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A l f r e d  A n d e r s c h  ( 1 9 1 4 - 1 9 8 0 )  w a s  a p r o m i n e n t  f i g u r e  in th e  
l i t e r a r y  l i f e  of  t h e  p o s t - w a r  F e d e r a l  R e p u b l i c ,  w h o s e  l a s t i n g  
r e p u t a t i o n  is b a s e d  on h i s  n o v e l s  an d  s h o r t  s t o r i e s .  He is also 
r e m e m b e r e d  as a t a l e n t e d  j o u r n a l i s t - b r o a d c a s t e r  in t h e  late 1940s 
and 1 950s, w h o  p l a y e d  a c r u c i a l  role as a m e d i a t o r  of u n k n o w n  
f o r e i g n  l i t e r a t u r e  in t h e  c u l t u r a l  v a c c u u m  l e f t  by t h e  d e f e a t  of 
N a t i o n a l  S o c i a l i s m  in G e r m a n y .  T h i s  r e a s s e s s m e n t  of h i s  w o r k  
f o c u s s e s  on t h e  l o n g - t e r m  s i g n i f i c a n c e  fo r  h i s  own w r i t i n g  of such 
f o r e i g n  i n f l u e n c e s ,  w i t h  p a r t i c u l a r  r e f e r e n c e  to hi s  r e c e p t i o n  of 
m o d e r n  F r e n c h  p h i l o s o p h y .

It h a s  l o n g  b e e n  a s s u m e d  t h a t  A n d e r s c h 's m o s t  f o r m a t i v e  
c u l t u r a l  e n c o u n t e r  w a s  w i t h  S a r t r e a n  E x i s t e n t i a l i s m  a f t e r  t h e  war, 
in a c c o r d a n c e  w i t h  his ow n  a s s e s s m e n t  of S a r t r e ' s  i n f l u e n c e  on his 
work. T h i s  t h e s i s  s e e k s  to r e c o n s i d e r  th e  i m p o r t a n c e  of S a r t r e  in 
the c o n t e x t  of  A n d e r s c h ' s  r e c e p t i o n  of F r e n c h  t h o u g h t  as a whole, 
and to d e m o n s t r a t e  his m o r e  s u b t l e  a s s i m i l a t i o n  of i d e a s  d e r i v e d  
f r o m  th e  P h e n o m e n o l o g y  of M a u r i c e  M e r l e a u - P o n t y .

In v i e w  of  t h e  i m p o r t a n c e  of p e r c e p t i o n  as the s o u r c e  of 
m e a n i n g  in t h e  p h i l o s o p h y  of M e r l e a u - P o n t y , I e x a m i n e  t h i s  a s p e c t  
of A n d e r s c h ' s  w o r k ,  p a r t i c u l a r l y  as m a n i f e s t e d  in hi s  d e s c r i p t i v e  
prose. T h i s  is d i v i d e d  i n t o  t h r e e  s e c t i o n s  w h i c h  d e a l  w i t h  the 
p o r t r a y a l  of l a n d s c a p e s  in h i s  a u t o b i o g r a p h i c a l  w o r k s ,  his 
t r a v e l o g u e s  a n d  his p r o s e  f i c t i o n .

H a v i n g  a s c e r t a i n e d  t h e  p h i l o s o p h i c a l  s t a n c e  u n d e r l y i n g  the s e  
w orks, th e  i n f l u e n c e  of S a r t r e a n  E x i s t e n t i a l i s m  a p p e a r s  r e l a t i v e l y  
s h o r t - l i v e d  a n d  s u p e r f i c i a l ,  w h e r e a s  t h e  p h e n o m e n o l o g i c a l  o u t l o o k  
e m e r g e s  as a f u n d a m e n t a l  s t r a n d  of c o n t i n u i t y  t h r o u g h o u t  his 
l i t e r a r y  c a r e e r .  T h i s  ha s  i m p l i c a t i o n s  of  b o t h  a l i t e r a r y  and 
a p o l i t i c a l  n a t u r e  fo r  A n d e r s c h ' s  p o s i t i o n  w i t h i n  t h e  c o n t e x t  of 
p o s t - w a r  W e s t  G e r m a n  l i t e r a t u r e .

F i r s t l y ,  it s h e d s  n e w  l i g h t  on th e  a p p a r e n t  c o n t r a d i c t i o n  
b e t w e e n  h i s  a l l e g e d l y  l i f e l o n g  c o m m i t m e n t  to  s o c i a l i s t  i d e a l s  and 
his s y m p a t h i e s  w i t h  e x p o n e n t s  of r a d i c a l  c o n s e r v a t i s m .  The 
p o l i t i c a l  e c l e c t i c i s m  of  hi s  l i t e r a r y  j u d g e m e n t s  b e t r a y s  a t e n s i o n  
b e t w e e n  h i s  c o n s c i o u s l y  h e l d  p o l i t i c a l  v i e w s  and th e  i n h e r e n t  
c o n s e r v a t i s m  of  his p h i l o s o p h i c a l  s t a n c e .  T h i s  c a l l s  into q u e s t i o n  
his r e p u t a t i o n  as an u n e q u i v o c a l l y  L e f t - w i n g  w r i t e r .

S e c o n d l y ,  t h e r e  is e v i d e n c e  in s o m e  of A n d e r s c h ' s  e a r l i e s t  
work, in t h o s e  t e x t s  i n t e n d e d  f o r  p u b l i c a t i o n  d u r i n g  t h e  T h i r d  
Reich, of an i r r a t i o n a l i s m  a k i n  to t h a t  of t h e  e x p l i c i t l y  
p h e n o m e n o l o g i c a l  s t a n c e  of l a t e r  years. T h u s  A n d e r s c h  can be seen 
to be m o r e  f i r m l y  r o o t e d  in t h e  l i t e r a r y  t r a d i t i o n  of I n n e r e  
E m i g r a t i o n  t h a n  e i t h e r  he or t h e  m a j o r i t y  of h i s  c r i t i c s  h a v e  
ever b e e n  p r e p a r e d  to a dmit.
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I N T R O D U C T I O N

A l fr e d  Andersch and Fr en ch Thought

Alfred Andersch (1914-1980) will be known to this and succeeding 

gene ra ti on s p r i n c i p a l l y  as a n o ve li st and writ er of sh ort stories. 

It becomes i n c r ea si ng ly difficult to see him as he appe ar ed to radio 

au diences and the re a d i n g  p u b l i c  of the 1950's, a prominent 

jo ur na li st-broadcaster and mediator of unknown fo reign li te r a t u r e  in 

the ne w Federal R e p u b l i c . 1 These less tangible ac hi ev em en ts ar e all 

too qu ickly f o r g o t t e n  and d i sr eg ar de d in co n s i d e r a t i o n s  of his 

su rviving literary w o r k .  Even in hi s later novels, however, there is 

ev id en ce of an e n d u r i n g  interest in modern French thou ght, ex tending 

well beyo nd the p o p u l a r  appeal of Sartrean E x i s t e n t i a l i s m  so 

widespread in the i m m e d i a t e  po st-war year s.2 It is im portant to bear 

iri mind the range and the depth of this French infl uence, as well as 

to recognize its limitations. Fascinated by modernism, Ande rsch

we lcomed the i n n o v a t i v e  and expe rimental fo rms of the new

existentialist lite ra tu re , but, with an innate co ns er va ti sm , he 

ad mired also r e p r es en ta ti ve s of the Fren ch r enouve au cotholique. 

Indeed, an e x a m i n a t i o n  of An d e r s c h  s inte rest in ot her French 

inte llectual mo ve m e n t s  reveals a complex of id eas which br ing him 

closer to the P h e n om en ol og ic al school and to the ph il o s o p h y  of 

Maurice M e r1e a u - P o n t y . It is c l e a r l y  necessary to situate Andersch's 

inte rest in Sartre and Mer 1 e a u- Po nt y with in the c o nt ex t of his 

re ception of French th o u g h t  as a whole, in order to a s s e s s  their 

rela ti ve impo rtance f o r his appr oa ch to literature.

Ea rly Andersch c r i t i c i s m  was primarily biographical in nature,
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but iden tified French E x i s t e n t i a l i s m  as his most formative 

intellectual en counter of the p o s t - M a r  years. Thus, Alfons BUhlmann 

focusses on the impo rtance of ar t in Ande rsch s works as a form of 

substitute for political action, seei ng Andersch's own progression 

from political journalism to l i t e r a t u r e  variously mirrored in his 

pr ot ag on is ts .3 More rece nt m o n o g r a p h s  have at tempted to loca te 

Andersch's work within the l i t e r a r y  and socio-political context of 

the Federal Republic, and to i n d i c a t e  other, mo re specifically Germ an 

literary models. Erha rd Schutz d e s c r i b e s  the way in which Sartre's 

philosophy functioned as a form of Verg an gen heitsben'Altigungi

An derschs Ex is te n t i a l i s m u s '  zu dieser Zeit ist ein 
wesentliches StClck S e  1 bst i n ter pr et at i on . Das wird 
of fenkundig in Kirschen d e r F r e i h e i t , wo er die Theoreme der 
Entscheidung und d e s  Sprungs in die Freiheit 
interpretatorisch r U c k w e n d e t  auf di e signifikanten Stadien 
seiner ei genen B i og ra ph ie . Gleichzeitig erkennt man, wa rum 
für die ganze Ge ne ration der Ex is te ntialismus eine de rartige 
Bedeutung erla ngen k o n n t e . 4

Volker Mehdeking pres ents the Sa rtrean influence as a temporary 

phase, also noti ng that Andersch M a s  always dependent on tr anslations 

from the French, but ac cords t o  Sartre an essential role in his 

development of a theory of l i t e r a r y  commitment:

Der engagierte Text is o h n e  die Lektüre von Sa rtres Uas ist 
Literatur? (in der Ü b e r s e t z u n g  Hans Georg Brenners von 1950; 
im Französischen bl ieb A n d e r s c h  zeitlebens auf Übersetzungen 
angewiesen) nicht d e n k b a r .  In den Kirschen geht es, wie bei 
Sartre, um einen Appell z u r gröpteöglichen Freiheit alle r. ^

Wehdeking detects a debt to T h o m a s  Mann in Andersch's ea rly work, and 

emphasizes the importance of Theodor Ador no for his later
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develo pm en t, ostensibly relati vi zi ng the Fren ch influence. However, 

he continues to treat Die Kirschen der Fr e i h e i t  as reliable 

autobiography, thus never really moving away f r o m  an existentialist 

in te rpretation of Andersch's life.

The past three years have seen three new A n d e r s c h  studies; Irène 

Hei del b e r g e r - L e o n a r d 's exploration of the a r t i s t i c  al lusions in his 

works, Ursu la Rein hold s sp ec if ic al ly East G e r m a n  angle on Andersch, 

and most recently, Bernhard Je nd ricke's b i o g r a p h i c a l  volu me .6 While 

Heidel b e r g e r - L e o n a r d 's approach produces some il luminating insi ghts 

and highlights an important aspect of Ande rs ch ' s work, it attributes 

a somewhat arbitrary and unfounded importance t o  the thought of Ernst 

Bloc h. Her inte rpretation of the novel H i n t e r  spelt as, 'geradezu 

eine Fi kti onal i si erung des Prinzips Hoffnung i s  based on very litt le 

ev i d e n c e  of Andersch's knowledge of Bloch s u t o p i a n  th eories.7 Rhys 

Wi l l i a m s  has pointed to the dangers inherent in an approach which 

ma kes such indi scriminate use of sources, at ta c h i n g  rath er random 

im po rt an ce to ideas of which Andersch may not h a v e  been fully awar e.8

A similar counsel of caution is contained i n  Josef Quack's essay 

on Ande rs ch s alleged Nominalism', im plying the unreliability of 

many of his cultural allusions, the mark of a noto ri ou s eclecticism: 

A n de rs ch pflegt einen herrischen Umgang mit T e x t e n  und Theorien; so 

e n ts ch ie de n sein Stil- und Re de gestus ist, s o  ei genwillig fallen 

m i tu nt er seine Interpretationen a u s . 9 In t h e light of this it must 

be stat ed at the outset that the primary a i m of this study is to 

illu mi na te philosophical perspe ct iv es in A n d e r s c h ' s  work which find 

resonances, if not spec ific sour ces, in t h e  philosophical works 

mentioned. The moti vation for such an e x e r c i s e  is based on the

c o nv ic ti on that all literature is the p r o d u c t  of a socially,
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h i s t or ic al ly and philosophically determined Weltansc hauung', whether 

cons ci ou s or subconscious. Equally, all philosophical o u t l o o k s  carry 

po litical implications, which may differ from or even c o n f l i c t  with 

an author's co ns ciously held alle giances. Thus, in s p i t e  of 

Ande rs ch s p r of es se d ' Id eo lo gi ev er da ch t' he repeatedly j u s t i f i e s  his 

aesthetic po s i t i o n  in theore tical terms, as noted by Q u a c k :  In

gewisser H i ns ic ht kann man ein Paradox darin sehen, daß er seine 

k ü n s tl er is ch e Norm aus an ti -i de ol og is eh en Gründen wählt u n d  dies 

wied er um po l i t i s c h  oder, wenn ma n will, ideologisch b e g r ü n d e t  . 

Such p a ra do xe s will be a central co ncern of this r e a s s e s s m e n t  of 

A n d e r s c h 's work, and an attempt will be made to explain po litical 

am bi guities in terms of the ideas which inform them.

Rega rd in g th e philosophical ideas addressed here, the as su m p t i o n  

that An dersch was familiar with them is ba sed on explicit r e f e r e n c e s  

to specific authors and their works, in both p u b l i s h e d  and 

unpu bl is he d texts. In the case of Maurice Merleau-Ponty, Ande rs ch 

refers to him in two articles in 1951, when he was virtually unknown 

in Germany and no ne of his works had been translated into G e r m a n .  It 

cannot, ther ef or e, be assumed that Andersch was at t h i s  time 

conversant with the philosopher s i d e a s . W h e n  he r e fe rs in the 

story "JESUSK IN GD UT SC HK E" to Mer 1 e a u - P o n t y 's account of th e Bukh ar in 

trial in H u ma ni sm e et terreur (1947), however, or quotes f r o m  his 

Phénom én ol og ie de la perception (1945) in the text of "Noch schöner 

wohnen" (both in the volume H e m  Verschwinden in Providence (1971)), 

he clearly d o es so on the basis of some knowledge of t h e s e  works 

(both tr an sl at ed 1966. The lasting significance which he  himself

attributed to M e r leau -P on ty's thought ca n be inferred from r e f e r e n c e s  

in manuscript note s on the autobiographical works Die Kir s e h e n  der



Freiheit (1952) and “Der S e e s a c k “ (1977).13 In addition, the 

typescript of an in terview w i t h  Paul Kersten in 1972 cont ai ns a 

refe re nc e to Phenottnologle de la perception with wh ich Andersch 

defi ne s his approach to 1i t eratur e. 14 The interest in Phenomenology 

suggested by this evidence is conf ir me d even in the diversity of 

Ande rs ch s reading, often pr ov i d i n g  a common de nominator which may 

not be immediately apparent.

The reasons for placing w h at might still be considered undue 

em phasis on Her 1ea u-Ponty in t h i s  study are twofold. Firs tly, he was 

one of the most lucid ex ponents of the Phenomenological move ment in 

post-war France, whose d i s c u r s i v e  style ma kes his works relatively 

accessible. In part icular his doctoral dissertation Phenoadnologie 

de la p e r c e p t i o n , considered by some to be his major work, is a clear 

exposition of his ph il os op hi ca l method, illustrated by tangible 

psychological experiments. In it he systematically examines the 

importance of the body and la n g u a g e  in perception, the world as our 

existential dimension, and the implications of being- in -t he -w or1d 

for individual f r ee do m.15 Se condly, Her 1e a u - P o n t y 's rela tionship 

with Sartre offers inte re st in g insights into the political and 

philosophical divergence of P h en om en ol og y and Existentialism. The 

temperamental contrast between Sartre, the publicist, polemicist, and 

p o p u l a n z e r  of philosophy, and Her 1eau-Ponty, the reserved, ironic, 

more acad emic figure, also cont ri bu te s to an understanding of 

An dersch s movement to a more ph enomenological position.

The preliminary di sc u s s i o n  of the ideas of Sartre and 

Her 1ea u-Ponty in this i n t r od uc ti on aims only to illuminate the 

sign if ic an ce of a shift in a l l e g i a n c e  from one to the other, not to 

prov id e an exha ustive account of the nuances of their systems of
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thought. It doe*, however, in clude consider at io ns of a political, 

ph ilosophical and aesthetic nature, as th e mutu al interpenetration of 

these realms is one of the fundamental pr e m i s e s  of this thesis. The 

subsequent discussion of Andersch's attitude to French 

Existentialism, Catholicism, Surrealism and the nouveau rowan is 

based mainly on his theoretical statem ents, critical essa ys and radio 

features, and seeks to em phasize the h o m o ge ne it y of his ideas rather 

than their origins. A st udy of hi s critical work reveals that 

Ande rs ch 's appreciation of art and literature is based on 

p h e n o m e n o l o g i c a 1 criteria. Recognition of this basic philosophical 

stance provides new insights into the portrayal of reality in 

Ande rs ch 's work, and into the political co nsequences of his approach 

to art.

Ma urice He r1e a u - P o n ty

Her 1ea u-Ponty (1908-1961), although less known than his contemporary 

Jean-Paul Sartre, has been ranked more h i gh ly as a philosopher, and 

is ge nerally acce pted to have played a crucial role in the

de ve lopment of post-war Phenomenology. H a vi ng obtained hi s do ctorate 

at the Ec ole Normale Superieure in 1930 he embarked upon a

pres ti gi ou s teaching career, ultimately hold in g the ch air of child 

ps yc hology and pedagogy at the So rbonne from 1949 to 1952, after

wh ich he was a professor of the College de Fr an ce from 1952 until his

de ath in 1961. His study of Gestalt Ps yc h o l o g y  as well as phil osophy 

is refl ec te d in his first two w o r k s , La Str ucture du cowpor tewent 

(1942) and P h dn oa tn o1ogie de la perc ep ti on (1945). His own 

development of th e ideas of Edmund Husserl took him via Hegel and
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He idegger to a posi tion in which he rejected the idea of a 

transcendental ego or a c o n s ci ou sn es s which is transparent to itself. 

H i s originality lay partly in the privileged position he gave to 

perception, and to the body as an original sour ce of Meaning. Rather 

than concentrating on the meaning of Being, Her 1e a u-Ponty was 

conc er ne d to develop a ph ilosophical an thropology. Indeed his system 

of thought has of ten been termed a humanism, with its em phasis on 

in te rs ubjectivity and the social en v i r o n m e n t . 16 His ideas never 

represented a closed system of thought, but continued to develop 

until his sudden death, as seen in his last two important works, the 

arti cl e "L'Oeil et 1 esprit" (com pleted in 1960 and pu blished in the 

v o lu me of the sa me name) and the fragmentary, posthumously published 

Le Visible et 1' invisible (1964), which was intended to be a new 

synt he si s of the fundamental pr in ciples of his philosophy.

H e r l e a u - P o n t y and Sartre

As co-f ounder of Les Temps modernes with Sartre and Simone de 

Beauvoir, Her 1eau-Ponty was political editor of the journal from 1945 

to 1953, when a dispute with Sartre occasioned his resignation. This 

split only formalized a political and philosophical d i v e rg en ce of 

these two fore most expo ne nt s of the new Existentialist 

Phenomenology' which had been evident si nce the end of the war. They 

had both developed their philosophical ideas in the 1 9 3 0 s  from a 

posi ti on of detached ob se rvation of the political situation. The war 

and occupation of France led to a ra di calization of the views of both 

men, and offered a concrete context for their contrasting noti on s of

the freedom of the individual.
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Sartre insisted on the fr eedoa of consciousness, however 

cospelling the c i r c u s s t a n c e s , while Her 1eau-Ponty saw freedos as 

cosproaised fros the outset by a a n 's inherence in th e worl d, and 

found that the Fren ch under occupation were deprived of any effe ct iv e 

self-deteroination. This di sa gr ee se nt was focussed in the 

developsent of their attitudes to the French Coosunist party <PCF) 

which was fu nd as e n t a l 1y opposed to Existentia 1isa as a bour ge oi s 

doctrine of qu ietisa and decadence, u n c o a f o r t a b 1y associated with the

ideological 1y su spect Martin Heidegger Neither Sar tre nor

Her 1ea u-Ponty were Ma rxists, being unable to accept the notion of a

dialectic in nature, but both acknowledged the political efficacy of

the Coaaunist Part y, as the only me ans of reaching the mass of the

working classes.

Sartre th erefore di rected his energies towards po pu la ri zi ng 

Ex is tentialisa as a huaanist do ctrine based on action, so li darity and 

struggle, and as such coap at ib le with the aias of orth od ox Marx isa. 

Her 1ea u-Ponty was already disillus io ne d with Ma rxist as aanifested in 

Soviet doae stic po licies by the end of the war, detecting in thea the 

classical aethods of hierarchy, inequality and repression. However, 

he was at first prepared to accord Co aaunisa and the Soviet Un ion a 

privileged status, based on the re voiutionary intention to bu ild a 

genuinely so cialist society. They both gave their provisional 

support to the PCF in the iaaediate post-war years, when the lega cy 

of the Re si stance lived on in a united and in dependent French 

socialist aoveaent. In Huaan t sae et terraur (1947) Her 1e a u-Ponty 

reports on the Moscow show trials and attempts to defi ne Marxisa as a 

true huaanise in teras of its ultiaate hist orical aias.

On the outbreak of the Ko re an War in 1930, the French Co aa un is ts
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were united b e hi nd the USSR and their fe ll ow traveller* forced to 

re -e xa«ine th eir political allegiances. For Her 1e a u - P o n t y , the war 

exposed the Soviet Union as an aggr es si ve an d iaperialist power, no 

longer ca p a b l e  of realizing socialise. S a r t r e  saw 1950 as the end of 

an era of po litical id ealise, to be foll ow ed by a ne w realise, as 

re flected in his play Lt Dtab lt et lt bon di tu (1951). He was now 

prepared to judge the Soviets entirely on their long-tere attempt to 

achieve so ci alise, even if this entailed violence and aggression. 

His ho st i l i t y  was turned instead against his own class, the 

bo urgeoisie, to whose co ntinued domi na nc e in the West he attributed 

the bl aee for the vi olent co ur se of the historical fight for 

C o e m u n i s e .

The deep division which opened up be t w e e n  the* at this time was 

cr ys ta ll iz ed in S a r t r e s  Les Co mm un is te s tt la paix (1952) and 

Her 1 e a u - Po nt y ' s Lts Avtnturts de la dialect iqut (1955). It took only 

a minor editorial disp ut e at Lts Te mps aodtrnts in 1953 for 

Her 1ea u - P o n t y  to withdraw his support fr om th e journal and his voice 

from the po litical debate. Th ere was no long er any political course 

of action wh ich could be de fended against honest intellectual 

reflection, so the only wa y to pr eserve intellectual integrity was to 

re nounce a c ti on in favour of ph ilosophical lucidity. Sartre remained 

a crit ical f e ll ow traveller of the PCF un til the Hungarian uprising 

of 1956, a l wa ys se eking to give a political context to his 

philos op hi ca l refl ections. Her 1ea u- P o n t y  beca me incr easingly 

convinced that philosophical u n d e rs ta nd in g and political action were 

incomm en su ra bl e, and de fended th e right of the philosopher not to 

take up a political stance.
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H u ssmrl and Ph enomenol ogy

As st udents, Sart re and Her 1e a u-Ponty had been unit ed in their

re jection of the Critical idéalisa of their teachers at the Sorbonne,

wh ich was still firmly r o o t e d  in Cartesianism. They ques ti on ed the

transcendental' attitude of th e academic establishment, wh ich Sart re

calls a pens ée de surv ol', t h us implicitly calling into ques ti on all

the intellectual structures bu ilt upon it. Introduced by Sa rt re to

the wort of Edmund Huss erl, Merleau-Ponty also became co nvinced by

t h i s  r e t u r n  t o  ' t h i n g s  t h e m s e l v e s ,  r e n o u n c i n g  t h e  I d e a l i s t  f a l l a c y

of a world more real than that perceived by man. Sart re re c a l l s  this

period in terms which unde rl in e the independence of their

si mu lt an eo us ph en om enological studies:

Trop i n d i vi du al is te s pour mett re en commun nos recherches, 
nous devînmes r é c i p r o q u e s  en restant sépares. Seul, chacun 
se fut trop aisé me nt pers uadé d'avoir compris l'idée 
phénoménologique; à deux, nous en incarnions l'un pour
1 autre 1 ambiguité: c'est que chac un saisissait c o mm e une
dé viation i n a t t e n d u e  de son prop re travail le travail 
ét ranger, parf oi s ennemi, qui se faisait en l'autre. 
Husserl devenait a la fois notre dist an ce et notre a m i t i é . 17

It is thus hardly surprising that their re sp ec ti ve studies of Husserl

should have resulted in di ff e r e n t  emphases, S a r t r e s  interest being

in hi s ideas on the im ag in at io n, while Her 1eau-Ponty became convinced

that perc ep ti on was the key to under stan ding the re la ti on sh ip of

c o ns ci ou sn es s to the world.

This di ff erence in e m p h a s i s  was already apparent by the end of 

the war, as Mer 1 eau- Pont y ' s Phenoatn o log i e de la perception is in

part a crit iq ue of S a rt re 's L'Être et le néant (1943). The former
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r e fl ec ts tier 1 eau- Po nt y ' s re jection of what h e  saw as th e dual is e of 

S a r t re 's ontological ca te go ri es , l'être en so i, and l'être pour soi. 

To th ese he op posed his own cate go ry l'être au sonde, which aris es 

fro* the conviction that refl ec ti ve c o n s c i o u s n e s s  cannot be se parated 

froa « a n s  exis te nc e in the world. T h is was a fundamental 

disagreement, as any radical separation of consciousness and its 

object leads to a clas si ca ll y r a t i o n a 1 istic explanation of 

pe rc eption, in which the em pirical su bject de d u c e s  knowledge of the 

object from his m u l t ip le pe rspectives. Instead, Merleau-Ponty 

d e ve lo pe d a notion of perc ep ti on as a form of pre-rational encounter 

with th e world, an immediate, intuitive g r as p of reality wh ich is the 

pr er eq ui si te for in tellectual reflec tion.

This was based on H u ss er l' s premise that our only c e rt ai nt y about 

the wo rld is the wa y in wh ich it appears to our cons ciousness. His 

meth od for ex amining the na tu re and r e l i a b i l i t y  of knowledge begi ns 

with the epoche' or b r ac ke ti ng of all pr ec on ce pt io ns (which info rm 

our natural a t t i t u d e ' > to r e du ce the o b j e c t s  of investigation to the 

c o nt en ts of co ns ci ou sn es s alone. Only by lear ni ng to see the world 

in th is way can we gr asp what is e s se nt ia l and unchanging about 

phenomena. In ad opting this method M e r 1 eau-Ponty placed great 

e m p h as is on the role of perc ep ti on itself in the consti tu ti on of 

knowledge. He saw the re la ti on sh ip of c o n s ci ou sn es s to the wo rld as 

one of ' in t e n t i o n a l i t y ', always be ing d i r e c t e d  towards a world, while 

ne ver totally poss es si ng or embracing it. It collaborates with the 

world on a prim ordial level, which is n o r m a l l y  inaccessible to the 

refl ec ti ve consciousness. It was the aim of Mer 1e a u - P o n t y 's 

Phen om en ol og y to r e ca pt ur e this primary ex pe r i e n c e  of reality and 

en dow it with philosophical status.
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Perception and aest he ti c theory

fo the exte nt that perception is a reciprocal proc ess, in part an 

active or ga ni za ti on of pr e-existing reality into a M e a n in gf ul world, 

it is itself a c r ea ti ve process. In re co g n i t i o n  of th e r o l e  of the 

body in perception, her 1ea u-Ponty comp ar es it to a work of art, as 

the inseparable source and expression of meaning:

Un roma n, un poème, un tableau, un morceau de m u s i q u e  sont 
des indi vidus, c' es t- â- di re des êt res oü l'on ne peut 
di st inguer 1 expression de l'exprimé, dont le s e ns n est 
acce ss ib le que par un cont ac t dire ct et qui r a y o n n e n t  leur 
signific at io n sans quitter leur place t e m p o r e l l e  et 
spatiale. C'est en ce sens qu e n o t r e  corps est co mp a r a b l e  à 
l ’oeuvre d art. Il est un noeud de si gn if ic at io ns vivantes 
et non pas la loi d'un c e r t a i n  nombre d e  termes 
co variante.

Works of art shou ld be a form of pr i m a r y  e x p r es si on , a mere 

ex tension of pe rc eption itself. L i ke ph il osophy, their aim should be 

to reca pt ur e our initial contact with the world and s h o w  how it 

beco me s mean ingful for us. This was the basis of Her 1 ea u-Ponty s 

admiration for Céza nn e, who, m o re than any of the Impressionists 

achieved this aim. Impressionist art ce r t a i n l y  r e pr es en te d a return 

to the wo rld as it is seen, w i th its atte mp ts to r e p r o d u c e  the 

effects of iridescent light. However, Her 1eau- Po nt y saw t h ei r colour 

sy nthesis as a form of secondary expr es si on , merely manipulating 

kn owledge about light to reproduce the w o rl d as it a p p e a r s  to the 

rati onal consciousness. Cézanne s la nd sc ap es appeared to him to 

capture reality at a more p r im it iv e stage of spontaneous
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o r g a ni sa ti on , and thus to be the direct expression of intuitive 

k n o w l e d g e .

P h mn om mn ol oq y and literary theory

This n o t i o n  of p r im ar y expression', is also the distinguishing 

feature of the li terary text, as contrasted with philosophical or 

analytical writing. Th e novelist does not merely wish to make his 

ideas unde rs to od , but h i s point of view felt. This was the basis of 

the G e ne va School of cr it i c i s m  in the 1940's and 1 9 5 0 ‘s, which strove 

for a t e x t - immanent reading of litera ture, bracketing off' all 

know le dg e about the a u t h or 's life, the historical context or the 

pr ev ai li ng co nd it io ns of production. The text is seen as a 

m a n i fe st at io n of the a u th or 's consciousness, and examination of the 

them es and imagery he employs enables the reader to grasp the way in 

wh ich he experienced his world. Me rleau-Ponty adds to this the 

notion of the novel as an organic entity with co mplete au tonomy and 

internal cohe rence: 'Le romancier n'a pas pour rôle d'exposer des 

idées ou même d' an al ys er des ca ractères, mais de présenter un 

événement interhumain, de le faire mûrir et éclater sans commentaire 

idéologique, à tel point que tout changement dans l'ordre du récit ou 

dans le ch oix des p e r s p e c t i v e s  modi fierait le sens romanesque de 

1 év énement ' . 19

The at titude of the read er should be on e of self-effacing empathy 

and identi fi ca ti on w i th th e author's imaginative world. While 

st riving for d i si nt er es te d objectivity, it is a primarily 

de sc ri pt iv e, uncritical and no n- evaluative method of textual 

analysis. Moreover, the authoritarian implications of an aesthetic
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w h ic h is based wholly on in tuition and de values rational analysis 

M a ke s the p h e n o a e n o l o g i c a 1 theo ry of literature a fundamentally 

co ns er va ti ve on e.20

Ph e n o m e n o l o g y  and lite ra ry coeeitMent

Merleau- Po nt y formulated the idea of commitment which informed the 

editorial poli cy of Les Jeeps mo dernes in the following terms! 

'L engagement a ét é d'ab or d la ré so lution de se mo ntrer au dehors tel 

q u ’on est au dedans, de confronter les conduites avec leur pr incipe, 

chaque conduite avec to ut es les autres, de tout dire, donc, et de 

tout peser à nouveau, d' in ve nt er un e conduite tota le en réponse au 

t out du m o n d e '.21

This notion of a u t h en ti ci ty excl ud ed any re ligious or political 

alle giances, and Sa r t r e ' s  in creasingly po li ticized theory of 

committed literature seem ed to Merleau- Po nt y to infr inge this 

fundamental principle. He obje ct ed to the co nfusion of literary and 

political action; h i st or y was the common medium of historical and 

cultural activity, in wh ich they may even influence each other, but 

without one's ever b e co mi ng part of the other. While preserving this 

distinction, he di d be l i e v e  the real ms of literature and politics to 

be open to the same meth od s of interpretation! ’ll faut vi vre dans un 

univers où tout est signification, la politique comme la littérature, 

il faut être écrivain. La littérature et la po litique sont liées 

entre el les et avec l'événement, mais d'une au tre façon, co mme deux 

couches d u n e  seule vie historique ou histoire .22

Like Sartre, Mer 1 e a u - P o n t y ’s view of literary commitment was 

closely linked to that of freedom, which was relative and offered
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only a l i m i t e d  number of options froa w h i c h  we are free to c h o o s e  the 

aost a p p r o p r i a t e .  This is far away f r om Sa rtre's abstract free do a as 

'huaan c o n d i t i o n ' ,  wh ich could be seen as a new ab solute valu e, and 

as such c o n t r a r y  to the whole t e nd en cy of Ex 1 s t e n t i a l 1sa. 

Mer 1e a u - P o n t y  ' s is not an abstract c o a a i t a e n t  to the freedoa of all 

men, but t o  an individual au thentic e x is te nc e which realizes its 

in-born p o t e n t i a l  wh ile recognizing its boundaries. Ex tending this 

view to l i t e r a t u r e ,  Mer 1eau-Ponty so ug ht no aore than the authentic 

ex pr ession of the au thor's inner life, eaanating froa hi s whole 

pe rs on al it y. These ideas of art and c o m m it me nt will be seen to be 

crucial t o  Andersch's reception of French thought and to the 

d e v e lo pm en t of his own criteria for li t e r a r y  a p p r e c i a t i o n .

Andarsch and S a r t r e

In his p o e m  “Andererseits", An d e r s c h  pays t r ib ut e to Sartre s 

influence o n  him as 'von allen s e h r i f ts te l1 e r n / meiner zeit / 

derjenige de r mich / am stärksten / bewe gt hat// ich liebe 

sartre... '. 23  ¡n the same poem he di st a n c e s  himself from Sartre, 

asserting: 'ich glau be nicht mehr da ran / dass wir un s / von hülle/ 

zu hülle/ grüssen// die anderen/ s i nd nicht// die hülle sond ern/ 

hüchstens/ d i e  einsamkeit'. In the s a me year, A n de rs ch writ es Heine 

eigene B i o g r a p h i e  ist ohne Sartre und Beckett nicht denkbar. Ich 

r e l a t i v i e r e  diese Er le bnisse nicht: S a r t r e s  Ekel und Beck et ts Harten 

auf Godot be tr a c h t e  ich noch he ute a l s e i n z ig ar ti ge Abenteuer des 

G e i s t e s ' . 2* Such acknow le dg em en ts have been used to justify 

e x a g g e r a t e d  clai ms of Sartrean in fl u e n c e  on Andersch, the e f fe ct s of 

which h a v e  been detected throughout h i s entire literary oeuvre. The
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immediate appeal of E x i s t e n t i a l i s m  to the autodidact, Anderich, Mas 

doubtless in part due t o  its eethodology, us ing the conc re te to 

approach the abstract, t h e  particular to acce de to the general. Its 

ho stility to scie ntific m e t h o d  and ac adeaic ph il osophy he ig ht en ed its 

accessib i 1ity as a p o p u l a r  ph ilosophy. However, closer attention to 

Ande rsch's critical c o n a e n t t  on Sartre should alert th e reader to a 

more ci rcumspect view of his reception of Sartre's ideas. It be comes 

evident that Andersch s initial e n t h us ia sm was based on a knowledge 

of very few texts, t h a t  his un de rs ta nd in g of their philosophical 

content was less than c o m p l e t e  and hi s aesthetic ap praisal of Sartre 

not without r e se rvatio n s  .

Andersch's aw a r e n e s s  of French intellectual m o v e m e n t s  is already 

clear in his j o u r n a l i s t i c  co ntributions to Der Ruf. Un abh'àng ige 

Bititter der Jungen G e n e r a t i o n ,  wh ich he co-edited w i t h  Hans Werner 

Richter from 15 A u g u s t  1946 until 15 April 1947. The united 

left-wing poli tics of p o s t -Rési stance France, co mbined with the new 

form of Existentialism de ve l o p i n g  in the group around Sart re , Simone 

de Beauvoir and Camus m a d e  France appear a source of ge nuinely new 

and constructive ideas f o r the future of E u ro pe .25 However, there 

are indications even at this time that Andersch s a w in Sartrean 

Existentialism little m o r e  than a popular philosophy, and that his 

views were based on s c a n t  knowledge of his work.

In "Die Existenz u n d  di e objektiven Werte", A n d e r s c h ' s  vehe ment 

defence of E x i s t e n t i a l i s m  against the criticism of Pr of e s s o r  Julius 

Ebbinghaus presents it a s  the anti th es is of Nati onal Soci al is m, wh ich 

re presented a p e r v e r s i o n  of the ob je c t i v e  valu es of G e r m a n  Idealism. 

Yet even in this a r t i c l e ,  he co ncedesi 'Sie ist insofern eine 

Modephilosophie, als s i e  allerdings ihre erregende A k tu al it Mt aus dea
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apokalyptischen Zustand dieser Z e i t  b e zi eh t' .26 In retr ospect 

An dersch admits that he nas in no posi ti on to conduct such an 

argument with a professor of p h i l os op hy :

Ich fürchte, ich habe e i c h  eit einer Erwiderung gründlich 
blae ie rt (...) Es war j a  auch Ho ch st ap el ei gewesen, über 
Sart re zu schreiben, o b w o h l  ich d a m a l s  von ihm nichts 
gelesen hatte als Die F l i e g e n , Die Hauer und 1st der 
Ex istentialismus ein H u m a n i s m u s ?  Aber ich ha tte den 
Eindruck, eit ihm käme e t w a s  Neues.27

The essay “Deutsche L i t e r a t u r  in der E n t s ch ei du ng“ , which 

Andersch read at the second m e e t i n g  of Gruppe 47, concludes with a 

quot at io n from S a r t r e s  fo r e w o r d  to the Germ an edition of Les 

Mouc he s. He found it necessary to  defend and q u al if y his re sponse to 

Sart re 's words in 1948, u n d e r l i n i n g  the limi te d avai lability of 

German translations of the p h i l o s o p h e r ' s  works '(Über Sartre können 

wir ja alle nicht reden, denn wi r kenn en sein W e rk nur in Fragmenten. 

Es bede utet jedenfalls keine A n n a h m e  der Sa rt reschen Philosophie, 

wenn ich das Vorwort zu den F l i e g e n  zitiere)'. In the same article 

he describes Sartre's ideas nur a l s  Hilf smittel' in the renewal of 

German literature and 'die n o t w e n d i g e  Korr ek tu r ' for a misguided 

Natur a l is » .28 Nevertheless “D e u t s c h e  Literatur in der Ents ch ei du ng“ 

wa s an important theoretical st at e m e n t  both for Andersch and the 

Grup pe 47. Although wr itten at almost the same time as S a r t r e s  

Qu'est-ce que la littérature? and thus unin fl ue nc ed by it, Andersch's 

argument is ba sed on the ex i s t e n t i a l i s t  prem is e of die tiefe 

Ve r w a n d t ungsfShigkeit des M e n s c h e n  im Allgemeinen, des künstlerischen 

Me nschen im B e s o nd er en '.29 He co nc ludes, however, that 

Existent ia li sm is a p r o v is io na l stage on the way towards a new
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a n t h r o p o l o g y »

Hier soll nicht der Ve rsuch gemacht werden, den 
Zusaanenbruch aller Werte ait e i n e a  neuen R e ze pt zu 
beantworten, dea des Ex is te ntialisaus. Wahrsc he in li ch ist 
der E x i s t e n t i a l isaus in seiner g e g e n w ä r t i g e n  Fora n i ch t aehr 
als die Vorstufe einer ne uen und u a f a s s e n d e n  An th ro po lo gi e, 
auf die wir wart en .3°

A brief co mp arison of the theo ry d e ve lo pe d by Ande rsch in this 

essay with Sartre's notion of li ttérature e n g  âgée as laid down i n 

1948 will reveal both siailarities and s i g n i f i c a n t  d i f f e r e n c e s  in 

their aesthetic po si t i o n s . 31 For Sartre, all prose writ in g is a 

social act, and creative freedom in se p a r a b l e  from social 

responsibility. The author's aia should be to reveal to hi s r e ad er s 

their freedom, while renouncing any a t t e m p t  to influence their 

choices, these be ing the de cisions whereby h u m a n  nature is defined. 

Hence, it is the task of literature to keep society o p e n ’, in a 

state of permanent re volution, constantly a l e r t i n g  its memb er s to the 

p o s s ib il it y of change. Andersch shared this n o t i o n  of the in he re nt ly 

subv er si ve natu re of literature, but the very n a t u r e  of his text and 

his definition of freedom indicate only a s u pe rf ic ia l si mi l a r i t y  with 

Sart re 's ideas.

A n d e r s c h s  basic premise is that art e m b o d i e s  freedom and stands 

in op po si ti on to power. Any art which does n o t  oppose power is thus 

not true art, and art which limits its f r e e d o m  by adopting a cause 

do es so to the detriment of its ae st h e t i c  value. H e n c e  in a 

repr es si ve regime all art which supports th e r e gi me is u n w o r t h y  of 

the name. This can be used in defence of t h e lite rature of Innere 

E » iqrat i o n , as any lite rature of a e s t h e t i c  value writ te n under 

National Socialism oust have been op po si t i o n a l  by nature. Ernst 

JUnger is offered as the perfect example to su p p o r t  this t h es is , as
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Andersch detects a qu al it at iv e change in his prose c o i n c i d i n g  with 

the rejection of National Socialisa: 'Die Konv ersion Ernst JUngers 

ist das letzte Sc hl ußstUck in den Beweisen für unsere T h e s e ,  daß 

echte KUnstlerschaft identisch war ait G e g n er sc ha ft zua 

Na ti on a l s o z i a l isaus . The ul tiaate co nsequence of this f o r m u l a  was 

a complete separation of aesthetic and political c a t e g o r i e s ,  as 

de monstrated when An dersch writes in 1966: 'Jedoch ist L i te ra tu r 

selbst, und möge sie die konservativste sein, wenn sie nur L i te ra tu r 

ist, ein die Ge se ll sc ha ft und ihre Zusammenhänge tr an sz en di er en de s 

und damit k r iti si eren de s E r ei gn is '.^3 Unlike Sart re's t h e o r y  of 

literary commitment, Ande rs ch s essay develops a purely aest he ti c 

critical canon, substituting aesthetic for political or moral 

cr i ter i a .

