity. All three radio
plays also reveal, each in different ways, that attempts to escape from the social structures that are
underpinned by the journalistic and advertising media, are either successfully discouraged, prove to be
futile or are severely punished. As Bartsch points out, all three radio plays depict “die geweckte
Ahnung von den Mdglichkeiten eines anderen Lebens und von einer relativen Ich-Autonomie sowie
die Unmdoglichkeit des konsequenten Austritts aus der Gesellschaft”—a theme that Bachmann also

takes up in the stories of Das dreiligste Jahr (Ingeborg Bachmann 49).

At the same time, however, each radio play demonstrates Enzensberger’s thesis that the status
quo’s control is not absolute: there are pockets of resistance. Thus, although Laurenz ultimately returns
to his repressive, alienating working world in “Ein Geschaft mit Trdumen”, he was able to achieve,
even if only briefly and in the parallel universe of dream fantasy, a taste of the freedom that he
subconsciously desires—a taste that may or may not infiltrate and taint his attitude to work and to life
in future.*® Similarly, in “Die Zikaden”, while Robinson and the escapee also “return to the fold” like
Laurenz, Robinson proves to be someone who, for a limited time at least, successfully avoids and
resists the indoctrination of the journalistic media. And in “Der gute Gott von Manhattan”, Jennifer
represents a most dramatic illustration of success in resisting the lures of the culture industry.
Ultimately Jennifer’s resistance and her passionate commitment to the absolute value of romantic love

over social responsibility prove to be fatal. Nevertheless, it was her absolute commitment and passion

% Haider-Pregler, for example, notes the possibility of a more open interpretation of the last scene through
subtle changes in the production. Thus in a version of the play produced in 1977 by Klaus W. Leonhard at Studio
Bern, Anna rebukes Laurenz for his tardiness with a touch of “Besorgnis”, and Laurenz repeats Anna’s use of the
word “traumhaft” in a contemplative way before he responds to the Generaldirektor’s summons, thus suggesting
the possibility that Laurenz may not necessarily return to the role of “musterhafte[n] Untertan[s]” (51).
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that enabled Jan to see through and resist the lures of the status quo, even if only briefly, and to show

him a life beyond the mundaneness and conformity perpetuated and enforced by the journalistic media.

114



Chapter 6. Das dreil3igste Jahr and other pre-Todesarten

prose

6.1 Introduction

This chapter analyses Bachmann’s portrayal of the journalistic media in the short prose of her
pre-Todesarten period, starting with her 1952 story, “Auch ich habe in Arkadien gelebt”, and
concluding with the stories in her 1961 collection of short prose, Das dreif3igste Jahr.

6.2 “Auch ich habe in Arkadien gelebt”

Written around the time that Bachmann was working at Rot-Wei3-Rot, “Auch ich habe in
Arkadien gelebt” first appeared in a Viennese academic monthly in April 1952 (W 2: 603). This
extremely short work is significant for my study as it represents the first example of Bachmann’s
published prose to refer to the press. In essence the story deals with “Verlust der Heimat und die
Sehnsucht nach ihrem Wiedergewinn” (Bartsch Ingeborg Bachmann 47), portraying the dilemma of
the narrator, who has successfully established himself in an industrialised, modern “Weltstadt” (W 2:
38) but still longs for his' pastoral homeland.? Because his homeland was so economically backward
and isolated, there was no exchange rate between the two countries,® and so the narrator had arrived
penniless in the “new world”. Despite this inauspicious start, however, he managed to succeed beyond
all expectation in whatever he turned his hand to: “[A]lles, was ich tat—ob ich nun an der Borse
spielte, Maschinen baute oder den Ertrag von Plantagen zu steigern versuchte—war so merkbar von
Erfolg begleitet, daB es alle meine Erwartungen Gbertraf.” (W 2: 39) A brief reference to the press
comes immediately after his description of his unanticipated professional success: “Als mein Name
zum erstenmal in der Zeitung genannt wurde, war ich glicklicher als je zuvor in meinem Leben, und
ich beschloR zu bleiben.” (W 2: 39) In the narrator’s new world, then, the press not only performs the
role of publicly confirming status and success, but also acts as a further indicator of success—one so

powerful that it prompts the narrator to abandon plans to return to his homeland.

