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David Barnett, ‘“I’ve been told […] that the play is far too German”: The Interplay of Institution and Dramaturgy in the Failed Reception of German Theatre in the UK’
The quotation in the title comes from British playwright Simon Stephens, whose play on the 7 July bombings in London, Pornography, has been given at two major German theatres but not once in the UK. Its characterless form clearly upset the theatres offered the play and marked it as ‘German’, rather than ‘English’. This paper will consider the possible reasons for why German plays are seldom seen on British stages.  My argument will focus on the relationship between writing for the theatre and the institutions that perform the work. I shall be arguing that the highly subsidized German theatre system has had a radical effect on the writing and production of plays, and on the expectations of audiences. As a result, challenging dramaturgies have come about which find it particularly difficult to transfer to the UK theatre system. This problem may be traced to an institutional narrowness that has systemic problems in terms of both directors and actors, and a funding structure that has effectively banished the idea of permanent ensembles which would suit the continued engagement with difficult work.

I will consider a selection of German-language plays and playwrights that can hardly be said to have had a reception in the UK and attempt to account for the difficulties of staging challenging works that are nonetheless established parts of the repertoire in Germany. I shall be pointing to a fundamental conservatism within the institution of a commercial theatre in the UK, as Gastspiele to receiving stages such as the Barbican or the London International Festival of Theatre indicate that there is an audience for innovative work.

Karina Berger, “Ein groteskes Missverständnis”: Walter Kempowski and the literary establishment’
In his obituaries Walter Kempowski was generously described as ‘one of Germany’s greatest postwar writers’ and even claimed to have been ‘größer als Grass’. However, such accolades represent a rather recent appreciation for Kempowski; for the most part of his literary career, the author was largely ignored, or even scorned, by critics and scholars alike. His stance as a merciless critic of the German Democratic Republic, as well as his hostility to the 1968 student revolt did not endear him to an often left-wing literary establishment. Only recently, in the decade before his death, did he receive the widespread recognition that had been bestowed on some of his contemporaries since the 1950s, most notably Günter Grass, Siegfried Lenz and Heinrich Böll. Since the late 1960s, Kempowski had written more than 30 books, but it was the publication of Echolot in 1993, buoyed by a supportive review by the influential critic Frank Schirrmacher, which cemented his position in the literary arena. Since then, Kempowski has been awarded several prizes, including in 2005 the prestigious Thomas-Mann-Preis and the Ehrenpreis of the Corine Internationaler Literaturpreis for his life work.

This paper will examine, as a case study, how Walter Kempowski’s status as a persona non grata with the literary establishment in the highly politicised 1970s conditioned the author’s reception in Germany. Branded as ‘reactionary’ and little more than a ‘Unterhaltungsschriftsteller’ for decades, there was virtually no scholarly interest in or appreciation of the author until the early 1990s. This paper will trace the cultural and political changes which led to the eventual volte-face in Kempowski’s reception, and how this, in turn, has led to (or legitimised) a new-found appreciation of the author. 

Elizabeth Boa: Kafka’s Artist Stories: Artist, Artwork, Impresario, and Public
Kafka’s artist stories — ‘Auf der Galerie’, ‘Bericht für eine Akademie’, ‘Erstes Leid’, ‘Ein Hungerkünstler’, Josefine, die Sängerin oder Das Volk der Mäuse’ — together constitute a fascinating body of work reflecting upon the nature art, its institutional framing and role within culture. They explore tensions between self-expression on the one hand and audience-directed communicative performance on the other, drawing out how the two-way traffic between the artist and the public impacts aesthetically upon the art-object. The chain of (mis-) perception linking artist, artwork and public is mediated through institutional forces, personified in the figure of the impresario, which operate within the modern art market and penetrate and shape the creative process,. The stories reflect too upon relations between the artist and an ethnically and culturally diverse public, alterity being often conveyed through feminine or animal figures. All this Kafka conveys as a tragi-comedy of misunderstanding through brilliantly vivid images and intricate, extended metaphors. The paper will finish with a few reflections on how current issues may be comparable to the questions implicit in Kafka’s stories. 

Anne Boden, ‘Translated Memory? The Polish framing and GDR reception of Paul Peikert’s Chronik über die Belagerung Breslaus 1945’
In 1966 the diary of a German priest describing the siege of Breslau and mass expulsions of Germans in the final months of World War 2 is published by the Union Verlag in East Germany. In its treatment of the subject of Vertreibung Paul Peikert’s Chronik über die Belagerung Breslaus 1945 is unprecedented in the GDR. In Peikert’s narrative the untold suffering of German refugees is a logical consequence of their support for a voracious German war machine. German suffering at the end of the War is justified with reference to German guilt. For Peikert the German people “muss [...] den Kelch des Leidens trinken bis zur letzten Neige” because of their collusion with Hitler.