Sartre's unde rs ta nd in g of freedom was actu ally h e t e ro ge ne ou s, 

recognizing a distinction between the radical f r e e d o m  of 

consciou sn es s and th e concrete liberation of aan. His ph il o s o p h y  

wo uld not allow that the intellectual freedom of writers a n d  their 

reading public could actually solve the political p r o b l e m s  of 

spec ific social and hist orical groups. However, this d u a l i t y  is 

di sguised in the polemic of Qu est-ce que la li ttérature? because 

Sart re was co ncerned to attach the idea of moral r e s p o n s i b i l i t y  to 

th e profession of the écri vain engagé. His chosen examples, Pascal, 

Voltaire, Zola and Gide, are si ngled out more for their m o r a l  stand 

than their literary value. The unmistakably Sartrean t o n e  of Die 

Kirschen der Freiheit suggests that better ac quaintance w i t h  the 

ph ilosopher's work led Andersch falsely to identify with t h e  ideas 

co ntained in Qu'est-ce que la 1i t t é r ature? and to over look t h e  highly 

polemical nature of Sartre's text.
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Anderseit s theatre crit ic is e in the late 1940 's re veals the 

lieitations of his grasp of E x i s t e n t i a l ise and serious reservations 

about Sartre th e drae atist. Hi s appraisal of a prod uction of 

Ge schlossene Gesellschaft in Haeburg in 1949 bears the qualification!

Was da ran e x i s t e n t i al is t isch sein soll, habe ich ni cht auseachen 

kö nnen'.34 Similarly, hi s prai se of Die respektvolle Di rne is not of 

its ph ilosophical eess age, but of its convincing evocation of 

Southern States racise. Jean D e l a nn oy 's file version of Das Spiel 

ist aus meets with A n d e r s c h s  gr eater approvali

ln der Gesc hi ch te der beiden Toten, die noch fUr 24 Stunden 
ins Le ben zu rUckkehren dürfen, ue ihre Liebe zu 
verwirklichen, wird endlich auch der Existentialist Sartre 
si chtbar: er dichtet eine er gr eifende Klage um eine Liebe, 
di e ins Totenreich zurUckmuß, weil sie Klassenschranken und 
Dogmenhörigkeit nicht zu ü b e r wi nd en v e rm ag .3 **

This interp re ta ti on still fails to draw the final ontological 

conclusion fro* Sa rtre's Les Jeux sont f a i t s , which is that man is 

condemned to isolation by hi s very nature.

In an article on the critical rece pt io n of Die sc hmutzigen H'Ande, 

Ande rsch rese rv es comment on the play itself, merely do cumenting the 

acclaim it had received in p r o d uc ti on s both in France and abroad, 

ohne selbst ein Werturteil Uber da s Stück abgeben zu woll en .36 His 

main conc er n is to correct the i n a c cu ra te p i ct ur e of Sart re reception 

presented by another critic, wh ile di st ancing himself noticeably from 

both pl ay and author:

Ich beschränke mich auf d i es e sa chliche Richtigstellung im 
Interesse eines Werkes, de m ich keineswegs unkritisch 
gegenüberstehe. (...) Th eaterkitik sinkt hier auf das 
Niveau des törichten Be le idigung ei nes - wi e man auch zu ihm 
stehen mag - nicht u n be de ut en de n Autors h e ra b.3 ^
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In 1969 Andersch looks back with no stalgia to 1932, the year of 

publ ic at io n of Die Kirschen der Freiheit and perhaps the end of an 

era of op timism. In the fragment "Der Redakteur 1952" he describes 

his o f fi ce in the 'Frankfurter F u n k h a u s ' , with the picture of Sart re 

on the wall, and evokes the excitement of complete editorial 

fr e e d o m . SB Four years later his tone has beco me more bitter, as he 

comments on the Abendstudio of the Sender Frankfurt» 'Was flir Narren 

wir doch waren' Wir haben an die Literatur geglaubt! <...) Ein 

neuer Text, und das Leben wllrde sich ändern...'.'*9 This co uld be 

un de rstood as an increasingly di stanced attitude to Sartre, which was 

already no ti c e a b l e  by the late 1 9 5 0 ‘s when Andersch compares his 

in te rp re ta ti on of lite rary h i st or y unfavo ur ab ly with that of Walter 

Musc hg t

Musc hg s Tr agische L i ter aturge sch i c hte ist das Hauptwerk 
einer konsequent ex is tentiellen Darstellung von 
Ge is tesgeschichte; dank seiner sorgfältigen, gar nicht 
deut sc h ti efsinnigen Benutzung der Metaphysik Ubertrifft er 
S a rt re s Has ist L i t e r a t u r ? , er wird Fragen gerecht, die 
S a rt re in seiner Schrift philosophisch nicht bewältigt

This d i st an ce becomes clearer still in an interview with Günther 

Brack in 1967, in which Ande rs ch admits to a reluctance to make 

stat em en ts on political issues:

Ich gebe zu, da ß mir der Begriff des Engagements während der 
letzten Jahre etwas fragwürdig geworden ist. So einfach zu 
definieren, wie wir uns da s noch während der fünfziger Jahre 
gedacht haben, ist es jedenfalls nich t.41
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He finds himself in a g re em en t with Jean Améry, who considered that 

Sart re s Marx is t symp at hi es detracted from his later works

A m é r y  ist mit S a r t r e  nicht fertig - er wird es nie werd en - f 
aber er weiß, d a p  die in L i t r e  et le néant stat uierte 
exis te nt ie ll e Fr e i h e i t  in der ma rxistischen Critique de la 
r ai son dial ec ti qu e nicht aufbewahrt wurde'.

Just as Merl ea u- Po nt y f o u n d  Sartre's tactical support of the PCF

u n a c c e p t a b l e  after 1952, it w o ul d appe ar that Anderseits

d i si ll us io nm en t with S a r t r e  was p a rt ly politically motivated, and

inte ns if ie d during the m i d 1950's.

In an interesting li t e r a r y  and ph ilosophical feature on France 

for the Hess is ch er R u nd fu nk in 1953, Andersch takes stock of the 

vital f o rc es of post -war Fren ch thought and politics. While he still 

sees F r e n c h  Ex is te n t i a l i s m  as a prog re ss iv e force, infinitely 

p r e f e r a b l e  to its G e r m a n  c o u n t e r p a r t s , the vehemence of his 

a n t i - C o m m u n ism is unequi vo ca l. He co ntrasts the nega ti ve influence 

of Heidegger s phil os op hy in Ge rmany with th e po sitive ends to which 

his ideas have been t u rn ed in France, producing eine Philosophie der 

Freiheit, eine V e r p fl ic ht un g zum Hand el n in Fr ei hei t ! ‘ . In his own 

country, h e  sees only 'eine myst is ch e Anbetung des "Seins" ohne 

i r g e n d w e l c h e  K o n s eq ue nz en fllr das pr ak ti sc he Leben'. The 6erman 

visitor to France is astonished at the symp athy of French

in t e l l e c t u a l s  for the C o mm un is t cause, 'daß M e n s c h e n , deren ganzes 

Denken u n d Scha ff en der Freiheit gilt - Aragon, Picasso, Eluard, 

ne ue r d i n g s  auch Sartre - sich mit einer Partei verbinden, die überall 

dort, wo sie zur Ma cht gekommen ist, di e schärfste Un terdrückung 

herb ei fü hrt '.** Re fl e c t i n g  on the long tradition of Communist Party 

m e mb er sh ip in France, he sees the French as die Erben einer
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re vo lu ti on är en Tradition, die nicht wußt en , daß ihre Revolution 

längst verraten w a r ' . For Andersch, it had been betrayed in the 

1930 s, when the KPD failed to pr event t h e  rise of Hitler, but in 

1953 there was further c a us e for d i s a f f e c t i o n  with Communism in the 

Soviet aggression which was a major c a u s e  of Mer 1 e a u -P onty 's break 

with Sartre and French Comm un is m in that year.

The R e n o u ve au Ca t h o l i q u e

In view of the dive rs it y of Andersch's intellectual interests, it is 

wo rt h w h i l e  cons id er in g his interest in E x i s te nt ia li sm in a broader 

cultural cont ex t, thus re la ti vi zi ng the im po rt an ce of Sartre. In his 

in tr od uc ti on to the volume Eu ropäische A v a n t g a r d e , Andersch guotes 

Em manuel Mounier, a leading figure in the French renouveau 

catholique, wh ose view of the spirit of t h e  age corresponded closely 

to Andersch's own view of Ex is te nt ia li sm : Es gibt einen 

sc hö pf er is ch en un d vorläufigen N i h i li sm us , denjenigen, der das 

Au fs te ig en ei ner großen Eingebung an kü n d i g t  und ihr nur den Weg 

be reitet .46 An dersch welcomes this posi ti ve outl ook, which 

a n ti ci pa te s ne w c e r t ai nt ie s to replace t h o s e  abolished by the radical 

s c ep ti ci sm of the mo ment. Indeed, he comp ares this progressive 

m o ve me nt in the French Catholic c h u r c h  very favourably with the 

co n s e r v a t i v e  orth od ox y of German Roman Catholicism. He even extols 

E v e l y n  Waugh as an exponent of a similar Catholic renewal in 

Eng 1 a n d .

His particular ad mi ration is due to L é o n  Bloy, whom Andersch sees 

as a vo ice crying in the wilderness, pr ep a r i n g  the way for writers 

such as Péguy, Bern an os and Claudel. He even sees B l o y s  unorthodox
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myst ic is m as pref ig ur in g Ma rxism and Existentialism: Aber vorläufig 

redet er, Bloy, allein, ein wütender Mönch, in den Ur wä l d e r n  des 

Un gl au be ns eine Lich tu ng fUr den G l a u b e n ' . 4 ^ In a ra dio feature on 

Raissa and Jacques Maritain it becomes c l ea r that A n d e r s c h ' s  interest 

in the re nouveau catholique was linked to p e rc ep tu al and 

philosophical issues, as well as to what he saw as its progressive 

and c o n s tr uc ti ve nature. Describing th e route from the h o m e  of the 

Mari ta in s to that of Léon Bloy in Mo nt martre, it becomes a spiritual 

journey, and the Parisian names i n ti ma ti on s of a new intellectual 

awak ening: Banales Au fzählen von Namen! Immerhin verb ir gt sich 

darunter das g e i s ti ge Feld, überzogen von sp ir it ue ll en Linien und 

ihren Schnittpunkten, in dem der r e no uv ea u ca th o l i q u e  zu kommen 

b e g i n n t ‘.49

Raissa s account of their di ss at is fa ct io n with the Sc ientism of 

the So rbonne is reminiscent of Sart re 's judgement and indicates a 

si milar ques ti on in g of the basis of know ledge: 'Denn gerade die 

Ob jektivität unserer Erkenntnisse und u n s e r e  Fähigkeit, d a s Wirkliche 

zu erfassen, pfle gt e die herrschende P h i l os op hi e im allg em ei ne n zu 

bestr ei ten ' . Her own moments of spiritual insight are accompanied 

by abnormal ac uteness of perception, wh ich finds echoes in Andersch's 

later work:

Die vor b e i f 1ieg enden Bäume wa ren auf einmal g r öß er , als sie 
in Wi rklichkeit waren, und g e wa nn en eine u n g e h e u r e  Tiefe. 
Der ga nze Wald schi en zu sprechen, und z w ar von einem 
anderen zu sprechen; er wurde zu einem Wald von Symbolen und 
schien keine ande re Aufgabe zu habe n, als auf d e n Schöpfer 
hinzuwei sen.51

Even more interesting are the leng th y quotations f r om Bergson, 

which prov id e a definition of freedom which di verges considerably 

from that of Sartre. Bergson's f r ee do m is a psychological
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phen om en on , not an abstract 'condition', and a free d e ci si on is one 

wh ich em anates from th e whole personality. This defi ni ti on , very 

close to that of Mer 1e a u - P o n t y , depends on a co n c e p t  of the

in di vidual as essence, not created by the decision, but pre-dating 

and dete rm in in g it. Thus An de rsch's inte rest in the French 

Ex is t e n t i a l i s t s  who took their inspiration from Heid eg ge r and

N i e t z s c h e  is rela ti vi ze d by an obvi ou s sympathy with B e rg so n and the 

Phenom en ol og ic al school.

A further sour ce of interest in Ja cques Maritain was undoubtedly 

his love of the M i d d l e  Ages, as the era of No mi nalism, the great 

in tellectual r e be ll io n ag ainst Scholasticism: J a cq ue s Liebe zum

M i tt el al te r (...) v e rs ch lei e r te etwas unheimlich R e v o lu ti on är es .52 

The s i g n if ic an ce of this for A n d e rs ch becomes obvious in the light of 

his own fascination with the M i dd le Ages, becoming stronger as his

di si ll us io nm en t with the de ve lopment of Western C a p i ta li sm grew. In

1978 he  writes:

ln p h i l os op hi sc he n Si nne fühle ich «ich als extr emer 
Nominalist. Univer s a l i a sunt Homina. Do wn with Plato! 
Nicht einmal den Begriff de s Begriffs laß ic h gelten, der
Begriff ist für mich nich ts als fl at um k o c j j , ein
stimmlicher Hauch. Es gibt nur die Dinge, Sachen. Das ist
einer der Gründe, w a ru m ich am lieb sten im 9. oder 10.
Ja hr hundert gelebt hätte. Die Ideen von Ro scellin und 
Abälard, sich en tf altend in romanischer A r c h i t e k t u r . 53

A n d e r s c h ' s  interest in obscure mediaeval heretics is based on a

so mewhat ahistorical notion of inte llectual movements, which may

re pe at themselves at any moment in time. He nce he d r a w s  a parallel

b e tw ee n the c h al le ng e posed by No mi nalism to S c ho la st ic is m and that

posed by ni ne te en th -c en tu ry Mate ri al is m to Idealism. He recognizes

in each the same dynamic forc e, as a link b e tw ee n mode rn and

me diaeval thought. This idea appears in an article on the last
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pr onounceaent of the Dalai Lama in 1950, when Andersch refers to the 

style' of an era as its distin gu is hi ng feature: Aber das, was wir 

Mittelalter nennen, e n d e t  nie. Zwar ist es auch ein historischer 

Prozeß, und als solc he r ist es ge we se n und verwest, aber als Stil ist 

es in un se re Seelen vertieft und wird inner wieder Möglichkeiten 

finden, sich neu zu i n k ar ni er en ' . This is why Andersch uses the

tern 'Spätantike' to d e sc ri be West Germany in the 1970's, which he 

sees as a decadent and dying c i v i li sa ti on in need of salvation.^5

The anti-Ideal ism of No ninalisn appears at first to correspond 

closely to the ph en om en ol og ic al return to things themselves', but 

the nominalist notion of names as arbitrary, conventional labels is 

less easily a c co mm od at ed within a f u n d am en ta ll y phenomenological 

stance. This is evident in the very terms in which Andersch 

de scribes his f a sc in at io n with No mi na li sm , c h a r a c t e r istical 1 y drawing 

on the magical, ev oc a t i v e  power of names, as if unaware of the 

inherent paradox in hi s words: 'Gelegentlich ertappe ich mich dabei, 

daß ich die Namen R o sc e 11 ir», Ab ae 1 ar d , Ockh am vor mich hinmurmle, als 

seien es magische... .^  Moreover, the m y s t er io us attraction of the 

'O c c a m s t r a ß e ’ in N e u h a u s e n  is p r in ci pa ll y the satisfaction derived 

from the thought of th e co ns te rn at io n of the conservative municipal 

authorities, should th ey realize that they had named a road after a 

mediaeval r e v o l u t i o n a r y . One is forced to conclude, with Josef

Quack, that 'in al le n seinen Äu ße ru ng en ve rf üg t Andersch nur über 

einen rudimentären Begriff des N o m i n a l i s m u s '.^  While Quack

di smisses the i m p o r t a n c e  of P h en om en ol og y for Andersch in similar 

terms, he does point to the fundamental conf li ct between the ideas of 

Mer 1ea u-Ponty and th os e u n d e rl yi ng No mi na li sm : 'Den p h än om en o­

logischen Rückgang zu den Sachen, zur unmittelbar gegebenen



33

E r f a h r u n g s w e l t , wird «an sc hw er li ch mit einer nomina li st is eh en 

Th e o r i e  in Verbindung bringen können; Husserl jedenfalls hat den 

No m i n a l i s m u s  kritisiert und selbst e i ne n reinen Bedeut un gs pl at on it iu s 

v e r t r e t e n ' . 50 For Andersch, as p e r h a p s  for Jacques haritain,

medi ae va l No mi na li sm was an at tr ac ti ve idea, associated with ta le s of 

su bv e r s i o n  and heresy, but wherever Andersch adop ts a nominalist 

ap p r o a c h  to 'naming', the result is a co ntradiction of his 

ph en om en ol og ic al view of perception.

Surreal1 mi

The ae sthetic subversion represented by French Surrealism was the 

th em e of another radio feature in 1958, which reveals that perceptual 

issu es were also at the heart of Andersch's interest in this 

mo vement. He experiments with au to m a t i c  writing in the novel Die 

Rote (I960!, and the emphasis of his interest b e co me s clear as he 

trac es the development from Dadaism to Surrealism in this programme. 

It is above all the notion of S u r r e a l i s m  as a new form of perception, 

as defined by Bosquet: Er verlangt, da p man ihn als eine neue Art zu 

sehen anerkennt, und da dieses Ziel ni ch t erreicht wurde, fordert er, 

we ni g s t e n s  als kommender Mythos b e gr if fe n zu w e r d e n ' . 59 Andersch 

pe rc e i v e s  the movement as a form of temporary ni hilism similar to 

that of Existentialism, referring to die rein ig en de Wirkung' for 

which it st r o v e . 0 ® He sees the two m a in reasons for the fa il ur e of 

the movement to be its e x p e ri me nt at io n with ar tificially induced 

stat es of consciousness, and its too close involvement wi th the 

Co mm un is t Party. He berates Salvador Dali, the popularizer of the 

move me nt in the 1930's, for his amoral and inhuman approach to art,
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Mhile admitting that he gave new impetus to a movement already in 

decline. Andersch quotes, inst ead, Henry Miller, w h om he co nsiders a 

disc ip le of the g e n u i n e  klassischer S u r r e a l i s a u s ', an d Mho lamented 

the i n t e l 1e c tualism of modern literature: 'Ich gl aube, da p di e 

Literatur, um M a h r ha ft verstä nd li ch zu «erden, (...) reichlichen 

Gebrauch von Symbol und Meta pher machen muß, von der Mythologie und 

de m Ar c h a i s c h e n ' . 61 This call for a return to a more primitive form 

of li terature, with more direct, sensuous appeal Mill be seen to 

acco rd Mell with a phenom en ol og ic al aesthetic, the development of 

Mhich will now be trac ed in A n d e r s c h s  critical essays.

Andersch an d Phenomenology

A n d e r s c h s  clear re j e c t i o n  of in di ge no us Ex i s t e n t i a l i s m  has been seen 

in the context of his c o m p ar is on of Martin Heidegger with 

co nt em po ra ry Fr en ch thought. He attributed to Heidegger's 

philosophy, with its 'Geistnebeln einer httldernisierenden 

" Z e i t 1o s i g k e i t "' the blame for reactionary te nd en ci es already 

begi nn in g to mani fe st th emselves in Germany by 19 51 .6 ^ In 1966 he 

re ma rk s ironically, on c o nt em pl at in g the flowers in hi s garden: 'Dies 

ist zw eifellos das berü hm te “r e in e Sein", das Heid eg ge r meint, wenn 

man je he ra us be ko mm en sollte, wa s Heidegger m e i n t ' . 6 "* Even in his 

last au to bi og ra ph ic al sketch, Andersch asserts in 1979: '(Die 

Sc hriften Martin He id eg ge rs sind sowohl falsch wi e auch schlecht 

g e s c hr ie be n) '.64 However, in hi s rejection of what he sees as the 

un ac ce pt ab le legacy of German E x i s te nt ia li sm he re t a i n s  the idea of 

the su spension of t i me and sp ac e on a purely aest he ti c plane. So we 

read in “Cadenza F i n a l e “ : 'In der Materie gibt es ke in e Aufhebung von
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Raum und Zeit, Kunst allein macht d a s ' . 65 Freedom from political 

realities is thus reserved tor the sphere ot art, but is later 

extended to include the period ot im pr is on me nt as a POW in the USA, 

when he writ es in 1977s Hinter den Stachel drShten waren Zeit und 

Raum a u f g e h o b e n ' . 66 A certain am biguity in this attitude to 

Heidegger s thought may be seen to be confirmed by An de rs ch 's 

development away from Sartre s radical vo lu nt ar is m towards the 

primarily cogn it iv e phenom en ol og ic al stance of Mer 1ea u - P o n t y .

An dersch was among the first to note Her 1e a u - P o n t y 's rela ti ve 

obscurity in the Ge rm an-speaking wo rl d in 1951, by which time only 

one article with a co ntribution by him had appeared in G e rm an .69 An 

oblique r e fe re nc e to this article, by Karl Jaspers, in the foreword 

to Europäische Avantgarde points to this as the source of An de rs ch 's 

know le dg e.68 In an article on the ne ga ti ve and positive faces of 

Soviet Communism, Andersch a c kn ow le dg es the work of tier 1 eau-Ponty as 

re pr es en ti ng the la tt er .69 His growing interest in the ro le of 

pe rception in art underlines the impo rt an ce of these early refe re nc es 

to a ph il os op he r whose work only be ca me re al ly well known in Ge rm an y 

after his death in 1961. Ande rs ch s de ve lo pm en t of a Ph en om en ol og y 

of literature will be seen both in his posi ti ve evaluative cr i t e r i a  

and in his vehement re jection of the French nouveau roman.

In his essay “Die Blindheit des Ku nstwerks", in which An de rs ch 

reiterates the notion of art as pe rmanent revolution', he a l so 

presents a view of art as a fo rm of knowledge, and of p r im ar y 

expression' in the sense of Mer 1e a u - P o n t y . Criticizing G o tt fr ie d 

B e n n s  theory of literature, he asserts the pursuit of truth as 

l i t e r a t u r e ’s aim: 'Sie ist ei ne von vielen Formen der Erke nn tn is , 

freilich einer der V o r n e h m s t e n ' . ^  Moreover, the uniqueness of
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aesthetic kn ow l e d g e  is that it is not a c qu ir ed by skill, but by the 

formal e x p r e s s i o n  of in tuitive proc es se s: 'Die Besonderheit der Kunst 

wird e r k e n n b a r  nur in ei ne m De nk en , das vom künstlerischen 

P r o d u k t i o n s p r o z e ß  selbst, vom Ha ch en des Ku ns tw er ks als einem 

formalen E r f a s s e n  intuitiver Vorgänge, ausgeht. (...) Kunst-Theorie 

ist D e s k r i p t i o n  der Ents te hu ng von K u n s t w e r k e n  . ̂ 1 This definition 

virtually en ca ps ul at es the aim of p h e n om en ol og ic al art theory, with 

its e m p h a s i s  on de sc ri pt io n and th e spontaneity of artistic 

expr es si on .

In t h e  attempt to locate a turn in g point in Andersch s work to 

co rr e s p o n d  to these theoretical s t at em en ts , the story "ln der Nacht 

der G i r a f f e "  (1958) merits pa rt ic ul ar at tention. This fictionalized 

account of the night in which De G a u l l e  seized power (also adapted by 

Andersch as  a radio play) is in part an exploration of the position 

of Fren ch intellectuals during the Al g e r i a n  war, but also concerns 

the r e l a t i v e  efficacy of jo ur n a l i s m  and literature. In

i m p r e s s i o n i s t i c  passages the a t m o s p h e r e  of the Boulevard cafes is 

evoked, a s  if to capture the very e s s e n c e  of Paris: "Die Ob erfläche 

von P a r i s  entspricht der Tiefe von P a r i s " . ^2 The theoretical 

d i s c u s s i o n  of the political impact of art and literature begun in 

"Die B l i n d h e i t  des Kunstwerks" is cont in ue d in this fictional 

setting. Citing the example of Picasso, who believed in the

o p p o s i t i o n a l  value of the very e x i s t e n c e  of 'banned' works of art, 

An dersch accords a status of d i r e c t  action' to painting. The 

po litical status of journalism and li te r a t u r e  is more ambiguous, as 

p r e s e n t e d  in the co nfrontation b e t w e e n  the journalist and 'angry 

young m a n '  of the piece, Pierre, and the philosopher Hondello. The 

a r g u m e n t s  of the latter suggest that a form of Sartrean commitment is



37

totally dependent on optimum political conditions, and t h us an 

hi st or ic al ly c o n d i t i o n e d  phenomenon!

Diese Art Li teratur - di e Literatur als Presse - hat eine 
gewisse Be re ch ti gu ng , so lange sich die M ä c h t e  im 
Gl e i c h g e w i c h t  befinden. Oder wenn die De mo k r a t i e  sich 
entwickelt! Zola im Fall Dreyfus. Aber wenn die P o l i t i k  in 
den Raum de r reinen Macht tritt, ist es aus damit. D a nn ist 
die Pr es se und ihre Lite ra tu r nur noch eine Fu ß n o t e  zu den 
Prämissen der Macht. Sie, Pierre, sind ein Opfer gewisser 
falscher L e h r e n  Uber die Demokratie. Zu diesen Irrelehren 
gehört der Glaube an die Presse und an die u n mi tt el ba re 
Wirkung d e r  Literatur. Man hat Ihnen gesagt, Fr e i h e i t  sei 
identisch mit P r e s se fr ei he it .. .7 ^

The reference to Z o l a  as an e x am pl e of political jo ur na li sm is an 

unmi st ak ab le a l l u s i o n  to Sartre's Qu ' est-ce que la l i t t ér at ur e, in 

which Zola is he ld up as an écri va in engagé'.

In an u n p u b l i s h e d  manuscript entitled "Windstille in B o s a H , the 

young journalist of this piece, Pierre, is seen to have left Paris 

( ' P a l o s )  for the w i l d s  of Sardinia. Echo es of Sartre's Les Mouches 

make of Pierre an O r es te s figure, who has turned his back on Argos, 

or in this case t h e  political situation in France. In p l a c e  of the 

Furies he is ta u n t e d  by the sa rcastic voice of the artist Gassmann, 

who pours scorn o n  the belief in existential se lf -d et er mi na ti on , even 

on An dersch's own w o rd s in Deut sc he L i t e r atur in der En tscheidung: 

Wunderbar, Ihre Wa nd lu ng sf äh ig ke it ! Ja, ja, die Jugend. Si e weiß 

auch, daß die Vo r a u s s e t z u n g  der Wandlung die Verges sl ic hk ei t i s t ’.7* 

Pier re 's inab il it y to forget the issues which he has left behind 

makes it clear to hi m that none of the old alternatives are valid any 

more, certainly n o t  the negation of the past implied in Sartre's 

existential c h oi ce : Wir kennen keine 6nade, sondern nur die

Entscheidung. U n d  um uns en ts ch ei de n zu können, br a u c h e n  wir die
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E r i n n e r u n g ’. This v a r i a t i o n  on the th es e of "In der Nacht der 

Giraffe" underlines A n d e r s c h ' s  increasing eaphasis on aeaory in the 

process of V er g an gen he i t s b e w'di t igung , a theae wh ic h is developed 

further in the story "Ein L i eb ha be r des Halbschattens" (1963).

Memory is also f u n d a a e n t a l  to ü o n d el lo 's hu aa ni st ic view of 

literature, which prepares s l o w  and last in g developaents in society 

by teaching us to see t h i n g s  differently. Added ea phasis is given to 

this concept of li terary engagement based on perc ep ti on by 

abstracting it froa Hondel lo s direct sp ee ch and pr es en ti ng it in one 

of the iapressionistic passages w h i c h  pu nctuate the text: 

entscheiden sie sich! s i e  können die faust ballen, wenn auch nur in 

der tasche, oder sie kö nn en versuchen, d i e  frequenz des aenschlichen 

auges zu erweitern. D i e  eapörung o d er eine neue Sorte blau ia 

spektrua - aber e n ts ch ei de n sie sich!'.76

Thus we return to th e po e* with w h i c h  this di sc us si on began, 

"Anderer seit s " , which e n ds empört euch der hiamel ist blau', also 

the title of Andersch's a n t h o l o g y  of p o e t r y  published 1977. In the 

context of the story, t h is is not a call to indignation at all, but 

the proposal of an a l t e r n a t i v e ,  tr an sp os in g coaaitaent on to a purely 

aesthetic plane. If the a u t h o r  cannot chan ge conc re te reality, he 

can at least change p e o p l e  s ways of p e r c ei vi ng reality, amounting to 

a euch «ore abstract fore of literary c o m e i t e e n t .77 The notion of 

commitment expressed by A n d e r s c h  in co nv er sa ti on with Horst Bienek, 

1962, confirms this p r o g r e s s i o n  to a so mewhat apolitical stance. The 

purpose of art is no longer seen as the promotion of hu ea n freedoe, 

but the preservation of it s own freedom, in a reale wh ic h transcends 

huean politics! Es g i b t  einen ei n z i g e n  ßrundverrat, der eines 

Schriftsteller niemals v e rz ie he n we rd en kann« wenn er sich zu
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ei nschr Sinken . '

A Phenomenology of Literature

Fr o* the end of the 1950's A n d e r s c h s  cr i t i c a l  essays reveal a set of 

cr i t e r i a  for literature revolving a r o u n d  authenticity of the wr iter's 

expression, psychological realis* and d e sc ri pt io n wh ic h captures for 

the reader the essence of its object. Th e inadequacy of traditional 

ae sthetic ca tegories to account for t h e s e  features leads Andersch to 

seek a new and «ore appropriate way of describing, for example, Elio 

Vitt or in i' s literary achievement, wh ic h is to find a st yl e totally in 

keeping with his creative t e m p er am en t: Die Technik des reinen

Zeigens entspricht Vittorinis E m p f i n d e n ,  der Struktur seiner 

d i chter i schen Phantasi e ' . 7<* This p o s i t i v e  aspect of Vi tt or in i' s work 

is acknowledged to be a feature of m o st 'Dichtung von Regionen , as 

co nt ra st ed with the reflective, analytical na tu re of more 

co sm op ol it an literature. This is not the only occasion which 

Ande rs ch finds to defend 'H e im at ku ns t ' on aesthetic grounds. He 

takes Cézanne as an example of an a r t i s t  for whom the landscape was 

the only natural medium for his e x p r es si on of reality: ' Der

R e g i o n a l ismus nur Rudiment einer Ep o c h e ,  in der die Landschaft, wie 

bei Cezanne, Welt war' .®0

Nriting on the English novel, A n d e r s c h ' s  enth us ia sm for John 

Cowp er Powys' Uolf Solent reveals t h e  non-anal ytical criteria on 

which he has judged the text, and ge n e r a l i z e s  his own resp on se to 

explain that the b o o k s  p o p u la ri ty in Germany was due to die 

magi sc he Atmosphere dieses Buches, s e i n e  Naturmystik, die Darstellung
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g e h e i m n i s v o l l e r  psychischer Beziehungen zw i s c h e n  Menschen'.®* 

A n d e r s c h  takes the opportunity in this essay of l o d g i n g  a complaint 

about the co ns ci en ti ou s translation of all expo ne nt s of the French 

n o u v e a u  rotan into German, while British l i t e r a t u r e  only appears 

sp o r a d i c a l l y  on the German market. He at tributes to t h i s  policy the 

p o p u l a r i t y  of modern French authors: ’So ist es k e i n  Wunder, daß 

d i es e geni al e Erfindung, die es erlaubt, den Roman z u  schreiben, o h ne 

den R o m a n  schreiben zu brauchen, in Deutschland z a h l r e i c h e  Anhänger 

g e f u n d e n  h a t '.82

E l s e w h e r e  he attacks the th eoreticians of the n o u v e a u  rotan for 

h a v i n g  ov er-reacted to so-called 'trivial' l i te ra tu re , resulting in 

the d e s t ru ct io n of the novel itself: Wenn sie di e Ab si ch t hatten, 

das K i nd mit dem Bade a u s z u s c h U t t e n , so haben sie z w e i f e l l o s  Erfolg 

ge ha bt .®"* One of An de rs ch 's most vehement c o m m e n t s  on this 

d e v e l o p m e n t  in French literature is directed at A l a i n  Ro bbe-Gri 11 et 

hi m s e l f ,  whose novel Die blaue Villa in Hong Kong A n d e r s c h  sees as a 

c o m p l e t e  failure to expo se as clichés the myths of the comic strip 

wo rl d it creates:

Darf man vermuten, daß sich hier die M e t h o d e  an ihrem Werk 
rächt? Daß es keine Helden und keine G e s c h i c h t e n  mehr geben 
soll, könnte man zur Not ja noch e i n s e h e n ,  und auf die 
Metaphern hatte schließlich schon Hemi ng wa y verzichtet. Wie 
aber, wenn auch noch Tiefe, E n ga ge me nt , Humanismus und 
Tragik fehlen? Begibt sich eine L i t e r a t u r ,  die nur noch 
beschreibt, vi elleicht doch ihrer k r i t i s c h e n  Mö glichkeit? 
Mag sein, daß die Welt weder sinnvoll ist n o c h  absurd. Aber 
einfach festzustellen, daß sie da ist - m o n  dieu, das gibt 
auch nicht viel her!

N a t h a l i e  Sa rraute also comes in for criticism, as o n e  of those wh os e 

aim is me ns ch li ch e Be di ng un ge n aufzuklären, d i e  bisher als 

G e h e i m n i s s e  galten, nur von Mythen bezeichnet we rd en konnten'.®^
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In his pr ai se of the Swedish author Per Olof S u n d n a n , A n d e r s c h  

points to the o r g a n i c  integrity of his narrative as proof of the 

folly of new structuralist theories of literature: 'Die 

p s e u d o r e v o l u t i o n ä r e  Theorie vom "Ende des Er z ä h l e n s ", eine I d e o l o g i e  

literarischer Kl ei n b ü r g e r ,  wi rd außer Kurs gesetzt von e i n e r  

S c h r e i b w e i s e , w e l c h e  be is pi el sw ei se die exakte Darstellung e i n e s  

Ze lt bo de ns in di e Un tersuchung der Situation von Männern, w e l c h e  sich 

auf ihm bewegen, vo ll ko mm en i n t e g r i e r t '.®6 As further e v i d e n c e  of 

the continuing v i a b i l i t y  of realist narrative, Andersch cites A i d a n  

Higgins' auth en ti c evocation of Munich in the Weimar Republic in Ein 

Sp'Ater Sonner (L angrische, Go d o n n /). Higgins' text portrays t i m e s  

and pl ac es he n e v e r  knew, but wh ic h were part of Andersch's yo ut h, 

and come to life w i th startling vividness: 'Im Roman steigert sich 

diese A u t h en ti zi tä t ins Ph än om en al e <...); wie dieser junge Ire, der 

damals noch gar ni ch t geboren war, es fertigbringt, mich d a r a n  zu 

erinnern, daß ich Starnberg und das Undosa-Bad - und zwar g e n a u  

d a sj en ig e der zw an z i g e r  Jahre! - wieder schmecke, rieche, spUre - das 

ist mir ein R ä t s e l ! ' ® 7 The solution to this riddle, in 

ph en om en ol og ic al terms, is that the successful literary text c a p t u r e s  

the very es se nc e of phenomena by presenting it with the i m m e d i a c y  of 

a first en counter in the act of perception. This is a c h i e v e d  by 

re vealing to the c o ns ci ou s mind something of the pr e- co ns ci ou s gr as p 

of reality wh ic h b e co me s obscured in the processes of rational and 

analytical thought.

It is i n t e r e s t i n g  to observe the similarities between t h is view 

of literature and an essay by Idris Parry which Andersch t r a n s l a t e d  

for the Heue Z ü rc he r Zeitung in 1971. Parry quotes Goethe on  the 

essential ro le of 'Poesie' as animating pr inciple in the worl d,
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in fusing even the c o an on pl ac e w i t h  significance, and provides his own 

interpretation: Was Go et he «ein t, ist, daß Kunst Verbindungen

herstellt, die unserer Er fa h r u n g  Sinn geben, Ve rbindungen, die Mir 

no r « a l e r w e i s e  nicht sehen. P o e s i e  verleiht einer unzusammenhängenden 

Welt W a h r s c h e i n l i c h k e i t ' . "  A n d e r s c h  uses the ter« 'Poesie' to i«ply 

an inherent property of things, wh ic h is brought to the surface by 

the a r ti st 's gaze: 'Aufgabe des Kü nstlers ist es, die Poesie aus de« 

Inhalt zu e n t w i c k e l n ' . 89 Both de fi ni ti on s of Poesie contain the 

idea of learning to see the w o r l d  anew, and Parry uses this to 

e x pl ai n the impact of modern art: Absurdität? Oder Magie? Es

hand el t sich um die Me t h o d e  des Märchens. Vielleicht wird das Wort 

Or iginalität' am besten d e f i n i e r t  als "Rückkehr zu den U r s p r ü n g e n “. 

Wir sind zur p r im it iv en Za ub ererzählung z u r ü ck ge ke hr t' .9® He

i l l u st ra te s this in the c o n t e x t  of mediaeval Welsh folklore, 

su gg es ti ng that in Go e t h e ' s  view of the H'irchen, as in literature, a 

pr im it iv e, un fr ag me nt ed p i c t u r e  of reality is reinstated in the 

re ad er 's mind. He em ph a s i z e s  a b o v e  all that the basis of art is our 

ex pe r i e n c e  of the world as m e d i a t e d  through the senses, thus making a 

plea for a return to the c o n c r e t e  objects of perception which accords 

well with a phenomenological approach: 'Kunst befaßt sich nicht mit 

Ab s t r a k t i o n e n  oder letz te n F r a g e n  oder Unendlichkeit oder Ewigkeit. 

Kunst befaßt sich mit K n ö p f e n ' . 9 *

Ande rs ch uses this q u o t a t i o n  as the epigraph to Hein Verschwinden 

in Pr ov id en ce <1971), and c o m m e n t e d  in 1978 that only one critic, the 

F r en ch ma n Claude Pr évost, ha d grasped the si gn if ic an ce of this 

epig ra ph for his wo rk as a whole. He claims to share Parry's 

'nominalist' stance on the b a s i s  of this 'return to things 

th em se lv es ', and a t t r ib ut es to it his love of descriptive prose: 'In
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der dichterischen Be sc hr ei bu ng wird di e Welt zue Phänomen. Das 

Phänomenale u n te rs ch ei de t die d i c h t e r i s c h e  Be schreibung voa 

S a c h b u c h ' . ^  For An dersch, the re l a t i o n s h i p  of the author to the 

things he de scribes is « o re important th an his H e 1 tans ch au un q, which 

accounts for the some ti me s perplexing po l i t i c a l  eclecticism of his 

literary tastes: 'Die Sc hi ld er un g e i ni ge r Häuser in St. Petersburg 

geht «ich mehr an als Ra sk ol ni ko ws Ge wi ss en st ra gö di e. Raskolnikow 

ist ein Geschöpf aus den Straßen von P e t r o g r a d ,  wie der Geheimagent 

undenkbar wäre ohne ei ne n bestimmten Winkel in Soho'.*^

It is clear that for A n de rs ch th er e exists a reciprocal 

relationship between fictional c h a r a c t e r s  and the landscapes they 

inhabit, and in this in troduction to hi s c h o i c e  of de sc ri pt iv e prose 

he leaves little doubt as to the i m p o r t a n c e  of landscapes in his own 

works: Ich möchte e i ne literarische G a t t u n g  darstellen, die mich 

stärker als jede ande re konstituiert hat, denn alle meine BUcher 

beruhen, insoweit sie mir als g e g l U c k t  erscheinen, auf genauen 

Deskriptionen 94 He g o es on to d e s c r i b e  the appeal of individual 

texts in his co ll ec ti on , which is b a s e d  on a certain tangible 

quality, inviting the reader s c o m p l e t e  empathy. So, in L i n n d s  

Lappländische R e i s e , the description of no r t h e r n  Sweden conveys much 

more than the words on the page w o ul d lead one to expect: 'Sein 

Ei nmalig-Rätselhaftes be st eh t darin, d a ß  es uns nicht mehr mitteilt 

als bare Fakten, daß er an Nüchternheit k a um zu Ubertreffen ist und 

uns dennoch in das nä ch t l i c h e  Licht N o r d - S c h w e d e n s  entführt

Similarly the read er of Alexander von Humboldt's An sichten der 

Hatur can feel the heat of the ba nk s of the Orinoco and hear the 

crackling of the campfire. The e v o c a t i v e  power of Hemingway's 

"Großer do pp el he rz ig er Strom" e n c o m p a s s e s  even the music of the
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landscape: der Text liest sich etwa so, wie sich ein B l u e s  (...)

anhört .96 Malter Benjamin is singled out aeong all M a r x i s t  writers 

as the one who achieves the «tost sensuously t a n g i b l e  prose: 

Ma rx is ti sc he s Denken hat wenig sinnlich so Faßbares her vorgebracht 

wie Malter Be n j a m i n s  Skizze von Paris im 19. J a h r h u n d e r t '.9 7  It is 

Benjamin's po rtrayal of this urban land sc ap e which e a r n s  hie the 

highest accolade: Be njamin war ein zauberkundiger P h än o m e n o l oge

ge ge ns tä nd li ch er B e t r a c h t u n g '.9 ®

Here, as el sewhere, An dersch pays tribute to the de sc ri pt iv e

power of Ernst J U n g e r 's prose, which imbues the r e a d e r  with das

GefUhl rein en Se i n s ' . 99 His ap pr ec ia ti on of JU ng er has been

attributed to an u n a c ce pt ab le form of aestheticism w h i c h  coexists

uneasily with A n d e r s c h s  democratic political v i e w s . 100 This is

perhaps better understood in the light of the ph en om en ol og ic al

criteria wh ic h Andersch brin gs to bear in his lite ra ry criticism.