Because it is rooted in materialism and egotism, however, the narrator’s decision is morally

! Given the references to the narrator’s stock trading activities, the involvement in engineering projects, the era
in which the story was written, and Bachmann’s tendency to portray males and females in “traditional” gender-
based roles, | have assumed that the voice in this story is male.

2 As Weigel observes, the narrator’s homeland is no idyllic “paradise lost” but a landscape of autumnal decline
and bucolic decay (Weigel Hinterlassenschaften 252). Weigel thus sees in this story a more authentic variation on
the Et in Arcadia ego tradition with its portrayal of death and decay as omnipresent elements in both the old
arcadia of the narrator’s homeland and the new arcadia of his adopted city (256). While Weigel sees the story and
its title in terms of the “Goethe-Tradition” (ibid.), Hapkemeyer focusses on the title’s allusion to Schiller’s poem
and the Hellenistic literary tradition associated with Arcadia (Friiheste Prosa 50).

% For analyses of Bachmann’s “Wiahrungsmetaphorik”, see Hapkemeyer (Frilheste Prosa 57, 70) and Weigel
(Hinterlassenschaften 250ff.).
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dubious and proves to be spiritually debilitating. These aspects of his decision to stay are highlighted in
an allusion to the sinister history of the city he has chosen to make his home. Although aware of claims
that the city was built on the foundations of ancient Babylon—a description that echoes the comparison
of New York to Babylon in “Der gute Gott von Manhattan” (W 1: 287)—the narrator ignores history in
favour of the dazzling present: “[IThre beglaubigte Geschichte schien mir blal und nichtig vor ihrer
Gegenwart.” (W 2: 38) Hapkemeyer correctly emphasises the symbolic nature of the landscapes
depicted in this story in which “die Orte der AuBenwelt gleichzeitig im Inneren des Erzéhlers gelegene
Ort sind und fiir bestimmte BewuBtseinslagen und Lebensformen stehen” (Friheste Prosa 48), noting
the “Polaritat von Natur und Stadt[, die] durch die jeweilige mythologische Beziehung auf Arkadien
und Babylon unterstrichen [wird]” (58), and drawing out the metaphorical ramifications of the

reference to Babylon:

Aus dem Land der Reinheit kommt der Sprecher in die Stadt, die, “auf den Ruinen des alten Babylon” [...]
erbaut sein soll, womit unzweideutig ihr Siindencharakter impliziert ist. [...] Babylon ist zudem fir
Ingeborg Bachmann der symboltréchtige Ort der Sprachenverwirrung bzw. —deformation und der damit
unweigerlich verbundenen Personlichkeitsentstellung, die sich in den Redensarten ausspricht. (ibid.)

It does not take long for the narrator to realise that his decision to stay has led him into a trap:
“Die Stadt lie? mich nicht mehr los.” (W 2: 38) Although he is theoretically free to do what he wants,
he finds that his choice to pursue material and professional success prevents him from exercising that
theoretical freedom: “Ich hétte jetzt jederzeit ans Meer fahren kdnnen, doch dazu kam es nicht mehr,
denn ich hatte immer neue Versprechen einzuldsen, die ich gegeben hatte, immer neue Aufgaben zu
erflllen, die ich Ubernommen hatte, mich immer neu zu bestétigen, da man nun einmal mich bestatigt
hatte.” (W 2: 39)

For all of its material satisfactions, however, the narrator’s new way of life leaves other needs
unmet, and this deficit results in a “Zustand der Entfremdung [...] mit der Ahnung von und mit der
Sehnsucht nach einem anderen Leben” (Bartsch Ingeborg Bachmann 48)—a longing that is associated
with his lost arcadian homeland and symbolised in the “Ton einer Flote, eine vom Wind zerrissene
Melodie” that drifts into his consciousness “in Augenblicken, in denen ich keine Zeit habe, ihm
Aufmerksamkeit zu schenken” (W 2: 39). While his arcadian homeland may not have been materially
prosperous, it would have been a place where there was time to listen to a flute melody drifting on the
wind—a place where there was time to connect with, and enjoy, nature. The narrator tries to recapture
these aspects of his former life by driving to the “AusfallstralBe, die ans Meer fihrt” (W 2: 39).
Significantly, the narrator goes no further than this: instead of going all the way to the water, he
satisfies himself with merely imagining the now estranged ocean.* Clearly, his life is now so
demanding that he has no time to drive all the way to the ocean, but perhaps he also fears that, once he

makes direct contact with all that the ocean represents for him, he may not want to return to the city.