Two years prior to the first East German edition the same diary was published in Poland. This paper offers an analysis of the numerous Polish paratexts which frame the German diary and are retained in the GDR publication. I enquire into the effect of these framing devices. How do the paratexts ‘read’ Peikert’s diary and the events it describes? What purpose does their interpretation serve in the context of Polish remembrance of World War 2? In the second part of my paper I examine the reception of this text in the GDR. Is an interpretative framework for the remembrance of Vertreibung suggested by the Polish paratexts repeated in GDR treatments of this War diary? To what extent does the publication of this diary prompt a discussion of this episode of World War 2 in East Germany and what is the nature of this discussion? 

Laura Bradley, ‘“Nach dem Biermann-Debakel las jeder die Geschichte anders”:
Michael Kohlhaas at the Deutsches Theater, 1976-7’
This paper traces the impact of Wolf Biermann’s expatriation on the Deutsches Theater and its production of Michael Kohlhaas, adapted by the director Adolf Dresen. It aims to establish a differentiated picture of the political positions and responses within East Berlin’s theatre community, to explore context-specific readings of Kohlhaas, and to show how the Deutsches Theater dealt with an unexpectedly controversial text under the institutional pressures of state censorship.

The rehearsals for Kohlhaas ran in parallel with the SED’s disciplinary procedures against Dresen, who refused to withdraw his protest against Biermann’s expatriation. Yet whilst he and his production team discussed the text’s new topical relevance in rehearsals, they kept their disagreements backstage. This resulted in a production predicated on non-communication: Kohlhaas was presented as a blank canvas onto which spectators could project their own interpretations. While local SED officials cautiously welcomed the production, the Stasi denounced it; and Western reviewers argued over whether it marked a success or failure for critical GDR theatre. The GDR authorities, like Western critics, focused on the question of whether Kohlhaas represented Biermann, but Dresen’s papers reveal another possible reading: he himself had come to identify with Kohlhaas. Quoting Kohlhaas’s defiant words to Luther, Dresen voted for his exclusion from the SED and applied to leave the GDR. Yet unlike Kohlhaas and Biermann, he strove to minimize the public impact of his political stand.

Rebecca Braun, ‘1967-2007: The Gruppe 47 as a literary “Heimat”’
This paper examines how different notions of ‘Heimat’ and heritage have been invoked by authors and cultural commentators in the post-war context, and argues that the long-lived cultivation of myth surrounding post-1967 analysis and commemoration of the meetings of the Gruppe 47 can be directly attributed to the particular public resonance of these constructs. Much like a lost ‘Heimat’, the group has repeatedly and increasingly anachronistically been at the centre of emotionally-charged public debates about the nature and purpose of not just contemporary German literature but contemporary Germany itself. The group’s social value has been both questioned and confirmed by a wealth of journalistic articles, educational exhibitions and commemorative TV documentaries over the past forty years. When analysing this material, two contradictory trends emerge. Where authors who participated in the group to this day create a post-Bloch image of Germany’s foremost intellectual grouping as necessarily rootless and resistant to definition --- a technique of self-presentation that lends itself to the creation of myth and can be usefully analysed in line with Bourdieu's 'symbolic capital' --- literary historians and documentary film-makers engaging with the Gruppe 47 tend to use the physical German landscape in their representations to create dominant narratives that invoke a considerably more conservative national cultural heritage. Drawing on representative TV footage in particular, this paper teases out this contradiction and seeks to explain the group’s ongoing symbolic import for the construction of contemporary German cultural identity.

Sarah Colvin, ‘Zero impact: the case of the unknown prison writer’
After 1968, the notion that ‘everyone is a writer’ found its way into prisons and became a usually unquestioningly accepted aspect of the programme of (re)socialisation and rehabilitation. This paper looks at writing by prisoners who neither intended to write for ‘impact’ nor became known through their writing. It asks questions about the function of writing in the prison situation, and about the status and purpose of writing that is *not* produced for ‘impact’ in the standard sense.

Peter Davies, ‘The obligatory horrors: Translating Tadeusz Borowski’s Holocaust narratives into German and English’
The stories of Tadeusz Borowski, a Polish communist who spent a period in Auschwitz, have enjoyed considerable success both in US English and German translation. This paper will explore aspects of these translations and the publishing strategies that went with them, not in order to evaluate their quality or closeness to an ‘original’, but in order to ask questions about the role of translation in the construction of the Holocaust as a phenomenon between cultures. In fact, it is the very notion of an ‘original’ text, constructed through a translation, that will be explored here in the context of critical discussion of the idea of Holocaust testimony as applied to literary texts. Borowski’s striking texts cut across categories of ‘testimony’, ‘autobiography’ and ‘Holocaust literature’, and this paper will argue that translators, editors and critics have dealt with the uncomfortable ethical issues raised by the idea of ‘literariness’ in Holocaust testimony by attempting to ‘solve’ the problem of the generic category to which the texts belong.