His ap ologia for JUnger in the "Amriswiler R e d e “ e p i t o m i z e s  the

uncritical and in he re nt ly co ns er va ti ve aspect of this ou t l o o k :

Ganz oh ne Zweifel hat er sich in die P h ä n o m e n e ,  die er
be sc hr ie b, auf das Intensivste eingefUhlt; darauf eben 
be ru ht die Intensität, die Bedeutung dies er Bticher, die 
G r öß e von Literatur überhaupt. Im Akt der Einfllhlung findet 
Id en tifikation statt - an irge nd ei ne m Punkt w i r d  Flaubert 
Ma da me Bovary, um dies zu erkennen, b r a u c h e n  wir nicht 
u n be di ng t zw ei ta us en d Seiten S a r t r e  zu l e s e n ' . 101

He di stances himself once more from the exponents of m o d e r n  criticism

who disr eg ar d such factors as empathy and id e n t i f i c a t i o n  in their

attempt to turn literary crit ic is m into a science. Hi s reje ct io n of

the sugg es ti on that JUnger re pr es en ts 'eine f a sc hi st is ch e Ästhetik'

is based on the simple formula of Deutsche L i t e r a t u r  in der

E n t s c h e i d u n g , that fascism, by its re pr e s s i v e  nature, c a n n o t  produce

real art: 'Denn, nicht wahr, wenn es eine fa s c h i s t i s c h e  Ästhetik
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gibt, dann gibt es also eine Ä s th et ik von A u s c h w i t z !'.10^ He points 

to Jünger i diaries as his aost sign if ic an t work, su gg es ti ng that the 

natural cons eq ue nc e of a ph en oa en ol og ic al view of the wo rl d is a 

certain political aabiguity: 'Die Ge ge ns ät ze sollen aufgehoben

werden. Versöhnung, nicht durch fl au es Friedenstiften, so nd er n durch 

subtiles Ko nstatieren von alle«, wa s beweist, daß jedes Ding viele 

Seiten hat. PhSinomenologie, b e zo ge n auf die S c h ö p f u n g '.1

The arguaent used to exon er at e Jünger is itself de fended in the 

volume Einige Zeichnungen (1977), A n d e rs ch 's tribute to his wife, the 

artist 6ise la Andersch. He is careful to dist in gu is h betw ee n the 

intuitive artist whose work is a natural ex pr es si on of his

personality, and the c o n s er va ti ve ideal of the inspired geniusi Die 

großen Künstler standen immer links. Jedes ge lungene Ku nstwerk ist 

Teil einer permanenten Revolution. Es gibt keine ko ns er va ti ve Kunst. 

Es gibt nur eine in den Museen ko ns e r v i e r t e  Re v o l u t i o n '.*04 However, 

An dersch's view of art is c l e a r l y  ph enomenological rather than 

analytical, and hence as p o t e n t i a l l y  cons er va ti ve as his view of 

literature. The individual ar t i s t ' s  coherent style is merely the 

expression of his experience of reality. The pain ti ng s are as much a 

part of him as his physical and mental attributes, and are in close 

re lationship to both. A n de rs ch notes the terms reminiscent of 

Mer 1e a u - P o n t y 's aesthetic theory, in which Herbert Al brecht defines 

G i s e l a s  painting as a r e v e la ti on of the wo rl d' s comi ng into being, 

transcending subjectivity b e ca us e captured on a pr e- individual level, 

...ein du rc h das Subjekt h i n d u r c h  - das sich seiner bloßen 

Individualität jedoch entzieht - sich ve r w i r k 1ichendes Gl eichnis für 

das Ersc he in en von " W e l t " . 105 A n de rs ch accounts for the different 

nature of their creative talents in terms of perceptual sensitivity:
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Sie sieht andere Dinge als ich. Oder sie sieht die Dinge, die auch 

ich sehe, anders, als ich sie sehe. Ihre Augen «Ussen anders 

be sc h a f f e n  sein als die «einen. Die Sensib il is ie ru ng en des 

A u g e n - B l i c k s '.106

Her first paintings were landscapes, and she returns to this 

theme in her mature work, achieving in more abstract form the same 

aim, to reveal the genesis of a landscape, the crea ti on of order out 

of chaos: Also Mieder Landschaften, die RUckkehr zu den Anfängen, 

bloß in sehr reine Form übersetzt, vom Ge ge n- St an d gelöst? "Die 

Natur in statu n a s c e n d i , Baupläne der Schöpfung, Faltung der Gebirge, 

Q u er sc hn it t durch Wälder, Wellen und Dünen, Kräfte des Wa chstums und 

G l e i c h n i s s e  des W e r d e n s " ' . * ® 7

In vi ew of this development in Andersch's approach to art and 

literature, the investigation of his Mork which follows will be based 

b r oa dl y on three sorts of landscape. Firstly, in a more 

c o m p r e h e n s i v e  re assessment of his autobiographical works than has 

hi t h e r t o  been attempted, the significance of landscape description in 

these w o rk s will be examined, from the earliest literary attempts to 

his last memoirs. As the autobiographical novel Die Kirschen der 

Fr eiheit (1952) is one of the works most clearly co loured by 

An de r s c h ' s  reading of Sartre, comparison with his other 

au to bi og ra ph ic al works reveals this as a deviation from his 

ch a r a c t e r i s t i c  philosophical outlook. Die Kirschen der Frei heit 

e m er ge s as less authentic autobiography and less re pr esentative of 

A n d e r s c h ' s  work than has pr eviously been assumed. Secondly, the 

l a nd sc ap e as the subject of literature will be discussed in the 

co nt ex t of Andersch's travel prose. Finally, the literary landscapes 

of his fictional works will co nclude the study, with detailed
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co nsideration of the role of perception in the novel Efraim. In each

case the philosophical im pl ic at io ns of his attitude to p e rc ep ti on and

de sc ription Mill be e x t r a p o l a t e d  from the texts, revealing a striking

co ns is te nc y in some of A n d e rs ch 's most powerful prose. The

si gn if ic an ce of the id ea s of Me rl ea u- Po nt y for the deve lo pm en t of his

characteristic li terary style emerges with particular c l ar it y in his

interview with Paul Ke r s t e n  in 1972:

Ve rfertigung von Sp ra ch e ist für mich ein ph än om en ol og is ch er 
Prozeß. Mein Ideal von Sprache: eine, in der die Di ng e und 
die Existenz als vollkommen dinglich und exis ti er en d 
erscheinen und die Wörter und Sätze - ich zitiere
Me rl ea u- Po nt y - zu den Sachen selbst 2u r üc kk eh re n '. 
Infolgedessen vers uc he ich ständig zu einem me ta ph er nl os en 
Stil zu kommen, zu einer Sprache, die ihre G e g e n s t ä n d e  nicht 
i n t e r p r e t i e r t , sondern sie nur b e n e n n t . 10®
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INTRODUCIlOW 

NOTES

1. Between 1948 and 1958 Ande rs ch work ed for ra di o st ations in
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C H A R T E R  ONE

Th« La ndscape of Autobiography

Man braucht das Wort Ps ychoanalyse nie g e h ö r t  zu habe n, um 
zu wissen, daß wir unser ganzes Leben in der Gewalt jener 
Erlebnisse verbringen, die uns in der Jugend e r gr if fe n 
haben, und daß wir kein Milieu jemals be ss er ke nn en le rn en 
werden als die Welt der Eltern, den Kr ei s der Fa milie, das 
Labyrinth der Schulwege und die Alchimie der frühen Liebe. 
In ihnen ist alles angelegt, was uns spät er betreffen w i r d . 1

These words, written in 1967 in an essay on th e Italian author

G i or gi o Bassani, would surprise the reader o n l y  ac gu ai nt ed with

A n d e rs ch 's autobiographical novel Die Kirschen de r Freiheit. They

reflect an acknowledgement of the formative in f l u e n c e  of c h i l d h o o d  to

which Andersch came relatively late in life. For many y e a r s  he

r e je ct ed his own origins, in a bourgeois family of declining fort un es

in Mu ni ch during the last years of the Weimar Repu bl ic . Al ie n a t e d  at

an early age from his conservative, nati on al is ti c father, whose

m i s m an ag ed affairs and de teriorating health st ra i t e n e d  the fami ly 's

circum st an ce s, An dersch's closest family bond wa s with his mother.

She represented for him the aristocratic dignity of the

A u s t ro -H un ga ri an Empire, and was probably t h e  source of the

an ac hr on is ti c atmosphere permeating many of his e a r l y  works.

No stalgia for the atmosphere of the fin de s i è c l e  co nt r a s t s  with

the ov er wh el mi ng sense of boredom which infuses Ande rs ch 's memo ri es 

of his childhood and schooldays. His formal se condary ed ucation 

ended in 1920, when he left the Wittelsbacher Gy m n a s i u m  in Munich, 

aged fourteen. This was followed by a two-year ap p r e n t i c e s h i p  with
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the Lehmann Verlag, obtained through a contact of his fa t h e r ' s  in the 

nationalistic Th u l e - G e s e l 1s c h a f t .2 After the death of his f a t h e r  in 

1929, and during the pe ri od of unemployment f o l l o w i n g  his 

apprenticeship, t h e  young Ande rs ch became involved in the Comm un is t 

youth movement of Southern Bavaria. He was engaged in party 

prop ag an da and journalistic work for the Communist Heue Z e l t u n g .3 

This period of political ac tivism was terminated with a p e r i o d  of six 

weeks internment in Dachau (21 March - May 19331, h i s  mother 

se curing his r e l e a s e  with the aid of influential c o n s er va ti ve family 

connections, and a second arrest in September, when h e  w a s  not 

detained. Test im on y to his lasting cl os e relationship w i t h  his 

mother is found in the volume of his letters to her, p u b l i s h e d  by 

Diog en es in 1986.4

Until re ce nt ly little was known about his life in the rema in in g 

years of the 1930s, except that he moved to Hamburg in 1 9 37 and 

worked as adve rt is in g manager for a firm manufacturing p h o t og ra ph ic 

paper. Recent rese ar ch has reve al ed that he was married in 1 9 35 and 

had a child by t h e  time he mo ve d to Hamb ur g. ^ This m a rr ia ge ended in 

d i vo rc e in 1943, by which time Andersch had already met h i s  second 

wife, the artist Gisela Groneuer. Rese ar ch since A n d e r s c h ' s  death 

has shown that th e literary at tempts of these wartime years w e r e  not 

wr it te n merely "fllr die Schublade", as he claims in the 

au tobiographical fragment "Böse T r ä u m e ” (1981), but a l s o  for 

publication. Th e story "Erste Ausfahrt" appeared in the "F euilleton" 

of the Kölnische Zeitung on 25 April 19 44 .6 He served in occupied 

Fr an ce 1940-41, but spent the next two years as a civilian, employed 

by a cosmetics f i rm in Frankfurt am Main. In the autumn of 1943 he 

was again called up, this ti me to a rese rv e force in S i e g e n ,  from
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wh er e he was transferred to D e n a a r k  in spring 1944. In April he was 

sent to the Italian front, w h e r e  he was among the «any German troops 

to desert to the American forc es in June 1944. This desertion, which 

forms the central ex pe ri en ce of Die Kirschen der Freiheit was 

pe rceived by Andersch as his own personal act of resistance to the 

hated National Socialist regime.

For eleven months from th e autumn of 1944 to 1945 he was a 

prisoner of war in Louisiana a n d  Rhode Island, becoming a regular 

contributor to the POW news pa pe r Der Ruf at Fort Kearney before being 

selected for the Ver* a ltung s sc hu 1 e at Fort Ge tt y (September-November 

1945). This served as a p a s s p o r t  into editorial work on his return 

to Germany in autumn 1945, w h e r e  he worked firstly on the Munich Heue 

Zeitung under Erich Kästner, th en as co -editor with Hans Werner 

Richter of the post-war p u b l i c a t i o n  Der Ru f (August 1946 - April 

1947). Thus he was launched on a jo urnalistic and editorial career 

which included extensive radio w o rk , and prod uc ti on of the literary 

periodical Texte und Zeichen <1 9 5 5 - 1 9 5 7 ) . ̂  A founder member of the 

Gruppe 47, he provided it with a theoretical basis when he read his 

essay Deut sche Literatur in der E n t s ch ei du ng at its second meeting in 

Herrlingen, November 1947. H o w e v e r ,  Hans Werner Richter rejected the 

notion of a distinct l i t e r a r y  pr ogramme, which he feared would 

exclude members of the h e t e r o g e n e o u s  group. A n d e r s c h ’s own

re miniscences reflect this diversity, relativizing even the

im portance of Sartre as a u n i f y i n g  force in the early years of the 

group, which was “ur s p r ü n g l i c h  auf ein sehr vordergründliches 

Engagement angelegt, in dem d i e  Me ta ph ys ik Sartres nur oberflächlich 

begriffen war".® His last c o n t r i b u t i o n  to the Gruppe 47 was at its 

seventeenth meeting in B e b e n h a u s e n , October 1955, by which time he
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had c r e a t e d  his own literary forum in the e s o t e r i c  journal Texte and 

Zeic he n. Its unprecedented quality and co s a o p o l  i tani sa owed auch to 

A n d e r s c h ' s  almost co mplete editorial f r ee do m, and to generous 

s u b s i d i e s  from the Luchterhand Verlag. C o n c e i v e d  as a sh ort-term 

p u b l i c i t y  venture to establish the l i t e r a r y  reputation of its 

p u b l i s h e r s ,  Texte und Zeichen was free to appeal to a minority 

r e a d e r s h i p ,  and publication ceased after s i x t e e n  issues at the end of 

1957. In 1958, after the success of his novel Sansibar Oder der 

le tz te Grund, Andersch renounced his ed it o r i a l  activities and moved 

with hi s family to the village of Berz on a in the Tessin. He took 

S w i s s  citi ze ns hi p in 1972 and devoted the r e s t  of his life to travel 

and hi s literary career.

This sketch of biographical detail is o n e  which has only emerged 

g r a d u a l l y ,  due to An dersch's reticent and o f t e n  misleading st atements 

ab ou t his own life before 1945. A case in point is his literary 

a m b i t i o n ,  which, far from lying dormant un ti l the end of the war, had 

a l r e a d y  been signalled with p u b l ic at io ns in 1931 and 1944, and by his 

a p p l i c a t i o n  to join the Re ic hs sc hr i f t t u m s k a m m e r  in 1943.9 In view of 

the au to bi og ra ph ic al nature of much of A n d e r s c h ' s  prose, it is all 

the m o r e  surprising that significant d e t a i l s  about his first marriage 

and e a r l y  publishing successes shou ld h a ve c o m e  to light so recently. 

S t a r t i n g  with the early prose works in w h i c h  the figure Werner Rott 

is a ci ph er for himself, Andersch's search for an appropriate form of 

a u t o b i o g r a p h y  was a lifelong and u n r e s o l v e d  preoccupation. He 

e x p e r i m e n t e d  with widely varying n a r r a t i v e  forms: the th i r d - p e r s o n , 

f i c t i o n a l i z e d  accounts of the early years d e ve lo pi ng later into the 

e x p l i c i t l y  autobiographical Franz Kien stories (1963-1979)? the 

f i r s t - p e r s o n  narrative of Die Ki rschen de r Freiheit (1952) and the
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di scursi ve, fr a g m e n t a r y m e mo ir s "Der Seesack " (1977) and “Böse

T r ä u . e “ <1 98 11 .10 In vie. of the confessional nature of his ear 1 y

p r o s e  works., they will be considered here along with the more

e x p l i c i t l y  autobiographical texts.

All writers of a u t o bi og ra ph y are faced with the inevitable

d i s t o r t i o n s  which the o r ga ni za ti on of subjective e x p e r i e n c e  into a 

linear na rrative produces. For the author of An dersch's generation, 

ho we ve r, the problem of atta in in g a measure of o b je ct iv e truth is 

c o m p o u n d e d  by the ps yc ho lo gi ca l necessity for se if- justification. 

This can lead to the suppression of significant p e r i o d s  of the

au t h o r ' s  life, but it is not sufficient to judge a u t o bi og ra ph y on the 

e x h a u s t i v e  accuracy of the text alone, as noted by P h i l i p p e  Lejeune 

in his study of the 'pacte a u t o bi og ra ph iq u e ' i 'On r e c h e r c h e  le sens 

et l'unité, bien plus que le document et l'exhaustivité (...) à la 

prob 1ém atique stérile de la sincérité, il faut su bs ti tu er celle de 

1 a u t h e n t i c i t é . 11 Ande rs ch echo es this sentiment, w r it in g in 1979: 

'Überhaupt braucht A u t o bi og ra ph ie 'nur' authentisch zu sein 

in ne r h a l b  der Grenzen, die di es e Forderung ihr zieht, darf sie tun 

und lassen, was sie w i l l ' . *2

In a po st hu mo us ly pu blished fragment entitled "Der Erzählte",

wr i t t e n  as a preface to the Franz Kien stories, An dersch reflects on 

the co ntrast between the narr at iv e perspectives which he  had employed 

in autobiography. He explains the transition to ep isodic, third

p e r s o n  na rrative in terms of the actual functioning of memory: 'Ich

e r i n n e r e  mich nicht an mein Leben. Ich erinnere mich an Augenblicke 

m e i n e s  Lebens. Mein Le be n verdichtet sich für mich in Erinnerungen 

an A u g e n b l i c k e ' . 1^ This fr ag me nt ar y view of his life is both 

c h ar ac te ri st ic of An de rs ch 's in creasingly psychological interest in
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Me mo ry and symptomatic of a w h ol e ge ne ra ti on « as noted by E r h a r d

Schutzs

Es ist (...) genuin mo d e r n e  Z e i t e r f a hr un g, eine s p e z i f i s c h  
deutsche G e s c hi ch ts er fa hr un g zudem, die Er fahrung e i ne r 
Geschichte in jähen N e ua ns ät ze n mit immer ni ed er 
ka tastrophischem Ausg an g, eine Ge sc hi ch te von Ka t a s t r o p h e n  
und Kontin ui tä ts ma ng el , die auch im Leben des E i n z e l n e n  
Dauer und Entwicklung kaum z u l i e ß . * 4

Wh il e Ander sch identifies with the 'ich' of Die Kirschen der 

Frei he it as much as with Franz Kien, he co me s to consider the t h ir d 

pers on perspective to be a mo re au thentic re pr esentation of his life: 

Vielleicht erzähle ich von ihm nur, weil es mir unter seinem N a me n 

ei ne Spur leichter fällt, von mir selbst zu erzählen. Leichter - das 

ist: erzählter. Erzählter - das ists verdichteter. V e r d ic ht et er 

das ist: w a h r e r ' . *5 The a u th en ti ci ty of this 'verdichtete W a hr he it ' 

must be called into question when a l t e rn at iv e biographical so u r c e s  

reveal the misleading nature of some omissions and c h r o no lo gi ca l 

alterations. However, A n d e r s c h ' s  s t at em en t also reve al s the 

pr iv il eg ed status he accords to ae sthetic truth, and to li te r a t u r e  as 

an epistemological tool. Indeed, in the Franz Kien stories th er e is 

a sense of exploration wh ic h is abse nt from Die K i r sehen der 

F r e i h e i t , but which Roy Pascal co ns i d e r s  an important aspect of any 

autobiography: 'Without this s e ns e of discovery, the very n a t u r e  of 

living is distorted, for life itself is always an expedition, p e r h a p s  

a groping into the unknown. The act of writing is a new act in the 

man, and like every other sign if ic an t new act it alters to some 

de gr ee the shape of his life, it leaves the man d i f f er en t' .*6

While Die Kirschen der Fr eiheit has long been c o n s i d e r e d  

An de rs ch 's principal au to bi og ra ph ic al work, it is e s s e n t i a l l y  an 

ex po si ti on of ideas which are u n d e rs to od from the outset, and the



¿1

events narrated to il lustrate thee conv ey no real se ns e of discovery. 

Each Franz Kien story, on the other hand, is a sy nc hr on ic pi c t u r e  of 

isolated episodes, and each one leav es questions open, conclusions 

undrawn. The figure of Franz Kien himself re ga in s enigmatic, 

re fl ec ti ng to some extent An de r s c h ' s  pr eo cc up at io ns at the time of 

writing. In 1979, in the "N achwort" to Per Voter eines »Orders he 

writes: 'Am liebsten sind mir Me nschen, die offen, geheimni sv ol1

bleiben, auch nachdea ich ait dem Sc hreiben aufgehbrt h a b e 1. ^  Thus 

An de rs ch 's approach to a u t o bi og ra ph y can be seen to follow a siailar 

pattern to that of his fictional prose. The ain of the narr at iv e is 

increasingly to recreate for the reader a life as it is lived, and 

the past is seen as a living c o mp on en t of the present, rather than an 

arbitrary burden of experience wh ic h can be di scarded by the free 

adult individual.

Werner Rott and th e la ndscapes of youth

An de rs ch 's earliest prose can be divided into two distinct types, 

both of which represent a flight fr o* co ntemporary political reality. 

His autobiographical fiction, with its anachronistic Munich setting, 

pr obably owed more to his reading and to his mo ther's b a c k gr ou nd than 

to personal experience. In these short prose works the name Werner 

Rott is repeatedly used to indi ca te Andersch's alter ego. At the 

same time he was writing la ndscape descriptions based on the north 

German coastal region which was A n d e rs ch 's home after 1937. Just as 

the Munich he portrays has litt le to do with co nt em po ra ry social and 

political events, these la nd sc ap es are static and empty of human 

presence. Where there are people, they are either a fa celess mass or
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playing children, not socially in te gr at ed individuals. Fr o* his 

numb er in g of the the texts, he c l ea rl y intended the urban la nd sc ap es 

to prec ed e the natural ones, culminating in the form id ab le 

"W in te rs t u r m " , in a pr og re ss io n ever further away from human 

civi li za ti on towards the life of nature. Even in d e s c ri pt io ns such 

as MVorstadtstraße" and "City-Straße", the town is pr esented as a 

great organism, the street as a natural phenomenon: 'So (...) fliesst 

sie dahin wie ein Tal, gelassen in schöner Biegung, vorbei an dem 

Warenhau s- Ge bi rg e (...) Ein L e be ns st ro m von Me nschen und Dingen 

Überflutet ihren G r u n d ' . * 8 The pers on if ie d landscape adds em ph as is 

to the isolation and p o w e rl es sn es s of human existence.

Co lo ur s are of vital im po rt an ce as the pu rveyors of mood, which 

is pr edominantly one of autumnal nost al gi a for a lost world. In 

pa rt ic ul ar one of the earliest pieces, "Nordische Idylle" (dated 28 

November 1939) is re mi ni sc en t of the writing of Poetic Realism, with 

its ev ocation of an ench an te d castle, its now re dundant moat choked 

with water lilies and leaves. The house itself, however, still 

co nceals a my sterious life of its own: 'In magische Träume ve rz au be rt 

blicken die Augen des Hauses, noch immer geheimnisvoll lebend, noch 

immer geheimnisvoll k ü h l ’.

On the back of one of these manu sc ri pt s ("Spätnachmittag in der 

Marsch" dated 18 November 1939) a plan is sketched out, pres um ab ly of 

a pr ojected work which was to include 'Landschaf ten/Si eben 

Figuren/Frllhe Gedichte'. This indi ca te s the importance attr ib ut ed to 

the de sc ri pt iv e prose, which can also be inferred from the text of 

Die Kirschen der Fr eiheit. The section entitled "Das Fährboot zu den 

Halligen" (pp.45-56) dr aw s on the earlier prose sketch "Anblick der 

Nord se e (Husum)", dated 30 August 1943. In this part of the novel he
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de sc r i b e s  his early literary a t te mp ts as 'Versuche «it 

k a l l ig ra ph is ch en Gebilden am Se hr ei bt is ch ' (KF, p . 4 7 ) f in terspersed 

with great motents of aesthetic insight which are always asso ci at ed 

with landscapes: Aber da zw is ch en do ch manchmal gr op e Momente: im

m a gi sc he n Weiß der Wände von Santa M a ri a in Cosmedin, im Anblick der 

u m b r is ch en Berge von dem HUgel aus, auf de« Or v i e t o  liegt' (KF, 

p . 4 8 ) .

Italian landscapes were the insp ir at io n of some of A n d e rs ch 's 

earliest poetry, dating from a language course at tended in Rome in 

the wint er 1933-1934. These poems are indicated in Die Kirschen der 

Fr eiheit with a mi sl ea di ng ly oblique refe re nc e to a ‘Dr. Herzfeld' 

(p.49), who has been falsely identified by critics as the hist or ia n 

and editor of R a n k e s  works, Hans H e r z f e l d . 19 In fact Ande rs ch 

qu ot es from a letter from GUnther Her z f el d-Wiisthof f , an author of 

mora li st ic modern Märchen. It is dated 26 January 1937 and c o nt ai ns 

co m m e n t s  on poems which Andersch had sent to him, soliciting his 

opinion. He rz f e l d - W ü s t h o f f warns hi m against mannered, lyrical 

e f f u si ve ne ss and advocates an iron d i s c ip li ne in the perfection of 

his art. These poems, now av ailable in the Nachlaß, draw on the 

wo rk s of the Romantics, Sy mb ol is ts and Impressionists with wh ic h 

An de rs ch had acquainted himself in the course of his au todidactic 

reading. Of greatest interest for this study is the importance of 

landscapes, which survived in his work long after he discarded the 

formal her.1 tage manifested in these ea rl y attempts. In "An die 

W o l k e n “ (which He rz feld-WUsthoff d i sm is se s as pl ag ia ri ze d from Rilke) 

the c l ou ds are to the landscape as fl eeting pass io ns to the hu ma n 

soul. In the conventional re li gi os it y of "Blick auf Umbrien" (IB 

Nove mb er 1934) with its suggestion of a secret, inner life, anim at in g
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the Mountains and the town, the s e e d s  of a deeply felt nature 

m y s t i c i s m  can be seen: 'Denn aus den Häusern der grauen Stadt / 

G e s c h i c h t e  Mie Blutgesang schwillt / Der sich in den Bergen 

g e sp ei ch er t hat / Und wie ein auf geschl agen es Blatt / Von den Hauern 

der Städ te q u i l l t ' . 2** A *ood p i ct ur e of evening, dated 'Pfingsten 

1934, Frauen ch ie ms ee 1 * Boot' ec ho es t h i s  in Roeantic personification 

of day and night. H e r z feld-N(Jsthoff wa s scathing in his criticism of 

the poee, likening it to a w a s h e d - o u t  water colour. An dersch's 

re s p e c t  for his criticise can be seen in the corrections of his 

ma nu sc ri pt s, pa rt ic ul ar ly in the poe* “Au s SUdtirol" (dated December 

19 34 > , the alterations of w h ic h correspond precisely to 

H e r z f e l d - W U s t h o f f 's suggestions.

A poem entitled “F l o r e n z ” (dated J u n e  1934) evokes the revelation 

of the sublime in art, as c o n t r a s t e d  with the chaos of human 

ex is te nc e. This idea recurs in A n d e r s c h ' s  later evocations of 

Ital ia n architecture, in A us eine» rö mi s c h e n  Hinter and in £/ r o i a . 21 

The association of the artist's c r e a t i v e  power with that of nature 

a p p e a r s  in “Hof im Palazzo V e c c h i o “ (dated July 1934), introducing 

a l so a note of heroism in the last stanza which earned 

H e r z f e l d - M U s t h o f f 's approbation. The poet's invocation of divine 

c r e a t i v e  power is expressed most d i r e c t l y  in the poem beginning 

'S ilbern im Gesa ng der Fr Uh e / Sc hw in gt mein Geist sich zu Dir a u f ’ 

(finished in 1937), the subject of w h i c h  is a nature infused with 

divinity.

Acce ss to these manuscripts is impo rt an t for Andersch research 

in so fa r as they provide additional e v i d e n c e  of his early literary 

as pi ra ti on s, co nt ra ry to his own d i s m i s s i v e  statements of later 

years, and reveal more fully his l i t e r a r y  debt to the writers of
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th ro ug h all the stylistic d e v e lo pm en ts in Andersch's work after the 

war. In ad dition to the blend of ir ra t i o n a 1 i s m , em ot io na li sm and 

p r ov in ci al is m which was the literary legacy of the Third Reich, the 

noti on of an im is m in n a t u r e  is one which reappears in secularized 

form in the Re is eprosa of the 1960s.

Skizze zu einem Jungen Hann (1941)

This short prose work was prob ab ly the first of its kind which 

Ande rs ch submitted for pu blication, sending it to the literary 

su pp le me nt of the Fran kfur ter Zeit un g in February 1942. It is the 

fr ag me nt ar y portrayal of the tension between life and art in the 

youth of the pr otagonist, Bernhard Reber. Although set in Munich 

during the world econ om ic crisis of 1929-1932, it is steeped in the 

atmo sp he re of an earlier prosperity. Andersch himself refers 

in di re ct ly to the st or y in 1952 as a ' F 1a n eu r- 1 11usion vom 

Pr om en ad ep la tz bis zur Piazza Navona ‘ (KF, p.48). Volker Wehdeking 

has pointed to the infl ue nc e of Thomas Mann, su ggesting also that 

Rebe r' s story is a 'W u n s ch bi og ra ph ie ' of Andersch himself, which 

at tempts to unite the figures of Ha ns Hansen and Tonio K r ö g e r . 22 

More importantly, perhaps, he po in ts out that Reber embodies the 

conf li ct in g poles of Ander sch * s own exis te nc e in the early 1940s: 'Er 

ist das fa ce tt en re ic he , aber auch wi der sprllchl i che Inkognito der eben 

doch zur Li teratur fi ndenden kaufmä nn is ch en An gestellten An de r s c h ' . 23 

The au tobiographical el ements are clear: the Munich setting coloured 

by a tradition inherited from his mother as well as by his first 

expe ri en ce of Rome, the auth or it ar ia n humani st is ch es Gymnasium' and
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the longing to travel, which co nd i t i o n s  Reber s preference of English 

to Greek!

Nicht nur seine Vo rliebe filr die lebenden Sp rachen trieb ihn 
dazu, sondern auch die Erkenntnis, d a ft seine
En tw ic kl un gs ri ch tu ng eher auf eine bewegte Weitläufigkeit 
hi nzielte, als auf eine versponnene Ge is ti gk ei t 
hu ma ni st is ch er Prägung (£6, p.25>.

Reber is seen through the eyes of a younger narrator, whose 

admiration for the dandy figure is un equivocal, if pure ly aesthetic.

A further source of interest in this early work is the ex istence 

of two d i ff er in g versions, both po s t h u m o u s l y  published, by Metzler in 

1983 and by Diogenes in 1986.24 Wh il e purporting to be the same 

text, they are clearly drawn from diff er en t manuscripts, only one of 

which was that submitted for p u b l i c a t i o n  in 1942. The text ap pended 

to Wehd ek in g' s Metzler edition e m p h a s i z e s  more the effects on Reber 

of en vi ro nm en t and heredity, w h il e the tone of the Diogenes text is 

more mystical and irrational. The former contains an explanation of 

the very fragmentary nature of the n a r r a t o r s  knowledge of R e b e r 's 

c h a r a c t e r :

Aber ich will trotzdem ve rs uc he n, aus diesen kleinen Steinen 
ein lückenhaftes Mosaik zu sammenzutragen, liegt doch schon 
alles, was nachher den fert ig en Menschen ausmacht - und 
werden wir je fertig? - in der Kindheit begtlndet (sic) und 
gewi ss e jugendliche Ei nd rü ck e, Vorlieben und Un tu ge nd en sind 
uns u n v e r 1 ierbare Begleiter (Wehdeking, p.168).

In the Diog en es edition, it is c 1 ear that the figure of Bern ha rd

Reber emer ge s naturally out of the Munich landscape,, more as a

deco ra ti ve work of art than as a psychological 1 y convi nc i ng

c h a r a c t e r :

Wenn ich mir die Gestalt Be rnhard Rebers ins Gedä ch tn is 
rufen will., so bedarf ich d a zu des Mediums der Schauplätze, 
die sich mit seinem Dasein verb an de n (...). Seiner Ex istenz 
war das Leben in fein um gr e n z t e n  und zauberhaft pass en de n 
Um welten gemäß, und die Art, wie er es in solchen Räum en 
vorführte, haben ihm ma nc he verdacht, die nicht erkennen,
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d a ß  auch in unserer Zeit ein sehr su blimes Rokoko seine 
Z e i c h e n  zu setzen ve rm ag (EG, p.9).

The e s s e n t i a l l y  aesthetic noti on of life as a work of art is here

justified in terms of its perf ec t a d a p ta ti on to the landscape.

In similar cont ra st , the Metzler text pres en ts Reber's

C a th ol ic is m as a product of his bi rt h and upbringing:

V i e l l e i c h t  mag es ja daher kommen, daß er später Gesprächen 
U b e r  Gl aubensdinge g e f l i s s e n t l i c h  aus dem Wege ging, daß ihm 
d e r  Katholizismus ei ng e b o r e n  war, wenn man ihn auch nie in 
d e r  Kirche sah (Wehdeking, p.168).

In the D i o g e n e s  text it is s u gg es te d that C a t h ol ic is m holds an 

aesthetic a n d  mystical appeal:

V i e l le ic ht mag es ja davon kommen, daß er später Gesprächen 
U b e r  Glaubensdinge ge f l i s s e n t l i c h  aus dem Wege ging, daß die 
V e rz au be ru ng des Ri t u a l s  fUr ihn eine u n en dl ic h größere 
Bewe is kr af t en thielt als al le Gedanken, die sich in 
i r g e nd ei ne m we se nl os en Raum be we ge n mochten (EG, p.17).

This e m p h a s i s  on se nsuous e x p e r i e n c e  as opposed to rational

r e fl ec ti on accords with both the an ti -int el 1 e c t u a 1 trend of

c o n t e m p o r a r y  culture and with the ph en om en ol og ic al stan ce of later

years. Re b e r ' s  ex pe ri en ce s of h e i g ht en ed awar en es s come not in

i n te ll ec tu al debate, but in m o me nt s of acute perception, either in

resp on se to  a landscape or in the i n tu it iv e grasp of the inner being

of things: Er disk ut ie rt e nie, das Uber li eß er anderen, aber

ir gendein Eindruck, ein b e s t im mt er Blick, das ei ge ne Leben eines

G e g e n s t a n d e s  konnte ihn h i n r e i s s e n  und be stimmen' (EG, P- 17,

W e h d ek in g, p.168). The su gg e s t i o n  of a direct grasp of things

p r ec ed in g th e intervention of hu ma n reas on can here be attributed to

the p e r v a s i v e  influence of H e i d eg ge r, while it cl ea rl y lays the

f o u n d a t i o n s  for Andersch's later inte re st in French Phenomenological

t h o u g h t .

In t h e  introductory pass ag e of the Diogenes text, the narrator
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de clares his aim to be  pu re , impartial description:

Zwecklos, a b s i c h t s l o s  ge führt, folge « e in Stift den Um rissen 
der Figur in i h r e n  Fe st ig ke it en und Schwankungen. Denn dem 
Zeichner o b l i e g t  es, nähr z u  sein; gelingt ihm dies, so mag 
er Ab lehnung oder Duldung dem Be tr ac ht er Uberlassen, 
hoffend, daß d i e  Wahrheit wi e von je auch in seinem Werk 
ihre r e i n i g e n d e  Macht of fe n b a r e  (EG, p p . 9-10).

The omission of this p r ol og ue and of some of the more el aborate

de sc ri pt iv e passages suggest that the Metzler text was a later,

edited version, while t h e r e  are g r ou nd s for supp os in g the Diogenes

text to have been the o n e  submitted for publ ic at io n in 1942. The

account of Reber ' s re l a t i o n s h i p  with his girlfriend, Julie Schenck,

is less explicit in t h i s  version, and the c r it ic is ms levelled at the

educational e s t a b l i s h m e n t  less severe. Both texts present the

Gy mnasium as a h u m a n i s t i c  institution disf ig ur ed by authoritarianism,

bureaucracy and cl e r i c a l i s m ,  but in the later, Metzler text, this is

contrasted with the h e a l t h y  sp on ta ne it y of youth. The he admaster

represents die P r i n z i p i e n  peda nt is ch er St a a t s a u t h o r i t a t , der

"Einordnung Uber a l l e s " ,  statt unserem gesu nd en jugendlichen

Individualismus e i n f U h l e n d e  Führung zu geben' (Nehdeking, p . 170-171).

This ideal of e d u c a t i o n  was the ba si s of Ande rs ei ts later admiration

for the educational p s y c h o l o g i s t  Ri c h a r d  Ott, but would perhaps have

been too a n ti -e stab 1 i s h m e n t  for p u bl ic at io n in H i tl er 's Germany.

There are echo es of Heidegger in the n a rr at or 's ad miration of 

Reber s "authentic" ex is t e n c e ,  a f o rm of se lf -c on sc io us superiority 

which sets him apart f r o m  the masses, 'da seine Stärke niemals auf 

Anmaßung beruhte, s o n d e r n  ihre Qu e l l e n  im r u hi ge n Bewußtsein der 

eigenen Kraft hatte' (EG, p.26, We hd ek in g, p.172). He is presented 

as an enviably free in di vi du al , as attitudes wh ic h might ha ve been 

construed as a f f e c t a t i o n s  or sn ob bi sh ne ss in others, ac tually
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emanated naturally from the depths of h i s  personality: 'Unwissend und 

fast ohne mit dem Herzen dabei zu s e i n ,  vollzog er die Gebärden eines 

freieren und erlauchteren Lebens, a l s  e s  uns gemeinhin erlaubt ist' 

(EG, p .32, Wehdeking, p.175). H e n c e  a notion of freedom which 

An dersch later encountered in h i s  reading of Bergson and the 

Phenomenol ogi sts can be seen to h a v e  its roots in the German 

tr adition of his literary ap pr e n t i c e s h i p .

Er ste Ausf ah rt (1943-1944)

In Die Kirschen der Freiheit A n d e r s c h  describes his solitary bi cy cl e 

rides into the countryside around M u n i c h ,  at a time of unemployment, 

when his only income was derived f r o m  hi s work for the Communist Neue 

Zeitung (KF, p . 31 > . One such e x p e d i t i o n ,  to Kloster Andechs, forms 

the basis of the story "Erste Au sf ah rt ", which appeared in the 

Feui ll et on of the Kölnische Zeitung on 25 April 1944. The reas on s 

for An de rs ch 's reticence co nc er ni ng it s publication became c l ea r when 

the manuscript was discovered in 1 9 8 1 . 2 5  Critics have pointed to the 

comf or ti ng conformism to pr ev ai li ng tast es for nature, village life, 

the idealisation of youth, and t h e  contrast of feminine intuition 

with the powers of masculine r e a s o n .  Above all, a pr of o u n d l y  

co ns er va ti ve stance is implicit in t h e  harmony of the natural order 

with existing social structures. M o r e  interesting still is th e way 

in which he weaves au to b i o g r a p h i c a l  detail into the familiar 

myth ol og ie s of National Socialist G e r m a n y .  His own widowed mo th er is 

the model for the gentle, p a n t h e i s t i c  mother figure of the story, 

wh il e his dead father's North G e r m a n ,  Huguenot ancestry is tran sl at ed 

into a nordic, Aryan ideal. W h e r e a s  in Die Kirs chen der F r ei he it it
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is obvious that these expe di ti on s coin ci de d w i t h  his invo lv em en t in 

th e Communist youth movement in Munich, t h e  reference in “Erste 

A u s f a h r t “ to Werner's 'Jugendbund* is left a m b i gu ou s. The ch ro no lo gy 

of Andersch's career in the early 1930s is a d j u s t e d  slightly, so that 

th e money which Werner gi ve s to his m o t h e r  is earned from his 

apprenticeship, not from working for a C o m m u n i s t  newspaper.

The Werner of this story is the p r ec ur so r of a series of artist 

figures, all char acter i z ed by their h e i g h t e n e d  sensitivity to the 

me aningful essence of things. Wehdeking p o i n t s  to the e v id en ce , once 

more, of a debt to Heidegger: Am Ende der “Ersten A u s f a h r t “ läßt 

sich Heideggers Vorstellung von der D i c h t e r - R o l l e  bis in Ei nz el he it en 

de s Vo kabulars hinein bei Andersch verfolgen* (Wehdeking, p.12). A 

ce rt ai n debt to contemporary social values m a y  also be d e t e c t e d  in 

Wern er 's notion of the artist's monastic vo cation, which requires 

'Kargheit, Sauberkeit, Tugend', but c o n f l i c t s  with his awakening 

sexuality, exposing him to 'die Un ordnung u n d  das Chaos' (EG, p - 177). 

As in "Skizze zu einem jungen Mann", m o m e n t s  of heightened awareness 

ar e associated with glimpses of n a t u r e ' s  mysteries, pref ig ur in g 

An de rs ch 's mature notion of 'Atmosphäre': 'Er hatte die Dinge 

gefUhlt! Sie lebten. Sie lebten, und ein gehe im es , ge is t i g e s  Wesen 

flutete in ihnen, das sich ihm ve rständlich m a c h e n  wollte. War dies 

Go tt ? Oder war es ganz einfach das L e b e n d i g e ,  das ohne He r k u n f t  war 

und ohne Ziel?' (EG, p.179).