* As Cirlot notes in A Dictionary of Symbols, “the two most essential aspects of the ocean are its ceaseless
movement and the formlessness of its waters” (241). In “Auch ich habe in Arkadien gelebt”, as in “Ein Geschéaft
mit Traumen”, the ocean also represents primeval, natural forces and the world of emation, as opposed to the
civilised, rational world of business and the metropolis.
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Like the narrator’s homeland and the flute music, the ocean is clearly a “Gegenbild” to the narrator’s

current way of life. Hapkemeyer elucidates the metaphorical dimensions of this opposition:

Meer und Himmel wie auch die anderen Naturbegriffe verweisen auf einen, das hochzivilisierte und
verstadterte Leben transzendierenden Bereich. Es geht dabei weniger um den Antagonismus von
technischer und natirlicher Landschaft an sich als um das Gegeneinander der von ihnen repréasentierten
Lebensformen, um den Gegensatz von “ganzem Leben” und auf bestimmte Funktionen reduziertem
Menschsein. (Friiheste Prosa 52)

Theoretically, the narrator could return to his homeland at any time. In effect, though, he is
entrapped because he is now addicted to materialistic values: “[F]ihre ich zuriick, so kdme ich nicht
reicher heim, als ich fortzog, nur ein wenig alter und muder, und ich hatte vielleicht nicht mehr das
Herz mich zu bescheiden.” (W 2: 40) And, as we see from his concomitant admission that ultimate
success would be the ability to have his material success comprehended and acknowledged back in his
homeland (ibid.), it is not just material success that drives him but an addiction to social prestige as
well. In his analysis of this melancholy story, Bartsch notes “die durch die kapitalistische
Gesellschaftsordnung bedingte Entfremdung des Ich-Erzéhlers” (Ingeborg Bachmann 163) and
describes “Auch ich habe in Arkadien gelebt” as an instance of Bachmann’s “Kritik an der in den
flnfziger Jahren restaurierten kapitalistischen Wettbewerbsgesellschaft” (48). An important but
heretofore unremarked element of this critique in “Auch ich habe in Arkadien gelebt” is the role that
the press played in providing the narrator with his first taste of public recognition and social prestige,
which resulted in the decision to opt for a materially successful but spiritually alienating way of life.

Although the story suggests that the protagonist is trapped in a state of permanent alienation—a
prisoner of his new world—the story remains open-ended: it remains unclear, “ob der Sprecher dem
Anruf folgen wird oder wie es tberhaupt moglich ware, diesem Ruf zu folgen, da er ja letztlich von
einer absoluten, ungreifbaren GréRe herriihrt” (Hapkemeyer Friheste Prosa 60). What emerges very
clearly and significantly in this story, however, is the persistence of the “Gegenbilder” in the

protagonist’s life—the irrepressible reminders of a life beyond the values of capitalism:

Das entscheidende Moment ist, da der Abstumpfung, dem Nutzen-, Profit- und Leistungsdenken ein
anderes, immaterielles Wertsystem entgegengehalten wird, an dem gemessen jenes als eitel erscheint.
Arkadien, Meer und Himmel stellen Richtgroen und Orientierungspunkte dar. Worauf es ankommt, ist
die Wirkung, die diese GroRen zeitigen. (ibid.)®

Thus, as in a number of Bachmann’s works discussed so far, we find that the culture industry—for all
its temptations and its superficial success in encouraging materialism and conformance to the status
guo—does not entirely succeed in suppressing the consciousness of values beyond materialism and the

desire for escape from conformity.