The English and German editions differ greatly in their approach to the texts, and this paper will argue that they reflect changing notions of authenticity in writing about the Holocaust. Borowski’s writing has had an important impact on English-language accounts of testimony, often considered alongside other early classics of the genre by Primo Levi or Elie Wiesel. It has, however, been less successful in German, and a recent German edition is designed to introduce him as an author: the edition attempts to position Borowski as a radically iconoclastic Holocaust author who strips away accumulated clichés and kitsch, and stresses his moral ambiguity and pared-down language. In both cases, Borowski’s texts are positioned as ‘authentic’ witness, rather than as ‘literary’ experiments.

Lara Elder, ‘A German in Paris:  Heinrich Heine’s art of spectatorship on the revolutionary street’
The political and social upheavals that shaped France from the late eighteenth to the nineteenth century were spectacular in a very literal sense.  Considering the French Revolution one cannot but call to mind dramatic crowd scenes at the Bastille, barricades and guillotine.  Besides being the physical site of revolution, the streets of Paris became a metaphorical battleground for its principles.  One German writer left his native backwater in order to witness the visual manifestation of an ideology with which he sympathised.

Arriving in Paris in the wake of the 1830 revolution, Heine soon recognised the potential of the street as a place for first-hand research, invaluable to a foreign correspondent feeling his way into a new social and political situation.  This emphasis on the observational component of journalism links to an emerging picture of the July Monarchy as a political system dependent for its survival on an ability to manipulate the visual, to stage its own production.  As art and theatre critic and as socio-political commentator, Heine adopts a spectator's role on several levels.  However, his spectatorship also operates on the metaphorical plane as a self-consciously distancing perspective, from which to (re-)view events.  The boulevard becomes a public stage on which the drama of an unstable and contradictory politics is played out.

This paper will consider the impact of Parisian revolutionary reality on the writing strategy and self-representation of an émigré-writer working within the limitations of the German press and readership, exploring the dynamic relationship between urban spectacle and political commentary, between the theatrics of life on the boulevard and the corresponding drama constructed by a writer well-versed in the art of spectatorship and conscious of its shaping power.

Anne Fuchs, ‘Dresden Discourses and The Impact of Cultural Memory’
Although Dresden was by no means the German city which was worst affected by the Allied bombings, it soon became an iconic memory site for German wartime suffering and Allied cruelty. In the first part of my paper I examine the question why Dresden pre-occupied the debate about the bombings for such a long time, I then analyse the more recent discourse on Dresden as a site of transnational reconciliation. Based on the analysis of the two-part TV drama Dresden and the debate about the rebuilding of the Frauenkirche, I argue that the recent reinterpretation of the Dresden discourse illuminates wider cosmopolitan trends to recode the war experience.

Lina Glede, ‘The Effect of Gender on the Translation and Reception of Sarah Kirsch and Ingeborg Bachmann’
This paper examines the English translations of Kirsch and Bachmann’s poetry in order to determine whether stylistic differences can be identified in the translations and whether these can be attributed to the translator’s gender. This paper further seeks to establish the differences between the reception of female and male translators’ texts.

Literature acts on the world by acting on its readers (see Schweickart 1986: 39). Feminists realised that the literary canon is androcentric and posited the view that this has a profound effect on female readers as they are not able to find their experiences echoed in literary works. Within the field of poetry, women’s work tends to be far less prolifically interpreted and analysed than that of men (see Mark and Rees-Jones 2000: xxii), and is thus received differently to men’s writing. I aim to establish whether the same is true of translations.

My paper briefly gives an overview of the Gruppe 47, a circle of authors which counted among its members such eminent personalities as Hans Magnus Enzensberger and Günter Grass, while Bachmann received its literature prize in 1953. While men’s writing is canonised, women’s is not (see Weedon 1997: 4); considering thus how well Enzensberger and Grass have been received in the English-speaking world, my paper seeks to establish whether the same is true in the case of Kirsch and Bachmann.

Kerstin Henzel, ‘The impact of anthologies of quotations on literary reception in the late 18th century’
Anthologies have a long tradition: collecting quotations seems to be a human „necessity“. But the function of this kind of collections has always changed: in medieval times, for instance, florilegiums played an important role in mediating philosophical-theological literature. Today, anthologies of quotations may help in daily life questions („Zitatenschatz für Juristen“ is only one example).
An interesting period where citations were used is the late 18th century. At that time, anthologies of quotations of German literature appeared. In the context of an extending book-market they can be seen as a result of alphabetisation. These collections had at least one intention in common: they offered sentences – quotations and proverbs – concerning „general“subjects like friendship, farewell or death. A lot of readers used them for inscriptions into a so-called Stammbuch (Autograph Album), a medium in which people wrote their name and a sentence for a friend or acquaintance as remembrance. Having become part of individual memories, these literary sentences have been transferred from their original context into a new one. This automatically means a change of function(s) of the quoted literature and leads to the question what kind of impact these anthologies had on popular literary reception.

Deborah Holmes ‘Brinkmanns Zorn - Recreating the creative process in literary film biography’
In a genre more usually associated with costume drama (see Schiller - Der Film, 2005) and/or ‘Bildungsfernsehen’ (Ballhausen, 2006), Harald Bergmann’s 2006 film Brinkmanns Zorn is a rare example of an experimental, yet critically acclaimed bio-pic. Bergmann uses Rolf-Dieter Brinkmann’s own recordings, films and snap shots to ‘recreate’ the last three years of his life, synchronising the poet’s voice and those of his wife Maleen and son Robert with the acting of Eckhard Rhode (himself a poet), Alexandra Fischer and Martin Kurz.