The nature in which he seeks refuge has a dual aspect, at once 

pr ot ec ti ve and threatening, but the l a n d s c a p e  takes on r e p r es en ta ti ve 

status, just as the farmer's wife who t a ke s h i m  in somehow represents 

the very essence of womanhood: 'Zarte Wä rm e, dies innigste We se n der 

Frauen, der Rä ts el -S to ff, aus dem sie z u l e t z t  gemacht erschienen,
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hi el t ihn ganz umfangen' (£G, p p . 175-176). This Ne o - R o m a n t i c  

idealisation of Ho ne n,  as so ci at in g them with dark, i r r a t i o n a l  forces, 

u n de rg oe s r e a a r k a b l y  little alteration in A n d e r s c h s  later portrayal 

of women c h ar ac te rs . He appears to have continued to r e g a r d  them as 

mysterious, i n tu it iv e crea tu re s whose thought p r o c e s s e s  remain 

o b sc ur e to th e analytical male mind. Even when he a t t e m p t s  a 

genu in el y o b j e c t i v e  appreciation of women's art, as in t h e  volume 

Eini ge Zeic hn un ge n (1977), his tribute to his wife's p a i n t i n g ,  this 

unch an ge d vi ew is implicit in the terms he uses to d e s c r i b e  their 

works 'Die g r o ß e n  Wände der Louise H e v e 1 son sind n i c h t  irgend 

de ko ra ti ve A r r a ng em en ts , sondern bergen die du nkelsten G e he im ni ss e 

he ut ig en Unter bewußtsei ns , und jedes Bild der Paula Be cke r-Mo de r sohn 

UberfUhrt e x pr es si ve n Gestus in se elische In te ns it at ' . ̂  A

co nt in ui ty is a l so evident in the at titude towards r e l i g i o n  expressed 

in this story, the instinctive spiritual urge c o n f l i c t i n g  with the 

re jection of in st it ut io na li ze d religion. Werner's a p p r e c i a t i o n  of 

the church is pure ly aesthetic, di vorced from its u t i l i t a r i a n  value 

as a place of worship.

Most si gn if ic an tl y for this study, the longing t o  travel is

expressed h e r e  in terms su gg es ti ve of a s p i r a t i o n s  towards

'Lebensraum", directed spec if ic al ly towards northern E u r o p e :

In de r Ferne, jenseits des Gewässers schwand a l l e s  dahin in 
ein grUnes, stumpfes, von hellen g r a u e n  Schatten
Ü b e r fl og en es Wogen, der irgendwo in einer w e it en , äußersten 
F e r n e  an den eisengrauen, un beweglichen Himmel stieß, und 
dann war nichts mehr. Dann war Raum, Raum, Ra um ! Ich werde
einmal das Meer sehen, da ch te Werner, undi so m u ß  das Meer
sein! Die Kraft des unen dl ic he n Raums der E b e n e ,  die in 
sein Blut eindrang, ve rw an de lt e sich so fo rt in helles, 
g l ü h e n d e s  Bewußtsein (EG, p.169).

The contrast betw ee n this ecstatic vision of infinite s p a c e  and the 

more muted ex pr es si on of An de rs ch 's own longing to see t h e  world in
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Die Kirs chen der Fr eiheit u n d e r l i n e s  the extent to which both texts 

are adjusted to the re ad er ex pe ct at io ns of the time. In "Erste 

Ausfahrt" it proaises a mystical experience, an extension of that 

offered by the landscape a l re ad y within his grasp, while in the later 

text it offers an es ca pe from the ideological confines of the Nazi 

regime: Fortgehen, d a c h t e  ich, während ich das Brot aus meinem

Rucksack kramte, immer weiter gehen, alles zu rUcklassen, ne ue Berge, 

Ebenen, und die nie e r b l i c k t e  See' <Kf, p.32).

Ein Techniker (c.1944)

Andersch submitted a folder to the Suhrkamp Verlag for publication in 

the spring of 1944, co nt a i n i n g  the stories "Skizze zu einem jungen 

M a n n “ , "SechzehnjShriger allein" ("Erste Ausfahrt") and "Ein 

Te ch n i k e r “ . Although u n su cc es sf ul , Andersch was not di sp le as ed with 

the response from S u h r k a m p . ^7 The comparison of “Ein Techniker" with 

a similar, unpu bl is he d manuscript entitled "Schöne Epoche" 

illustrates both the way in wh ic h Andersch adapted material according 

to the prevailing ideological climate, and his increasing reco ur se to 

literature as a m e an s of expl or in g personal and hi storical

developments. Both t e xt s are ba se d on the sad story of a young ma n' s 

struggle with a d o mi ne er in g father, initiation into the f a t h e r s  

industrial empire, and in ce s t u o u s  love for his epileptic ha lf -s is te r, 

all of which i s related in a tone of hopeless resignation. La rg e 

sections of the te xt s are identical, although si gn if ic an t 

chronological a l te ra ti on s result in two radically di fferent

treatments of virtually identical material. It is hardly surprising, 

in the light of the a u t o bi og ra ph ic al impulse of the texts, to fi nd
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passages from "Ein Techniker" repr od uc ed in Die Kirschen der 

F r e i h e i t , while the tone of this early st or y is quite different from 

An de rs ch 's post-war writing. Stylistic uncertainties, above all the 

inconsistent n a r r a t i v e  instance, suggest that "Ein Techniker" was the 

earlier of the two versions of this text, and cert ai nl y the only one 

which could have been considered for p u bl ic at io n in thw Third Reich. 

Both tense and n a rr at iv e voice fluctuate, and the story spans a 

timescale fro« 1914 to the late 1930s. The pa ssages narr at ed in the 

first person are largely identical with pa rt s of "Schöne Epoche" 

(narrated entirely in the first person and set in the early 1930s), 

wh il e those in the third person relate the story of Albe rt Gradinger. 

"Albert" was the surname of An de rs ch 's first wife, and of the 

technical director (his brother-in-1aw) at the Leonar photographic 

works in Hamburg wh er e Ander sch was empl oy ed from 1937 <KF, pp. 

51-56). The fate of this half -J ew in an in creasingly anti-semitic 

society was the subject of the radio play "Biologie und Tennis" which 

Andersch wrote in 19 50 .28 Thomas Gradinger, a de viation from the 

familiar Werner Rott, was a ps eudonym which An dersch used when 

writing for the Amer ic an POW journal Der R u f (1945).

The setting is his na ti ve Munich, steeped in an atmosphere 

similar to that of "Skizze zu ei ne m jungen M a n n “ , the "Schöne Epoche" 

of the alternative title. This is treated with nost al gi a in "Ein 

Techniker", in w h ic h his father is de scribed as 'ein vollendeter Herr 

jener schönen Epoche, die nun blasser wird' (EG, p.78). In "Schöne 

Epoche" there is a note of b i tt er ne ss in the altered description 'ein 

vollendeter Herr jener schönen Epoche, die ich ha s s e ' . 2<* The 

attitude to his father is also more critical in this text, but the 

mutual antagonism between Ande rs ch and his father is the unmistakable
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source of both versions. The di sc re pa nc y between h i s  relationships 

with his father and mo th er is resolved here in their fictional 

divorce. His f a t h e r s  first wife is his own m o th er , a lady of 

fo rmidable dignity, w h i l e  his second wife is an a r ti st . The latter 

is introduced at first in "Ein Techniker" as "M a d a m e  C" (EG, p.76), 

and subsequently as Anna Caspary (EG, p.107). In "Sch ön e Epoche" she 

is consistently Ma da me C, in ac cordance with the co nv en ti on whereby 

not even Munich is ment io ne d by na me .30 in addition to the 

relationship with his parents, the oc cupation of h i s  entrepreneurial 

father in printing and ph otographic technology r e f l e c t s  Andersch's 

own work experience in the 1930s.

The autobiographical echoes in both texts are the same, but their 

treatment de mo ns tr at es a development in A n d e r s c h ' s  style. "Ein 

T e c h n i k e r “ relates the story of Albert Gradinger in a chronological 

sequence from ch ildhood to adulthood, while " S c h ö n e  Epoc he“ begins 

with the father's funeral and supplies d e ta il s about the family 

background in flashbacks. This indicates a mo re experimental

approach to narr at i v e , and i s accompanied b y ref 1ecti ons on

1 i ter ature, added to the text of "Schöne Epoche"..31 Indeed, the

addition of r e f l ec ti ve passages in the later text mirrors the

development of Die Kirs ch en der Freiheit from th e preliminary study 

"Flucht in Etrurien". For the first time in “ S c h ö n e  Epoche", the 

problem of the hi gh ly personal origins of l i t e r a t u r e  is addressed, 

which yield to the fundamental nature of the text as communication, a 

subject which is fully explored in the novel E f r a i m  (1967). Efraim 

also reveals the re vi si on of the initial third pe rs on narrative of 

his text, deciding, ’vielleicht ist unter allen Ma sk en , aus denen man 

wühlen kann, das Ich di e b e s t e ’ ( E F, p.287).
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The co ap ar is on of th es e two early texts also deaionstrates the 

adaptation of the text of "Ein T e c h n i k e r “ to incorporate M a rx is t and 

ps ychoanalytical refl ec ti on s in "Schöne Epoche" which f u nd am en ta ll y 

alter the ideological im plications of the text. The overall t o ne of 

"Ein Techniker" is one of ac quiescence and acceptance of the 

tradition into which one ha s been born. Albert is pres en te d as a 

tragic figure, given up to powers beyond his control, and le a r n i n g  to 

accept his fate with p a ss iv e resignation. Above all, the 

re nu nc ia ti on of his passion for Irene, his half-sister, r e ve al s their 

subjugation to the invi si bl e power of a social taboo. In "S ch ön e 

E p o c h e “ their re la ti on sh ip is terminated much less ambiguously, with 

the sister's violent death during an epileptic fit. The tone of the 

n a rr at iv e is much more critical, analysing their suffering in terms 

of social power structures and his unre so lv ed Oedipus complex. The 

Marxist arguments employed are evidently the intellectual legacy of a 

past political commitment, now regarded with nostalgic detachment.

A central instance of th is altered perspective is seen in the 

account of his father's entrepreneurial success, which is a t t r i b u t e d  

in "Schöne Epoche" to capi ta li st ex pl oi ta ti on of the wo rk fo rc e, in 

conventional Marxist terms. In "Ein Tech ni ke r“ , ho wever, the 

subjugation of the work fo rc e is presented with the inev it ab il it y of a 

feudal system. The n a i v e  si mp li ci ty of his employees and the 

craf ts ma n' s pride in technological advance are stressed in this text, 

rather than the cynical ex pl oi ta ti on of labour. Hence the fa th er is 

seen as a traditional, pa te rn al is ti c employer, whose au thority in the 

eyes of his son is il l- de fi ne d but absolute: 'Dem Kinde war die 

mä chtige ferne Figur ei ne hi er ar ch is eh e Erscheinung, eine Auto ri tä t, 

die jenseits von Recht und Unrecht stand ' (EG, p.51>. This co nt r a s t s
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wi th the image of the bull yi ng c a p i t a l i s t s  attitude to his workforce 

in " S ch ön e Epoche": ‘Er beut et e sie aus, wie er al le s ausgebeutet 

hat, w a s  iha in den Weg kam und fUr sein Werk taugte' (SE, p.55).

Altogether the vocabulary used to describe his father's power in 

"Ein Techniker" is emotive and mystical, in terms such as Dämonie', 

'Gewalt', 'Bann', 'Verzauberung' and 'Urkraft'. - This terminology 

c o n f o r m s  to the pr ev ai li ng irrationalism of National Socialist 

p r op ag an da , as d o es the impo rt an ce attributed to 'Blut' in the power 

w h ic h his father exerts: 'Vielleicht sind es ge he im ni sv ol le Bande, 

die ihn an das Blut des Va te rs ketten, das er sich dunkel und 

r ü u s c h e n d  vorstellt, schwerer und feuriger strömend als das seine?' 

(EG, p p . 64-65). Albert re co g n i z e s  the same my st er io us power in his 

i n c e s t u o u s  love for Irene, realizing 'dap ihn auch in seiner 

H i n n e i g u n g  zu Irene das dunk le Bluterbe des Vaters in seinen Bann 

g e s c h l a g e n  hatte' (EG, p.137). In view of the dreadful connotations 

w h i c h  became attached to the term Blutschande' in the Third Reich, 

the source of this incest th em e may plausibly be assumed to be 

A n d e r s c h ' s  first marr ia ge to the half-Jewess Angelika Albert.

No  such suggestions of elemental powers cloud the clear analysis 

of t h e  narrator's ' Vat-er -Komp 1 ex ' in "Schöne Epoche". Also omitted 

fr om the later text is the noti on of a rediscovered Heimat' in the 

n o r d i c  atmosphere of Hamburg, the struggle of the heroic individual, 

and the role of racial puri ty in personal development. The last, and 

most strikingly blatant adop ti on of ideologically loaded terminology 

is introduced in co nn ec ti on with Albert's friend Georg, whose 

a c a d e m i c  success is ex plained in racial terms: ’Albert liebte ihn 

w e g e n  seiner pr ob le ml os en Sachlichkeit <...), wegen seines 

e i n g eb or en en Fleißes, dieses Er bteils einer gesunden, ungebrochenen
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Rasse' (EG, p.56). J u st as this is edited out of "Schöne Epoche", so 

the Jewish ancestry of his father's second wife is not present in 

"Ein Techniker". T h is accounts for the al te ra ti on of the sister's 

name fro«» the G a l l i c  "Irene" in the earlier text to "Consuelo", 

attributed in the later version to her moth er 's Sephardic Jewish 

origins (SE, p.48).

In the turmoil of his desire for Irene, Albe rt 's su ffering is

presented as a p o s i t i v e  experience: 'Dennoch mögen wir das tiefere

LebensgefUhl nicht missen, das uns der Schmerz gibt' (EG, p.128). In

the only physical d e sc ri pt io n of Albert, he is clearly marked as a

tragic individual, 'zum Leiden ausersehen' (EG, p.145). His dilemma

over Irene comes to a head when she visits him in Hamburg and he

wrestles with his co ns c i e n c e  before making a physical advance:

Was ist S c h u l d ?  Sie trägt mich in jenes Land, in dem ich 
einsam bin mit meiner Tat, die nur ich allein tun konnte. 
Ich will si e auf mich nehmen, denn lieber will ich die 
Freiheit mit dem Verbrechen teilen, als die Gefangenschaft 
mit der We i s h e i t  (EG, p.140).

This almost Fa us ti an defiance has little to do with the post-war 

Sartrean d e ci si on is m of Die Kirschen der Freiheit, in which th er e is 

no guilt a s s o ci at ed with existential choice. It does, however, 

coincide with the frequent association of freedom and aesthetic 

ex perience with g u i l t  or betrayal in Andersch's later work.

Another st r i k i n g  di ff er en ce between "Ein Techniker" and 

Andersch's po st-war writings is found in the account of Albert's 

military service. The war in ques ti on is the First World War, but 

there can be l i t t l e  doubt that Andersch was drawing on hi s own 

experiences of a c t i v e  service in 1940-41 and 1943-44. Albert 

volunteers for m i l i t a r y  service for reasons of patriotism, not as an 

escape from his do mi ne er in g father, as in "Schöne Epoche". The
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de piction of hero is m in the tren ch es st an ds in startling co nt ra st to

An de rs ch 's later atti tu de to all things Military, as d o es his

po sitive ev al u a t i o n  of ’Ka a e r a d s c h a f t  ' as a source of strength: Die

Ka me ra ds ch af t der Mens ch en be rü hr t ihn ait den Schw in ge n eines

Mächtigen Engels, dessen Wehen sie a l l e  noch trägt, als sie dann in

die Nacht hi naustreten, s c h w e i g e n d  und bereit' (£6, p.85).

Coaparison w i th a passage from Die Kirs ch en der Freiheit r e ve al s a

quite d i ff er en t attitude to c o a r a d e s h i p :

Sie hingen mir me terlang z u a  Hals heraus, die so ge na nn te n 
Ka me ra de n. Sie kotzten mich regelrecht an. Das s c h l im ms te an 
ihnen war, daß sie immer da waren. Ka me ra ds ch af t - das 
be de ut et e, daß man ni em al s al le in war. Kame ra ds ch af t hieß, 
daß man niemals eine Tür hi nt er sich zuaachen und allein 
sein konnte ( K F, p.63).

Moreover, this re jection of his fe ll ow soldiers after the war is

in part ju stified by residual lo y a l t y  to his co mr ad es in the

Communist Party, although there is l i t t l e  evidence of this elsewhere.

Indeed, the two texts "Ein T e c h ni ke r" and "Schöne Epoche" co ul d be

seen as r e p r es en ti ng the two p o l e s  of An de rs ch 's political

sympathies, the mutually e x cl us iv e so li da ri ty with the 'Kameraden'

and with the Genossen' re s p e c t i v e l y .  The im pl ic at io n in Die

Kirschen der Freiheit is that the f o r m e r  had never existed, there is

none of the nost al gi a for the s o l d i e r s  who shared his life in the

trenches as in "Ein Techniker":

Nocheinmal Ub erfällt s e i n e  Seele das ve rtraute B i ld der 
Sc hü tz en gr äb en , dieser g e o r d n e t e n  und a s ke ti sc he n Welt 
in mitten des Chaos der Z e r s t ö r u n g  und Heimweh nach ihr ist 
es, die ihn die Welt, die v o r  ihm liegt, das Leben in einer 
b i n d un gs lo se n Menge, das er  nun führen wird, als sinnlos 
empf in de n läßt (£6, p.92>.

This finds ec ho es in the text of "Hei mat f r o n t ", when We rn er Rott 

vo lunteers for active service o n  the Italian front be c a u s e  he 

perceives the war as his de stiny: Meine einzige Heimat ist der
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Krieg. Das habe ich jetzt e n dl ic h begriffen. Ich m u ß  in den Krieg 

hi ne in Mie in ein Heer. Hich treiben lassen in ihn, n i e  eine Planke,

ei ne Planke von einem g e su nk en en Schiff '. 52 Another feature which

“Ein Techniker" and “H e i m a t f r o n t " have in common, but is absent from

the later "Schöne Epoche" is the awareness of be au ty in scenes of

de at h and destruction, a familiar feature of f asc i st rhet or ic. The

desc ri pt io n of an expl od in g shell as a 's c hi mm er nd e Himmelsblume' 

(EG, p .9i), and of the act of throwing a grenade '»it einer be in ah e 

zierlichen Handbewegung' (EG, p.88) effectively divorces these 

actions from their human co ns eq ue nc es in a way which would have been 

unth in ka bl e after the war.

An important theme in bo th “Ein Te ch n i k e r “ and “ Schö ne Epoche" is 

that of the dangers inherent in unbridled tech no lo gi ca l advance. In 

"Schöne E p o c h e “ , tech no lo gy is presented as th e machinery of 

capitalism, used in the pe rp et ra ti on of crimes ag a i n s t  the working 

classes. In the last chap te r of "Ein Techniker", technology and 

industrial work proc es se s are seen as organic p h e n om en a, making them 

at once more mysterious and threatening. The h u m a n  agents of the 

world of industry and co m m e r c e  are like the blood pu l s i n g  through the 

veins of an immense or ganism, passively serving a pu r p o s e  over which 

it has no control (EG, p.143). Albert's pe rc ep ti on of the chemical 

pr ocesses of photography is also that of living ma tt er , which takes 

on symbolic si gn if ic an ce as he reflects on the tragedy of human 

existence! 'Für Albert war da s Silber nicht tote Mate ri e, sondern ein 

lebendiges Wesen, in w e lc he m der Wille zum T r a g is ch en lebte, zu jener 

Tragik, die aus der A u sl ie fe ru ng an frem de M S c b t e  e n ts te ht’ (EG, 

p .151). This analogy for ma n' s lack of free will w o u l d  of cour se be 

anathema to the e x is te nt ia li st message of Die Ki r s c h e n  der F r e i h e i t ,
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in which such sy mbolism is rejected as an inauthentic appr oa ch to 

sc ie nc e <KE, pp .52-55). In the earlier text, howe ve r, the 

qu ic ks il ve r appears to of fe r a veiled Metaphor for the Germ an na ti on 

under National Socialism, the im potence of the people be in g due to 

the escalation of technological advance. A clear c o nt ra st can be  

seen between this ne g a t i v e  attitude to te ch no lo gy and the po s i t i v e  

vi ew presented in the p r o - Am er ic an text written in U S -c ap ti vi ty in 

1944, "Amerikaner - Er st er Eindruck", in wh ic h Andersch p a ys t r ib ut e 

to the technological s u p e ri or it y of the USA in the w a r . 33

However, Albert's v i e w  of the future of mankind is fu n d a m e n t a l l y  

optimistic. He op p o s e s  to the vision of man ensl av ed to the 

technological machine th e organic notion of the s y nt he si s of die 

(...) Maschinen und Ap pa ra te ', with the Ge he im ni ss en der Natur' (EG, 

p.158). The death of Al be rt at the end of “Ein Techniker", when he 

is run over by a car, seems to be the fulfilment of a tragic 

existence, not an ar bi t r a r y  or accidental death. Mo reover, he is 

seen by his friend Georg as belonging to an elite, h e av il y co lo ur ed 

by the National Socialist ' F ü hr erp r i n z i p ': 'So lebt auf de m Gipfel 

des Wissens eine offene und geheime Führerschaft, die, vom In stinkt 

des Blutes oder der S e e l e  getrieben, die Kr af t aufgebracht hat, d u rc h 

di e Schale hi nd ur ch zu st oß en , welc he der re in e Geist um das Le be n 

zieht' (EG, p p . 159-160). This is clea rl y no purely in te ll ec tu al 

elite, and shows once m o r e  the i r ra ti on al is m of Andersch's writ in g at 

this time, which was su pp re ss ed on ly te mp or ar il y after the war, to 

reem er ge in his in cr ea si ng ly ph en om en ol og ic al stance of the 1960s and 

1970s. In the light of th is observation, closer attention should be 

drawn to the treatment of perception and of art, pa rt ic ul ar ly in “Ein 

Techniker", which in many ways pres ag es Andersch's p h i l os op hi ca l
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stance in later years.

The proc es se s of printing and phot og ra ph y provide a co n t e x t  for 

the expl or at io n of aesthetic perception, in addition to their 

autobiographical si gnificance. In the first chapter of "Ein 

Techniker" Albert r e ca ll s his ch ildhood impressions of his f a t h e r s  

workshops: 'Dort sog er mit der Luft e i ne Erregung ein, die alle 

seine Em pf in du ng en weckte, und alle Dinge umgaben ihn da mit dem Reiz 

des Geheimnisses' (£G, p.45>. The same reaction is re c o r d e d  in 

"Schöne E p o c h e “ , this time at tr ib ut ed to the narrator's ha lf -s is te r, 

Consuelo, whose uncritical, se nsuous encounter with the sc ientific 

processes is identical to that of the ch il d in the earlier text. In 

his fa ther's la bo ra to ri es Albert had been initiated into the 

mysterious world of light, which ap pe ar s to the c h il d to have 

mi ra cu lo us properties: 'Es mußte wohl immer zuerst ein ganz klarer, 

sinnlich faßbarer Ei ndruck da sein, bevor man ein Wund er wittert' 

(£6, p . 48-49).

The im pr es si on s of the child in “Ein Techniker" are th os e of the 

artist Cons ue lo in "Schöne Epoche", but in the latter text the 

narrator dist an ce s himself from her, detecting an e l em en t of 

inhumanity in her di sregard for the world of work and the lives of 

those involved in the processes of production. By su bm i t t i n g  the 

artist's mode of pe rc ep ti on to Marxist criticism, he c o n f r o n t s  the 

dilemma of mu tually ex clusive loyalties which re ap p e a r s  in later 

Franz Kien stories; to the object of his inclination and to the 

political ideology he upholds. This critical angle is ab se nt from 

"Ein T e c h n i k e r ” , in which the aesthetic perception of re a l i t y  is that 

of a child, and thus morally irreproachable. Ev en in "Schöne 

Epoche", however, the inhumanity of the artist's view is r a t i on al iz ed
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with r e f e r e n c e  to ab stract art, in wh ic h the fi nished product is also 

divorced f r o a  any social cont ex t, and yet it ho ld s a sensuous 

f a s c in at io n. The c h il dl ik e and the aesthetic aodes of perception are 

siatply p r e s e n t e d  as an imme di at e encounter with phenomena, suspending 

their f a m i l i a r i t y  and re ndering them once more my st er io us and 

aston i sh i n g  .

An e x t e n s i o n  of this notion of aesthetic perc ep ti on can be seen

in the f i g u r e  of the e n t r e p r e n e u r i a  1 father, wh os e commercial success

is me re ly th e tangible e x pr es si on of his creative urge:

A b e r  nicht nur der Trieb, Reichtum zu erwerben, lenkte sein 
Ha n d e l n  in d i e s e  Richtung, sondern ein natürlicher Hang zu 
si nnlicher Wahr ne hm un g, der ihn eine Sache erst dann gewiß 
s e in ließ, w e n n  er sie schaubar, gr eifbar und ihr anfänglich 
n u r  re to rtenhaftes Dasein zu dem ei ne s in viele Beziehungen 
ve rflochtenen K ö rp er s g e ma ch t hatte (EC, p.73, SE, p.61).

In s p i t e  of the c r i t i c i s m  of his father, there is also an

u n m i s t a k a b l e  admiration of his genius, a quality which has little to

do with fo rm al education: 'Alles - und es ist sehr viel, was er

vo ll b r a c h t  hat - kommt aus der M i t t e  seines eigenen Wesens heraus,

aus dem K e r n ,  der wie ein G e he im ni s in ihn einges ch lo ss en ist. Er

braucht k e in e andere Grun dl ag e als die, welche ihm die Natur

m i t g e g e b e n  hat' (EC, p.61>. Just as Ande rs ch be lieved himself

de stined t o  become a writer, the father's cr ea ti vi ty is seen as a

n o n - s p e c i f i c  vital force, which fi nd s its outlet in ph ot og ra ph y and

prin ti ng technology, but could h a ve found ex pr es si on in any number of

ways. A l s o  in the e a rl ie r text, Irene's artistic talent is linked to

her f a t h e r ' s  creativity in the terms, so wu rd e sie, di e Tochter, zur

Tr ägerin d e s  väterlichen G e n i e - E r b e s ’ (EC, p.138). She is presented

as a c o m b i n a t i o n  of e t h e n a l  p u r i t y  and ascetic dedication. She

unites a mystical n o t i o n  of w o ma nh oo d with that of the artist's
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priest-like fu nction. Genius in a woman e x cl ud es her thre at en in g 

sexual nature, r e q u i r i n g  'ein Gefäß von sc hw eb en de r R e in he it und 

Du rc h s i c h t i g k e i t ' (EG, p p . 135-136). When w o r k i n g  on a c a n v a s  she is 

seen to be ‘völlig in ihre Arbeit versenkt; di e quoll aus ei ne m ihr 

unbewußten Trieb' (EG, p.135). It is an easy tr ansition from this 

cult of genius to  the phenomenological v i ew of art as primary 

expression, that is, as the authentic e x p r es si on of the artist's 

experience of r e al it y.

The l a n d sc ap es of Paris and Munich p r ov id e the co n t e x t  for 

aesthetic r e f l e c t i o n s  in "Ein Techniker". M u n i c h  is c h ar ac te ri re d by 

die gleichmäßige Wä ss er ig ke it der Atmosphäre (EG, p.45), which is 

developed in this t e xt into a no ti on of 'Heimat'i 'Hier, in dem fein 

verdunstenden Duft n a c h  Nässe oder Reif fand se in e Seele ein Klima, 

das ihr zur Heimat wu rd e, zu jener Heimat, die ihm die Elte rn nicht 

geben konnten, ein Kl im a, das er darum viele Ja hr e später, als sein 

Weg ihn nach Ha m b u r g  führte, stau ne nd wie ein Hei mgekehr ter begrtißen 

sollte' (EG, p.45). This co ng en ia li ty is e v id en tl y a pr o p e r t y  of the 

landscape itself, w h i l e  it co ul d be in te rp re te d a l so as an 

ideological He i m a t ' ,  and a re tu rn to A l be rt 's nordic origins. In 

terms of A n d e rs ch 's later work, the notion of 'Atmosphäre' as the 

prerequisite for art is clearly prefigured here. The arti st Anna

Caspary, Irene's mo t h e r ,  discovered Im pr es si on is m in P a r i s  and was 

drawn to it b e c a u s e  of p r ec is el y this qualityi 'Sie liebte das 

Atmosphärische, j e n e s  Element, da s sich zw i s c h e n  das Innen und Außen 

der Dinge drängt, d a s  die Grenzen verwischt oder aufl eu ch te n läßt, in 

dem Licht und F a r b e  verschmelzen' (EG, p .112)•

Andersch r e g a r d e d  'Atmosphäre' as an essential comp on en t of 

Impressionist p a i n t i n g ,  writing in I960» 'Ein Gang durch den Jeu de
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Pause ist eine Berllhrung eit de« B e g r i f f  der At mo sp hä re als der Haut 

der Poesie. Poesie ist GefUhl d e r  Ferne, oder sie ist k e i n e ' . 3 * 

Indeed, in the life of Anna C a s p a r y ,  art is an inspiration to travel, 

to see new landscapes which will, in turn, be transformed i n t o  art* 

'Ihr Hunger zu sehen trieb sie i m m e r  wieder auf au sg ed eh nt e Reisen, 

deren Ergebnisse rasch einen K r e i s  begeisterter Li ebhaber fanden' 

(EG, p . 113 >. Her studies of b i r d s ,  in particular, are n o t e d  for 

their outstanding empathy, 'die V e r s e n k u n g  in di e Seele de s fremden 

Geschöpfs' (EG, p p . 113-114). W h i l e  French Impressionism had revealed 

to her the miraculous p r op er ti es of light, n o wh er e pa ra ll el ed in the 

German tradition, she is c a r e f u l  not to sacrifice the tangible 

qualities of phenomena to the m y r i a d  effects of light. Her aesthetic 

ideal is modelled on the work of a past lovers 'Jener h a t t e  (...) 

keine Geisterwesen geschaffen, s o n d e r n  nur das Inventar der Welt auf 

neue Weise sichtbar gemacht, und a u c h  diesen ging es n i ch t um die 

Verführung durch Illusionen' (EG, p . 113). The implied c r i t i c i s m  of 

Impressionism is based on the s a m e  criteria as that of Mer 1 e a u - P o n t y , 

whose interest was not in the m e r e  reproduction of light's illusions, 

but in the revelation of how it affe ct s our pe rception of reality. 

His admiration for Cézanne was b a s e d  on prec is el y this q u al it y of 

portraying a world 'auf neue W e i s e  sichtbar gemacht'.

The personal si gnificance of Pa ri s for Albert is as the sc en e of 

his meetings with Irene, so that names such as A r g e n t e u i l  and 

Versailles take on magical e v o c a t i v e  power: 'Diese Or te be s a ß e n  im 

Klang ihres Namens die M a ch t tiefer Ve rzauberung fUr ihn' (EG, 

p.132). Even the colours of P a r i s  call up memories of t i m e s  spent 

with h e n  Der Himmel eines A b e n d s  in Passy wehte g o l d f a r b e n  durch 

seine Erinnerung und zerstob an d e m  Grau der Louvr etr e p p e , auf der
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sie ia He rabsteigen oftm al s ihren Ara in den seinen g e sc ho be n hatte' 

(EG, p.133). Irene's paintings, however, in contrast to t h o s e  of her 

mother, are disturbing Expr es si on is t canv as se s« ‘Eine S e el e wa r es, 

die hier in die äußeren Dinge Ub er st rö at e u n d  sie zu G e hä us en innerer 

E r l e b n i s s e  machte (...) Die Bilder Madame C . s  waren erfüllt vo n  der 

Seele der Natur; aber in denen ihrer Tochter spiegelte sich d i e  Natur 

einer Seele' (EG, p p . 116-117). Intere st in gl y, in "S ch ön e E p o c h e ” 

this cont ra st is seen as the natural ex pr e s s i o n  of two ir re c o n c i  1 ab 1e 

ge ne ra ti on s, 'das reine kö stliche Sein der s c hö ne n Pein tu re g e g e n  das 

g e s p a n n t e  Bewußtsein der neuen Tafeln' (SE, p.80). In th e  earlier 

text a critical di stance is ma in ta in ed to w a r d s  Ex p r e s s i o n i s t  art 

(which is, after all, the product of psyc ho lo gi ca l a b n o r m a l i t y  in 

Irene), in accordance with official co ndemnation of such 

non- re pr es en ta ti on al art. In later years also, Andersch ex pressed 

re se r v a t i o n s  about the Ex pr es si on is t pa in t e r s ,  on the g r o u n d s  that 

they sa cr if ic ed the al l-important qu al it y of Atmosphäre' in the 

o v e r - i nt el 1ectualism of their art.^5

In the final chapter of "Ein T e c h n i k e r “ , Albert has h i s  own 

p h ot og ra ph ic factory and refl ec ts on h i s  past, d i v i d i n g  his 

e x p e r i e n c e  into two clear categories: the straightfor wa rd encounter 

with th e world of things, and the pr o b l e m a t i c  re l a t i o n s h i p s  with 

people:

In diese sind wir verstrickt und verloren, wä hr en d jene uns 
mit der Form und der Konsistenz de r Dinge ve rtraut macht, so 
daß wir sie in manchen Stunden g e n i e ß e n  können, als läge die 
Schöpfung an ihrem ersten Tao ausgebreitet vor unseren 
entzückten Blicken (EG, p.14 8) .^ ®

This b e ar s striking rese mb la nc e to the ph en om en ol og ic al ideal of 

r e ca pt ur in g the wonder of our first e n c o u n t e r  with the wo rl d, and 

thus of the pre-ref 1ective ex pe ri en ce of r e al it y. When im m e r s e d  in
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scientific work Albert feels 'hingegeben, liebend, fr ei ' (EG, p.154),

and familiarity with the materials which he m a n i p u l a t e s  in no way

de creases his sense of wonder: 'Je heftiger er s i ch mit der Natur

dieses be so nd er en Stof fe s Cq uicksi1v e r 3 b e sc hä ft ig te , umso

wunderbarer erschien er i h m ’ (EG, p.150). T h is pr ef ig ur es the

de sc ri pt io n in Die K i rs ch en der Freiheit of A n d e r s c h ' s  work in the

Leonar We rk e in H a mb ur g 1937-1940 (KF, p.52ff.). In the later work

Andersch di stances hi ms el f from the symbolic i n te rp re ta ti on of

sc ientific processes, but in "Ein Techniker", t h e  quicksilver

re pr es en ts the hu ma n consciousness. Thus p h o t o g r a p h y  becomes a

metaphor for perc ep ti on , in which the powers of r e a s o n  and analysis

are devalued in favour of a pre-conscious grasp of re ality:

In den Er ge bn is se n, welche das Silber als Tr äg er des Abbilds 
lieferte, s p i e g e l t e  sich zugleich dite Un zu l ä n g l i c h k e i t  alles 
bewußten Aufnehmens: seine Farb lo si gk ei t enthielt den 
Hinweis, d a ß vi elleicht auch in unseren D e nk bi ld er n alles
u n v o ll st än di g ge zeichnet wird, weil un s für eine
vo ll st än di ge Wi ed er ga be bestimmte Orga ne fehlen; heil und 
ganz sind wir, so dachte Albert, nur im r e in en , unbewußten 
Sein, wenn wir uns der Hand des Gärtners ü b er la ss en , die uns 
be sc hn ei de n oder verwildern lassen mag (EG, p.152).

This demonstrates, w i th its astonishing advocacy of pa ssive, stoical

acceptance, one of the tendencies inherent in a phenomenological

stance. It is a d e t e r m i n i s m  based on intuition and on  the inadequacy

of rational, co ns c i o u s  thought, borne out in the la st lines of the

story when Albert is run over by a car while his f r i e n d  Georg looks

on. In a passage w h ic h might have served as a model for the story

"Ein Liebhaber des H a l b sc ha tt en s" (1963), Georg e x p e r i e n c e s  a kind of

agnosia which af fl ic ts him with the incomp re he nd in g inaction of a

n i gh tm ar e vision:

In di es em Au ge nb li ck taucht in seiner Pu pi ll e wie ein 
Schemen der Sc hatten eines Automobils auf, sehr weit davon 
scheint Al be rt zu gehen und zu gehen, a l s  ob er niemals
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damit aufhören wollte, und Georg begreift fast nicht, warua 
sich eit einem Haie alles in ihe vor Entsetzen zusaeeenzieht 
(EG, p.161).

In his analysis of National Socialist tendencies in publications 

of the immediate post-war years, Volker Wehdeking points to der 

Ir ra ti on al isaus einer d e u t s c h - m a r t i a l e n , go ttgewollten “Se nd un g“ ' , 

and eine vitalistische P h il os op hi e appellierend an da s “Fa us ti sc he 

Ti ef e“ in deutschen M e n s c h e n ' In the tragic figure of Albert 

Gradinger, it is tempting to see the evid en ce of this in Andersch's 

wartime writing, notably amended in the reworked "Schöne E p o c h e “. It 

is also interesting that the text which conf or ms more closely to the 

ideological line of National So cialism is also that which is more 

open to phenomenological in t e r p r e t a t i o n . This is further evidence of 

the inherently conservative, irrationalist stance of th e 

phenomenological world-view, but also points to a strand of 

continuity in An de rs ch 's work from the National Socialist years 

through to that of the 1960s and 1970s.

FrMuleln Christine (1948)

In contrast to the stories in the volume Erinnerte G e s t a l t e n , this is 

one of the first texts in which Andersch looks back to life in t h e  

Third Reich from the outside, that is, from US captivity as a 

prisoner of war. It was pu blished under the pseudonym Anton H i nd is ch 

in the US Ruf (15 Ju ne 1945>, and re flects the need for s e l f ­

justification and c l a r if ic at io n of his opposition to the Hitl er 

regime. The story depicts two aspects of anti-fascist Germany, t h e  

liberal Groß bU rg e r tun repr es en te d by Christine's father, and t h e  

proletarian resistance, in the figure of Werner Rott. The triangular
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aspiring writer, Werner, reveals political and intellectual tensions 

aris in g under National Socialism. The autobiographical references to 

Wern er 's 'frllhere fü hrende Stellung in der Jugendbewegung' and to his 

fear of Ge st ap o surveillance suff ic e to produce the intended 

recognition. However, as this story is clearly set at a tiae when 

th e regime is alre ad y well established in Geraany, Andersch is here 

re lo ca ti ng his fears of suspicion and arre st of 1933 in a later phase 

of his life, when he had actually r e no un ce d all political activisa. 

Moreover, the reas on for Werner's arrest is not siaply affiliation 

with the Communist Party, but the s u b v er si ve nature of his literary 

compositions. The association with Barlach re inforces this 

impression, wh il e ma nu sc ri pt s now a v ai la bl e reveal that Andersch's 

own writing at this time conformed to the ideological exigencies of 

the day.

On another level, and in view of the fact that Andersch takes up 

the name "Witte" again for his ac ademic protagonist in "Ein Liebhaber 

des Halbschattens", both Rott and Wi tt e could be seen to contain 

conflicting a s pe ct s of Andersch's own experience: the autodidactic 

strivings of a fr us tr at ed intellectual and the political activisa of 

a would-be re vo lu ti on ar y. An de r s c h ' s  attitude to the acadeaic 

establishment was often self-c on sc io us ly defensive, but in the story 

of Lothar Wi tt e the acadeaic alter ego becomes the protagonist, 

toraented by the aemory of ac qu ie sc en ce under the National Socialist 

regime. In "Früulein Christine", Dr. Witte, an 'Anwalt der neuen 

Ansichten', c o mp ro mi se s his moral integrity by co nforming to 

prevailing views, and thereby gaining pr oaotion in the hierarchy of 

Munich University. Andersch d e m o ns tr at es in the conflicting
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characters d i l e m m a s  which faced all Germans in his position in the 

Third Reich, w h i l e  incorporating personal ex pe r i e n c e  in such a way as 

to suggest c o n s i s t e n t  literary and political op po s i t i o n  to National 

Soc i al i sir.

The story is set in the Munich of An de r s c h ' s  youth, but it is a 

co lourless ba c k d r o p ,  not the evocative land sc ap e of earlier texts. 

Significantly, for Christine, freedom is lo ca te d beyond the 

boundaries of th e German Reich in Switzerland. W h en attempting to 

divert the co n v e r s a t i o n  with Wi tt e away from the co ntroversial topic 

of Barlach, sh e talks about Lake Zurich: 'Es ist wunderbar, am 

Limmatkai zu st eh en und mit den Augen im Ge bi rg e s p az ie re n zu gehen. 

Um die alten Zunfthäuser ist immer der le ic ht e Be rgwind. Ich glaube, 

daß die S c h w e i z e r  deshalb so freie, he i t e r e  Mens ch en s i n d . 38 She 

had been c a p t i v a t e d  by the Barlach figures in the Zu ri ch art gallery, 

firstly by das braune Licht des Holzes' and then by the life which 

emanated from them. Clearly, in this text, aest he ti c appreciation is 

only poss ib le o u t s i d e  the German Reich.

Jahre in Zügen (1946)

A further p r o d u c t  of Andersch's imprisonment in the US A is also one 

of the few a c c o u n t s  of his wartime experience. It appeared in the 

second e d it io n of the post-war publication Der R u f , and portrays both 

the plight of th e common 'Landser' and the constant upheaval of the 

war years, later described by Andersch as me in e unab lä ss ig en und 

endlosen F a h r t e n  aus weit entfernten Ge ge nd en De ut sc hl an ds , in denen 

ich mich je w e i l s  als Handlungsreisender oder Sold at aufhielt (...) 

Jahre in Z U g e n ' . 39 The dream-like a t m o sp he re of train journeys
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through the night was first e v o k e d  by an early poem, which bears the 

same ti tl e and also ends with t h e  acoustic image of the train as 

me tallener B a u m ' . 40 In the p r o s e  sketch, a group of unfortunate 

co ns cr ip ts is d e pi ct ed in a r a i l w a y  carriage, including the familiar 

ar ti st -f ig ur e Werner Rott. H o we ve r, identification does not stop 

here, for the text could be seen as a comp os it e sei f-por trai t , 

recalling in each character some aspect of An de rs ch 's own experience.