> Like Hapkemeyer and most other scholars who have discussed this story, Schneider sees the narrator’s arcadia
“als eine statische Sphére des Elementaren, Klaren, Ewigen und Schénen beschrieben, an dem das Getriebe der
mobilen stadtischen Gegenwartsgesellschaft spurlos vorbeigeht” (“Frihe Erz&hlprosa” 110). This contrasts to
Weigel’s less positive assessment of the lost arcadia (Hinterlassenschaften 255). While Weigel is right to insist
on the less-than-idyllic aspects of the narrator’s arcadian origins, which call for a more nuanced interpretation
than a blanket assessment of an unequivocally golden past, set in stark contrast to soul-destroying modernity, her
interpretation underrates the role of that arcadia as a positive counterpoint to the city, and the city’s negative
associations with the immorality of Babylon.
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6.3 “Der Schweil3er”

Not published in her lifetime, but estimated to have been written some time after January 1959
(W 2: 604),° “Der SchweiRer” recounts the story of Reiter, a welder, who serendipitously finds a copy
of Nietzsche’s Die fréhliche Wissenschaft while sitting alone in his local “Kaffeehaus” (W 2: 59)—an
encounter that leads to an excrutiatingly painful consciousness of the “bisher nur dumpf verspiirte
Entfremdungssituation seines Lebens” and the “Konflikt zwischen Wahrheit und Lebenswelt im
gewdohnlichen Alltag” (Beicken 163).

The significance of Bachmann’s allusion to Die fréhliche Wissenschaft lies in the fact that this
book not only constituted a scathing critige of “die Weltanschauung des burgerlichen Zeitalters” but
also unmasked “[den] Gottesglaube[n], die Werteordnung und das Kulturideal der Gesellschaft des 19.
Jahrhunderts [...] als Illusionen und Ideologien” (Schneider “Das dreiRigste Jahr und Erzahlfragmente
aus dem Umfeld” 123).” As a result of his encounter with this radical and iconoclastic work—
something entirely beyond his former experience—Reiter finds himself no longer able to conform to
the demands of his “kleinbirgerlichen Umwelt” (ibid.): formerly “ein fleiRiger, braver Mensch [...,]
[e]in Abstinenzler” (W 2: 65), Reiter now starts smoking and drinking, and becomes obsessed with
reading and thinking about philosophy, to the detriment of his family obligations. Not long after the
onset of his obsession with reading and thinking, Reiter’s ailing wife dies, largely as a result of his
physical and emotional neglect. In a state of mental torment and despair, not dissimilar to that of

Biichner’s Lenz (Werke 82ff.),® Reiter takes his own life the day after his wife passes away.

“Der Schweifer” contains two fleeting references to the journalistic media. The first occurs at a
critical point in the story when Reiter turns over a few pages in the book that he finds in the deserted
coffee house and starts reading a few words at random. This initial reading of the book is described as
“weder aufmerkend, noch verstandnislos” (W 2: 61) and very much in terms of a mechanical and
mindless process: “[E]r las einfach die Worte ab, wie er immer Worte abgelesen hatte, von einem
Formular, von einer Sportzeitung, so wie er es in der Schule gelernt hatte, ein Wort nach dem andern.”

(ibid., m.e.) Initially, it appears as if Reiter’s encounter with this “Fundgegenstand” (ibid.) has had no

¢ While Weigel tentatively asserts that “Der SchweiRer” is “vermutlich aus der Entstehungszeit des Prosabandes
»Das dreiligste Jahr«” (Hinterlassenschaften 264), Hoéller unequivocally insists on their temporal and thematic
proximity (Das Werk 130).

" First published in 1882, Die frohliche Wissenschaft was the last of a number of works considered to be a
product of Nietzsche at his most nihilistic, just before a turning point in January 1883, when his “despair gave
way to euphoria and ‘inspiration” and he began to work furiously on Thus spake Zarathustra” (Hollingdale 45).
The Bachmann literary archives in Vienna contain a philosophy paper dated 1946, which includes several pages
on Nietzsche’s socio-political critique of western culture (“Referat” N5331ff.). In this paper Bachmann argues
that the literary aphorisms of Die frohliche Wissenschaft laid the groundwork for the radically new approach of
Also sprach Zarathustra (N5333). The only allusion to Die frohliche Wissenschaft in “Der Schweier” is not the
only reference to Nietzsche in Bachmann’s work: Menschliches, Allzumenschliches is mentioned three pages later
in “Der Schweiller”, and Ecce Homo is mentioned in Malina (TP 3.1: 512). For more on Bachmann and
Nietzsche, see Eberhardt (“Bachmann und Nietzsche”), Faye, Go6lz (The Split Scene of Reading), Morris (25f.)
and Schmaus (“Deutschsprachige Literatur des 18. und 19. Jahrhunderts” 260).