In my paper I will investigate the ‘transactions’ (Genette) which had to take place between Bergmann and Brinkmann to make what has been hailed as ‘einen Meilenstein verfilmter Literatur’ (Frankfurter Rundschau). Bergmann’s ambivalence in interviews as regards these processes throws light on the problems of authorship when the medium of reception can be seen as a work of art in its own right (with particular reference to Georg Stanitzek’s critique of Genette, see Paratexte in Literatur, Film, Fernsehen, 2004). On the one hand, Bergmann is intent on emphasising the documentary impulse which originally inspired the film (Brinkmann’s tapes and film reels were gradually disintegrating and needed ‘saving’). He has also claimed that the poet ‘dictated’ the film to him (in public discussion, Vienna, 24 November 2007). On the other, for all its technical innovation and brilliant use of Brinkmann’s work, the feature film version of Brinkmanns Zorn is clearly structured according to biographical stereotypes. Bergmann adheres to some surprisingly conventional aspects of the bio-pic genre, especially when ‘embodying’ family life, his wife as the long-suffering muse of genius, and the seeming inevitability of his early death. The impact of Brinkmann himself as a multimedial beat generation poet, arguably softened by his successive canonisation, feeds into the impact of Bergmann’s film, only to be softened in its turn by the channeling of innovative energy through tradition.

Katrin Kohl, ‘The Cultural Impact of Metaphor’
In considering the conceptualisation of a concept such as ‘impact’ it is easy to forget the importance of language in structuring and communicating that concept– as is evident from the call for papers for this conference, which does not envisage language as one of the areas to be addressed. Language tends to be seen as a conceptually neutral, purely functional conduit for ideas and information. Yet it is inseparable from cognitive processes, and through metaphors such as ‘cultural heritage’, ‘cultural capital’ or indeed ‘cultural impact’ it structures our ideas about culture and its effect. It is capable of stimulating the cultural imagination, and driving cultural innovation.

This paper will focus on cultural processes in the German-speaking countries in order to demonstrate how metaphor shapes our concept of culture, and enables us to configure our culture creatively. It will draw on conceptualisations of national culture in Nazi Germany, the GDR and post-Wende Germany, and it will investigate ways in which writers and artists use metaphor to direct processes of reception, as well as ways in which institutions use metaphor to establish their profile in the public space.

The paper will argue that metaphor can be seen as the most important cultural force of all, not least because it is capable of giving human universals culturally specific meaning, and communicating culturally specific values through natural language.

Karen Leeder, ‘Reading Posterity Reading Bachmann’
This paper asks questions about the impact of Ingeborg Bachmann. The famous Spiegel cover of 1954 made of Bachmann the first female author of the media age in the German-speaking world - despite the fact that she herself represented a much more conservative model of authorship. The meeting of an explicit (if constructed) aesthetic of authenticity and the tragic biography explain in part the fascination with Bachmann that has flourished in fiction, poetry, popular journalism and academic criticism alike. However, it also exemplifies the difficulty the culture industry has in dealing with a female author of stature.

Amidst the anniversary eulogies of 2006, essays by two prominent contemporary German-language authors, Ulrike Draesner and Evelyn Schlag, shocked readers with their outspoken critique of Bachmann. Both focus on artificiality, cliché and misjudged language in the writing, but also demonstrate that the tensions in the reception of the author were also those cultivated by Bachmann herself. They also reflect more widely on posterity’s troubled relationship to Bachmann, the way women writers are codified and neutralised culturally and the difficulties of female transmission. This paper sets out to do three things. It takes the recent critique as a starting point to untangle the ways in which author, image, function, biographical and textual I are confused in Bachmann’s image (and her work); it examines the exemplary failure to read the life (and work) of a female author; and it sets out, through this case-study of reception, to say something about the way we conceptualize cultural impact.

Jürgen Luh, ‘Friedrich300 in 2012 - Coordinating the tercentennial of Frederic the Great's birthday’
Am 24. Januar 2012 jährt sich der Geburtstag König Friedrichs des Großen von Preußen zum dreihundertsten Mal. Die Stiftung Preußische Schlösser und Gärten Berlin-Brandenburg (SPSG) hat sich vorgenommen, aus Anlass dieses Datums, Person, Zeit und Umfeld Friedrichs des Großen, d.h. die preußische Geschichte und Kultur des achtzehnten Jahrhunderts der Öffentlichkeit neu und nachhaltig zu vermitteln. Zu diesem Zweck hat die SPSG verschiedene Projekte begonnen, allein oder in Kooperation mit anderen Museen und Einrichtungen, die bis 2012 (und hoffentlich darüber hinaus) das friderizianische achtzehnte Jahrhundert, seine Geschichte und Kultur einer breiten Öffentlichkeit neu bewusst verständlich machen sollen. Ziel ist es, über Person, Zeit und Umfeld des Königs wieder Interesse für „die Geschichte“ und „die (preußische) Kultur“ des 18. Jahrhunderts zu wecken. Wie dies heute in Deutschland geschehen kann, wie die Bemühungen der SPSG aussehen, um das Publikum zu erreichen, soll vorgestellt und diskutiert werden. 