Ma t t h i a s  D . , der mit sein en zwanzig Jahren eher wie ein 

si ebzehnjähriger aussah', b e a r s  some re se mb la nc e to the youthful 

Werner of "Erste Ausfahrt", with his prudish immaturity and ascetic 

ideal of physical and moral pu ri ty . Yet, like Werner, his harsh 

disc ip li ne is dist ur be d by the gr o w i n g  aw areness of unknown sensuous 

pleasures: Er ha tt e hinter der Schärfe seines reinen Wollens die

bunte, v i el fä lt ig e Bühne des L e b e n s  er bl i c k t ' . 41 He volunteers for 

active serv ic e in 1943 in o r d e r  to esca pe from the monotony of 

barracks routine. This c o r r e s p o n d s  to A n de rs ch 's own impatience with 

army life in the reserves, d o c u m e n t e d  in a letter to his mother dated 

6 De cember 1943: 'In Siegen habe ich noch keine Stunde Dienst

gemacht, sondern warte immer n o c h  auf me in e endgültige Einteilung. 

Hoff en tl ic h erfolgt sie bald, d e n n  diese Be sc hä ftigungslosigkeit in 

eiskalten Ka se rn en (...) ist sc he uß li ch er als D i en st '.4 ^ Flight from 

boredom is a re current theme in Andersch's autobiographical work, as 

a ju st if ic at io n for Da ndyism in “ Skizze zu ei ne m jungen M a n n “ , as the 

back gr ou nd to “Erste Au sf a h r t "  and the Franz Kien story "Alte 

P e r i p h e r i e “ (1963), and in the pi ct ur e of hi s childhood home in Die 

Kirschen der Freiheit.

Ha ns -G ün th er M . , the wealthy merc ha nt 's son expresses his 

response to the strictures of a r my life in a satirical individualism»
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Mangel an individueller Frei he it Mar die w i r k l i c h e  Entbehrung, die

er trug, und sie druckte ihn schwerer als die Droh un g des Verlustes

seiner Ge sundheit (...) Um dieses ge istigen D r u c k s  Willen ha ßt e er

auch das System aut en t s c h l o s s e n e  Art'. Ro be rt M. , like Andersch,

has been in the army ot oc cu p a t i o n  in France, and is also «arried

with a child. In their « u t e d  co nv er sa ti on s t h er e are memories of a

brothel in Lille, which re a p p e a r s  in the dr ea ms of Pastor Helander in

Sans ibar oder der letzte Grunds

Und doch beginnt dieser Traum immer mit einer Erinnerung, 
mit der Er in ne ru ng an ein Hotel, ein Zimmer, eine Straße in 
Lille, in dem ich ein paar Wochen g e w o h n t  habe, (...) ehe 
sie mir den Ma rs ch be fe hl zum E r s a t z t r u p p e n t e i 1 gaben (...) 
Das Hotel in L i l l e  hatte sich in s e i n e  Träume eingenistet, 
die Tr os tl os ig ke it von Lille, die Bo rd el is tr ap en , durch die 
er einmal ge g a n g e n  war, in de ne n di e Fr ontsoldaten und 
Etappe ns ch we in e in Schlangen vor den H ä us er n a n s t an de n.43

Erich G. is a model for the Erich of “F l u c h t  in Etrurien", with 

his reizende Freundin' and his co nt em pl at io n of desertion. Ernst 

M . , the same age as Andersch, has led a trades union youth 

or ganisation and been in co nc en tr at io n camp, and the di scussion of 

the bombing of Hamburg to u c h e s  on a subject c l o s e  to Andersch, whose 

mo ther's home was d e st ro ye d in the Al li ed raids. The figure of 

Werner Rott is treated h e r e  with some ironic dist an ce , suggesting his 

intellectual arrogance as well as his ’h o h e  Geisteskraft' and 

'sinnliche Begabung'. The reference to a so uthern Italian town, 

'deren Fa rbigkeit vom w e i ß e n  Staub der Ve rn ic ht un g, der tödlichen 

Gefahr Uberpudert war', is re cognizable from th e similar description 

in "Amerikaner - Erster Eind ru ck " as Anzio, w h e r e  Andersch spent some 

days in American capt iv it y before being t r a n s p o r t e d  to POW camp in 

the USA (f£, p.189). T h us many aspects of A n d e r s c h ' s  experience are 

brought together in this on e text, where th ey are universalized as
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that of a wh ol e ge ne ra ti on caught up in a senseless war.

Even duri ng active military se rvice, Andersch's letters to his 

•other reveal a continuing s e ns it iv it y to the natural landscape. 

Fro« De nm ar k he writes to.her: Die KU st e ist he rrlich jetzt ia

ersten FrUhling. Han möchte a u s s te ig en und wandern. Aber »an muß 

wieder in den ve rd am mt en Zwang z u r U c k ' . 44 This was a land sc ap e as 

yet almost unto uc he d by the war, and o n e  which inspired An de rs ch to 

write, as seen in one of his earliest co nt ri bu ti on s to the US  Ruf, 

"F rU h l i n g s l a n d s c h a f t e n " , which juxt ap os es a description of spring in 

Denmark 1944 and in Louisiana 1 9 4 5 . These short pr os e sketches

reveal A n de rs ch in a stylistic t r a n s i t i o n  phase, casting off the

nature my st i c i s m  of his earlier pr os e in favour of greater c l ar it y of 

expression and a precise attention to colour. Yet ce rt ai n images 

persist fr om his early descriptive sket ch es of the North German 

landscape, mark in g a certain co nt in ui ty through this de velopment. In 

the d e s c r i p t i o n  of an old farmhouse en t i t l e d  "Spätnachmittag in der 

Marsch" (dated 18 November 1939; see note 18) we read

'd u r c h s i c h t i g e r , silbergrauer Rauch windet sich aus dem Kamin in den 

Himmel, der sich wie eine Glocke Uber die Welt wölbt'. The later 

desc ri pt io n of "Louisiana 1945“ takes up this image in more dynamic, 

but still r e c o g n i z a b l e  forms 'Wenn der HUgel sich senkt, ist die 

Ferne da nn wieder Wald, diesmal weit er weg gerückt. Manchmal von 

Regen verhängt, der wie eine r i e s i g e  Wasserglocke Uber das Land

fällt, e i ne von Ge wittern du rc ht ön te Flut'.

The l a nd sc ap e as a principle of p e r m a n e n c e  amidst the turmoil of 

human hi s t o r y  ap pe ar s in the "T ag eb uc hb la tt aus der Eifel" which 

appeared under the ps eudonym Thomas G r ad in ge r in the US Ru f of 8/9 

July 1945. In th is recollection of a visit to Gisela in Winterspelt
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in the autuan of 1943, the an xi et y of this time hangs like an 

impending stör» over the Eifel, as ex pr e s s e d  in the ca nv as on which 

6isela works: 'Das Bild geriet u n e r wa rt et ge wi tt er ig , wurde zu« 

Abbild e i n e r  Landschaft in deren A b s e it ig ke it eine fremde Bedrohung 

ei ng eb ro ch en ist'. However, conteaip 1 ati on of the land sc ap e and the 

resi li en ce of the in digenous farming po pu la ti on fills him with 

optimism:

Das Land selbst ist un zer s t ö r b a r , die H ü ge lb er ge unter den 
schweren W o l k e n h i « « e l n , di e wilden, tr ockenen G i n s t e r h a l d e n , 
von denen aus man in die u n e n d l i c h e  Flut der Hä ng e und Täler 
blickt, die verlassenen Kraterseen. Und der Bauer wird 
überleben. Er wird das g e s c h u n d e n e  Haus wi ed er au fr ic ht en in 
seiner kunstlosen Weise, F e ld st ei n an Fe ldstein.

These are under st a n d a b 1y ap olitical landscapes, the inhabitants 

of which are the victias, not the su pp or te rs of National SocialisM 

and the war. The apologetic natu re of this pi ct ur e of Germany is 

combined with a forward-1ooking op timism, based not on social or 

political solutions to his c o u n t r y ' s  devastation, but on the 

p e r m an en ce of the landscape and the re si li en ce of th os e who live in 

harmony w i th it.

Heimatfront (1946)

There is co nsiderable uncertainty as to the date of composition of 

this stor y, but it is clear that pa rt s of it were co nceived as early 

as 1 9 4 2 / 4 3 . 46 Again, autobiographical details are wo ve n into a tale 

of love and conspiracy in a way wh ic h sugg es ts a co nsistently 

oppositional stance in the Third Reich. The as piring writer, Werner 

Rott is a reluctant soldier and an unde rg ro un d courier in the 

St au ff en be rg plot. Thus Andersch's own illegal acti vi ty as a KPD
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cour ie r in 1933 (KF, p.40) acquires ne« and dramatic significance, 

and he lends credence to the claiax 'Hein ganz kleiner privater 20. 

Juli fand be r e i t s  am 6. Juni statt' ( K F , p.74). However, W e r n e r s  

fading c o m i tment to the co ns pi ra cy and his preaonition of a Geraan 

de fe at c a u s e  him to volunteer for acti ve service on the Italian 

front. His past political activisa and frustration with the routine 

of aray life are based on truth, wh il e the involveaent in the plot to 

kill Hitler is pure fiction: Alles Quatsch. Diese Verschwörung ist 

ganz lä ch er li ch , und wir werden früher oder später geschnappt. Warua 

tue ich dann ait? Vi el le ic ht einfach aus Lang ew ei le ? Oder weil ich 

neine, d i e s e n  nutzlosen Le be n irgendeinen Sinn geben zu a ü s s e n ' (FE, 

p .19). Alth ou gh disi ll us io ne d and de te ra in ed to abandon the 

cons pi ra cy , he is aware of the guilt incurred by not facing up to the 

en ea y w i th in , as suggested by the title and his coaaanding o f f i c e r s  

challenge: Ihre Front ist hier' (FE, p.91).

When p a ss in g through Cologne on what he has decided will be his 

last u n d e r g r o u n d  aission, Werner calls at the ho us e of a girlfriend, 

the artist Nina. When he finds that she is not there, his dileaaa is 

u n d e r l i n e d  by  a flashback to the co ns piratorial ataosphere of his 

vi si ts to her, when they would listen to jazz in the privacy of her 

apartaent. This section of "Heiaa tfront" is based on an earlier 

text, "Der Terrassen Morg en oder V a ri at io ne n Uber eine zerbrochene 

S c h a l l p l a t t e "  and was ulti aa te ly publ is he d under the title "Cadenza 

Finale" in 1958.47 In the earliest version the autobiographical 

s i g n i f i c a n c e  of these ae et in gs during the war is the aost obvious. 

The artist is named Cordula, Gisela Ande rs ch 's daughter by her first 

aa rriage, w h i l e  the son, Stefan, is p r es um ab ly modelled on G i s e l a s  

son, Peter. Wehdeking po in ts to 'der noch an Kästner und Kabarett
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an ge l e h n t e  ironische Pl au de rt on und das betont de« Leser zu ge wa nd te 

Zu ge st än dn is ans Triviale in F e u i 11etonsgeschmack der Zeit' and 

poin ts to the lack of social connent in both of the earlier 

v e r s i o n s . 48 However, in the di sc us si on of art, the narrator in this 

early text acknowledges his debt to a specifically German literary 

tr adition. Having quoted Stefan 6eorge, he tells Cordula: 'Weißt du, 

ich glaube, ich stehe doch ziemlich in der Traditio n '.49 This 

c o n v er sa ti on is omitted from the text of "Heimat front", but taken up 

again in “Cadenza Finale" when he qu ot es George as a purely 

p r ov oc at iv e gesture: Wi de rs pr uc h ist alles. George-Zitat war

E i nb ru ch aus einer fremden Welt. Wollte das. Wollte Ärgernis erregen. 

Nich ts langweiliger als Üb ereinstimmung' (GL, p.74). The at mo sp he re 

of po litical opposition is most explicit in this version: 'Redeten

über Literatur. Politisch war alles klar unter uns' (GL, p.73). In 

the tw o earlier texts, the woman is a painter and sculptress, like 

Gi se la Andersch, while in "C adenza Finale" she becomes a musician, 

and her opposition to the re gi me is expr es se d in her love of the 

f o rb id de n composers Hi ndemith, Schönberg, Bartdk, and the merely 

unerwünschte' Ravel, Debussy, Franck and Czerny. Echoes of Sartrean 

en ga ge me nt ' also set this version apart from its p r e d e c e s s o r s , as 

when the narrator asserts: St ra vi ns ky ist die kalte, arti st is ch e

Aktion' (GL, p.71>. In th is s t y l is ti ca ll y more mature text, the 

suff oc at in g at mosphere of war is also e x pr es se d in images which could 

be d e ri ve d from Sartre, 'lauter Räume o h ne Ausgang. Ein Krieg ohne 

T U r ' (GL, p. 78).

The imagery in “Hei mat f r o n t " is more akin to Andersch's earlier 

work, containing echoes of "Ein Techniker" in the lines: 'Ich bin 

dies er Welt nicht mehr gewachsen. Ich bin ihr nicht mehr ge wachsen,
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weil ich in ihr lebe wie ein Ei, ohne A u s g a n g  aus «eine« Ich in die 

Welt' (F£, p.55). The feeling of untapped potential and despair is 

not as pr onounced in the final version, w h e r e  the e m p h a s i s  is on 

po litical opposition, not artistic se lf-expression. In " H e i m a t f r o n t " 

Werner sees the war as his destiny, an d wishes to b e  actively 

in volved in the unfolding of history. This is by no me an s identical 

to the longing of the demobbed Albert Gr ad i n g e r  of "Ein Techniker" 

for the order and solidarity of the tr enches. Nevertheless, civilian 

life appears 'sinnlos' for Albert Gr a d i n g e r  (EG, p p . 91-92), and 

Werner Rott's solution to the s e n s el es sn es s of his life is to throw 

himself into active combat.

On the train to Cologne, Werner m e e t s  Anna, an ex -Communist 

G e st ap o informer, whose brief is to deliver Werner into th e hands of 

the authorities. She has already d e c i d e d  not to c a r r y  out her 

mission, but to go and live with her mother in the country until the 

war is over. He challenges this escapist attitude: 'Bilden Sie sich 

wi rk li ch ein, Sie könnten sich ganz in Ihr Ich, in Ihre geheimen 

Ge da nk en verschließen? Aber ich glaube Ih ne n das nicht. Si e sind ja 

nicht allein auf der Welt' (FE, p.35). He is, however, unconvinced 

by his own words, reflecting 'Frauen konn te n, wenn sie schl au waren 

und GlUck hatten, sich einen Ausweg aus dieser Welt schaffen. In 

d i e s e m  Jahrhundert war es besser, eine F r au zu sein' (FE, p.34). 

Just as Gisela found refuge in Wi nt er sp el t during the war, the artist 

Nina goes to the country to paint when sh e is not in Cologne, a 

th ou gh t which captures Werner's imagination! Mann müßte von hier aus 

ins Land hineingehen können, einfach verschwinden, spurlos' (FE, 

p .54). This notion of women as so me ho w more self-sufficient and 

freer than m e n , in that they are a b l e  to resist political
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i n v o l v e m e n t ,  is one which r e a p p e a r s  in An de rs ch 's f i gu re s Melanie 

(“E i n  Liebhaber des H a l b s c h a t t e n s " > and Kä th e (U i nterspe 11 ). It 

r e f l e c t s  a lack of awareness of women's political and historical 

r o l e .  What he sees as the w o ma n' s freedom is her lack of involvement 

in historical forces, which is m e r e l y  a hangover from a time when 

w o m e n  had no political freedom whatsoever. His view of w o m e n  is not 

s i g n i f i c a n t l y  mo re realistic t h an that promoted by the National 

S o c i a l i s t  state with its i d e a li sa ti on of motherhood.

The atmosphere of Cologne, w h e r e  he had come to k n ow Nina, is 

e m o t i o n a l l y  charged even in her absence. It is misty and overcast on

h i s  arrival: 'Das gehört dazu, da ch te er. Ich habe Kö ln mit Nina

z u s a m m e n  nie anders erlebt als in dieser diesigen, wattigen Luft. Die 

is t immer um uns gewesen, wie e i n e  große, unbestimmte Zärtlichkeit' 

(Ff, p.45). This atmosphere is equally important in "Cadenza

F i n a l e " ,  although expressed in An de r s c h ' s  eliptical, ma tu re r style: 

D a s  Wetter war kalt, grau. Ne b l i g e  Luft, Watteluft, z ä rt li ch Luft, 

z ä r t l i c h e  west li ch e Nina-Luft' (GL, p.69). This shows the

de v e l o p m e n t  of a style which se ek s new formulas to d e sc ri be the

f a m i l i a r ,  revealing its unique, personal significance. As Werner 

s t u d i e s  Anna in the railway co mpartment, trying to defi ne her 

a t t r a c t i v e  qu alities, he re j e c t s  the term 'sex appeal' as an 

i n a d e q u a t e  desi gn at io n of the po»*er of re co gn it io n which d r aw s people 

to ge t h e r :  ‘Aber irgend etwas hat dich aufgerufen, irgend etwas, das 

d i e  Frau an sich hatte. (...) Sex Appeal, sagt man. Es gibt ja für 

a l l e s  Worte, Begriffe. Aber sie hauen nicht hin' (Ff, p.27).

A n d e r s c h  later developed the theo ry that sex appeal in a woman was 

a n a l o g o u s  with 'Atmosphäre' in art, writing in 1960: 'Atmosphäre

s p i e l t  in der Kunst die Rolle de s Zaubers, der bei der Fr au als Sex
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um eine jener Eigens ch af te n, die nicht erwo rb en werden können. Ein 

Kunstwerk, e i n e  Frau, haben Sex Appeal, oder sie ha be n ihn n i c h t ’.®® 

In his clumsy a t te mp t to st ri ke up a mean in gf ul co nversation with 

her, instead of the 'Übliches Eisenb ah ng es ch wä tz 1943', he attempts 

to share with h e r  his ap pr ec ia ti on of the l a nd sc ap e through which 

they are t r a v el li ng . The incomprehending r e s p o n s e  which this elicits 

comes as a b i t t e r  disappointment to him: 'Kindischer Blödsinn war 

das, so etwas e i n e m  kleinen Mädchen beibringen zu wollen' (FE, p .31>. 

This passage h a s  been taken to be an ironic i n st an ce of Andersch's 

distancing h i m s e l f  from a youthful n a t u r e - R o m a n t i c i s m . W h i l e  a 

degree of i r o n y  may be intended, the im po rt an ce of the landscape to 

the young W e r n e r  Rott should not be di smissed out of hand.

One l a n d s c a p e  which does not feature in “He i m a t f r o n t ", but is 

present in b o t h  of the other versions, is that of Northern France, 

where Werner Rott (and Andersch) had se rv ed in the army of 

occupation. In the earlier version, he writes: 'Ich kann 

No rd fr an kr ei ch nicht vergessen, das große , s c hw ei ge nd e Land mit den 

unendlichen S t r a ß e n  und den derben zw ei rä di ge n Ba uernkarren darauf, 

mit den hohen St ro hk up pe ln auf den Feldern. Die Ruinen in Ar ra s und 

Cambrai , das "Metropol" in Lille, Brllssel , der 6 r o o t e  Markt'.®^ This 

description, somewhat abridged in "Cadenza Fi n a l e "  is significant as 

one of the f e w  references in Andersch's w o rk to this period of 

military s e r v i c e  in France. Yet it appears to be  a landscape which 

made a deep im pr es si on on him, no doubt havi ng some bearing on his 

fascination w i t h  France and French thought after the war.

In the c o n t e x t  of Wern er 's view of Colo gn e, the non-convergence 

of political and aesthetic freedom becomes a central problem. As he
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co nt em pl at es the city with i t s  churches, he considers the effect of 

the war on this appreciation: 'Köln ist e i n e  düstere Stadt, an gefüllt 

■it den be drohlichen dunklen Ma ss en dieser Kirchen. I« Frie de n wäre 

• ir das zauberhaft vo r g e k o a a e n ' .  In wartime, however 'die 

ar chitektonischen St il e w a r e n  «ir völlig egal. Die ganze 

Kunstg es ch ic ht e konnte «ir p l ö t z l i c h  ge s t o h l e n  bleiben' (FF, p.57). 

Nevertheless, after his b r ie f encounter w i th Anna, the sight of the 

burning city after an air r a i d  fills him with ex hilaration: 'Er 

dachte: Es ist herrlich s c h ö n  hier. D i es e Brände. Der Nachthimmel 

darüber. Die Qualawolken. D i e  ganze St ad t ist ein Brandopfer. Die 

ganze Stadt fährt gen Hi mm el . Und ich g e he in den Krieg' (FE, p.85). 

Aesthetic appreciation is c l e a r l y  not de p e n d e n t  on political freedom, 

but can be divorced from th e social c o n s eq ue nc es of war.

Amerikaner - Erster E i nd ru ck (1944)

This " B er ic ht“ , written w h i l e  Andersch wa s a PON at the end of the 

war and po sthumously p u b l i s h e d  in t h e  volume Flucht in Et rurien 

(1981) is a fascinating a c c o u n t  of his first days in US c a p t i v i t y .

It is notable for its va gu e r e fe re nc e to  the publication of "Erste 

Ausfahrt", its contrast in s t y l e  from t h is earlier text, and for the 

po sitive portrayal of his Amer ic an ca ptors. Thus it illu st ra te s 

Andersch's sensitivity to p r e v a i l i n g  ta st es and the n e ce ss it y for a 

writer in his position to em phasize his op position to the German 

regime after the war. T h e s e  co ns id er at io ns call into qu e s t i o n  the 

authenticity of this "R ep o r t a g e " ,  which can usefully be co m p a r e d  with 

an alternative, f i c t i o n a l i z e d  account of the same ev en ts enti tl ed 

"Beziehungen in Babylon" ( 1 9 6 1 ).54
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This later account depicts, instead of desertion, his arrest by 

Polish troops who force hie under in te r rogation to betray the 

position of his division before turning h i e  over to the Americans. 

In US captivity, he is suspicious of d e se rt er s and is haunted by 

guilt for betraying his 'Kumpels' to t h e  Poles. In "Amerikaner 

Erster E i n d r u c k “ there is a coeplete i d e a li sa ti on of the American 

forces, finding expression in his i m a g e  of North America as an 

untamed, natural landscape, ein K o n t i n e n t ,  der sich noch Wildheit 

und un ve rbrauchtes Leben bewahrt hat' <F£, p -177). He emphasizes 

that he was neither brutally in te rr og at ed , nor forced to betray the 

position of his division. Even the t e ch no lo gi ca l superiority of the 

American troops is cast in a positive l i g h t ,  as a protector of man 

from the worst face of war <FE, p.186). However, t h er e is not the 

vehement rejection of ‘Ka m e r a d s c h a f t 1 found in Die Kirschen der 

F r e i h e i t , as he recalls his fellow s o l d i e r s  with a certain regret. 

While it does not glorify ‘Ka me radschaft* as much as “Ein Techniker", 

this text is still tinged with the p a t h o s  of captivity, of which 

An dersch's writing had been totally p u r g e d  by 1952.

An exchange with an American army o f f i c e r  reveals the extent to 

which Nationalist propaganda had c o l o u r e d  his perc ep ti on of the USA 

as a predatory power, fighting an im p e r i a l i s t  war. Yet he also makes 

a plea for his own compatriots an d the conflict of loyalties

engendered by the war on two fronts. S i g n if ic an tl y, when shown the 

text of "Erste Ausfahrt", the officer m a k e s  no comment on the content 

of the story, merely remarking t h at the German idea of the

‘Feuilleton* is unknown in the States. It is also interesting that 

the implications of having published in Germany during the war were

not sufficiently clear to Andersch at this time to merit greater
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di sc re ti on about his literary activities. The so be r, documentary 

st yl e of the R e po rt ag e stands in stark contrast to t h at of the volume 

Erin ne rt e Ge stalten , reverting to the terse, j o u r n a l i s t i c  tone of 

his work on the Communist Heue Zeitung. Ne v e r t h e l e s s  there is a 

thematic cont in ui ty underlying the formal contrast.

Just as the Germans were engaged in two battles, in which the 

en em ie s did not coincide, the non-convergence of d i f f e r e n t  forms of 

freedom is again illustrated here. Andersch re al iz es w i t h  surprise 

that aesthetic appreciation of the beauties of Rome a n d  a feeling of 

safety and we ll -b ei ng co incide with the most c o mp le te re nu nc ia ti on of 

freedom as a pr isoner of war. An early draft of t h i s  part of the 

text appeared in the US Ru f on 15 May 1945 en t i t l e d  "Abschied von 

R o m “ , and evokes previous visits to the city. In pa rticular he 

re members the church at Cosmedin, and ar chitecture is seen as the 

repo si to ry of the spirit of a landscape, in this c a s e  the European 

landscape which he is about to leave: In solchen S c h r e i n e n  liegt die

Seel e Europas verschlossen' (Ff,, p p .187 -1 88 ». As he is driven

through the streets of Rome in a mi 1i tary veh i c 1e , he is able to

reflect on this new perspective on the city. Yet for all the

stylistic cont ra st s with earlier texts, the f u n d a m e n t a l  mode of 

perc ep ti on rema in s largely unaltered, as he c o n s i d e r s  the order 

created by art within the chaos of human history: 'Ich begriff ihre 

Un ze rs tö rb ar ke it und nahm sie hin, als Gruß und g e h e i m e s  Zeichen 

jener Erde, von der ich nun geschieden war' (f£, p . 1 8 8 ) .  The same 

idea of the landscapes's role in perception a p p e a r s  in his 

desc ri pt io n of the portal to the courtyard in K l os te r Andechs, which 

is ein my st is ch es Zeichen unter der leeren W a n d ' ("Erste 

A u s f a h r t "/ “Se chzehnjähriger al le in” , EC, p.168).
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1944 re pr es en te d a parting fro* the tr adition in Mhich A n d e r s c h  

had his literary or igins, but the natu re of his aesthetic p e r c e p t i o n  

of the world did not change as fundamentally as has hith er to b e e n  

a s s u m e d .

Die Kirschen der Fr eiheit (1952)

In this autobiographical novel, the necessity for p o l i t i c a l  

ex on er at io n is comb in ed with a new approach to a u t o b i o g r a p h y , 

cond it io ne d by the vogue for French ex is te nt ia li st th ou gh t and 

li te ra tu re in G e rm an y after the war. In 'das Land, in d e m  die 

Mensch en re ch te fo rm ul ie rt wurden', An dersch re co gn iz ed as e a r l y  as 

1946 a new brand of existentialist thought, an ex citing new 

literature and the most genuine democratic as pi ra ti on s in E u r o p e .  

Indeed, there has been little acknow le dg em en t of the role p l a y e d  by 

Fran ce in the sh ap in g of An dersch's view of youth as Euro pe 's h o pe 

for the future. In the plays of Jean Anouilh, he sees y o u t h

po rtrayed as 'unbedingtes Streben nach Wahrheit, G e r e c h t i g k e i t ,  

Ehre', and as the tragic victims of the mistakes of an ol de r 

g e n e r a t i o n . ^  In an unpublished ap preciation of Anouilh he d e f e n d s  

the dramatist against charges of ne o- fa sc is t tendencies, w h il e 

de fining his main theme as eine Predigt der U n b e di ng th ei t, der 

K o m p r o m i ß l o s i g k e i t , der Verachtung aller Toleranz, der Absage an die 

We isheit des Alters, des Appells an die Jugend, für die R e i n h e i t  

ihres Wollens einzusetzen' (sic.).5Ä

In his post-war journalism, An dersch presents all p r o g r e s s i v e  and 

innovative forces in Europe as the achievement of youth, le a v i n g  

behi nd the sense of resignation which pe rvades the stories of Wern er
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Ro tt and Albert 6r adinger. In its place was the sozialistischer 

Hu aa ni sa us ' of wh ic h he writ es in Der Ru f in 1946, the principal aiss 

of which were fr ee do m and social j u st ic e. ^7 The particular appeal of 

F r e n c h  E x is te nt ia li sm was the po ss ib il it y of rehabilitating the 

inte gr it y of a wh ol e generation: ’Be sonders Sartre und die jungen 

Kä mp fe r aus der " r é s i s t a n c e “ fordern diese Übereinstimmung von Tat 

und Gedanken, di e bruc hl os e Existenz'."*8 In view of his growing 

s c e p ti ci sm about American 're-education', Andersch proposed instead 

for the youth of Germany 'die Wa ndlung als eigene L e i s t u n g ' . This 

c o rr es po nd s to the view of his own development reflected in Die 

Kirs ch en der F r e i h e i t , when the years of waiting and fruitless 

in trospection are brought to an end by the decisive act of desertion 

in 1944. With its emphasis on se lf -d et er mi na ti on and existential 

choice, its debt to S a r t r e s  ph il os op hy is clear, and its

au th en ti ci ty as auto bi og ra ph y relativized. Moreover, the existence 

of an al te rn at iv e narr at iv e of desertion, "Flucht in Etrurien", 

publ is he d two ye ar s before the novel, offers fascinating insight into 

the literary c o n s eq ue nc es of Sartrean Existe nt ia li sm in Andersch's 

w o r k . 40

While "Flucht in Etrurien" is a fictionalized account with Werner 

Ro tt as its pr otagonist, Die Kirschen der Freiheit is a first-person 

narrative, subt it le d "Ein B e r i c h t “ and has been widely assumed to be 

a definitive au to bi og ra ph ic al source. The public debate provoked by 

its appearance in 1952 was almost ce rtainly due to the combination of 

the book's confessional na tu re and its attack on the twin pillars of 

German militarism, co mr ad es hi p and the mi litary oath, during the 

ra pi d escalation of the Cold W a r . 6 * The reception of the two texts 

indicates clea rl y the de gr ee of personal au thenticity attributed to
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Die Kirs chen der Freiheit, as co nt ra st ed w i th the story of Werner 

Rott's desertion. Comparison of the " B e r i c h t “ with the "Erzählung" 

eight ther ef or e be expected to throw s o me light on the criteria 

distinguishing au tobiography from fiction, but the following study 

will reveal that both are located in a gr ey area in which their 

relative auth en ti ci ty is difficult to as ce rt ai n.

As indicated above, recent bi og ra ph ic al discoveries have 

underlined the necessity for a critical re ap pr ai sa l of Die Kirschen 

der F r e i h e i t , re vealing that the se lective na rrative strategy often 

obscures rather than illuminates the truth. It is now clear, for

example, that An dersch is concerned to p r es en t the text as a literary 

début, which e n ta il s suppressing all no t i o n s  of previous literary 

activity. Thus there is no indication, ot he r than a brief allusion 

to striking t e xt il e workers in Augsburg ( K F , p.45), that this was the 

subject of hi s first publication as a young Communist in 1931. 

Neither is t h er e any mention of his li te ra ry ambitions in the Third 

Reich, his unsuccessful application to join the Reic hsschrift- 

tueskaawer in 1943, nor of the p u bl ic at io n of "Erste Ausfahrt" in 

April 1944. He  did nothing to clarify crit ic al confusion as to the 

identity of the 1 Dr Herzfeld* who was his mentor, nor does the 

"Bericht" co n t a i n  any reference to his first marriage. Indeed, the 

intentional n a t u r e  of this omission is cl ea r from the way in which he 

obscures his rela ti on sh ip with Albert , the half-Jewish technical 

director of the Leonar Werke in H a m b u r g  <KF, p.52ff.). These 

examples would alone suffice to urge a m o re circumspect approach to 

Die Kirschen der Frei heit as au to biography, but it is also important 

to consider the problems raised by the b o o k ' s  philosophical content.
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In hi s study of autobiography, Roy Pascal makes th e point that 

the auto bi og ra ph y altogether is not an appropriate m e a n s  to urge the 

obje ct iv e truth of a doct ri ne '.62 The principal aim of au tobiography 

should be to reproduce the sense of di scovery w h ic h co n v e y s  an 

un de rs ta nd in g of the feel of life, the feel of l i vi ng '.63 An dersch's 

autobiographical "B ericht“ fails to satisfy t h is criterion, 

p r es en ti ng the decision to desert from the Uehrtacht as his first 

existential choice, and the turning point in a life of in au th en ti ci ty 

('mauvaise foi'). Indeed, the originality of the work, as recognized 

at the time of publication, was its co mb in at io n of autobiography, 

caustic political comment and metaphysical sp eculation. Klaus R. 

Scherpe emphasizes the latter elements, describing it as ein Buch 

der Be ha up tu ng von Freiheit im Namen der W i d e r s t a n d s p h i l o s p h i e  des 

Ex istentialismus, die den individuellen Akt der Sei bst Verantwortung 

und der freien Entscheidung ausz ei ch ne t' .64

Th is raises the question of the effect of the me ta ph ys ic al aspect 

of the book on its status as autobiography, and of w h e t h e r  motivation 

and sign if ic an ce can be interpreted re tr os pe ct iv el y in the light of 

su bs eq ue nt philosophical insights. This is cert ai nl y suggested by 

the statement! 'Mein Buch hat lediglich die Aufgabe, darzustellen, 

daß ich, einem un sichtbaren Kurs folgend, in e i n e m  bestimmten 

Auge nb li ck die Tat gewählt habe, die mein em Leben S i n n  verlieh und 

von da an zur Achse wurde, um die sich das Rad me in es Seins dreht' 

<KF, p .71). Moreover, there is a fundamental d i s c r e p a n c y  between 

this ai m and the philosophical stance which he adopts. This results 

in a conflict between the literary theory expounded and the narrative 

s t ru ct ur e employed, not encountered else wh er e in A n d e r s c h ' s  work.

S a r t r e  wrestled with the same problem when tr yi ng to reconcile
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the novel fore with his co mm it me nt to huaan freedom, in the trilogy 

Les Ch e m i n s  de la Liberté (1945-1949). His notion of littérature 

engagée' requ ir es a s t y l e  which affords the aa xi au a possible freedoa 

to the read er , thus n e ce ss ar il y reje ct in g the teleological narr at iv e 

of the ni n e t e e n t h - c e n t u r y  realist novel. The prob le m of achieving a 

no n- ma nlpu 1 ative na r r a t i v e  fora is c o a p ou nd ed for Andersch by his 

in co mp le te coaaitaent to the Sartrean p h i l os op hy of contingency, and 

his c o n c e r n  to show an early p r e d is po si ti on to literature wh il e 

p r e s er vi ng an an ti -d et er ai nistic ex is te nt ia li st stance. The 

se lf -c on sc io us ne ss of th e na rrative sugg es ts an awareness of this 

conflict, but fails to resolve the unde rl yi ng foraal and th ematic 

incoapat ibi 1 ity.

The entire second half of the novel ("Die Fahnenflucht") is 

co ncerned with the mo ti v a t i o n  and ju st if ic at io n of desertion, but 

A n de rs ch 's awareness of the problematic n a t u r e  of this process is 

seen t h r o ug ho ut the text in qu alifying fo ra ul at io ns such as: 'Kein 

Gedanke daran, daß ich das alles so üb er le gt e, wie ich es jetzt 

nieder schreibe, als ich damals die Kolo nn e an mir vorbeifahren sah' 

(KF, p . 71 ) ; Ich habe damals, wie ich schon sagte, nicht an den Eid 

gedacht' <KF, p .113); and 'hätte ich da ma ls gewußt, was ich he ut e 

weiß' <KF, p.122). In seeming contra di ct io n, however, is his 

indignant insistence that his behaviour was always p h i l os op hi ca ll y 

c o n s is te nt and based on rational insights: 'Ich aber war stolz auf 

meinen d i e  Unters ch ei du ng en mit leiden sc ha ft li ch er Kälte tref fe nd en 

Kopf' ( K F , p.25), ich ha tt e die bessere Ei ns ch ät zu ng der Lage' <KF, 

p.67), 'ich zog a l so aus «einer p o l i ti sc he n Situation die 

Ko ns eq ue nz en ' (KF, p p . 73-74), and 'ich, obwohl nur ein "einzelner 

Soldat", besaß "solch hohe Ei nsicht" samt da zugehöriger
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metaph ys is ch er als auch rationaler V e r a nt wo rt un g (...) Ich hatte 

be sc hl os se n, da vo nz ul au fe n. Es war e i n e  klare Sache' <KF, p.74). The 

implication is that even his i n s t in ct iv e reactions had a consistent 

metaphysical basis, even if full intellectual understanding only 

followed afterwards.

Nowh er e does An d e r s c h  attempt to fo rmulate this duality, nor to 

dist in gu is h more c l ea rl y between what h e  understood at the time and 

his subsequent insights. The pr ob le m wi th which he is faced has its 

roots in Sart re 's philosophy. W e r e  he desc ri bi ng a mystical 

e x p e ri en ce or r e li gi ou s conversion, t h er e would be no conflict in 

po rt ra yi ng a d e ve lo pm en t from ir ra ti on al r e sp on se s to reflected 

co nvictions. As he is de sc ri bi ng the acquisition of a rationalistic, 

an ti -d et er mi ni st ic ph ilosophical stan ce , he has to show his decisibns 

to have been the a u th en ti c outcome of existential choice. There is 

again a co nflict b e tw ee n the unfo ld in g scenario of a development and 

the in si st en ce that moments of in t e n s e  awareness alone determine 

o n e ‘s identi t y .

The fact that Ande rs ch of fe rs a variety of reasons for his 

dese rt io n shows that he himself was a w ar e of the ov er-simplification 

involved in a purely philosophical argument. The motivating forces 

include residual l o ya lt y to his Co mmunist comrades, political 

re jection of the c o nc ep t of un co nd it io na l s u r r e n d e r , fear of dying a 

futile death, and an ill-defined 'A n a r c h i e - G e f U h 1 <KF, p.72). Yet 

the o v e r wh el mi ng ly Sa r t r e a n  tone is un mi st ak ab le , with its challenge 

to traditional valu es and concern for the freedom of the reader. 

Above all, the only ge n u i n e  freedom re co gn iz ed is that experienced in 

the moment of c o m p l e t e l y  au to no mo us decision, based on personally 

defined values. The co nstant di al e c t i c  of the alternating forces of
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en vironmental ci rc um st an ce s and free wi ll dictates that freedom is 

never m o re than a momentary ex pe ri en ce . Hence An de rs ch 's claim, 

un de rl in ed by the anticipation of c a p t i v i t y  immediately after his 

de sertion: Mein Buch hat nur eine Au fgabe: einen e i nz ig en Augenblick

der F r ei he it zu b e s c h r e i b e n ’ (KF, p.84). In accordance with Sartre's 

literary theory he denies any di d a c t i c  purpose: Ich werde es

h o ff en tl ic h stets ablehnen, Menschen üb er ze ug en zu wollen. Man kann 

nur versuchen, ihnen die M ö gl ic hk ei te n zu zeigen, aus denen sie 

wählen können ( K F , p.71).

An de rs ch was well aware of the implications of such a style, 

praising Sart re 's successful demo ns tr at io n of his theory in Les 

Mouches: Sart re lesend empfand ich das Gefühl von einer

hera nn ah en de n Veränderung. Ihr Wesen ko nn te ich nicht erkennen. Aber 

wie habe ich, den dritten Akt der Flie ge n lesend, d a r u m  gebangt, daß 

Sartre in ihm die Tat des Orest zurücknehmen würde, dap Orest 

überwältigt wü rd e von den göttlichen Argumenten J u p i te rs '.65 The 

impression gi ve n is one of a situ at io n in which the outcome is 

de pendent enti re ly on individual de ci si on s, in no way pr e- de te rm in ed. 

This cann ot be said of Die Kirs ch en de r F r ei he it, in which the very 

su b- he ad in g “Der unsichtbare Kurs" c a r r i e s  with it the implication of 

an in ev it ab le causal chain of events. The decision to desert is 

shown to have infused not only his future, but also his past life 

with me aning, as suggested by the im ag e of the hub in the wheel of 

his existence. While ex pounding all the basic te ne ts of Sartre's 

theory of literature, he contravenes t h em in prac ti ce by writing a 

highly polemical work. It is un do ub te dl y the success of his 

pe rs ua si ve st yl e which has led so many critics to approach the 

remainder of An dersch s work with o n ly this philosophical framework
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in Mind, whereas it should only be seen as a provisional and partial 

in te rpretation of his life.

The third main reason for ex amining th e status of Die Kirschen 

der Freiheit as au tobiography is the e x is te nc e of t h e  alternative 

text, “Flucht in E t ru ri en“ , w h ic h is actually much mo re r epresentat i ve 

of Ande rs ch 's au tobiographical writing. The co n c e r n  to make a 

comp le te break with the past is symbolized on a lite ra ry level in the 

novel by the final parting w i th ‘W e r n e r 1 , the soldier who does not 

acco mp an y the narrator on his solitary desertion. It is the first 

time that Andersch does not seek id en ti fi ca ti on with this figure, and 

after “Flucht in E t r u r i e n “ he never ag ai n used this cipher for 

himself: 'Wir hatten uns ni ch t die Hand gegeben, aber solange er 

nicht um die Biegung war, dr eh te er sich immer wieder um und wink te 

mir zu. Ich winkte ihm nach <...) Eine bl aß e Figur, dies er Werner, in 

meinem Buch und in Leben. Ich entsinne m i ch seiner nur noch schwach'

< KF  , p . 9 9 ) .

However, after Die Kirs ch en der Frei he it An de rs ch reverted to 

third person narrative in th e au tobiographical Franz Kien stories, 

which relate isolated inci de nt s at crucial moments of his life. 

Indeed, far from being an indicator of authenticity, the first pe rs on 

n a rr at iv e is an ef fective rhetorical device; the elision of the 

subject throughout the novel, until the last section “Die Wildnis", 

rein fo rc es the philosophical message. -His youth is presented as a 

quest for identity, c u lm in at in g in the d e ci si on wh ic h establishes the 

* I ch‘ . The altered c h r o n o l o g y  of events, anti ci pa ti ng ca ptivity 

before the act of dese rt io n, e m p h as iz es in formal terms the 

tr an si en ce of the e x pe ri en ce of freedom, while ma ki ng it the climax 

of the book: 'Aus dem Nu der Freiheit - ich wiederhole: niemals kann
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F r e i h e i t  in un se re « Leben länger dauern als ein paar Atemzüge lang, 

a b er fUr sie leben wir aus ih« allein g e wi nn en wir die Härte des 

Be wußtseins, die sich gegen das Schicksal wendet und neues Schicksal 

s e tz t <KF, p.126).