8 Bachmann quotes from Biichner’s Lenz at the start of Ein Ort fur Zufalle (TP 1: 205).
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more effect on him than anything else he has read to date, for he shuts the book after reading some ten
lines. Reiter’s curiosity, however, proves to be sufficiently aroused to re-open the book and find out
exactly what kind of book this is. At this point Reiter clearly makes a significant connection with the
book: he laughs out loud on reading the title, and decides to take the book home with him. The casual
allusion to journalism in this context is significant because the reference to “Sportzeitung” is made in
the same breath as the reference to “Formular” (with its allusion to the bureaucracy and constraints of
adult life) as well as to “Schule” (with its explicit allusion to the rigidly structured processes of
learning to read as a child). This association of the sporting press with rigid social structures is
reinforced by the observation that, when Reiter reads a “Sportzeitung”, his response is not qualitatively
different to his response in looking over an official form or document. This is not because Reiter is
inherently incapable of a different emotional and intellectual response: the vehemence of his
unexpected response to Die frohliche Wissenschaft proves this is not the case. After his encounter with
Nietzsche, reading becomes for Reiter not only intellectually stimulating, but intensely physical—

moving him between the extremes of ecstatic pleasure and pain:®

Der Mann las und las, indem er die Lippen bewegte; manchmal geriet er heftig in Bewegung, und dann
fuhren die Worte in ihn wie Geister, fingen an, ihr Wesen in ihm zu treiben. Er stéhnte wollistig, sein
Kopf schmerzte, seine Augen brannten, obwohl er abgehdrtete Augen hattte, an das blaue sternhelle Licht
gewdhnte Augen. (W 2: 64)

Paradoxically, the vehemence of Reiter’s response suggests that there was a gap in Reiter’s life,
which has now been made apparent to him, and which has been filled by his discovery of philosophy,
but it is the filling of this gap that creates (ironically) a major crack in his life, alienating him from his
family and social connections.™® Now a rebel and misfit in his community, Reiter is, like Jennifer in
“Der gute Gott von Manhattan”, guilty of a “Grenzibertritt” (W 1: 317). By loosening “die natiirlichen
Klammern”, Reiter finds that he, too, like Jennifer, has “keinen Halt mehr in der Welt” (W 1: 318).

The second reference to the journalistic media occurs soon after Reiter’s discovery of the book,
when the doctor pays a house call to tend to Reiter’s sick wife. When the doctor queries Reiter’s
request for a medical certificate, Reiter tells him about the book that has had such an impact on his life:
“Er ging zu der Kiste, auf der das Radio stand. Auf dem Radio lag das Buch.” (W 2: 63) The
symbolism here suggests that the mass medium of radio (like the popular press in the earlier reference
to the “Sportzeitung”) now takes second place to his books, which have opened his eyes to a new
world. Reiter describes this radical change brought about by his discovery of philosophy in terms of

tearing and cracking: “Es ist etwas gerissen in mir. Zersprungen.” (W 2: 67)™ In trying to express the

° In a 1963 interview Bachmann admits to an incurable addiction to reading: “Lesen ist sicher, auRer
Musikhoren, etwas, ohne das ich nicht sein kann. Wenn ich nicht schreibe, bin ich nach Biichern, nach jedem
Fetzen bedruckten Papiers so stichtig, daf ich mir manchmal wiinsche, es gabe Entziehungskuren fur Slchtige
dieser Art.” (Gul 42) For a discussion of Bachmann’s “Lesewut” and its similarities to Reiter’s in “Der
SchweiBer” and Ich’s in Malina (W 4: 93), see