Jenny McKay, ‘Cultural feudalism and the East German author: the case of Ingo Schulze’
In November 2007, Dresden born author Ingo Schulze (b. 1962) used the occasion of his Dankesrede zur Verleihung des Thüringer Literaturpreises to criticise what he termed ‘die Tendenz zur Refeudalisierung des Kulturbetriebes’. Standing behind a podium carrying the logo of the prize’s sponsors, electricity giant E.ON, Schulze attacked the increasing financial reliance of the cultural establishment upon private industry, and warned against the ‘Abhängigkeiten’ that this could create. In the course of his address, Schulze positioned himself not only as an unwilling ‘Werbeträger’ for E.ON, but also as an author whose literary project could find itself threatened by the aesthetic and moral negotiations that the relationship between the worlds of commerce and culture has the capacity to engender.

The aim of this paper is to explore Schulze’s claims in more detail, examining his representation of the contemporary German author as one forced to negotiate an increasingly feudal cultural context. To this end, I explore further Schulze’s aforementioned acceptance speech and Handy: dreizehn Geschichten in alter Manier (2007), the text which attracted the E.ON sponsored prize. A collection of tales in which the contemporary author figure dominates, I argue that it serves to both corroborate and challenge the position Schulze takes in his speech. In addition, and noting the parallel that can be drawn between Schulze’s critique of the negotiations required within a Capitalist cultural context and those that prevailed under Socialism, I situate Schulze’s commentary with regard to his socialisation in the former GDR. 

Ben Morgan, ‘What is coming to terms with the past?: German film revisited’
The premise of my paper is that if we want to know what coming to terms with the past looks like in practice we need look no further than the Federal Republic of Germany. Rather than setting up an ideal or unrealistic standard according to which what happened in practice will never be enough, we should change tack and study what people said and did in West Germany in the aftermath of the Third Reich to get a sense of what coming to terms with the past actually involves. Following this approach, the cinema of the later 1940s and 1950s needn’t be seen, as it so frequently it, as an example of amnesia, but rather as a necessary stage in a process. Recent work by film historians such as Tim Bergfelder, Sabine Hake or Johannes von Moltke reassesses German films of the 1950s and ‘reveals a film culture that deals with the central issues of the period in much more complex and complicated ways than previously assumed or acknowledged’ (Davidson/Hake, Take Two, p. 2). My paper will continue in this revisionist, cultural studies approach to the 1950s and will explore the publicity for and reception of Hans Deppe’s film Schwarzwaldmädel (1950), the first colour feature to be made in Germany after the war. What transpires is that this film was the occasion for a re-engagement with the work of the Jewish composer Leon Jessel, whose operetta, on which the film was based, had been so successful in the 1910s and the 1920s. Watching the film was a way of re-establishing a sense of cultural continuities with the Weimar period and acknowledging their interruption by the Nazi regime. If this reading is right, then it has implications for our understanding of the social and psychological impact of cultural activities. For the film can’t be seen as one which is actively or consciously trying to come to terms with the past. Rather, coming to terms with the past is a process with no agent that occurs through the making and the viewing of the film. It is not something individuals can consciously do, but is rather a process that to varying degrees they can own up to being involved in.

Gunther Nickel,  ‘"Die Kunst geht nach Brot": Anspruch, Wirklichkeit und Probleme der Literaturförderung in Deutschland’
Gegenwartsliteratur wird im deutschsprachigen Raum derzeit in einem Ausmaß gefördert wie nie in der Geschichte zuvor. Dennoch reißen die Klagen nicht ab, die bereitgestellten Mittel seien nicht ausreichend. Der Vortrag gibt einen Überblick über die Anfänge und die Entwicklung institutionalisierter Literaturförderung in Deutschland und befaßt sich mit dem verbreiteten Mißverständnis, Literaturförderung habe in erster Linie in der Alimentierung von notleidenden Schriftstellern zu bestehen.

Ana-Maria Pălimariu, Vielfältige Kulturen in einer deutschsprachigen Literatur: das Feuilleton des Czernowitzer Morgenblattes
Czernowitz ist ein Ort, in dem in den letzten drei Jahrhunderten viele Sprachen und Kulturen ihren Kreuzungspunkt fanden. Bis 1775 gehörte die Stadt zum Fürstentum Moldau. Dann wurde sie österreichisch und war bis 1918 Hauptstadt des österreischen Herzogtums Bukowina. Innerhalb der österreichisch-ungarischen Monarchie erlebte Czernowitz seine kulturelle Blüte. Dann änderte Czenrnowitz seine Angehörigkeit, er gehörte nämlich dann zu Rumänien. Der starke Rumänisierungsprozess erreichte 1939 seinen Höhepunkt, bis die Stadt 1940 von der Sowjetunion besetzt wurde.