Unlike Die Kirschen der F r e i h e i t , "F l u c h t  in Etrurien" focusses 

on the few days and nights preceding t h i s  experience of freedom, 

wi t h o u t  reference to his past life. It depicts Werner Rott in

si tu a t i o n s  which raise the qu estions la te r analysed in the second 

part of the novel, such as loyalty to the troops, the breaking of the 

m i l i t a r y  oath and the metaphysical fear en gendered by a senseless 

war. In place of del i ber at i one on the noti on of ' Kamer adschaf t *■' , 

We rn er is seen trying to persuade his f e l l o w  soldiers Alex and Erich 

to desert with him. The co nclusion re a c h e d  in Die Kirschen that such 

a de cision must be made independently, is vindicated in “Flucht in 

E t r u r i e n “ by Erich's reluctance and ac ci d e n t a l  death. His sn akebite 

ca n be seen to correspond to the m e t a p h o r i c a l  ' Sc hl angenblick' of Die 

K i r s c h e n , which holds the Germans in it s power (KF, p.27, p.38,

p.101). While the decision to remain in t h e  army is dismissed as a 

form of '«auvaise foi' ( d a s  Bei m - Ha uf en -B l e i b e n ', p.100) in the

novel, in “Flucht in E t r u r i e n “ there is m o r e  sympathetic treatment of 

Alex, who refuses to desert with W e r n e r  (FE, p - 111). The main 

di ff e r e n c e  is between a literary ex p l o r a t i o n  of desertion in the 

earl ie r version, and the attempt in D i e Kirschen der Frei heit to 

b u il d this into the story of a life, r e f l ec ti ng the eschatological

cl i m a t e  of the time. The formal d i f f e r e n c e s  are due mainly to the

d e si re in 1952 to emulate Sartre s p h i l o s o p h y  in a less ma ni pu la ti ve 

form of prose. Yet formal d i f f e r e n c e s  have no effect on the

desc ri pt iv e passages, which remain u n c h a n g e d  in the final version,
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and re ta in the si gnificance attr ib ut ed to the« in An de rs ch 's earliest 

l i t e r a r y  attempts.

In assessing the appeal of ex is te nt ia li st thought for young

G e r s a n  writers after the war, most attention is naturally gi ve n to

t h e  forwar d- 1o ok in g voluntarism which offered liberation fr o« the

b u r d e n  of the immediate past. For Andersch, however, th er e wa s also

a p r ed is po si ti on for the ph en om en ol og ic al aspect of Sart re an thought,

h i s  ideas on pe rc ep ti on and description. This would acco un t for the

e l e m e n t  of co nt in ui ty in his wr it in g throughout this p e ri od , seen

m o s t  clearly in the identical desc ri pt iv e passages of th es e two

text s. Furthermore, in p r el im in ar y notes accompanying th e text of

D i e Kirs chen der Frei heit Ande rs ch mentions Sartre a l o n g s i d e  other

F r e n c h  intellectuals such as Me rl ea u- Po nt y, Mounier and An ou il h, who

c a n  al so be assumed to have exerted some influence on his w r it in g at

t h i s  ti me .66 Sart re s notion of ‘dé v o i l e m e n t 1 , re pl a c i n g  for him

tr ad it io na l mo de s of narrative, is formulated in Qu'est ce-que la

l i t t ér at ur e? as a form of action based on perceptioni

Si la perception même est action, si, pour nous, montrer le 
«onde c'est to ujours le dévoiler dans les pe r s p e c t i v e s  d'un 
ch an ge me nt possible, alors, dans cette époque de fatalisme 
nous av on s a révéler au lecteur, en chaque cas conc re t, sa 
p u is sa nc e de faire et de défaire, bref, d' ag ir .67

In Die Kirs ch eh der Freiheit Andersch writes» 'Die A u fg ab e des 

Sc h r i f t s t e l l e r s  ist die Deskription' (KF, p.08), and his analogies 

b e t w e e n  science and li te ra tu re are based on a cert ai n purity of 

p e rc ep ti on , a world-view un in fl ue nc ed by ideologies. This was 

a r g u a b l y  the most profound and lasting aspect of A n d e r s c h ' s  Sartre 

r e ce pt io n, re in fo rc in g his comm it me nt to a purified r e a l i s m  as the 

l i t e r a r y  ex pr es si on of his 'Id eo lo g i e v e r d a c h t *. It prov id ed a 

me ta ph ys ic al justification for his suspicion of false conceptualism'
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a n d  his pref er en ce for d e sc ri pt iv e p r os e which has been termed a 

P o e t i k  des B e s c h r e i b e n s ' . 68 The or ig in s of this development are 

t r a c e d  in Die K i rs ch en der Frei he it to his early y o u t h , which is 

m a r k e d  out in a su cc es si on of si gn if ic an t landscapes.

Looking back on his schooldays, Ande rs ch recalls his failure to 

g r a s p  subjects which were taught 'in der Sprache b e g r i f f 1ieher 

D e d u kt io ne n' (KF, p.12). W h i l e  his te achers interpreted this as 

s t ub bo rn es s, he attributes it to an early pr edilection for 

i n s t i n c t i v e  knowledge, founded on direct, sensuous ex perience of the 

w o r l d :  'Sie hätt en besser da ra n getan, einzusehen, daß ich überhaupt 

n i c h t s  "lernen" wollte; was ich wollte, war: schauen, fühlen und 

be gr e i f e n '  (KP, p.12). His adol es ce nt di scovery of Co aaunisa is 

d e s c r i b e d  in t e rm s of a physical ex pe ri en ce , not a purely cerebral 

en co u n t e r :  'Ich betrat den Bo de n des K o mm un is mu s mit dem gespannten 

E n t z ü c k e n  dessen, der zu m erstenmal seinen Fuß auf einen 

j u n g fr äu li ch en Kontinent setzt' (KP, p.23). He goes on to emphasize 

t h a t  the at tr ac ti on was not ab stract and intellectual: ‘Mein Tastsinn 

w a r  es, der sich spannte; meine Nerv en fühlten das faszinierend 

U n h e i m l i c h e  einer neuen, r e al is ti sc he n Scholastik, die sich mit dem 

G e i s t e  der Revo lu ti on ve rband' (KP, p.25>. This may be more

i n d i c a t i v e  of An de rs ch 's st an ce in 1952 than at the time of his 

Co mm u n i s t  activism, but it be ca me an enduring ideal in his later 

li fe ; the c o mb in at io n of a r e vo lu ti on ar y force with a tangible, 

m a t e ri al is ti c no ti on of reality.

One c o ns eq ue nc e of this dire ct encounter with the world, 

un me d i a t e d  by rational thought, is that it allows of aesthetic 

a p p r ec ia ti on of scenes of de st ru ct io n, as already seen in "Ein 

Tech ni ke r" and "H e i m a t f r o n t ". This r e ma in s significantly unchanged
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der Frei he it , such as that depi ct in g bombers over the town of 

Tarqui ni a:

O b en öffn et en sich die Bo m b e n s c h ü c h t e , und sie/wir sahen die 
k l e i n e n  Bomben, wie sie in BUndeln, die sich auflösten, 
he r a u s f i e l e n ,  wie sie sich spiralig drehten in den weißen 
L i c h t s p i r a l e n  des ko chenden Sonnenlichts, wie sie mit 
h e l l e m ,  nerven ze rr ei ße nd e« Ei me rg eräusch die schrille Hitze 
des H i m m e l s  il lu st ri er te n (Ff, p.135 / KF, pp .91-92).

W e r n e r s  a p p r e c i a t i o n  of the ex hi la ra ti on of war in this southern

landscape is re ta in ed and even heightened in the novel, when the

remark d i e s e r  Krieg hier unten ist eine großartige Sache' is

su pp le me nt ed by  the na rr a t o r ' s  reflection, 'Schade! Es war ein

herrlicher K r i e g .  Ich ha tt e was da ru m gegeben, einmal in mein em Leben

an einem so h e r r li ch en und gr oß ar ti ge n Krieg teilnehmen zu können'

<KF, p . 76, cf. Ff, p.108).

In a d d i t i o n  to the ev i d e n c e  in Die Kirschen der Freiheit of a

Sartrean a p p r o a c h  to comm it te d literature, an important indicator of

Ande rs ch 's v i e w  of art is given in the section entitled “Die Angst",

where he a s s e r t s  the role of 'Stimmungen' in artistic creation. This

is clearly n o t  a mood pr oj e c t e d  by the pe rceiving subject, but a

property of t h e  environment itself. He rejects all abstract notions

of ar tistic inspiration and technical ability, insisting that art is

as tang ib le a s  our physical e x p e ri en ce of reality»

Di e Kunst ist nicht eine Angelegenheit der Husen, die 
d i c h t e n ,  malen oder Gita rr e spielen können, sondern die 
E m p f i n d u n g ,  die wir von dem StUck rostigen Eisengelanders 
e r h a l t e n ,  das wir anfassen, auf unserem Hinterhof-Baikon 
s t e h e n d  und auf die Fe ns te rr ei he n des Wohnblocks starrend, 
w a h r e n d  wir hören, wie Frau Kirchner iw Parterre 6eschirr 
s p U l t  (KF, pp.85-86).

In a r e f e r e n c e  to Richard Ot t' s experiments with ch ildren s art,

Ande rs ch 's phenom en ol og ic al view of art is more clearly stated, as
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the recapturing of a p r i m i t i v e  perception of reality, «taking vi si bl e

to us the invisible s t r u c t u r e s  of our existence:

Kunst hat n i ch t d a s  Geringste eit Können zu tun (...) Und 
Mährend ein M a l e r  und ein Theoretiker sich in dem vor Hunger 
trostlosen u n d  ungeeein rllhrenden Dämmerlicht eines 
SchHabinger A t e l i e r s  Uber ge ge nständliche und a b st ra kt e 
Kunst streiten, machen ein paar Straßen weiter die Kinder, 
die ein Mann n a m e n s  Richard Ott mit Papier, Fa rb en und
Pinseln spie le n läßt, die Stimmung sichtbar, von der ihr 
Leben sich n ä h r t  </CF, p.86).

These fundamental s t r u c t u r e s  include the co lo ur s and fo rm s of a

locality which make up i t s  very essence, but to which f a m i li ar it y

makes us blind. Hence, t h e  landscape is of vital importance to Dick

Barn et t' s design of the F 9 4, which An dersch considers a work of art:

Und dazu die S t i m m u n g e n  von Burbank, Kalifornien, Barnett 
völlig u n b e w u ß t ,  das be stimmte Rot von Be nz in ka ni st er n an 
einer T a n k s t e l l e ,  morgens, auf de m Weg zu den
L o c k he ed -W er ke n, oder die Linie des Ha lsansatzes seiner 
Frau, unter e i n e r  St ra ß e n l a m p e , als sie gestern abend, aus 
dem Kino k o m m e n d ,  den Wagen verließen <KF, p.87).

The first section of "Der un si ch tb ar e Kurs" is entitled "Der Park 

zu Schleißheim", as t h i s  is one of the first significant la nd sc ap es 

of Andersch's youth. It offers a co ntrast with his home, w h ic h is 

desc ri be d as eine L a n d s c h a f t  verwaschener H ä u s e r f r o n t e n , toter 

Exerzierplätze, aus r o t e n  Ziegelwänden zusammengesetzter Kase rn en 

<KF, p . 11). Even t h i s  unstimulating environment re ta in s some 

e v oc at iv e power, h o w e v e r ,  as he can recapture ’das Gefühl faden

Wartens' on returning t o  the streets of Neuhausen years later. His

first experiences of e s c a p e  from this background are in the 

Pina ko th ek and in the g a r d e n s  at Schleißheim, w h e r e  he disc ov er s the 

same aesthetic grat if ic a t ion in natu re as in art. The la ndscape is 

mo re than a mere b a c k d r o p ,  penetrating his co nsciousness w i th its 

colo ur s and sounds in a sy na es th et ic experience: ‘Das perl ha ft e Weiß 

der Gartenfront des S c h l o s s e s  drang in mich ein, während ich in den
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Ge dichten Velaines oder in W o l f e n s t e i n s  R i « b a u d -Ubert ra gu ng en las. 

Ich (...) eapfand A schwarz, E weiß, I rot, U grün, 0 blau, Vokale, 

ia Bl Uten-Anbl i ck drängend zu mir h e r  ge tr i eben ' (KF, p.20>. After 

his renunciation of political a c t i v i t y  in 1933, he r e d i sc ov er s these 

two paths of escape, into nature and ar t, on we ek en d bicycle ri de s in 

the country, where he appreciates b o t h  the natural landscape and the 

convoluted artifice of the Bavarian b a r o q u e  churches. The tw o are 

fused in his expression of the c o n t r a s t  between his chil dh oo d hoae 

and the northern region to which h e  mo ve d in 1937: Dann g i n g  ich

auch fort, aus dem barocken G e bi rg e in die f rllhz ei 1 1 i che Ebene' (A.F, 

p.51). This is r e a m i s c e n t  of " E r s t e  A u s f a h r t “ , in which the spirit 

of Werner's father urges him to  regain his nordic roots: Hit

brennender Gebärde wies er ihm de n W e g  nach dem Norden, wo sich vor 

dem hohen Himmel der Ebenen die G e s c h i c k e  der Menschen und Völker 

vollzogen' (EC, p.170). The north G e r m a n  landscape had a profound 

and lasting significance, seen in h i s  earliest pr os e sketches, in the 

account in “Das Fährboot zu den H a l l i g e n “ (KF, p.56ff.), and as the 

inspiration for the novel Sans ibar o d e r  der letzte Grund.

In the section of the n o v e l  en titled "Die Angst", Andersch 

considers the intensification of v i s u a l  perc ep ti on induced by fear. 

During a French shell attack near B r e i s a c h  on the Rhine in the spring 

of 1941, he had neutralized his f e a r  by bu ry in g his g a ze in the 

landscape around him, until

die Sekunde, in der ich d i e  krampfhaft lyrische Ve rt ie fu ng 
in das Bild eines Al trhei n - A r  m e s , der vor mir lag, aufgab, 
meinen Blick von den W e i d e n b ü s c h e n  mit ihrem silb ri ge n Laub, 
von dem mit einer weißen L e h m k r u s t e  über zo ge ne n Sc hi ff sw ra ck 
im gelben, s t i l ls te he nd en Wasser, von der Hi tz e und dem 
Schweigen löste (f(F, p . 8 9 ) .

A marked resemblance exists b e t w e e n  this p a ss ag e and that which
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desc ri be s a timeless ba ckwater to which Johann Bene di kt r e t r e a t s  at 

the end of “Weltreise auf deutsche A r t “ (GL, p p . 7 - 2 4  (pp.23 -2 4) ) In 

a similar way he can recall the pr ec is e co lo ur s of the bark of the 

pl an e t r ee s behind which he sheltered during a b o m b i n g  raid in Italy, 

and m a rv el s at the sh ar pe ni ng of hi s p e r c ep ti on s by  fear, s u c h  that 

the co lo ur s become B e we is e meines Lebens wi ll en s' (KF, p.92).

The deci si on to desert from the W e h r » a c h t , w h i l e  c l ea rl y to be 

u n d e rs to od as a metaphysical choice, is also a s s o c i a t e d  with specific 

localities, which appear to have influenced h i m  on a less rational 

level: Dänemark war ein gutes Land für s o l c h e  E n t s ch lü ss e (KF,

p.60). Wh il e stationed in Denmark in the s p r i n g  of 1944, he had

sensed fr ee do m in ways more tangible than e v e r  before: A b e r  sie

b r au ch te nicht einmal Gestalt an zunehmen - sie w a r  ganz e i n f a c h  da,

die Freiheit, in Dänemark' (KF, pp .60-61). The s p i r i t  of

r e be ll io us ne ss needed to desert is identified with three specific 

scenarios, mein A n a r c h i e - G e f U h l , mein jüti sc he s Heide- und Thüringer 

Herb st - und it alienisches Mondnacht-Gefühl' (KF, p.72). The

campagna diserta' in wh ic h his desertion a c t u a l l y  takes p l a c e  is a 

d e l i be ra te ly symbolic landscape, made ex p l i c i t  in the cl ai m, die

Freiheit lebt in der W i l d n i s . 69 However, th e wi ld er ne ss es which 

he e n um er at es include landscapes which r e t a i n e d  their si gn if ic an ce 

for A n de rs ch long after his interest in e x i s t e n t i a l i s m  had waned. 

The se tt in g of the story "Diana mit F l ö t e n s p i e l e r “ (GL, pp. 25-38) is 

evoked by die Uferlinie des Wa tt en me er es bei Kämpen, sich zu den 

Dünen a u f s c h w i n g e n d , hinter denen der Donn er der Oktobe r- Br an du ng 

sich ankündigt' (KF, p .112). That of "Die letzten vom Schwarzen 

Mann" (GL, pp .39-45) and of Hinter spelt is suggested by  die

ze rs ch os se ne n Wälder auf dem Ka mm der S c h n e e - E i f e l ’ (KF, p.112).
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Also ch ar acteristic of Ande rs ch 's later work are the organic p i c t u r e s  

of Roae <‘barocke Kirchen und Brunnen blUhen darin wie O r ch id ee n' , 

K F , p .112> and of Paris: An eine* Deze m b e r -Vor*i11ag habe i c h  die 

Pl ac e du Tertre wie eine graue, versponnene Waldlichtung ge s e h e n .  Sie 

hat geträumt - einen Trau* in urzeitliche* Violett' (KP, p . 11 2) .

The Italian la ndscape of his desertion offers a w e a l t h  of 

s e ns uo us gratification, aore explicitly in "Flucht in E t ru ri en " than 

in the later version, cont ra st in g with the bleak and ae s t h e t i c a l l y  

barr en Geraan Reich, which is weit entfernt von Z y p r e s s e  und 

Sc hl an ge und Marmorgott. Götter, die nackt sind, nackt und w i rk li ch , 

hö hn is ch und schön (...) Italien! Italien und ein A u g e n b l i c k  der 

Frei he it zwischen Gesetz und Gesetz' (FE, p.104). While this passage 

was probably omitted fro* Die Kirschen der Frei heit on s t yl is ti c 

gr ounds, the desc ri pt io n of the Italian landscape is i d en ti ca l in 

both texts, and in the novel this aesthetic experience is as so c i a t e d  

wi th existential freedom in the foraulation, »eine Wüste wa r sehr 

schön ( K F, p .128). Over this landscape looas the volcano Soracte, 

d e sc ri be d as ritt er li ch und vulkanisch und tot, erhaben tot in der 

M e la nc ho li e dies es wilden, gestorbenen Landes, (...), am E n d e  des 

Lebens, und dort, wo unser Stern tot unter de* ri esigen, leeren 

Hi**el des Nichts hängt' (KF f p.129). The fascination w i t h  this 

• o un ta in is suggested by the fact that Andersch re turned t w i c e  to 

w r it e about it, once in 1954 for a broadcast on volcanoes of sout he rn 

Italy, and again in 1962, as recorded in 4us e i ne• r ö m i s c h e n 

H i n t e r .70 It belongs to a growing pattern of lo ca l i t i e s  which 

insp ir ed both An de rs ch 's travels and his literature, and w h i c h  give 

rise to de li be ra ti on s on perception and art «ore fundamental to his 

wr it in g than the re la ti ve ly brief encounter with Sartrean th ou gh t.
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Fran» Klan - "V erdichtete W a h r h a l f

In 1962 Andersch co mp l e t e d  the first of the Franz Kien stories, “Alte 

P e r i p h e r i e “. In the same year, in the “N a c h w o r t “ to U ander un gen is 

Norden he wrote: 'Ich verzichte mit voller Absicht (...) auf die 

Ich-Form. Ich halte sie für die an sp ru ch sv ol ls te aller Textformen; 

wer "ich" sagt, so ll te es nur tun in der Absicht, sich selber 

rü ck si ch ts lo s zu v e r w i r k 1 ichen ' <WW, p.191). Wh il e possibly modelled 

on Hemingway's Nick Ad am s stories, Franz Kien (whose name is taken 

from Canetti s Die Blendung) also has his precursor in Werner Rott 

and the fictionalized a u t o b iography of the early years. Die Kirschen 

der Freiheit can thus be seen to be a unique attempt to write 

au tobiography in c o n t in uo us narrativ.e. The Franz Kien stories were 

to b e  part of a larger volume, and published in the order of their 

‘e r zä hl te Zeit*, but without any co nnecting n a r r a t i v e . 71 Those which 

we re completed will be co ns id er ed here in order of their composition, 

wh ic h differs sign if ic an tl y from that which Andersch projected. The 

s t or ie s written at the end of his life are those which recall the 

e a rl ie st stages of hi s youth, in accordance with the id iosyncratic 

functioning of memory, as formulated by ph en om en ol og is t Wilhelm 

Schapp: Die zeitlich weit en tfernte Geschichte kann in anderen Sinne

uns die nächste Ge sc h i c h t e  s e i n ' . 7 ^

Al te Pe ri ph er ie <1962)

Set in Nunich in 1930, this story portrays Franz Kien as an 

ap pr en ti ce clerk in a small firm supplying pharnaceutical products.



119

In contrast to the rural idyll of "E rs te Ausfahrt" (set at around the 

sate time) the b a ck gr ou nd is o n e  of economic depression and 

ma ss-unemployment. The title is re fl e c t e d  in a dichotomy in the 

text, between the o u ts ki rt s of the t o wn and the centre, between past 

political involvement and new ae s t h e t i c  awareness. Franz Kien 

anticipates the end of his ap p r e n t i c e s h i p  and in ev it ab le unemployment 

with impatience, ha vi ng discovered a new landscape to explore in 

Munich's city centre. His f u t u r e  Communist af filiations are 

foreshadowed in the na rrative as a logical co ns eq ue nc e of 

unemployment, but th er e is also the su gg es ti on of disillusionment as 

the unemployed Comm un is t youths lack any real political freedom:

' Ihre Bewegungen wu rd en vom Zufall ge lenkt' (¿ M , p.86). He no longer 

id entifies with his s c h o o l f r i e n d s , w h o  are not yet a part of the work 

process, but his feel in g of superior political aw areness implies no 

solidarity with the unemployed masses. For him, unemployment means 

freedom on a personal level, as d i st in ct from the socio-economic 

p h e n o m e n o n .

The title itself suggests the aban do nm en t of political activism 

before it has even begun, in favour of a flight to the 'Zentrum', 

with i 15 promise of aesthetic gr at if ic at io n. However, the sense of 

guilt which a c c o mp an ie s this s t ep reveals a conflict which was 

significantly absent from the text of "Erste Ausfahrt". Under 

National Socialism, the tacit o p p o s i t i o n  of a retreat into the purely 

personal realm was actually di f f i c u l t  to distinguish from practical 

conformism, an u n co mf or ta bl e fact for the expo ne nt s of Innere 

Eaigrotion. In "Alte Peripherie", however, Franz Kien betrays his 

two friends Otto and Rudi (named a f te r Andersch's two brothers), with 

whom he had p l an ne d to run away, enjoying the conspiracy, but
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uncommi tted to the action. Hi* artistic potential appears to exclude 

solidarity of any sort, but the tension betw ee n his political

co n s c i o u s n e s s  and aesthetic aw ar en es s produces in hie a co nflict of

loyalties, die Empfindung, er v e rr ie te die Vorstädte, indem er den 

Kern der S t ad t liebte iLH, p.102). He is well aware of the power 

re l a t i o n s h i p s  at his own workplace, and cannot envi sa ge a lifetime of 

such of fi ce work, but he finds the practical ta sk s of his tedious job 

a s a t i sf yi ng alternative to the ab st ra ct io ns of school work.

In c o n v er sa ti on with Otto and Rudi about their work, Franz Kien 

reflects on his own inab il it y to grasp abst ra ct concepts such as 

algebra w h e n  he was at school, weil sein Ge hi rn nicht genügend zur 

schnellen Kombinatorik abst ra kt er Werte ve ranlagt war' U.W, p.79). 

This now familiar r e je ct io n of conceptual knowledge gains new 

si g n i f i c a n c e  in this story, with the epigraph from Wilhelm Schapp s

Phil os op hi e der Geschichten which pr efaces the volume. The notion of

Gesc hi ch te ' as an ontological c a te go ry is sugg es te d by Franz K i e n s  

fasc in at io n with a stranger in the street, w h o s e  story he longs to 

penetrate. He is a m y s t er io us figure, like P o e' s “Han of the c r o w d “ 

(1840), w h o  represents u n kn ow n potential, and w h o s e  story remains a 

mystery. T h is stands in co ntrast to the d e t e c t i v e  novel which Franz 

is re ading: Nicht nur u n t e rs ch ie de n sich Zeit und Ort gänzlich

vo ne in an de r, sondern es war auch et wa s ganz anderes, anstelle eines 

V e rb re ch er s einen Menschen zu beobachten, der zu alle* fähig war, und 

sei es zu ei ne m Verbrechen' i L H, p.97). The aesthetic potential of 

Munich is signalled by th e wealth of untold 'Geschichten' inhabiting 

its st reets. When the ma n meets a woman it immediately becomes a 

‘Li eb es ge sc hi ch te ' for Franz (IN, p.98), but the inconclusive nature 

of the e p i s o d e  merely adds to its fascination.
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The story which Franz K i en reads on the tram to work, The Gr een 

Eyes of London by Edgar Wa ll ac e, conveys the at eo sp he re of London in 

a way which ca pt iv at es hie, the English names taking on al mo st 

corporeal quality: Aus de m Buch von Wa ll ac e stiegen englische Na me n 

auf wie fremder Rauch: G o l d e r s  Green, Barkerley Station, Inspektor 

Saunders' (¿M, p.85). H i s  immediate surroundings are t e mp or ar il y 

re placed by the land sc ap e evok ed by the novel. Passing the ci ne ma he 

notices the title of th e film "Unterwelt", and is imme di at el y 

transported in his i m ag in at io n into the sinister shadows of a wild 

west town, 'Szenen aus wi ld en amerikanischen Straßen, Schritten, 

Lich ts ch ei n und Rauch. F r a n z  wollte <...) Kr i m i n a l f 311e beobachten; 

in nächtlichen Städten u m he rg eh en ; lange und be we gu ng sl os vor H ä us er n 

stehen, in dunklen M a u e r w i n k e l n , neben Laternen und Pfützen' (LH, 

p .88 >.

The landscape of Munich itself is central to this story, 

en compassing the po litical and aesthetic poles of his existence. One 

of his favourite f a n t a s i e s  is of Munich empty of people: 'Die 

Vorstellung, München sei von allen Me nschen verlassen, und er, Franz 

Kien, ginge ganz allein in den von seinen Schritten w i d e r h a l 1 enden 

Straßen umher, war e i n e  seiner Lieblingsvorstellungen' (LH, 

p p . 81-82). The at tr a c t i o n  of unpeopled landscapes, reflected a l so in 

the co nt emporaneous H ander ungen in H o r d e n , stands in marked co nt ra st 

to the political a w a r e n e s s  of the youth portrayed in Die Kirschen der 

Freiheit. The Franz Kien of 1962 clearly owes much to  the 

de ve lo pm en t of A n d e r s c h ' s  thought at the time of writing, w h i c h  is 

far removed from the ex i s t e n t i a l i s m  of the early 1950s, but p e rh ap s 

closer to the reality of the 1930s.

Specific lo ca l i t i e s  in the cent re of Munich offer inte ns e
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ae sthetic ex pe ri en ce to Franz; 'Solche P u n k t e  Maren für ihn das

Sc haufenster des He rr en sc hn ei de rs van H e e s  und der In nenrau« der

D r e i f a lt ig ke it sk ir ch e U H ,  pp .87-88). H e  tries to pr e s e r v e  the

fres hn es s of their iepact on hi« by not freq ue nt in g the» too often.

When he does, however, the colours and te x t u r e s  of a certain tweed

can ev ok e a whole landscape, seen through th e smoke of a Scottish

peat fire: Er ahnte, daß, wenn er nur l a n g e  genug davor stehen

blieb, wenn es ih« gelänge, sich ganz darauf zu k o n z e n t r i e r e n , der

Stoff sein Ge heimnis pr eisgeben würde U H ,  p.103). This »y st er io us

qu al it y belongs to the city cent re itself, di vo rc ed as it is from the

ut il it ar ia n suburbs where Franz Kien lives a n d  works:

Die S t r a ße n- Pe rs pe kt iven wiesen auf nichts hinaus, sondern 
waren ausschließlich dazu bestimmt, Veduten zu stellen. Aufs 
neue nahm er sich vor, die G e h e i m n i s s e  von NUnchen zu 
ergründen, wenn er ar beitslos s e i n  würde. Er wußte, daß 
München, wie jede Stadt, G e he im ni ss e besaß, die noch nicht 
ergründet waren, und daß sie nur in der Innenstadt verborgen 
lagen U H ,  p.102).

The moments of intense sensuous plea su re experienced in the city 

are associated with a familiar s e ns at io n of ti me le ss ne ss and 

*V e r b o r g e n h e i t ‘. In the D r eifa 11i g k e i t s k i r c h e  he senses 'uhrenloses 

Schweigen. Zweckloses ta ubengraues Ve rh ä l t n i s  zur Go ttheit U H ,  

p .103). The church is divorced from its ec cl es ia st ic al p u rp os e for 

him, just as un employment is not associated with economic servitude. 

The church merely offers the o p po rt un it y for pure aesthetic 

contemplation, ein Ort, der keinem e r k e nn ba re n Zweck diente; man war 

in ihm so frei wie im Zustand der Ar beitslosigkeit' U H ,  p.104). 

This su spension of decision making and historical in vo lv em en t is 

immediately followed by his betrayal of O t t o  and Rudi, su gg es ti ng the 

culp ab il it y of his attitude. Thus the feeling of t i e e l e s s n e s s ,

associated in "Erste Ausfahrt" with myst ic al aspirations towards
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'L e b e n s r a u m ' , and in Die Kirs chen der Freiheit with e s c a p e  fro» the 

political realities of the Third Reich, becomes tinged w i t h  guilt in 

“Alte P e r i p h e r i e " , in acknowledgeaent of the politically 

ir responsible iaplications of his attitude to art.

Brüder (1969)

The second Franz Kien story, initially entitled “Kr i e g s a us br uc h in 

Blankenese" depicts a walk on the banks of the Elbe w i th his younger 

brother, Jakob, on the day of the outbreak of war. On w a lk s such as 

this Andersch would have long conversations about art with his 

brother, Martin, who writes: 'Alfred und ich haben s c h o n  ganz früh 

(1938/39) Uber das Beschreiben miteinander geredet. Es war z.B. stets 

ein bedeutender Inhalt unserer au sgedehnten W a n d e r u n g e n '.^3 It is an 

interesting example of the way in which Andersch blurs th e boundaries 

between autobiography and fiction. It also demonstrates his mastery 

of the ^M om en ta uf na hm e1 , presenting the outbreak of war as 

experienced on a personal level. The intended id en ti fi ca ti on with 

Franz is clear from allusions to his past political a c t i vi ti es and 

his literary aspirations: 'Er stellte sich vor, wie es  wäre, einmal 

etwas von sich gedruckt zu sehen' (KP, p.16). In view of what is now 

known about his work for the Communist Heue Zeitung in 1931, this 

would appear to be cons ci ou s or un co ns ci ou s suppression, akin to that 

surrounding the pu bl ic at io n of "Erste Ausfahrt".

Conversely, the wife and child alluded to in "Brü de r" were long 

assumed to be fictional elements, until the recent c o nf ir ma ti on of 

An de rs ch 's marriage to Angelika Albert, which lends ne w authenticity 

to the story. Franz re ca ll s escaping to his office to write when
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domestic pres su re s interfered with his work. In prel im in ar y notes 

for this text Franz is c h a r ac te ri ze d as wach, witternd, offen', his 

enth us ia sm for Joseph Conrad implying an openness to foreign 

literature, at a time when it was not readily a v a i l a b l e . 74 The 

younger brother, in contrast, is mo re limited in his li terary tastes, 

showing a marked preference for the brand of 1H e im at ku ns t’ which was 

popular at the time. However, this story, set in 1939, pr edates the 

stage of Andersch's li terary development implied by Franz Kien's 

re flections. On the ev idence of the manuscripts now av ailable it is 

clear that he is attributing to Jakob, rather than to Franz, his own 

literary tastes at that time.

Franz encourages Jakob to develop his art studies, and to broaden 

his ho r i z o n s  through literature. His own reading instils in him a 

longing to travel, to expe ri en ce literary landscapes for himself. He 

loves Hamburg, but ideally emptied of its inhabitants, so that he has 

the city to himself. The streets are re latively empty be ca us e people 

are ga th er ed around their radio sets waiting for the announcement of 

war, but Franz remarks, 'trotzdem sind's noch zu viele (V P , p.ll). 

In a cu r i o u s  way the outbreak of war, a national catastrophe, is a 

private so ur ce of pleasure, enab li ng Franz to ex perience the city as 

he likes it best. Nevertheless, he becomes impatient as they walk 

through Blankenese, wishing that they had gone out into the 

Hase ld or fe r Marsch: Machen wir, dap wir aus den HBusern r a u s k o m m e n !' 

{VP, p .16 > . He is indifferent when Jakob speculates that the war 

might al re ad y have begun, and yet the future is threateningly 

present. Franz cannot envi sa ge the coming summer, nor the end of the 

war, but the landscape around him seems to signify the permanence 

un de rl yi ng the upheavals of human history: 'Die Sonne stand jetzt
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tief Uber dem Alten Land' (V P , p.20).

Fmst sc hr if t für Captain Fleischer U 9 & 8 )

In this brief glimpse of life in PON camp in the autu mn of 1944, 

Andersch re in fo rc es the po s i t i v e  impression of the A m er ic an s seen in 

"Amerikaner - Erster E i n d r u c k “ , and the se emingly paradoxical 

sensation of freedom in captivity. The casting off of Ge rm an army 

uniform symbolizes Franz Kien's willingness to make a fresh start, in 

response to the relaxed command, 'schmeiß alles weg, kriegst alles 

neu*' (kP, p.23). The qu e s t i o n  of residual loyalty to his Communist 

comrades is raised in the figure of Maxim Lederer, who info rm s Franz 

about the fate of the party in Germany. Franz is only half 

interested, but also u n s u r e  as to L e d e r e r s  position, su sp ec ti ng that 

he had been tortured on returning to Germany from em ig ra ti on in 

Prague: 'Franz Kien wußt e, daß mit Menschen, die in g e wi ss e Verhöre, 

zwischen gewisse Fronten geraten waren, alles mögliche ge schehen »ein 

konnte. Eine Nacht in e i n e m  Un tersuchungsgefängni s ents ch ie d da oft 

Uber ein Leben (KP, p.34). It is interesting to sp ec u l a t e  whether 

Andersch writes here fr om personal experience, which may explain his 

sense of betrayal of his comrades. Of his second internment in 1933 

he writes: An jenem T a ge wäre ich zu jeder Aussage bereit gewesen, 

die man in Verhör von mir verlangt hätte. Man hätte mich nicht einmal 

zu schlagen brauchen' (KF, p.43).

Franz Kien's ex p o s u r e  to the English language in PON camp leads 

him to reflect on l a ng ua ge as never before. He no te s down phrases 

which cannot be tr an sl at ed into 6erman, but which seem to represent 

for him a more h u m a n e  way of thinking. He works in the camp
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h o sp it al , as did Ande rs ch in Fort Ruston (Louisiana) in the early

s t a g e s  of his captivity. This is where he wi tnesses the

c o n f ro nt at io n b e tw ee n the Je wi sh -A ae ri ca n doctor, Captain Fleischer,

an d the Nazi prisoner Frerks, which raises the whole issue of

Je wi sh -G er ma n re lations. Flei sc he r is described as ein

f r e a d a r t i g e r , leiser, ra ff in ie rt er Mensch' (FA, p.39), his posture

b o th 'lüssig' and 'genau', in di ca ti ng a natural at titude which

r e n d e r s  disc ip li ne superfluous. He disp la ys a spirit of tolerance

and re co nciliation far aore deve lo pe d than that of the Geraan

pr is on er s, aaki ng a particular effort to establish a relationship

w i t h  the re calcitrant Frerks. He desp is es the barbed wire, which for

F r a n z  is ’ni ch ts als ein fi li gr an es Gitter ohne Bedeutung' (FA,

p. 27 ). His relief on having escaped froa the war aakes hia

indifferent to the fate of his foraer coarades, and blind to the

po litical re al it y of his own situation:

Er selber sah nicht, wie Fleischer, den Stachel d r a h t z a u n , 
sondern das Tülchen dahinter, aehr eine Ge lü nd efa 1t e , ganz 
in Braun und Gelb getaucht, ait den Büuaen aa Horizont,
zwischen ihnen das Negergehöft ait der bunten Wüsche, die 
iaaer da hing, und den sc hwarzen KUhen, die in dea hohen
gelben St ep pe ng ra s weideten (FA, p.44).

E v e n  the a w ar en es s that the Blacks were not to see the white

pr i s o n e r s  pi ck in g cotton does not aa ke hia see thea as an oppressed

ai nority, aerely a natural part of the Louisiana landscape.

Franz Kirn 's ia aediate ta ngible environaent takes the pl ac e for 

hi a of abstract, political considerations: ’Er dachte an die

Re vo lu ti on als an et wa s Gleichgültiges. Es wUrde Kriege geben, 

G e wa lt , auch Re vo lu ti on en , sicher, aber das alles war ziealich

gleichgültig. Ni ch t gl ei ch gü lt ig war es, daß es die Nacht gab, den 

Wi nd , Wolken, AdlerflUge, einen Golf, Sc hlafende in Baracken (FA,
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p.35). In a magazine he sees r e p r o d u c t i o n s  of soae pa in t i n g s  by the 

American Ex pr es si on is t Marsden H a rt le y, who Has just be in g discovered 

in the USA at the time of A n d e r s c h ' s  imprisonment. This section, 

with the qu ot at io ns from Hart le y, cent re s on a pa i n t i n g  of the 

mountain K a ta hd in in Autumn, wh ic h an early draft of the story 

describes in some detail!

Die Re pr od uk ti on en waren schlecht, aber Franz Kien sptlrte 
doch, daß Mt. Ka tahdin in Autumn ein un ge he ur es Bild war. 
Die He rb st fa rb en der W ä ld er , der tiefblaue Berg und darUber 
das helle, ei si ge Blau des Himmels mit den schweren, 
weis sg ra ue n Wolken! M a r s d e n  Ha rt le y hatte ge sc hr ie be n: "Es 
gibt nicht mehr als zwei Le ut e im Land, die Berge 
verstehen". Er hatte nicht geschrieben "..die etwas von 
Bergen verstehen" so nd er n “who un derstand m o u n t a i n s " . ^

The importance of this o b se rv at io n can be deduced from Andersch's

reading of He nr y David Thoreau in POW camp, and from hi s travelogues

of the 1960s, pr eceding this story. Hartley's no ti on that the

landscape is possessed of a d y na mi c spirit and that on ly those who

live in ha r m o n y  with it are se ns i t i v e  to its s i g n if ic an ce is one

which occu pi ed Andersch in cr e a s i n g l y  in his later work.

Fl eischer is one such pe rs on , making an effort to establish 

contact with Frerks by d e s c r i b i n g  to him the floo di ng of the 

Mississippi after the coll ap se of a d a m . 76 Franz listens intently, 

sensing F l ei sc he r' s special u n d e r s t a n d i n g  of the scene he describes: 

'Er selbst hä tt e Fleischer gern über den Mississippi au sg ef ra gt , er 

hatte das G e f U h l , daß Fl eischer den Mississippi verstand' (KP, p .41>. 

Indeed, th is landscape holds an i r r e si st ib le fascination for Franz, 

re presenting for him li be ra ti on from the war in Europe: ’Während er 

die L a n d sc ha ft en und Städte b e t r ac ht et e, hatte er genug damit zu tun, 

Uber die p h an ta st is ch e Ta tsache na ch zu de nk en , daß er aus dem Krieg 

hatte fl uchten können und jetzt d u rc h Amerika fuhr' (KP, pp .25-26).
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It was t h e  satisfaction of a life lo ng desire to travel, and is 

re c o g n i z a b l e  as one of the 'Wildnisse* which are asso ci at ed with 

freedom in D i e  Kirschen der F r e i h e i t i Brackwasser an Mississippi, 

von P e l i k a n e n  reglos umstanden, und die gr oß en Wälder von New 

Ha mpshire u n d  Maine' (KF, p.112).

The ' M o s e s  Playhouse* which he s e e s  from the train on his way to 

Rhode Island, and the n e g r o  who st an ds watching the p r is on er s from 

the side of the track exert the same fascination as the my st er io us 

houses of t h e  Italian proletariat in the novel Die Rote (I960). They 

exude the at mo sp he re of the country, and Franz Kien longs to stop the 

train and p e ne tr at e their secrets. The desire to travel and discover 

new land sc ap es , devoid of their h u ma n and political content, now 

replaces h i s  former po litical involvement» 'Er da ch te ni em al s an die 

Revo lu ti on , sondern nur an die Lander. Amerika, Tennessee, 

Gibraltar, Europa. An di e Eins am ke it der Lander (VP, p.45).

Dl» Inseln unter dem Winde (c. 1968)

Set in a u t u m n  1933, this story de p i c t s  the unemployed Franz Kien in 

Munich, n o  longer poli ti ca ll y active, but still under Gestapo 

s u r v e i l l a n c e  after in te rn me nt in Da ch au as a young Communist. His 

op po s i t i o n  to the regime is e x pr es se d in av oidance of the memorial to 

the Hi t l e r - P u t s c h  of 1923, and thus of giving the Nazi salute, while 

the name g i v e n  to the de to ur he us es , *Dr Uckeberge r g ä ß l e i n * , implies 

the i n a d e q u a c y  of such tacit opposition. The story focu ss es on two 

days in w h i c h  Franz ac ts as unofficial guide to an English diplomat, 

Sir Th om as Wilkins, a job ob tained for him by his elder br o t h e r . 

Their e x p l o r a t i o n  of Mu ni ch turns out to be as informative for Franz
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as for Sir Thomas, w h o s e  wide-ranging interests as tonish the young 

«an. Unlike the Franz K i e n  of "Alte Peripherie", h i s  primary interst 

has long been in p o l i t i c s :  Seit sein e« se ch ze hn te n Lebensjahr hatte 

er sich fast a u s s c h l i e ß l i c h  «it Po li ti k be sc hä ft ig t' (VP, p.22i). 

While the abandonment of politics is an u n de rs ta nd ab le r e ac ti on to 

arrest and internment in 1933, the cool reception which he re ceives 

fro« the families of t h e  former comr ad es indicates that his release 

had come relatively q u i c k l y .

On a chance e n c o u n t e r  with the Jewish Wo l f g a n g  Fischer, he is 

astounded to be s u s p e c t e d  of co nf or mi ng to the pr ev ai li ng mo od of 

ant i-semitism. This r a t h e r  harsh, un sy mp at he ti c figu re is a member 

of the In te rnationaler Sozialistischer Ka mp fb un d, not of the KPD 

Jugendverband, and, as such, co mmands Franz Kien 's respecti 'Es war 

offenkundig, daß si e sich als E l it e fühlten, aber sie traten 

zurückhaltend auf, g a b e n  sich unauffällig; das m a c h t e  sie anziehend' 

(.VP, pp .212-213). H e  admi re s the au sterity of th is movement, whose 

political views were t h e  result of moral philosophical re flections, 

not the in evitable c o n s e q u e n c e  of their social environment. Yet his 

ap preciation is not w i th ou t re servations, r e l a t e d  sp ec if ic al ly to 

Fischer: Er hatte n u r  gefühlt, daß, wenn Wo l f g a n g  Fischer recht 

hatte, die E n t s c h e i d u n g  für den S o zi al is mu s eine reine

Wi ll en se nt sc he id un g w a r ,  und vom re in en Willen hielt er instinktiv 

nicht viel' (VP, p. 2 1 4 ) .  It is tempting to see in this not the 

opinion of the s i x t e e n - y e a r - o l d  An dersch, but hi s maturer refl ec ti on s 

projected on to his y o ut hf ul pe rs on a with the w o rd ‘instinktiv'. The 

notion of a de cision as  the pure ex pr es si on of th e will, as expounded 

in Sartre's p h i l o s o p h y ,  was one wh ic h Andersch had discarded by 1968. 

His view of freedom ha d developed from an abstract, intellectual
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noti on to a re lative p h e n o m e n o n ,  always dependent on the 

poss ib il it ie s offered by a sp ecific situation and c i rc ua sc ri be d by 

our physical existence.

The generation gap which s e p a r a t e s  Sir Thomas from Franz Ki en is 

u n d e rl in ed by the boy's reaction to t h e  fact that his co mpanion had 

studied in Dresden in 1888: 'Im H e r b s t  1933 erschien Franz K i e n  die 

Jahreszahl 1888 wie eine Sage' (KP, p. 21 9> Sir Thomas is an archaic, 

un co mp re he nd in g figure in the new e r a  which has been ushered in with 

National Socialism in Germany. The in ap pr op ri at en es s of his resp on se 

to political de velopments in Ge r m a n y  is pointed up by the perp le xe d 

refl ec ti on s of his guide: 'Franz K i e n  be tr ac ht et e den ehem al ig en 

Z i v i 1gouverneur von Malta, Go uv e r n e u r  der Wi nd ward-1nseln , R i ch te r in 

Ostafrika. Ein Engländer, der mit a u s d r u c k s l o s e m  Gesicht die Sitten 

der Eingeborenen studierte. Die S i t t e n  der Eing eb or en en von Ma lt a und 

den Wi nd wa rd - In se ln, von Ostafrika u n d  München' (FF, p.230). This 

undo ub te dl y implies r e tr os pe ct iv e insight into the error of 

r e p r es si ve tolerance, while Franz K i e n ' s  actual me mories of the night 

of the Hi 11 e r -Putsch reveal his i m p r e s s i o n s  as a n i n e -y ea r- ol d child, 

caught up in the excitement of the m o m e n t  and wa nt in g his father to 

be a hero: In jener Nacht hatte e r  gehofft, sein Vater H ü r d e  als 

Sieger zurUckkehren (FF, p.227).

The encounter with Sir Thomas is  also a disc ov er y of distant, 

exot ic landscapes. Franz has to l o o k  up the Wind wa rd Isles in his 

atlas, and tries to picture den W i n d  (...), der so stark war, d a p  er 

den Inseln, die unter ihm lagen, t r o t z  der Hitze, die dort herrschte, 

den Namen gab' (FF, p.232). When h e  takes Sir Thomas to see the 

R o tt ma nn frescoes in the Hofgarten, h e  sees for the first t i me the 

real landscape which they de pi ct s Die gr ie ch is ch en La nd sc ha ft en
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v e r g i n g e n  in Flächen aus dämmerndem Blau, B r a u n  und Rot. (...) 

W i l k i n s  sagte, Gr iechenland sei tatsächlich so. Er erzä hl te von 

A u s f lü ge n, die er von Malta aus zu den g r i e ch is ch en Inseln geaacht 

h a t t e '  iVP, p.223). This also has the e f f e c t  of altering his

p e r c e p t i o n s  of Munich itself, when taking t h e  Englishman to his 

f a v o u r i t e  haunts: Er war schon lange nicht mehr im Alten Hof gewesen 

un d hatte ihn bedeutender, ge he im ni sv ol le r in Erinnerung, als er in 

W i rk li ch ke it war (...) Er ha tt e das Gefühl, sich blamiert zu haben' 

(FF, pp .224-225). This is perhaps partly d u e  to the ub iquitous 

p r e s e n c e  of the new regime, producing in Munich a crass juxtaposition 

of civilsation and barbarism. Franz points out the Preysing Palais 

as das schönste Ro kokopalais in München' (FP, p.225), but n o te s its 

p r o x i m i t y  to the Nazi memorial plaque. With h i s  acquiescence in Sir 

T h o m a s  decision to o b se rv e the local c u s t o m  and give the Nazi 

s a lu te , and his failure to contact the old man in London be fo re his 

d e a t h ,  the story ends on a note of remorse for missed opportunities. 

T h i s  is made all the more poignant by the fact that, at the time of 

w r it in g, open rebellion had come to be re garded as both the right and 

r e s p on si bi li ty of youth.

Lin aus den Ba racken (1976)

T h i s  story, written some eight years after the previous three, 

d e p i c t s  the ei gh te en -y ea r- ol d Franz Kien wo r k i n g  as a pamphleteer for 

th e KPD, his involvement with the Communist y o ut h or ganisation and 

h i s  first romantic encounter. His hopes are dashed, however, when 

L i n ' s  spontaneous affection at a weekend camp pr ov es short-lived, and 

t h i s  disappointment seems to foreshadow his political disillusionment
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with th e party. The re trospective narr at iv e suggests a profound 

a m bi va le nc e towards the party, which pr ef ig ur es events of 19 33 , while 

he is cl ea rl y an active participant in the local cell. H e  takes a 

self-c on fi de nt pr id e in the pr opaganda texts which he d e v i s e s  for 

their pamphlets. Yet he is un co mf or ta bl y aware of his inco ng ru ou s 

p o si ti on as 'b ü r g e r 1 ieher Intellektueller' in an es s e n t i a l l y  working 

class movement {AAL, p.52>. A w e l 1 -devel oped s e n s e  of 

cl as s- co ns ci ou sn es s is ac co mp an ie d by a streak of i n d i v i d u a l i s m  which 

is e x pr es se d in his preference for Chaplin films and his d i s l i k e  of 

the ‘ L ö ns L i e d e r 1 sung round the campfire by the young C o m m u n i s t s .  A 

ma tu re insight is also implicit when he reflects on the a b s u r d i t y  of 

their holding camps only at the weekend, although most of them are 

unemployed; they preserve the st ructures of a world of work from 

which they are excluded.

On an emotional and sexual level, however, he is s e en to be no 

more ad vanced than the others. His admiration of the co n v e n t i o n a l l y  

Aryan ‘M i n n a 1 be tr ay s a co nf or mi sm to co ntemporary n o t i o n s  of beauty, 

wh il e he blames his ve rdammte bürgerliche E r z i eh un g' for his 

cr ip p l i n g  inhibitions iAAL, p.54>. It is thus on L i n ' s  initiative 

that he finds himself involved in his first romantic e m b r a c e .  His 

em otional immaturity coexists uneasily with his i n t e l l e c t u a l l y  mature 

r e fl ec ti on s on his position in the party, which re ve al his 

d i s a pp oi nt me nt over Lin as symptomatic of a more fundamental 

co nflict. By virt ue of her working-class origins, sh e h a s  a more 

a u th en ti c re lationship to the Communist party, from w h i c h  he is 

d i st an ce d by his background and aspirations. He is a t t r a c t e d  to the 

1A r b e i t e r v i er tel 1 where she lives, but can never b e l o n g  to it 

himself: In der Nacht fand er die Baracken schön. Au s fast allen
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Fenstern fiel Licht auf de« L e he bo de n der Straße. Hier zu wohnen 

wußte besser sein als in de« bü rg er li ch en Haus, in de« er, Franz 

Kien, wohnte' (AAL, p.49>. He fi nd s it im po ss ib le to re concile his 

eeotional and ae sthetic pr e d i l e c t i o n s  with social and political 

reali t y .

The heath where the yo un g C o mm un is ts hold their camp is barren, 

and out of sight of hu ma n habitation: 'Der spitze Fi ch te nw al d i« 

Norden verbarg ihnen die Häuser von Hittendorf, gab ihnen ein Gefühl 

von Wildnis und Einsamkeit' (A A L , p.50>. In this landscape, away

from the social real it ie s of the city, he re sp on ds instinctively to 

the colours of Lin's dr es s and her hair. Th er e is a vibrant quality 

about them which t r a n sf ix es his gaze, 'er (...) verhakte sich mit den 

Augen in sie' {AAL, p.51>. When plunged into despair by her

indifference at the next m e et in g of the cell, his only comfort is 

again in the colour of her dress: 'Vielleicht hat sie kein anderes, 

dachte Franz und verlor sich in der Farbe, die in dem trüben 

Wirtshauslicht stumpf wirkte' {AAL, p.SS).

The political d i s a f f e c t i o n  w h ic h becomes clear at the me et in g is

partly based on an a e st he ti c deficit. He is disappointed by the

report of Soviet p r og re ss given by a party member, based on a book

which, for Franz, had brou gh t the Russian landscape alive:

Schon nach fünf Mi nu te n war es Franz klar, daß der G e no ss e 
von der Be z i r k s l e i t u n g  der Partei es gut meinte, aber daß es 
ihm nicht ge l i n g e n  würde, die Turbinen des großen
Dn je pr -K ra ft we rk es zu« Dröhnen zu brin ge n oder seine Zuhörer 
ahnen zu lassen, wie Uber die Ba um wollfeldern von Turkestan 
die weiße Hi tz e der H o ff nu ng eines Land es flimmerte, in de« 
es niemals A r b e i t s l o s e  geben würde (...) Er refe ri er te nur 
die Zahlen aus dem Buch von Ki rsanow Uber den F ü n f j a h r p l a n , 
das Franz Kien schon ge le se n hatte (AAL, p.SS).

This combines the id ea l i s a t i o n  of the So vi et Union of 1932 with

An de rs ch 's ph en om en ol og ic al a p pr oa ch to literature, fully de veloped
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by 1976.

Dir Vatt  mlnms H ttrd tn  (1979)

The last Franz Kien story, c o mp le te d s h o r t l y  before An de rs ch 's death, 

is also the one which recalls the e a r l i e s t  memories of his youth. He 

is seen in co nf ro nt at io n with hi s he a d m a s t e r ,  Gebhardt Himmler, which 

p r e c ip it at es the premature end of hi s secondary education in the 

summer of 1928. The narrative spans the cour se of one Greek lesson 

at the Wittelsbacher Gymnasium, when an unexpected visit from the 

formidable ’Rex* Himmler pr ov es fateful for the un willing pupil, 

Franz Kien. The young boy co m m e n t s  on th e headmaster's conduct of 

the lesson with an air of deta ch ed su pe ri or it y, until he himself is 

called to the blackboard and hu mi l i a t e d  in front of the class. It 

differs from the other Franz Kien s t o r i e s  both in length and in its 

broader thematic content. The au to bi og ra ph ic al component of this 

story is treated in a way which r e f l e c t s  a lifetime's pr eoccupation 

with the causes and appropriate r e s p o n s e  to National Socialism. The 

school is presented as a last b a s t i o n  of the German humanist 

tr adition against the tide of Nazi ba rb a r i s m ,  prompting the anguished 

plea in the "Nachwort fUr Leser": S c h ü t z t  Humanismus denn vor gar

nichts?' (VH, p.136).

The suggested parallel f a t h e r - s o n  relationships thus carry 

im pl ic at io ns of a more than a u t o bi og ra ph ic al nature. Andersch 

ex plores here the in fl ue nc es d e t e r m i n i n g  his own political 

de ve lo pm en t and the de generation of G e r m a n  liberal huma ni sm into a 

fascist state. This is clearly s t a t e d  in the "Nac hw or t“ , in wh ic h a 

central qu estion raised is, wie de r Unmensch und der Schulmann
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Mite in an de r Z u s a m m e n h ä n g e n ' (KM, p.135). The s u s t a i n e d  formal and 

thematic ambiguities of the text offer no definitive answer to this 

question, but illuminate some of the conflicts wh ic h w e r e  central to 

A n d e rs ch 's literary work. Ande rs ch acknowledges t h e  problem of 

ob je ct iv it y, when such a timespan separates the e v e n t s  from their 

narration! Doch gebe ich zu, da ß ich, auch nach über fünfzig Jahren, 

noch in meinem Urteil befangen bin. Erzählen, E r i n n e r n  ist immer 

subjektiv. Unwahr ist es desh al b nicht' (KM, p . 13 8) . It does, 

however, produce a certain te ns io n ('etwas U n ge lö st es ', p. 132) in the 

narrative, between the thoughts attributed to the fo ur te en -y ea r- ol d 

Franz, and reflections arising from awareness of subs eq ue nt events, 

both on a personal and a historical level. This is ca pt ur ed well in 

the te le vi si on production by Ri ch te r and Caspari w h i c h  incorporates 

the detached, adult narrator in the dr am at is at io n of the boy's 

s t o r y . 77

The two major themes brought together in this text are introduced 

by the epigraphs to the volume. Br echt's lines a d d r e s s  the question 

of the origins of German National So cialism itself, su ggesting that 

it is a ph enomenon which may recur, not a u n i q u e  historical 

ca tastrophe. The second quotation, from Fritz rtauthner, raises an 

issue which had long aroused A n d e rs ch 's interest and indignation; the 

misg ui de d aims and methods of educational establ is hm en ts . This 

second point is significant from the point of view of his 

ph enomenological outlook, which values the child's m o d e  of perception 

and sees the object of ed ucation as the at te mp t to nurture' and 

deve lo p this perspective. These two strands a r e  closely woven 

together in Andersch s attempt to de termine the re la t i o n s h i p  between 

a traditional liberal education and the growth of Na tional Socialism.
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Mas the development of political extr em is m at the end of the Weimar 

Re public in part reaction against the authoritarian structures of its 

educational system, or were the se ed s of conformist, u n th in ki ng 

respect for authority sewn in th es e schools which un co ns ci ou sl y 

equipped a ge ne ra ti on for life in a di ct at or sh ip ? These qu es t i o n s  

will be examined he re with particular attention to Andersch's use of 

a child protagonist, whose instinctive re sponses are often vind ic at ed 

by the privileged perspective of the adult narrator.

A certain na rrative distance is es ta bl is he d by the indications of 

parental influence which still informs the judgement of the young 

Franz and his friend Hugo: Sie po litisierten manchmal zusammen, 

wahrend der Pausen, in einer Ecke des Schulhofs, in dem Wo rt sc ha tz , 

den sie aus den Reden ihrer deutschnational gesinnten Vater 

auf schnappten (krt, p.18). Although his father is ill and m o ra ll y 

broken, Franz retains an heroic image of him, as one who has suff er ed 

for his country. This gives him a reason for despising the feared 

headmaster: Der Rex, wie er so zwis ch en den Bankreihen umherging, 

sah nicht aus wie einer, der ir gendwann einmal ein V e rw un de te n- 

Ab zeichen erhalten hatte' (kff, p.63). Also derived from his father 

is Fran z' s image of the headmaster's re be ll io us son, Heinrich Himmler 

( s c h w e r  in O r d n u n g ’, ein ausgezeichneter junger Hann', 'ruhig, aber 

eisern entschlossen', p.60), and he can therefore identify wi th him 

in all innocence, as an ally in the struggle against paternal 

authority: Vielleicht war er Ha ke nk re uz 1 er geworden, weil ihm der

Alte so auf den Kasten ging, daß er es bei ihm nicht mehr aushielt' 

(krt, p .69). A clear parallel can be seen with An de rs ch 's own

Communist sympathies in the years after he left school, wh ic h he 

himself later interpreted as a reac ti on against his fa th er .78
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An al ternative, «ore fa vourable v i ew of Rex Hiamler is suggested 

by the ironic narrative di stance from the r e fl ec ti on s of the 

fo ur te en -y ea r- ol d. Recalling his father's words, und er ist 

nichteinmal Antisemit', Franz in a d v e r t e n t i y points to the genuinely 

huma ni st ic values represented by Rex (FH, p.61). Moreover, his 

apparent vi nd ictiveness in vi ct im iz in g a pupil such as Franz could be

seen as g e nu in e concern about avoi da bl e pedagogical failure . He is

not interested in those with natural ad va n t a g e s , whether academi c

( S ch rö te r) or social (von Brei f f ), but in the problem' pupi 1 who

pres en ts an educational c h a l 1 enge. Above all , there i s the

re tr os pe ct i ve necessi ty to i denti f y , to some e x t e n t , wi th any

opponent of Nazisa, however crit ic al ly he might be viewed.

In addi ti on to these contrasting pe rs pe ct iv es (that of the father 

and that of the narrative voice), th er e are the in st in ct iv e reactions 

of the boy, not fully understood, but often revealed to be the most 

re liable guide. Sometimes he has the right reaction, but for the 

wrong re asons, as in forming his o p in io n of the un heroic figure of 

the FUhrers Hitler ha tt e ein Gesicht, das ihn nicht interessierte. 

Er sah bl öd und mittelmäßig aus' (F/f, p.71>. Hi s personal

fr ie nd sh ip s prove to him the er ro r of anti-semitism, while an 

innocent faith in the power of reas on leads him to expect others to 

come to similar insights (VH, p.70ff.>. Until this lesson, "der Rex" 

had been little more to Franz than an anonymous symbol of authority, 

but now he remembers that his father had referred to him as der alte 

Himmler's Das war nun schon gut drei Jahre her, und inzwischen hatte 

sich der Titel vor den Namen geschoben' (Fif, p.59). The significance 

of the n a me is that it reveals the man behind the authority, and 

Franz g a in s a more concrete, personal insight into the nature of his
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power. Initially, his attitude is one of suspicion based on his 

father s warnings. Franz Mistrusts the genial exterior of the 

he ad ma st er as he  enters the classrooe and instinctively ob je ct s to 

his use of the personal pronoun in refe rr in g to «eine Unte rt er ti a B'

< F W , p .17). He enjo ys the confrontation between Rex and the insolent 

young Baron von 6reiff ( s o  ein dreckiger Adeliger!', p.40), and 

obse rv es with cool superiority the Man's reac ti on to this challenge 

to his authority: "Der Rex hätte diese u n v e r schämte Angeberei Mit 

Sc hl ös se rn und Feldern und Wäldern we gw is ch en nUssen, Mit einer 

Ha ndbewegung, st at td es se n hatte er sich mit den Konrad auf ein 

Gewdrtel ei ng el as se n, fand auch jetzt noch aus de* Gewörtel gar nicht 

«ehr hera us (Fff, p.52). Sinilarly, Franz has clear insight into 

Rex angry re ac ti on to Hugo 's forbidden swastika badge. Seeing 

through the ar gument of political neutrality, he recognizes that this 

is a highly personal ch allenge to the ma n' s authority: 'Er brachte 

lieber das Ar gument mit dem Sowjetstern, bei dem ihm keiner 

wi de rs pr ec he n konnte, und er verdeckte damit, daß er mit de* 

Hakenkreuz eine spezielle Rechnung zu begl ei ch en hatte' (FH, p.72).

In his turn, Franz re presents a ch al le ng e, as an intelligent 

pupil who is resi st an t to the methods and aims of the educational 

establishment. His ordeal in tr an sl at in g the se ntence es ist 

ve rd ie ns tv ol l, Franz Kien zu loben' becomes an opportunity for Rex to 

d e m o ns tr at e the efficacy of his own teaching methods, and his 

su pe ri or it y over the Greek master Kandlbinder. To his su rprise and 

co ns ternation, Franz he ar s the he admaster urging the class to be 

critical of their grammar book: 'Glaubt bl oß nicht alles, was da drin 

steht!' iVH, p.65). He laments the ab stract terminology in which 

grammar is taught: ' Lehr material muß ansc ha ul ic h sein, sonst ist es
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bloß toter Ballast' (KM, p.77). This c o rr es po nd s precisely to Franz 

K i e n s  ex pe ri en ce , which is that he can learn only when rational 

insights are accompanied by a e st he ti c gratification. Hence he can 

easily me m o r i z e  Rex' rule for th e p o si ti on in g of accents in Greek! 

'Er st au nt e Uber sich selbst, w i e  habe ich das nur fertiggebracht, 

dachte er, wahrscheinlich, weil mir di es e Re ih e aus Wörtern gefüllt. 

Sie ist logisch und klingt gut' (KM, p.109). However, he resents 

having c o nf ir me d the success of the headmaster's method, which 

enables him to recite a gr am ma ti ca l rule with ease, denn sie ist 

Melodie, ein Kunstwerk, da hat er schon recht' (KM, p p . 109-110). 

This do es nothing to alter hi s di sl ik e of the man, indeed, his 

rational re s p o n s e  is to reject this ap proach to learning, wenn mich 

Grie ch is ch in teressieren wUrde, dann wUrd' ich es doch lieber nach 

der K a n d lb in de r- Me th od e lernen. Durch Nachdenken' (KM, p.110).

The co nt ra di ct io n between Rex' enco ur ag in g them not to believe 

all they re ad in their gr a m m a r  books, and advocating unthinking 

rote -l ea rn in g poses an inso lu bl e dilemma for Franz, just as he had 

re flected earlier in the lesson: 'Sokrates verehren und die Grammatik 

an zw ei fe ln - wie brachte er in seinem Kopf denn das zusammen?' (KM, 

p.65). The underlying co nf li ct a p pe ar s to be that between an 

ir ra t i o n a l >st aesthetic and an intellectual critical awareness, a 

familiar so ur ce of tension in A n d e rs ch 's own work. It corresponds 

closely to his interest in No mi n a l i s m  as an intellectual movement and 

his fund am en ta ll y ph en om en ol og ic al a t ti tu de to art.

It is significant that no so lution to this dichotomy is offered 

within the classroom. The o n ly escape for Franz is glimpsed through 

the window, in the spring su n s h i n e  outside, and in the Karl May books 

which tran sp or t him to faraway places. His own 1i terary ambition is
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scorned by Rex, r e f l ec ti ng on ce «ore A n d e r s c h ' s  notion that all 

lite ra tu re is an implicit chal le ng e to the po we r structures of any 

given s o c i e t y . This brin gs us back to the initial qu estion posed 

by this text, which seems to suggest that the traditional humanistic 

ed uc at io n, as upheld in schools such as the Mitt el sb ac he r Gymnasium, 

bore some r e s p on si bi li ty for su bs eq ue nt de ve lo pm en ts in German 

society. Academic su cc es s is seen to be d e pe nd en t on either the 

ability to grasp ab stract conc ep ts out of any relevant context, or 

the u n t h in ki ng me mo ri za ti on of p r e s cr ib ed ma terial. It allows of no 

spon ta ne it y or individualism, being ba se d on rigidly hierarchical 

st ru ct ur es of authority. As fo rm ul at ed by Al be rt von Schirnding, the 

story addr es se s 'die F r ag e nach dem Z u sa mm en ha ng der den bürgerlichen 

Ku lt ur ve ra ns ta lt un ge n zugrun de li eg en de n, in der Maske der beamteten 

und mit Titeln und Orden d e ko ri er te n H u ma ni tä t und der offenen 

Barbarei der fa sc histischen Theorie und P r a x i s ’. A  certain 

parallel may even be drawn with Mer 1e a u- Po nt y ' s cr itique of Western 

de mo cr ac ie s, in his attempt to justify the darker side of Soviet 

Communism: 'Un ré gi me no mi na le me nt libéral peut être réellement 

op pressif. Un régime qui assume sa v i ol en ce pourrait renfermer plus 

d' hu m a n i t é  vraie'.®*

"Dt  Smémadc" (1977) and "Bttmm TrUumm" (1981)

These last two autobiographical te xt s were to be the first chapters 

of a much mo re c o m p re he ns iv e work, i n c o r p o r a t i n g  sections entitled 

" N o m i n a l l s m u s " , "Beimler", and “Berzona/Rei s e n M . They differ from 

his earlier au tobiographical work in th ei r re nu nc ia ti on of the 

n a rr at iv e techniques of the novel or short story. Instead, they are
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organized according to a theaatic logic based on certain 

'S r u n da ot iv e ’ , and taking the fore of aeaoirs. This re pr e s e n t s  a ne« 

phase of a u t o bi og ra ph y which is co nc e r n e d  aore with intellectual 

de ve lo pa en t than personal confession.

In sp it e of its ap pa re nt ly l o os el y associative style, "Der 

S e es ac k” is qu it e cl os el y structured, its internal coherence ba se d on 

different teaporal levels, c o r r e s p o n d i n g  to the levels of aeaory. 

The first, wh ic h foras the fr aaework of the text, spans the period 

from his r e l e a s e  fro« transit caap in Darastadt, 1945, hi s first 

journalistic post on the Munich Neue Z e it un g under Erich Kä stner, and 

his reunion with Gisela. This is i n t e rs pe rs ed with aeaories of the 

POM caaps, and the *V e r w a l t u n g s s c h u l e * at Fort Getty (Rhode Island), 

his visits to Minterspelt during the war, his l a p n s o n a e n t  as a young 

Coaauni s t , and his allegedly failed atteapt to publish "Erste 

Ausfahrt" in 1944. The link be tw ee n S a r t r e  and Goethe is fo rg ed by 

Orestes, b r in gi ng hia back froa p o st -w ar literature to his aeeting 

with Gise la at a pe rf or aa nc e of Iphi ge ni e on his return to Europe. 

It t h er ef or e traces a deve lo pa en t f r oa the discovery of and 

disi 1lu si on ae nt with Co aaunisa, his first literary atteapts, the 

intellectual freedoa experienced in PO M caap, the in tr od uc ti on to 

French Ex i s t e n t i a l l s a  and his re d i s c o v e r y  of the Geraan huaanist 

tradition. He builds his e x pe ri en ce s of the 1930s and 1940s into an 

intellectual and philosophical fraaework, an ticipating and 

cu la in at in g in his reunion with Gisela, wh o becoaes a central figure 

in his c r e a t i v e  and personal life after the war.

The iapo rt an ce of aeaory as the structural prin ci pl e in "Der 

S e e s a c k ” can be inferred froa the text of "Böse Tr äu ee“ , in which 

Andersch writes: 'Die Literatur, d i es e Ar ch äo lo gi e der Seele, besteht
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na türlich auf der Gege nw ar t der V e r g a n g e n h e i t ' . ^  Taking up the

Faulkner epigraph to U i n t e r s p e I t , he un de rl in es the di ff er en ce

between the writer of hi st or y ('Geschichte') and the writer of

li te ra tu re ('Geschichten'), calling the latter 'der HUter des

Gedächtnisses' (“Böse T r ä u m e “ , p.54). He ac kn ow le dg es the contrast

between “Der Seesack" and pr evious au to bi og ra ph ic al texts, all of

which he sees as authentic prod uc ts of their day:

Also, die K i r s c h e n , viel le ic ht weitere Franz Kien- 
Geschichten, we i t e r e  Gedichte, aber jetzt erst einmal diese 
Aufzeichnungen, die sicherlich ganz anders a u sf al le n werden 
als die Kirschen. Ich kann sie ni ch t mehr so schreiben, wie 
ich vor 25 Jahren ge sc hr ie be n habe. Die Zeit, die ich in den 
Kirschen gesc hi ld er t habe, b e we gt e sich mit reißender 
Geschwindigkeit auf einen Ab s c h l u ß  zu (...) währ en d sie 
heute als Pr oz eß läuft, dessen Ende nicht ab zusehen ist 
(/Ml, p .90).

H e n c e  the form of “Der S e e s a c k “ , 'diese Au fz ei ch nu ng en , die 

vorläufig noch u n e n ts ch lo ss en zwis ch en E r i n n e r u n g e n , Me moiren und 

A u t o bi og ra ph ie pendeln' reflect an era in which th er e are fewer 

ce rt ai nt ie s, and no clear di rection (441, p.99). The past no longer 

co nforms to a strict c h r o no lo gy of events, but has b e c o m e  a structure 

of the present, just as expr es se d in Faulkner's: Das Ve rg a n g e n e  ist 

nie tot. Es ist nichteinmal vergangen'. References to his early 

literary ambitions are brief and u n i 11u m i n a t i n g , the main object of 

the text being a journey in memory through significant la nd sc ap es of 

his past. The first PO M camp in which Andersch wa s interned on 

arrival in the USA is associated with an o v e r wh el mi ng sense of 

freedom, as described in "Festschrift für Captain F l e i s c h e r “ : Heute, 

wenn ich an das Camp Ruston, Louisiana, zurUckdenke, nimmt es immer 

para di es is ch er e ZUge an. Wir hielten uns große Landsc hi ld kr öt en , 

pflU ck te n Baumwolle, sc hlugen Zuckerrohr und b e t r a c h t e t e n  das 

Br ac kw as se r der toten M i s s is si pp i- Ar me mit den Augen der Pelikane,
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die in ih m weideten' (A A L , p.B5).

It w a s  an escape from the c h ao s of E u ro pe an politics, which he 

d e s c r i b e s  in terms of a su sp en si on of t i m e  and space. The experience 

of in te ll ec tu al freedom at this time was ak in to that of art, which 

had o f f e r e d  refuge from the o p p r e s s i o n  of the Nazi regime: 'Die

F r e i h e i t  des K r i e gs ge fa ng en en la ge rs war das Gegenteil von Chaos 

g e w e s e n :  eine Ordnung. Das Ch ao s D e u t s c h l a n d  war eine Drohung' (44t, 

p.84). To defend himself against po s s i b l e  accusations of escapism, 

he e f f e c t i v e l y  blurs the boun da ry be t w e e n  'Erkenntnis' and 'Tat': 

Was h e i ß t  denn h a nd el n? Ist es nur d i e  Aktion, die mich in eine 

B e z i e h u n g  zu Anderen setzt? Heißt le se n nicht auch hand el n? Oder 

N a c h d e n k e n ?  Wo beginnt der Prozeß, der zu einem Verhalten führt?' 

(44t, p.85). This di sguises the n o n- co nv er ge nc e of intellectual and 

p o l i t i c a l  freedom, and the fact that p o l i t i c s  only begin when ideas 

are t u r n e d  into action. With r e f e r e n c e  to Vo lt ai re 's Candide 

A n d e r s c h  depicts this time spent in the camps as the temporary 

a t t a i n m e n t  of ph ilosophical ataraxia: 'Wir alle wünschen uns den

ge sc h l chts lo se n Zustand, den Garten, das Paradies' (44t, p.86).

T h i s  throws into relief the horror of deprivation in post-war 

G e r m a n y ,  which shocked Andersch when he retu rn ed in 1945. However, 

he r e t u r n e d  with the privileged status of 'selected citizen , to work 

for t h e  reconstruction of his homeland. Not until he be ga n work for 

the N e u e  Zeitung did he regain the f e el in g of being truly free on ce 

more. The offices of the newspaper in S c h e l 1 ingstraße in Munich take 

on l a s t i n g  si gnificance in this text, as the scene of fulfilled 

a m b i t i o n .  More importantly, perhaps, it was the first ex pe ri en ce of 

p u b l i s h i n g  to which Andersch co ul d admit, as stated quite clearly in 

"Der Seesack": Ich fand mich, 31 Ja hr e alt, ganz plötzlich mitten in
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einer Heit, von der i c h  12 Jahre lang an ge no mm en hatte, ich würde sie 

nie betreten' {AAL, p . 9 6 ) .

The third s i g n i f i c a n t  stage of his journey is that which takes 

him to Hinterspelt a n d  to reunion wi th Gisela. He describes the 

familiar journey to t h e  isolated Eifel village, where she had spent 

the last years of th e w a n

Der kölner H a up tb ah nh of , immer zerstörter, zuletzt ein Stück 
gerösteter A r ch it ek tu r, der Zug nach Trier, die Strecke nach 
Gerolstein, d i e  ich zuletzt au swendig kannte, jeden Baum, 
jedes 6ehö ft (...) die Fahrt nach Prüm, ra tternd an den 
Ödhängen v o r b e i ,  meistens zu Fu ß nach Hinterspelt, durch das 
leere H a c h o l d e r  1 a n d , v e r l a s s e n e  Fernen p.91).

This recalls the w a r t i m e  "Jahre in Zügen" and is testimony to the

im portance of this l a n d s c a p e  for the novel U t nter s p e I t .

Their meeting in t h e  theatre duri ng a perf or ma nc e of Go ethe's 

Iphigtnie represents a return ho me on both a cultural and a personal 

level. ln "Böse T r ä u m e " ,  Andersch conf es se s a reluctant admiration 

for Goethe. In an e a r l y  draft of the text he writes: Goethe. Ich 

gehöre zu denen, die sein en Einfluss zu rü ck dr än ge n wollen. Has wird 

von ihm bleiben? D i e  Sprache allein, diese ph än om en al e Kraft des 

Naiven, ein I n e i na nd er von G e sc hm ei di ge m und Hildem .8 * Similarly, 

in "Der Seesack" it i s  the sensuously evoc at iv e power of his language 

which earns him A n d e r s c h  s full ae sthetic approval: Aber die

Sprache! Sie ist so, d a p  er mein et we ge n jeden Blödsinn schreiben kann 

- ich wllrd s lesen' (A AL, p.100).

In "Böse Träume" Andersch r e n o u n c e s  even the loose structural 

technique of "Der S e e s a c k " ,  simply refl ec ti ng on ideas and literary 

models which have b e e n  a source of inspiration to him as a writer. 

The familiar d i c h o t o m y  of art and po litics, which he never adequately 

reconciles, r e a p p e a r s  here in the Sw is s landscapes wh ic h have become
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his hoae. Berzona in the Tessin is the scene of aesthetic debate, 

while Zurich offers opportunities f o r  political discussion. There is 

no doubt that the former are more i m po rt an t to hie, but Zu ri ch has 

its own fascination: 'Es gibt M o m e n t e ,  in denen ich ZUrich liebe, 

be is pi el sw ei se an eine« No ve mb er- A b e n d  um fUnf Uhr, als Wolk en in 

allen Schattierungen von Grau vor e i n e «  hinter ihnen helleren Himmel 

und Uber ei ne m See aus Perlmutt s c h w eb te n, indessen gegenüber, in 

Kilchberg, das unter dunklen W ä l d e r n  liegt, schon di e Lichter 

an gezUndet worden waren' ("Böse T r ä u m e “ , p.44). It is, as always, 

the my st er io us nature of the town w h i c h  fascinates hi«: 'Zürich ist 

seltsam, ich kann nicht damit a u f h ö r e n ,  ZUrich und den Rest der Welt 

geheimnisvoll zu finden' ("Böse T r ä u m e " ,  p.46).

The same mysterious quality s u r r o u n d s  his memo ri es of Munich as 

he recalls that he had always f o u n d  the Occamstrape 'geheimnisvoll 

anziehend <p.S8), long before h e  knew anything about W i ll ia m of 

Ockham. Thus he predates his f a s c i n a t i o n  wi th No mi na li sm to his 

ch ildhood, detecting with h i n d s i g h t  an ea rl y sympathy for the 

movement. His avowed a n t i - c o n c e p t u a l i s m  is r e la te d to 

di si llusionment with the '-isms' u s e d  to cate go ri ze li te ra tu re and 

leads him to reflect on his own a e s t h e t i c  theory. The fundamental 

eq uation of Deutsche Literatur in der En tscheidung c o mb in es the 

aesthetic and the ethical q u a l i t i e s  of literature, so that no writing 

which su pports an op pressive r e g i m e  can be termed 'literature'. By 

1962 this had been modified to t h e  co nviction that li te ra tu re 's only 

commitment was to itself.85 In  "Böse Träume" he at tr ib ut es to 

literature a further, e p i s t e m o l o g i c a l  value, resulting from his 

phenomenological belief in an a e s t h e t i c  category of truth. Thus he 

accords to art a new status r e l a t i v e  to philosophy, on the ba si s that
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good ph il os op hy does not always ge ne ra te g r e a t  literature, 'jedes 

ge lungene Kunstwerk hingegen ist immer wahr' ( " B ö s e  Tr äu me” , p.59). 

His d e fe ns iv e reference to 'das Augurenl Sichel n der Fa ch philosophen 

und Kathedergelehrten' (p.59) recalls Wilhelm S c h a p p  s view th at the 

scholastic tendency to divorce ph il os op hy from lite ra tu re r e s u l t s  in 

their mutual impoverishment: 'Es ist eine A r t  der Ar be itsteilung

eingetreten. Der Dichter, der vordem alles w a r, ist jetzt nur noch 

Dichter und im weiteren Sinne KUnstler, ni ch t mehr Ph il os op h. Der 

Philosoph bestimmt seine Stellung, die S t e l l u n g  des Di c h t e r s  im 

Weltganzen, durch den Begriff der Na ch ah mu ng m i t  etwas ve rä ch tl ic he m 

B e i k l a n g . 86 It is precisely the imaginative, inventive q u a l i t y  of 

the crea ti ve mind which Schapp cons id er s s o  essential to the 

de ve lo pm en t of any effective epistemology. T h i s  concept of art as 

access to knowledge develops logically out of Ande rs ch s fascination 

with pe rc ep ti on as a creative act, and one w h i c h  affords the most 

direct access to reality.

The ex am pl e used to illustrate this here is William Faulkner's 

Light in A u g u s t , which gives him the i m p r e s s i o n  of 'Ein-Sichten in 

fremde Seelen' ("Böse Träume", p.60>. Qu o t i n g  from a p a s s a g e  about 

Eupheus Hines, he marvels at the quality of F a u l k n e r ' s  descriptions: 

Perioden wie diese sind es, mit denen F a u l k n e r  seine Ru he , seine 

Geduld, seinen langen Atem elektrisch a u f l ä d t ;  gleich Blitzen, 

ex pressiv, fahren sie Uber seine g e w i t t e r d u n k l e n  L a n d sc ha ft en aus 

Straßen und Seelen' (“Böse T r ä u m e “ , p . 6 1 ) .  The im po r t a n c e  for 

Andersch of landscapes in literature is cl ea r in his de si re to visit 

New Albany (on which Faulkner's ‘J e f f e r s o n ’ i s  based), in order to 

ex pe ri en ce the atmosphere which inspired the b o o k  at first hand: Es

gibt ke in e Aufklärung einer Tat (der Tat F a u l k n e r s )  ohne Be si ch ti gu ng
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des Tatorts. Kurz und gut - ich «Uchte ait Jefferson und F a u l k n e r  das 

G l ei ch e machen, Mas ich mit Ferrara und Bassani gemacht h a b e  ("Böse 

T r ä u m e ” , p . 6 1 ).

The last landscape evok ed is that of Paris, as he s e e s  it in 

Ba ud el ai re 's Les fleurs du mal. It seems to him to be e n ca ps ul at ed 

in the last tmo lines of the poem 'Le crépuscule du m a t i n ' :  Et le 

sombre Paris, en se frottant les yeux / Empoignait s e s  outils, 

viei ll ar d 1 a b o r i e u x '.^7 The image of the city as a tired o l d  workman 

c a pt ur es An dersch's imagination: 'Zwei proletarische Z e i l e n ,  die alle 

Sp ek ul at io ne n Uber Langeweile, ennui, spleen beenden, a u c h  wenn wir 

di es e St immungen als fUr die Produktion nötige erkennen. Uns ihnen 

auss et ze n ("Böse Träume", p.66). He interprets B a u d e l a i r e  s 

spleen' as Sc hwermut, Leere, S e i b s t v e r m c h t u n g ' ( " B ö s e  Träume“ , 

p.68), the Verweilen im Nichts' which precedes artistic production. 

This takes on personal s i g n if ic an ce as Andersch thinks b a c k  to the 

years of the Third Reich, in which he was allegedly u n a b l e  to write: 

Dennoch habe ich jene zwölf Jahre lang nichts a n d e r e s  getan als 

darauf gewartet, schreiben zu können' ("Böse Träume", p . 6 9 ) .  At the 

time of writing he was su ffering from an increasingly de bi li ta ti ng 

le thargy due to his illness, making all the more p o i g n a n t  his 

angu is he d regrets for his late literary debut, as if the 'verdichtete 

Wahrheit' of his own auto bi og ra ph y had become for him th e t r u e  story

of his life.
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CHAPTER OME 

HOTES

Andersch, "Auf den 
pp .87-102 (p .87>.

Spuren der Pinzi Contini"

“Fragmente zu ei ne « großen 
Konstantin Si «onow, Es gibt 
Friedrich Hitz er (Schwifting,

Plan", in Alfred Ande rs ch / 
kein fremdes Leid edited by 

1981), p p . 72-90 (p.74).

There is a stro ng c a se for assuaing that Andersch's first 
publication appe ar ed in this newspaper, as he refers in 1977 
to 'eine Repo rt ag e üb er einen Streik von Te xt i1arbeiterinnen 
in Augsburg'. Sees "Der Seesack", AAL, p.96. An anonyaous 
article fitting this de sc ri pt io n precisely appears in the 
edition of 6 J u ne 1931 entitled "Genug des Hung er ns - Ein 
Ende dea Lohnraub", Heue Z e i t u n g , 6 June 1931, Bayerische 
Staatsbibliothek, Munich.