Der Zeitraum 1918-1940 grenzt auch das Leben der Tageszeitung Czernowitzer Morgenblatt ab. Dies ist ein Zeitraum, der nicht nur aus historischer, sondern auch aus pressehistorischer, politischer, kultureller und literarischer Perspektive sehr bewegt war. Die deutschsprachige Tageszeitung war eines der bedeutendsten Sprachrohre für die in den Zeiten der Zwischenkriegszeit nicht nur in Bukowina, sondern auch für die in ganz Rumänien lebenden Minderheiten (Jüden, Ruthenen, Ukrainer, Polen, Roma, Deutsche).

Eine Untersuchung des Feuilletons kann zwar durch einen Blick auf dessen Einzeltexte und Berichte aufschlussreiche Erkenntnisse hergeben. Darüber hinaus muss aber auf das Feuilleton als Institution geblickt werden. Das Feuilleton wird als Textensemble und Textkontinuum, aber auch das Feuilleton als Teil eines Massenmediums, das durch seine gesamte Organisation sein eigenes Feuilleton schließlich auch mitbestimmt, betrachtet. Der Beitrag setzt sich zum einen mit der Frage auseinader, wie man mit den heutigen Mitteln der Feuilletonforschung einen Ansatz finden und anwenden kann, der das umfangreiche Quellenmaterial erfassten und qualitativ erheben kann. Aus der Perspektive einer rhetorischen Medienforschung soll ferner befragt werden, wie die Zeitung es verstand auch ihre Wahrheit zu konstruieren und ihre Glaubwürdigkeit zu inszenieren. Zum anderen, wie dies einen Zugang zu seinem Selbstverständnis als randständiger kultureller Akt ermöglichen kann. 

Chloe Paver, ‘The Role of Museum Displays in Mediating an Understanding of the National Socialist Era’
The concept of transmission is central to museum studies. Through their collection practices, museums decide ‘what remains’ of an era (although the era itself will already have made some of those decisions on the museum’s behalf); subsequently, their display practices decide which of their collected objects may have a public impact. What issues of transmission and impact arise from the display of objects from Germany’s National Socialist past? Matthew Philpotts has shown that the historiographical debates surrounding the concept of ‘totalitarianism’ are equally applicable to our interpretation of the literary culture of the Third Reich; this paper extends that application to contemporary museums in their role as interpreters of Germany’s National Socialist past. With reference to displays in Berlin, Munich and Nuremberg, the paper shows how collections of Nazi-coded objects can, unintentionally, reinforce the myth of a ‘totalitarian’ society by failing to maintain a distinction between Nazism’s ‘total claim’ and the less-than-total outcomes of National Socialist policies. Moreover, whereas the discipline of written History has benefited hugely from the findings of projects in ‘Alltagsgeschichte’, which have uncovered the small spaces for manoeuvre that existed between, and outside of, official policies, the clear willingness of museums to embrace ‘Alltagsgeschichte’ does not necessarily alter the impression of a ‘totalitarian’ society, since ‘everyday’ objects tend to be chosen for their clear connection with National Socialism. Similar considerations apply to gender, as museums struggle to step outside of the masculine bias of the years 1933-1945. 

Matthew Philpotts, ‘Closing the Circle of Belief: The Sinn und Form Legend and the Post-Wende Cultural Field’
The collapse of the GDR left Sinn und Form (1949– ), the literary journal of the East Berlin Academy of Arts, in a highly perilous position. Deprived of its financial guarantee, starved of subscribers, and rendered suspect as an official product of the GDR, the journal faced a struggle for survival in the cultural market of the new Berlin Republic. Drawing explicitly on Bourdieu’s model of the cultural field, this paper examines how Sinn und Form mobilised its reception as a key weapon in this struggle. More specifically, detailed analysis of the journal’s reception in the years 1990–1994 demonstrates how the consecrating force of respected critics in the feuilleton press was exploited to perpetuate a legend of the journal founded on a ‘golden era’ of the 1950s. The assiduous cultivation of this legend, rich in symbolic capital, was allied to a publishing programme designed to maximise the journal’s autonomous cultural capital, as it self-consciously positioned itself away from the heteronomous values of both the former GDR and the capitalist market. The journal’s unrivalled access to archival sources permitted a unique documentation of previously taboo areas of SED cultural policy, while poetry and philosophy underpinned the journal’s unashamed promotion of high-prestige intellectual endeavour. In this way, Sinn und Form secured from its peers sufficient symbolic profits to survive the gravest material crisis in its history, demonstrating at the same time how literary producers can conspire to close the ‘circle of belief’ between themselves and readers which sustains the field of elite cultural production.

David Robb (Belfast), ‘The Songs of the 1848 Revolution: History of reception from the 19th to the 21st Century’
This paper will look at the reception of the songs of the German 1848 Revolution in the respective folk revivals of East and West Germany. Particular attention will focus on the history of Ludwig Pfau's "Badisches Wiegenlied," a song written in the aftermath of the suppressing of the Baden revolt in 1849. While there is little evidence that this was a popular song of its time (based on 1848 song collections and anthologies), it was widely sung in the folk movements of West German and the GDR. The musical compositions to this song varied substantially, reflecting, I will argue, different political intepretations of this song between the two German states.

In general political song of the Vormarz and the 1848 Revolution constitutes an essential category within the German folk song tradition. The variety of political agendas of the time is reflected in the variety of song types from Spottlieder, Protestlieder and Kampflieder through to Nationallieder, songs whose significance resonated well into the 20th century in Germany.

Clare I. Rogan, ‘“Nicht gerade was für die Volksbildereien”: Fantasies of Lesbian Desire in Max Klinger’s Pavilion, 1916’
In 1916, Max Klinger, one of Germany’s most renowned artists, exhibited the print portfolio, Pavilion (Zelt), at the Berlin gallery of the publishers Amsler & Ruthardt. In the 1880s and 1890s, Klinger had shocked Germany with his print narratives exploring controversial social issues such as unwed motherhood, heterosexual fantasies and fetishism. At the end of his career, Klinger became the first German visual artist to clearly represent lesbian desire and to display it to the public.

Following the Eulenberg Affair of 1905-1907, homosexuality was publicly discussed in Germany. Carefully gauging public interest in this subject, Klinger set the narrative in a distant southern landscape, and used established binary oppositions to construct an ideal, Germanic racial type, who is pursued by both male and female “oriental” predators. The print cycle reveals Klinger’s displacement of contemporary anxieties about female emancipation and female sexuality onto the oriental amazon queen, the Other of the ideal German woman. Klinger also used the associations of french decadence and degeneration to assert one more time his status as an internationally famed artist.

Although the exhibition of Pavilion in 1916 was greeted with effusive reviews, Klinger’s reputation soon diminished. In 1921, in Max Klinger as Poet, Ferdinand Avenarius flippantly refered to the erotic material, stating that the portfolio was “nicht gerade was für die Volksbildereien.” Yet in Pavilion, Klinger took the representation of the fin-de-siècle daemonic woman to its logical extent, an extent that no other German artist previously had been willing to explore. 

Joanne Sayner, ‘“Sie gehörte zu den Aktivisten der ersten Stunde”: Greta Kuckhoff’s political engagement in the immediate post war period’
When Greta Kuckhoff was freed from prison by the Red Army in 1945 she immediately volunteered herself for work. Her stated aim was to fulfil the legacy of those executed members of the resistance group, known as ‘Die Rote Kapelle’, to which she had also belonged. She understood her role as being a ‘Dolmetsch der deutschen Verhältnisse‘, and saw herself as someone who could work with the Allies as an untainted representative of the ‘heimliches Deutschland’. Believing in the necessity of reeducation through discussion and dissemination, she pursued these ‘Wege der Umerziehung’ in numerous radio broadcasts, journal articles, and speeches. Fluent in both English and German, Kuckhoff travelled between the different zones of occupation and had contact with both Western and Soviet authorities. Using Gramsci’s concept of the organic intellectual, this paper analyses the attempts by Kuckhoff to use her public roles to create a democratic counter-hegemony. Through an examination of the thematisation of class, gender and ethnicity within her political writings, this paper investigates how Kuckhoff’s understanding of democracy, based on her belief in historical materialism, related to ideas of antifascism prevalent at that time. It argues that Kuckhoff’s consistent awareness of her own positionality can be traced to her work within a very politically diverse anti-Nazi resistance group and to her subsequent imprisonment. It suggests why Kuckhoff was unable to achieve the impact she wanted, looking at questions of censorship and the remit of a ‘public sphere’ within the zones of occupation.

Christiane Schönefeld, ‘“Niemand ist an nichts unschuldig”: Lion Feuchtwanger, Jud Süss, and the Nazi film industry’
My paper will examine the relationship between Lion Feuchtwanger’s 1917 drama and 1925 novel 'Jud Suess', and Veit Harlan's 1940 Nazi film of the same title, probably the most vile of all anti-Semitic propaganda films produced during the Third Reich. Scholars have in the past largely ignored the impact of Feuchtwanger's work on this particular Nazi film, despite the fact that at its core, Harlan’s film is Feuchtwanger’s text in reverse, like a negative image. I shall focus particularly on the representation of the ideal female figure, her violation and subsequent suicide in both original text(s) and adaptation.

Helen Watanabe-O’Kelly, ‘The Woman Warrior in German Collective Cultural Memory’
Deutsche Erinnerungsorte edited by Etienne François and Hagen Schulze (2001) finds room in three substantial volumes for precisely six women, who can more or less be subsumed under the roles of saint, mother, seductress and revolutionary. What the editors completely overlook, perhaps because she is so central, is the woman warrior who dominates the German imagination from at least the Renaissance to the present.

She is to be found in the figure of the Amazon, best known to Germanists through Kleist’s Penthesilea but written into German history and identity at least since the sixth century, because historians were clear that one important tribe of Amazons was German. The woman warrior is to be found in the figure of the heroic maiden imagined again and again in German literature from Schiller’s Jungfrau to Brecht’s Johanna and a series of ‘heroic maidens’ are employed as part of 19th century nationalistic and militaristic rhetoric. The woman warrior is omnipresent in the figure of Judith, who scarcely leaves the German stage from 1534 to the present day, and who uses her sword to kill and sometimes castrate the man she has slept with.

But the woman warrior is not just to be found in literature and art. Walk down Unter den Linden and flanking the entrance of the Altes Museum is August Kiss’s dramatic statue of the ‘Fighting Amazon’ (1838). A hundred metres away on Schinkel’s Schloßbrücke are three figures of Pallas Athene, goddess of war among other things, and three of Nike, goddess of victory, from the 1850s, each with a young warrior in her care. The Berlin skyline is dominated by the golden Winged Victory on the Siegessäule inaugurated in 1873. Marina Warner in Monuments and Maidens (1985) has shown how, in Vienna, Pallas Athene, is just as prominently present.

At the same time the figure of Germania is being imagined in as a progressively more warlike female figure. Lorenz Clasen’s painting ‘Germania auf der Wacht am Rhein’ (1860) shows her in a watchful stance, high above the river on a rock, holding an enormous sword and shield and preparing to repel invaders. Hermann Wislicenus’s painting of the same scene in 1873 shows a slightly more reposeful but still very wary Germania, now clothed in full armour. Friedrich August von Kaulbach’s painting ‘Deutschland August 1914’ goes much further and depicts Germania as a Fury. She wears full armour, the pointed metal cones on her breastplate aggressively emphasising her female body, she holds a sword and shield, her gaze exudes ferocity and she stands on the battlefield before a world in flames.

Small wonder that the literature of German psychoanalysis and ‘Sexualwissenschaft’ is full of castration anxiety.

Andrew Webber, ‘Berlin: Cultural Capital of the Twentieth Century’
Following Walter Benjamin’s description of Paris as capital of the nineteenth century, this lecture will consider what kind of claim Berlin might have to stand, or to trade, as capital of the twentieth. A Benjaminian methodology will be used to gauge the representational impact of the city, especially in such allegorical forms as the market-place. Alongside its achievements as a capital of culture, the lecture will take stock of Berlin’s national and international currency as cultural capital through the vicissitudes of its twentieth-century history.  

Anselm Weyer, ‘The Impact of Music’
In modern days a verse or poem that is purposely written to be sung to the accompaniment of a musical instrument is not generally regarded as too compelling. However, music still is one of the major promoters for German poetry. Language is used to communicate. But language also separates. Most foreign literature has to be read in translation. The song is the medium where poetry crosses the borders in form of lyrics. To read literature in silence is a rather modern phenomena. Literature usually was more often performed than silently read. In the late 18th- and early 19th-century poems of Goethe or Heine were naturally set by lied-composers like Schubert, Schumann and Brahms and because of that sung all over the world. The collaboration between Bert Brecht and Kurt Weill also is most influential. Therefore German poetry, like Heines Loreley or Brecht’s Mack the Knife, is still commonly known. 

Jane Wilkinson, ‘Discrepant Narratives: The (Non-)Impact of Transborder Theatre Festivals on Audiences at the German-Polish Border’
The notorious ‘Oder-Neiße Line’ border has constituted the frontline in changing German–Polish and East–West European relations for six decades.  With the relaxing of border controls across the European Union and the eastward expansion of that union, borders are, supposedly, losing significance, while borderlands – particularly those between old and new member-states – are becoming the territorial foci for official EU policies of integration.  Cross-border cultural projects are believed to be particularly important and successful in bringing such policies closer to ‘the people’, and thereby encouraging identification with the EU and its newly formed cross-border ‘Euroregions’ and ‘Eurocities’.

In contrast to the positive official discourse on integration, however, the Border Identities project coordinated by Ulrike Meinhof (2002; 2003) revealed in the narratives of three-generational families living at the German-Polish border a continuing scepticism towards transborder interaction post-1989.  A similar scepticism is evident in audience responses to transborder theatre festivals and other cultural events staged in the divided towns of Frankfurt (Oder) / Słubice and Görlitz / Zgorzelec situated directly on this border.  The theatres, cultural centres and universities responsible for organising and promoting such events claim their boundary-breaking and community-building potential.  Audience-members, however, tend to enjoy the festivals as entertainment with little lasting impact on their perceptions of and relationships with their neighbours across the border, or, indeed, to ignore them altogether.  This paper will therefore explore the reasons for and consequences of the apparent breakdown in communication between the producers and consumers of transborder cultural events by focussing on two theatrical case studies: Unithea, a student-led theatre festival in Frankfurt (Oder)/ Słubice; and ViaThea, a street theatre festival organised by the German Theater Görlitz and the Polish Teatr Jeleniogórski.
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