See 'einmal h i r k 1 ich l e b e n " , edited by Winfried Stephan 
(Zurich, 1986). The depth of his gratitude to his aother is 
also clear froa w o r k -p la ns such as that published by 
Friedrich Hitzer (see note 2, p.112) where Andersch notes 
under the ti tl e "Mamma", 'Befreiung aus dea KZ - zweimal das 
Leben geschenkt'. It should be pointed out, however, that 
he was not sent to Da ch au a second tiae, but was held in 
Schutzhaft' in the po li ce he ad q u a r t e r s , Munich.

The first clear re fe r e n c e s  to this marriage appear in the 
letters to A n d e r s c h ' s  «other (see note 4), in which he 
expresses co nc er n for Angelika and their daughter, Susanne 
(born 1937).

The aanuscript was d i s c ov er ed in 1981, disproving An de rs ch 's 
own claim that the story had not been published. See: 
Volker Wehdeking, " Ü b e r r aschendes voa jungen Andersch", Heue 
Rundschau, N o . 4 (1981), 129-144. It has now appeared in the 
Diogenes volu me E r in ne rt e Gestalten (Zurich, 1986 EG) 
entitled " S e c h z e h n j ä h r iger a l l e i n ” , p p . 163-179. An de rs ch 's 
vague refe re nc e to the story in "Der Seesack" (1977, A A L , 
p.96) prompted from Erhard Schütz the coaaent, 'es spricht 
dafür, daß A n de rs ch hier entweder bewußt mystifiziert hat 
oder daß ihm E r i n n e r u n g s f e h  1 er unterlaufen sind', (Schütz, 
Alfred Andersch, p.20).

Andersch worked for the Sender Frankfurt 1948-1950, for the 
coabined Fran kf ur t and Haaburg station which be ca ae NWDR 
1951-1953, and for the Süddeutscher Rundfunk 1955-1958.

The aanuscript is in the Hachlaß, Marbach, A: Andersch 
“Betrifft die Gr up pe 47", accession N o . 78.4776.



Andersch's application fora for the Reichsschriftumskammer 
Mas di scovered in the American Document Centre in West 
Berlin by Rhys Williams, as recorded in his essay Alfred 
Ander5ch', in The Hodern Gereon Hovel, edited by Keith 
Bullivant (Leamington Spa, 1987), pp .57-71 (p.60).
Examination of a curriculum vitae sent to the Süddeutscher 
Rundfunk in 1955 reveals the political pressures on Andersch 
at that time, to di ssociate himself both from the Nazi 
regime and from his early Communist affiliations. He is as 
yet unable to suppress the fact that he applied to the 
Reichsschr i fttu nskameer in 1943, but explains that it was a 
prerequisite for continued employment in the booktrade. He 
explains his “Sc hu tz ha ft“ in 1933 as the result of 
membership of a sozialistischen Jugendorganisation', thus 
relativizing his association both with the extreme right and 
the extreme left of the political spectrum. (Na c h l a ß , 
Marbach: A: Andersch, "Verschiedenes / Autobiographisches",
accession No. 78.7122/1).

"Der Seesack", AAL, pp .83-101. “Böse T r a u m e “, Tinten faß, 2 
(1981), 43-69.

Philippe Lejeune, L'Autobiographie en France, (Paris, 1971), 
p . 84.

VH, p .132.

A n de rs ch /S im on oH, Es gibt kein fremdes Leid, (see note 2), 
P • 91.

Erhard Schütz, "Er sehriebenes Leben. Autobiographie eines 
Au to rs“ , in Interpretationen zu Alfr ed Andersch, edited by 
Volker Wehdeking (Stuttgart, 1983), p p . 132-142 (p.138).

See note 13.

Roy Pascal, Design and Truth in Autobiography, (Cambridge, 
Massachusetts, 1960), p.182.

VH, p .135.

Hachlaß, Marbach: A: Andersch "Kurzprosa, die norddeutsche 
Landschaft beschreibend 1943ff.", accession N o . 80.583.

See: Bernhard Jendricke, Alfred Andersch, (Reinbek bei
Hamburg, 1988), p.32, and Wehdeking, Alfred A n de rs ch, p.134. 
Wehdeking does correct his mistake, pointed out in Rhys 
Williams' review of his Andersch study (see Hodern Language 
Reviett, vol.79, part 3 (1984), 757-759), in the essay 
"Bayern von tief unten. Alfred Anderschm Münchner J u g e n d “, 
in Handbuch der Literatur in Bayern, edited by Albrecht 
Weber (Regensburg, 1987), pp.577-589 <p.585).

Hachloß, Marbach: A:Andersch, "Konv 24 frühe Gedichte",
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C H A P T E R  TWO

Th« La ndscape as Literatur»

The deca de 1960 to 1970, after An dersch had settled in Berjona, was 

one of substantial crea ti ve output, which included three works of 

pr imarily descriptive prose: Hand er ungen in Horden (1962), Aus einem 

rö mischen Hint er (1966) and Hohe Br eitengrade (1969). While they 

have earn ed tributes as outstanding examples of the genre, their 

im po rt an ce in the context of An de rs ch 's work as a wh ol e has r e ce iv ed 

rela ti ve ly little critical attention. Even when the status of 

'Hauptwerk' is attributed to Hander ungen im Horden by Manuel Gasser, 

this r e fe rs less to its key position in a literary de ve lo pm en t than 

to its quality as eine der schönsten, geha lt re i chst en

Reiseb es ch re ib un ge n in deutscher S p r a c h e ' . 1 Karl Kr ol ow d e sc ri be s 

An de rs ch 's attempt to distil the very essence of a la ndscape in terms 

of das " P h ä n o m e n o l o g i s c h e " ’ in the language of Aus einem rö mischen 

H i n t e r , without cl ar if yi ng its stylistic significance. The

im po rt an ce of colour and light in An de rs ch 's de sc ri pt io ns has been 

noted by Elisabeth P l e s s e n , 3 and the major role of memory by Rolf 

Dieter B r i n k m a n n , 4 but no attempt has been made to discover a link 

between th es e observations. Indeed, the philosophical de li be ra ti on s 

a c co mp an yi ng Andersch's landscape de sc ri pt io ns have pr ompted critical 

in dignation: 'Diese La nd sc ha ft en mit ihren Farben und Formen b e de ut en 

nichts. Sie "sind" (...). Mu ß man den Blick ph il os op hi sc h

ver d ü s t e r n ? '5
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Volker We hdeking finds pe r h a p s  the most appropriatel y 

philosophical terms to d e s c r i b e  these texts, although he disaisses 

thea as uniaportant i n d i ca to rs of Andersch s later literary 

de v e lo pa en t:

Befreit von der E n ge z w ec kh af te r Begriffe und Naaen bezeugen 
die Re is e e r l e b n i s s e  da s Warten auf den Augenblick 
phänomenal er O f f e n b a r u n g  der Dinge, die Epip ha ni e, und das 
melancholische E l em en t einer unabglichen An nä h e r u n g  an jene 
Aura, die sich ua s o a e h r  entf er nt , umso beallhter man sich ihr 
näher t . ̂

H i s implicit re ference to Benj am in is apposite, as th es e landscape 

de sc ri pt io ns are the co n t e x t  of ex pa n s i v e  philosophical and aesthetic 

deliberations. However, M e h d e k i n g ' s  rather u n d i ff er en ti at ed use of 

the terms nominalist', ex is te nt ia l' , and phenomenon' does little 

to illuminate the d e v e l o p m e n t s  and contradictions inherent in 

Andersch s philosophical stance. Deta il ed study of the travelogues 

r e ve al s in thea an e x pl or at io n of the processes of pe rc ep ti on , in the 

light of a coaplex of ideas wh ic h point to an increasingly 

phenomenological world-view.

The primary theme ru n n i n g  through all three works is the contrast 

be tw ee n aesthetic and sc ie nt if ic mo de s of perception. Investigation 

of the former invites pa ra l l e l s  with other studies of perc ep ti on in 

wh ic h Andersch showed great interest, notably in the fields of 

chi 1d - ps yc ho lo gy, the c i n e a a  and philosophy. In 1949 he expressed 

hi s high regard for the radical ed uc at io na li st R i ch ar d Ott, whose 

theories on children's pa i n t i n g  are laid down in the vo lu me Urbi ld 

der Seele (Bergen, 1 9 4 9 ).? He quot es Ott's notion that the value of 

chil dr en s art lies in th ei r ab il it y to penetrate to the essence of
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things! Je naher di e Produktion eines Kindes an ein Ur phänomen 

h e ra nk om mt oder ein no ch nicht b e ka nn te s ahnen laßt, de st o größer ist 

di e hinter dieser Pr od uk ti on steh en de seelische und kü nstlerische 

Kraft ,8

This an ti-ra t ionalist stance is echoed in Edgar Morin's 

an th ropological study of the cinema, Le Ci nt aa ou 1'homme iaaginaire 

<Paris, 1956), quot ed by An dersch in his essay "Das Kino der 

A u t o r e n “ . He notes Mori n' s tribute to Eisenstein, wh os e designation 

of film as die e i nz ig e konkrete und d y n a mi sc he Kunst' re po se s on its 

re ve l a t i o n  of non-rational sources of knowledge: Er beweist

ex pe ri me nt el l, daß das Gefühl nicht irra ti on al e WillkUr, sondern ein 

Moment der Erkenntnis is t' .9 An dersch shares Morin's interest in the 

film s ma nipulation of time, and with the perceptual and

ep is temological q u es ti on s raised by the phenomenon 'film . Morin 

posi ts a common root of empirical p e r c ep ti on and the m a gi sc he Schau 

which op erates in the cinema, a stage of pre-rational awareness in 

which the real and the imagined are still indistinguishable. He 

claims that the ca me ra 's view e n co mp as se s objective, empirical vision 

and subjective, emotional involvement, and is in this sense truly 

compr ehensi ve:

Umfassend, weil sie sich noch im u n d i ff er en zi er te n
An fa ng ss ta di um befinden. Ihre na tü rl ic he Tendenz ist darauf 
gerichtet, sich zu un te rs ch ei de n, ja, sich einander 
entgegenzusetzen: dann ents te ht der Bruch zw ischen Ma gi e und 
Wissenschaft. Su bjektivität und Objektivität sind zuerst 
noch Zw il li ng ss ch we st er n, bevor sie sich zu feindlichen 
Schwestern w e r d e n . 1®

Mo ri n himself ac kn ow le dg es a debt to Maurice Mer 1e a u- Po nt y when 

expl ai ni ng the interaction of the se ns es in the expe ri en ce of f i l m . 11
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Between her 1eau-Ponty s de at h in 1961 and 1968, six mo no g r a p h s  and 

eleven e s s a y s  on h i m  had been published in German, including 

tr an s l a t i o n s  of his four major works. It can therefore be assumed 

that An de r s c h ' s  f a m i li ar it y with Mer 1e a u - P o n t y 's work da te s from this 

time. As a one-time Ma r x i s t  s y mp at hi se r and latterly r e p r es en ti ve of 

the h e i m a t l o s e  Linke in France, hi s appeal for Ande rs ch requires 

little explanation. The details of his stormy r e l a ti on sh ip with 

Jean-Paul Sartre may well have been another factor enlisting 

Andersch s interest, at a time wh en his own enthusiasm for Sartre was 

w a n i n g . *2 Both the im po rt an ce of visual perception in these 

landscape de sc ri pt io ns and t h e  notion of retu rn in g to a 

pre-ref 1 e c t i v e  and pr e- in di vi du al level of perception, so fundamental 

to Mer 1 e a u - P o n t y 's thou gh t, pr ov id e links with the other th eories of 

pr imitive perception m e nt io ne d above.

That An de rs ch 's inte re st in th e phenomenological move me nt was not 

limited t o  the French school is s e en once more in his re fe re nc es to 

Heidegger and Wilhelm S c h a p p . 13 An instant parallel can be seen 

between Ande rs ch s e x pl or at io n of aesthetic perception and Schapp's 

c h ar ac te ri za ti on of th e p h e n o m e n o l o g i s t ', whose approach is to some 

extent identical with that of the artist:

Der P h ä n o m e n o l oge muß in gewisser Weise die Anla ge eines 
Künstlers u n d  der, der d i e  Wahrnehnung untersucht, Anlage 
zum Haler haben. Zwar ist die Wegstrecke, die Ph änomenologe 
und Haler Zu sa mm en ge he n, nu r kurz, aber es ist gerade ein 
en ts ch ei de nd er Teil des Weges, n ä ml ic h das 
S i c h hi ne in ve rs en ke n in d i e  sinnliche Welt, die in der 
Wahrnehnung erfaßt wird, sich in ihr d a r s t e l l t . 14

Mer 1 e a u - P o n t y  refers to Scha pp 's theory of colour and light, both 

such crucial e l em en ts in A n d e r s c h ' s  travel books, de sc ri bi ng how
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colour can reveal the inner st ru ct ur e of objects by a pr oc es s of 

spontaneous synaesthesi a: Les s e n s  co**uniquent entre eux en 

s ouvrant à la s t ru ct ur e de la chose. On voit la rigidité et la 

fr agilité du verre et, quand il se b r i s e  avec un so n  cristallin, ce 

son est porte par la v e r r e  v i si bl e' .* ®

Similarly, for Andersch c o l o u r  is rarely a mere physical 

wavelength, but the purv ey or of a mu l t i t u d e  of ot he r qualities, which 

c o mb in e to create the atmosphere of a locality. He nc e his litanies 

of colour can be seen as a form of aesthetic sh or th an d, e x pr es si ng 

the unique mystery of each landscape. This Gehe im ni s is only vi si bl e 

to the observer w h o s e  mind is op en to non-rational forms of 

knowledge, in fact, to the ph enomenological view as de scribed by 

Schapp: ln der ganzen Ph än om en ol og ie darf auch nicht eine ei nz ig e 

Hy pothese Vorkommen. Sondern alles soll auf d i r e k t e  Einsicht, auf 

dire kt es Erfassen g e b a u t  s e i n ’.16

The attraction of a world-view based on intu it io n rather than 

re as on doubtless p l a y e d  a part in Andersch s interest in the 

ni ne teenth-century American e x pl or er Henry David T h o r e a u . 1^ 

Thoreau s radical individualism, hi s fascination with natural hi st or y 

and his belief in w i ld nature as th e only hope for mankind, find many 

echo es in Anderseits work. For all his admiration of the Linn ae an 

botanical cl as si fi ca ti on s, Thor ea u' s concern was not with sc ie nt if ic 

knowledge, indeed, h e  warned ag a i n s t  its d e st ru ct iv e potential: I 

h a ve always been r e g r et ti ng that I am not as wise as the day I was 

born. The intellect is a cleaver. It discerns and rifts its way 

into the secret of t h i n g s ’. 10 Hi s firm belief in the al ternatives to 

reason in the se ar ch for k n ow le dg e is seen in the high va lu e he 

places on the l i te ra tu re and c i vi li za ti on s of classical antiquity,
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which gave rise to such a w e a l t h  of mythology. Thoreau sa w the 

organic cycle of growth and re n e w a l  in nature m i rr or ed in the seasons 

of history, believing, with E m e r s o n ,  that 'the G r ee k was the age of 

observation; the Middle Age, that o f  fact and thought; ours, that of 

reflection and ideas . 19 Spring w a s  the season co rr es po nd in g to the 

Golden Age of heroic endeavour w h i c h  Thoreau a s s o ci at ed with Greece, 

which is why his account of s p r i n g  in Walden is so full of cl assical 

al lu s i o n . 20 Greek mythology w a s  the fruit of the s p r i n g t i m e  of 

mankind, richer in im ag in at iv e power than the literature of all 

su bsequent ages. The un de rl yi ng p r i m it iv is m of th is view is echoed 

in much of Andersch's travel p r o s e .

Finally, Thoreau's advanced s e n s e  of ecology and of man s need to 

live within the limits imposed o n  him by n a t u r e  may p e rh ap s have 

contributed to the increasing e c o l o g i c a l  a w ar en es s in An de r s c h ' s  work 

by the late 1960's. It is a t h e m e  which rises to prominence in Hohe 

Breitengrode and corresponds c l o s e l y  to the ph en om en ol og ic al outlook 

as well as a new sense of p o l i t i c a l  r e l a t i v i s m  th ro ug ho ut this 

period.

B m h m i m n l ■

The mysterious quality of A n d e r s c h ’s landscapes, seen bo th in his 

literary and descriptive pr os e, should be un de rs to od as b o t h  an 

ob jective property of the scene a n d  the result of the r e d i s c o v e r y  of 

the perceiving subject's initial wonder at the world. The thrill of 

being the first to set eyes on u n e x p l o r e d  n a t u r e  is re pe at ed ly evoked 

in Andersch's prose, in terms su gg e s t i v e  of a specific perceptual 

p h e n o m e n o n . 21 in a t y p e s c r i p t  in the N a c h l a p  entitled “ In den
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Sarekbergen" we read: 'Fast jeder Wa nderung in La p p l a n d  eignet etwas 

vom feinen Reiz des ersten Begehens, der Früh lu ft , der Kostbarkeit, 

Nie- Ge se he ne s zu s e h e n '.^2 However, the term ge he im ni sv ol l' is also 

applied to people by the Swedish silversmith Sy n n o v e  in Hander ungen 

im H o r d e n , thus taking on broader implications. Wh en asked why she 

eschews more precious ma terials for her jewelery, her response is:

Die Menschen wllrden immer flacher und ge he imnisloser, und 
sie wolle sie durch den Schmuck, den sie verfertigte, wieder 
geheimnisvoll machen. In Wirklichkeit seien Menschen sehr 
ge he im ni sv ol le Wesen, und sie mllpten D i n g e  tragen, die auf 
ihr Geheimnis hi nwiesen, die ihren Zaub er erhöhten. Sie 
sagte es mit ganz klarer Stimme, ohne a l le s my stische Getue, 
man merkte es ihr an, daß sie eine ei n f a c h e  Überzeugung 
aussprach (UH, p.38).

This concluding remark makes it clear that her words are to be 

interpreted as a metaphysical observation, b e h i n d  which there lies 

more than mere superstition. Even industry ca n be mysterious, as 

revealed in “Die Baume des Herrn Ekelund", when Ken is shown round 

the Swedish paper mill. He and his host are re m i n d e d  of the Si cilian 

family which guarded the secret of pa p y r u s  production: Sie

erinnerten sich des feinsten Geheimnisses, a as di e Papi e r i n d u s t r i e , 

die eine der ge he im ni sv ol ls te n Industrien der Welt ist, barg'. (WN, 

p.89).

Such passages point to a mode of p e r c e p t i o n  which detects 

myst er ie s where they are ov er lo ok ed by the normal gaze. This process 

is analyzed in a central pa ss ag e of Hohe B r e i t e n g r a d e , in which 

An dersch attempts to define the 'magic' of a s c e n e  in rational terms: 

Wer immer das Rot dieser steilen Tafeln über da s vollkommen stille 

Grün dieses Wassers gestellt hat - er hat einen Gegenstand von
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u n be ka nn te r Magie geschaffen' (Mß, p.54). Noting that t h e r e  are 

physical and chemical ex pl an at io ns for this 'magic', he r e p l a c e s  it 

with the word 'Phänomen', un de rl in in g his philosophical use of the

word w i th a quotation from Heidegger's Sein und Zeit. In this

context, the mystery could be defined as the latent m e a n i n g  of

ph en o m e n a  as posited by Mer 1e a u - P o n t y , which rational r e f l e c t i o n

takes for granted. By su sp en di ng our rational attitude we may rega in 

the p r e - r e f 1ective stage at which things acquire their meaning. This 

be co me s clear in the same passage, when the special meaning of the 

light over the ice is captured in a simile: 'Ein Licht aus s t e i n e r n e m  

Purpur, aus rotviolettem Staub. Man müßte wissen, was es zu b e d e u t e n  

hat, d i e s e s  dunkle Leuchten, ausgehängt Uber einem Eis-Ozean u n d  so 

v e r s c h o s s e n  wie eine alte seidene Fahne' (ßß, p.54).

Atmosphäre

It be c o m e s  difficult to di st in gu is h between what Andersch r e f e r s  to 

as the mystery' of a locality and its 'atmosphere . In his essay, 

“N o ti ze n Uber Atmosphäre", he makes a clear distinction betw ee n 

A t m o s p h ä r e ’, the objective quality of a landscape, and 'Stimmung', 

the su bj e c t i v e  projection of an observer's mood into what he s e e s . ^ 3 

In fact, he does not pr eserve this distinction with any rigour in his 

d e s c r i p t i v e  prose, but in this essay he is concerned to make a plea 

for the equal status of aesthetic and empirical knowledge. Eq u a t i n g  

the ar t i s t ' s  'Empfindung' with the scientist's 'Messung', he de fi ne s 

'Atmosphäre' as 'Empfindung <= Messung) des Künstlers für jene 

Ferne, in die wir eingehen möchten, ohne sie zu erreichen: d i e  Haut 

des J e n s e i t s ' . 24 This ’Gefühl der Ferne' can be experienced in the
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most familiar of su rroundings, when a sense of wonder is regained in 

the face of mundane reality. Indeed, the very recognition of

atmosphere' in a la n d s c a p e  heralds a new mode of perception! 

'Landschaft jedoch als u n i v er sa le r Begriff einer neuen Sensibilität. 

A r l e s  bildet fUr b e st im mt e Farben Van Goghs, St. Petersburgh für die 

G e s t a l t  Myschkins mehr al s nur ein Szenario. Eine Idee, ein Mensch 

könn en zu Landschaften w e r d e n ' . 2 ** The landscape is thus an active 

medi um , inviting a c e rt ai n mode of existence? just as Tromsö is 'ein 

Pl at z fUr eine P h il os op hi e (MB, p.12), London invites one to live 

mit leidenschaftlicher An te il na hm e (M i , p.51>.

An interesting pa rallel can be seen between Morin's notion of the 

a n t h ro po mo rp hi sm inherent in film, and A n d e r s c h s  reflections on 

painting. Morin d e sc ri be s the equally expressive qualities of a face 

and a landscape:

Die große St römung, die jeden Film trägt, erzeugt die 
Vertau sc hb ar ke it von Menschen und Dingen, Gesichtern und 
Objekten. Un au f h ö r l i c h  findet das Antlitz der Erde seinen 
Ausdruck in de m des Arbeiters, und umgekehrt erscheint die 
Seele des Ba ue rn in der Vision windbewegter Getreidefelder 
(...) Denn auf der Le inwand wird das Gesicht zur 
Landschaft, und die Landschaft zur Gesicht, daß heißt S e e l e . 
Die Land sc ha ft en sind Seelenzustände, die Seelenzustände 
sind L a n d s c h a f t e n . 26

He st resses this two-way re la t ion sh ip , coining the rather unwieldly 

t e rm An th r o p o k o s m o m o r p h i s m u s ', and maintaining, like Merleau-Ponty, 

the collaboration of co nsciousness and landscape in perception* 

An th ro po mo rp he G e ge ns tä nd e und kosmomorphe Menschen stehen im 

Ve rh ä l t n i s  gegensei ti ge r Entsprechung, sie sagen einander gegenseitig 

aus .27

In c o nt em pl at io n of Rembrandt's portrait of his son in
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A m st er da m s Ri jk sm us eu m, Andersch r e c o r d s  a similar impression:

Vor allem ist es (...) ein n i e d er lä nd is ch es Gesicht, die 
weiche g r en ze nl os e Ebene e n tf al te t sich in ein paar 
Qu ad ra tz en ti me te rn R e m b ra nd t- He l 1 igkeit Uber einem Feld von 
R e m b r a n d t - D u n k e l , die W a s s er -T rä um er ei spielt Uber AbgrUnden 
und U n ti ef en , alles v e r ä n d e r t  sich, bewegt sich. (RU, 
p . 25)

The t r a n s f o r m a t i on effe ct ed for Mo ri n by the 'great current of film' 

is the result of atmosphere' for An d e r s c h ,  infusing the landscape, 

art and people of a country. He does not share Morin's view of film 

as 'siebente Ku ns t' , but sees it as a form of literature, and 

'Atmosphäre' is the key co ns ti tu en t of both: Atmosphäre, sich 

ausd rU ck en d in Psycho lo gi si er un g, In di vi du al is ie ru ng , Beseelung von 

Me ns ch en und D i n g e n '.28

The idea of a spiritual s i de of nature reappears in the 

d i s c us si on of Edgar Alan Poe's an im is m' between Leif Ekelund and 

Arne Brelin in "Die Bäume des He rr n Ek e l u n d “ . Poe's theory is 

d e fe nd ed in terms of atmosphere, w h i c h  is the very proof of the 

spirit inhabiting nature: 'Der Bewe is dieser Beseeltheit, sagt Poe, 

sei in der ganz allmählichen, je do ch unablässig fortschreitenden 

V e r d ic ht un g der At mo sp hä re zu er bl i c k e n ,  in dem eigentümlichen 

Du ns tk re is , der Pf l a n z e n  und Stei ne um gi bt ' (UH, p.94-5). Ek elund's 

subs eq ue nt uncanny ex pe ri en ce in the forest, the feeling of being 

o b se rv ed by in v i s i b l e  eyes, seems to confirm Po e' s in tu i t i o n . ^  

Mo ri n describes in similar terms the way in which even the primitive 

film can make the most familiar p h e n o m e n a  appear uncanny: 'Schon der 

Lu mi e r s c h e  K i ne ma to gr ap h durc hd ri ng t alles, was die Grenzen der 

St of flichkeit, der Sichtbarkeit und der Tastbarkeit erreicht hat, mit
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einer ge wissen Beseelung, genau am Ra nd e einer flüssigen, nebligen, 

luft ig en oder wäßrigen Na tu r' .30 Th e re ve la ti on of the 'soul' of 

th in gs is Morin's explanation of the al ie na ti ng effect of the 

c l o s e - u p  image. Andersch was al so fascinated by the capacity of this 

t e c h n i q u e  to evoke the uncanny n a t u r e  of the «tost familiar object: 

Pa r a d o x o n  als Rätsel: Warum ve rm i t t e l t  die ex ak te Untersuchung der 

Haut stärker das Gefühl von e t w a s  Fernem als der Goldene Schnitt 

du rc h den idealen Kö rp er ?'31

He explores this phenomenon in Aus eine» römischen Hinter when 

co n t e m p l a t i n g  the appearance of li ch en on a piece of wood. In the 

i m ag in at iv e world of close-up, it would be re vealed as a m a n ’s 

st r u g g l e  with serpents. The great flexibility of the camera lens, 

howe ve r, enables us to regain our normal pe rc ep ti on of the piece of 

wood, without losing sight of the imaginative vision: 'Hit Hilfe 

ei ne s Fi lmapparats könnte ich ze ig en , daß es sich um einen Kampf auf 

Le be n und Tod handelt, der sich d a nn wieder in ein Pflanzen- oder 

Tier or na me nt auflöst, so, als sei ni ch ts gewesen' <ÄW, p .14) -

Arrival at the 'Packeisgrenze', and the disc ov er y that it is not 

a flat white desert, but a viol en t, rugged wilderness, seems to

c o n f i r m  the presence of a w o r 1d - s p i r i t . Asa feels that her

d i so ri en ta ti on among the strange ic e- formations is the project of 

some higher intelligence (HB, p.108), and confrontation with this 

e x t r e m e  landscape invites r e f l e c t i o n s  on the e x is te nc e of God. This 

is c o m p a r a b l e  with Thoreau's ac c o u n t  of a quasi-spiritual ex perience 

on asce nt of the mountain 'Katahdin' in 1848. His failure to reach 

the summit increased his r e s p e c t  for and understanding of the 

moun ta in : This was that earth of which we have heard, made out of

Ch ao s and Old Night. Here was no  m a n s  garden, but the unhandselled
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gl ob e .22

Colour

The principal be ar er s of at mo sp he re in a la ndscape are colour and 

light, which for* a natural focus for the ar tist's gaze. This aspect 

of An de rs ch 's pr os e has been e x am in ed by Elis ab et h Plessen in her 

st ud y of the passage 'Cori' fro* Aus etnea rö mischen H i n t e r , in which 

she su ggests that the effect is a depa rt ur e fro* literary realism: 

'Farben und Licht ziehen ei ne n magischen Kreis um die 

Gegenstandswelt. Sie ve rweisen auf mehr als nur die Funk ti on der 

Ob er fl äc he , des Sichtbaren. In ihrer Ü b e r b i 1dhaf ti gk ei t werd en sie 

zu einer Art surrealer In k a n ta tio n '.23 jn order to unde rs ta nd the 

ex pr e s s i v e  force at tributed by A n de rs ch to colour, re ference might 

rath er be made to Richard Ott's t h eo ri es on ch il d r e n ' s  painting, in 

wh ic h colour is found to be a more pr imitive form of ex pr es si on than 

language: Mehr als das Wort ist die Fa rb e das ur tü ml ic hs te 

Ausdrucksmittel des K i nd es und nur sie ist die ge h e i m n i s v o l l e  und 

u m fa ss en de Au sd ru ck sf un kt io n seiner 1 ei b 1ic h-see 1 isehen E x i s t e n z ' . 34

This is reminiscent of Mer 1e a u - P o n t y 's view of colour perception, 

as m o re than a mere visual process, but one which involves the whole 

body in a reciprocal re la ti on sh ip wi th the object. He quotes Goethe 

and Kandinsky on their physical r e ac ti on s to c e rt ai n colours, and 

a t te mp ts to defi ne the si gn if ic an ce of colour in lived experience: 

'Le bleu est ce qui sollicite de moi une c e rt ai ne m a ni èr e de 

re garder, ce qui se laisse palper par un m o uv em en t défini de mon 

regard. C'est un certain champ ou une cert ai ne at mo sp he re o f fe rt e a 

la puissance de mes yeux et de tout mon c o r p s ' . 25 He detects in the
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c o mp li ci ty with the world, and thus auch a o re than the aere re ac ti on 

to se ns e stiaulii 'Chaque fois que j'ép ro uv e une sensation, j' éprouve 

q u e l l e  intéresse non pas aon être propre, celui dont je suis 

r e s p o n s a b l e  et dont je décide, aais un autre aoi qui a déjà pr is 

parti pour le monde, qui s'est déjà ouve rt à certains de ses aspects 

et s y nc hr on is é avec e u x ' . 36

That Andersch had re flected on the role of colour in the

me ch a n i s m s  of pe rc ep ti on is evident in Hohe B r e i t e n g r a d e , when he 

d e s c r i b e s  the landscape as it appears to his myopic gaze: Wenn ich 

die Bril le abnehme (...), so setzt sich air die Welt hier aus

f o lg en de n Farbflecken zusammen: he llblau, gelbgrlin, du nk el bl au (der 

Hi mmel!)' (HB, p.48). It is as if the pr e- fo cu ss ed view im itates a 

pr im i t i v e  level of perception, in which he is startled by the colo ur s 

which fo rm the raw-material of what is later an ordered, meaningful 

p i ct ur e of reality. Reflecting on a r e ma rk ab le p i ec e of red lichen

on a rock, he co nsiders the effect of the colour on him: E i ne so

rote F l ec ht e ist in erster Linie rot, dann erst eine Flechte' (HB, 

p.88). This recalls Wilhelm Schapp's no ti on of the power of colour 

to reveal the unique structure of things: "ln ähnlicher We is e wie 

Gestalt, Bewegung, gibt uns auch F a r b e  Au fschluß Uber die inne re 

St ruktur des D i ng es '.37 He d i st in gu is he s between an ha ft en de Farbe' 

and 'Beleuchtungseffekte', the former belo ng in g to the object, not 

mere ly rendering it visible: 'Sie geht die Struktur des Dinges bis 

ins Innerste n a c h ' . 3 ® Hence A n d e r s c h s  insistence on the real, 

physical ph enomenon of colour at the 'Packeisgrenze', as he m a rv el s 

at the contrast of sea and ice: "Ich w e ig er e mich Übrigens, so lc he



16B

Phänomene des Spektrums, wie ich sie hier berichte, als Stimmungen zu 

bezeichnen) es ha nd el te sich n i ch t um Stimmungen, durch die wir 

fuhren, sondern um obje kt iv e f a rb ig e Tatbestände, um  meßbare 

Erge bn is se aus Fr eq ue nz en und Wellenlängen weißen Lichts' (HB, 

p . H i ) .

Colours, like atmosphere, e x u d e  the very essence of a place and 

invite a certain mode of existence, which is why de sc ri pt io ns are 

somet imes abbreviated to lists of c o l o u r . In H anderungen i • Hord en , 

Ken needs only to imagine the co l o u r s  of Trondheim in the snow to 

possess an impression of the character of the town] ‘Im Winter müssen 

di e Farben von Tr ondheim unerhört wirken: streng, vornehm und hart, 

farbige Qu adrate auf Schnee' ( H H, p.124). The isolation of deserted 

cottages on a shore is also articulated in their colours: 

Ge ist erquadrate aus schl um me rn de m Ultramarin, verschlafenem Weiß', 

standing out against the cold, bl u e - g r e y  distance, (HH, pp. 115-116).

Andersch quotes G e or ge s R o d e n b a c h s  evocation of the colours of 

Bruges, in which the town's ec cl esiastical history lives on: Dieses

Grau (...) gemischt aus dem Weiß der Nonnenhauben und dem Schwarz der 

Priesterröcke, die hier u n un te rb ro ch en vorbeistreifen und gleichsam 

abfärben! 0 My sterium dieser ew ig en Ha ib t r a u e r f ä r b e !' (RH, p.35). 

Yet the grey of Bruges is quite di fferent from that of London, the 

unique English light en ve lo pi ng all other colours and exuding an 

atmosphere of tole ra nc e and humanity: 'In das trllbe, kostbare

SpUlicht jener Luft getaucht, in der die Typographie leuchtet wie auf 

Papier, einer Luft für D r u c ke rp re ss en und Toleranz, einer Luft aus 

Grau, aus tr ansparentem Regen- od er Sonnengrau, aus hu ma ne m Grau, aus 

dem Grau Englands' (RH, p.48>.39

Rome has its own colours, all bathed in a ch ar ac te ri st ic reddish
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glow, zwei Lokalfarben: das tiefe Or an ge -R ot der Paläste und das 

Weiß gr au der Kirchenfassade' (AN, p.74), whereas G e no a is 

re co g n i z a b l e  by its ‘R e i s p u d e r w e i ß ' and 'Violettgrau' (AW, p.82). 

Sa rdinia, in contrast, is largely wh it e and yellow, signals of an 

arid, untamed landscape: 'Farbe, afrikanisch, füllt al lm äh li ch das

Hochtal, die H U g e l , ein Löwengelb, sanft und fü r c h t e r 1 ich. Man ahnt, 

da ß dies das letzte Wort ist, das Sa rdinien sp rechen wirdi Gelb. 

G e ge n den harten Hitzehimmel die gelbe Litanei, verrucht, brennend, 

aszetisch, gelb' (AN, p.91>.

A further aspect of colour pe rc ep ti on is that it is often a 

sy na es th et ic experience, the world be in g ac ce ss ib le to all the senses 

simultaneously, and never to one in i s o l at io n.40 Thus An dersch often 

a t t r ib ut es to colour unexpected qualities, as in the de sc ri pt io n of 

the women of Isili, im grellen ka rthagischen Rot ihrer langen 

Ge wänder, ein gelbes Rot, eine Farbe in C-Dur' (AN, p.91). The 

ev en in g sky over the 'Golf Manu' is a symphony of 'leichte, 

leuchtende, harmonische Farben' (AN, p.95>, wh il e the expe ri en ce of 

ev en in g in the Golf von Oristano' is a co mb in at io n of visual and 

tact il e impressions, glühend in der Wind st il le am Tage, doch am 

Ab en d plötzlich in ein Licht aus blauem, grünem, rosa Samt sich 

hUllend, in ei ne n Melonenhimmel, kühl und tief' (AN, p.92). This 

r e ca ll s the description of Nina in 'Cadenza Finale' with her 

'b r a u n- 1y ri sc he s Vi o l i n e n - H a a r ', also seen as 'die Masse dieses 

41töne nd en Haares'.
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Na «« «

Ande rs ch 's e m pa th y with the no mi na li st re bellion against Mediaeval 

S c ho la st ic is m has already been discussed, and the conflict between 

this and his ph enomenological st an ce elucidated. It is pa rt ic ul ar ly 

inte re st in g to ob se rv e its m a ni fe st at io n in his desc ri pt iv e prose, 

wh er e the myst er io us ly e v o c a t i v e  power of names is clearly 

i n co mp at ib le with the notion of ar bitrary labelling. In Hander unqen 

la Horden, Le na 's automatic u r g e  to tell A n ne tt e the na me s of the 

pl an ts leads her to reflect on the futility of the exercises Was 

wird ihr bl eiben, fragte sich Lena, aber sie gab sich sogl ei ch die 

Antwort: das gleiche, was auch ich behalten werde, nicht Namen, 

so nd er n Bilder, keine Begriffe, sondern Formen, nicht die Ab st ra kt io n 

ei ne s Wortes, sondern die R e al it ät einer le bendigen Ersc he in un g («W, 

p.30). Ex p r e s s e d  in these terms, the nominalist at titude itself 

seems to c o n s t i t u t e  a form of ph e n o m e n o l o g i ca 1 reduction, p l ac in g in 

brac ke ts all but the ph en o m e n o n  as it appears to our first, 

i n a r ti cu la te gaze. W e h d e k i n g s  description of Andersch's No mi na li sm 

c e rt ai nl y sugg es ts no c o nt ra di ct io n in his philosophical stance:

Der Ph ilosoph sieht den ex is tentiellen Auftrag des Künstlers 
darin, die Dinge so zu zeigen und zu benennen, daß sie wie 
zum ersten Nal in E r sc he in un g treten, und das sonst nie im 
e i nz el ne n manifeste " S e i n “ im "D a s e i n “ spürbar wird. Der 
transz en de nt al e Be zu g versperrt den Blick auf die konkreten 
Z e i t pr ob le me und das S o z i a l e . 42

Wh il e this would be a valid cr it i c i s m  of the phenomenological stance, 

r e ve al in g its reductive, co n s e r v a t i v e  tendency, it fails to explain 

the posi ti ve va lu e which An d e r s c h  accords to names elsewhere.
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He lists the o n o m at op oe ic names of bi rd -s pe ci es in Hohe 

Br e i t e n g r o d e , finding that t h ey alone cons ti tu te a poem, and 

reflects: ' U n z w e i felhaft sind a l le Menschen, die den Dingen Namen 

gaben, große Dichter gewesen. Üb erhaupt sind alle Me nschen Dichter' 

(HB, p . 1 13>. Much of the ch ar m of one of An de rs ch s fa vo ur it e texts, 

Li nn é' s Lappländische R e i s e , lies in its nami ng of species: Die

La te in is ch en Wörter wirken im Text als m u s i ka li sc he Akzente'. 

Thoreau shared the same f a s c in at io n with the wealth and prec is io n of 

botanical language, finding in the Linnaean Sy st ee a Hatu ra e a kind 

of sensuous Latin p o e t r y '.44 For Andersch, however, the aesthetic 

ap pr ec ia ti on implies a me taphysical di me ns io n, as he reflects: 'In

Wörtern wie Kr abben t oucher oder G r y1 ltei ste lebt die Essenz des 

Nordens' (HB, p .112) . There is evidently more to n a me s than his 

proc la im ed Nominalism' would allow. There is a way in which names 

capt ur e the essence of what they denote, de scribed by M e r l ea u- Po nt y 

in terms of recognition':

La dénomination des objets ne vient pas après la 
reconnaissance, elle est la re co nn ai ss an ce même. Quand je 
fixe un objet dans la péno mb re et que je dis: “C'est une 
b r o s s e “ , il n'y a pa s dans mon esprit un concept de la 
brosse, sous lequel je subsumerais l'objet et qui d' au tr e 
part se trouverait lié par une association f r éq ue nt e avec le 
mot de "b r o s s e “ , m a is le mot po rt e le sens, et, en 
l'imposant à l'objet, j'ai c o n s ci en ce d' at te in dr e l ’objet. 
Comme on l'a souvent dit (...), pour l'enfant l'objet n'est 
connu que lorsqu'il est nommé, le nom est l'es se nc e de 
l'objet et réside en lui au même t i t r e  que sa couleur et que 
sa forme.

Edgar Morin also re jected th e notion of na me s as a r bi tr ar y labels 

on the grounds of their symb ol ic and ev oc a t i v e  power, s u g g es ti ng that 

the initial act of naming is indeed a cr e a t i v e  one: 'In Wahrheit sind
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die Worte ursprünglich ke in e Etiketten, Hie sie es nach der

nominal i stischen Aufassung sein sollen, sondern totale Symbole, eit 

der Gegenwärtigkeit des Inhalts b e l a d e n ' . 46 So we find in A n de rs ch s 

Amsterdam, the names of the cana ls are the evocative principle, 

making the houses positively re so un d with the philosophical heritage 

of the town: Die Häuser zu Reihen und Reigen geordnet,

P r i n s e n g r a c h t , k e i z e r s g r a c h t , Here ng ra ch t und Singel, di e große 

feierliche und singende V e rs am ml un g der alten Häuser um die

1ehmwassergrUnen und li ndengrUnen Gr achten Die alten Häuser

singen Philosophie Uber den Grachten' (Rh, p.26). The peninsula 

Sinis' is c h ar ac te rized by the strange names of its villages, die 

gr oß en Dörfer mit den seltsamen, seltenen Namens Riola Sardo, 

Nurachi , D o m g a l a  Feneghedu, Cabras' {Rh, p.96).

In Hohe Breitengrode the c o m p ul si ve need to name things is called 

into question in the face of an unkn ow n landscape: 'Wieder einmal 

erbauen wir uns an ge og raphischen Wörtern, singen die Namen aus, als 

wUßten wir nicht, daß es sich um un be k a n n t e  und namenlose B u ch te n und 

Landspitzen handelt' (HB, p.105). The stage of perception and thus 

of knowledge acquisition is even in dicated in the somewhat whimsical 

re fl ec ti on s on the mental p r oc es se s of animals. The seals 

instinctive flight from the human intruders is thus interpreted as 

the result of recognition and memory: Sie waren scheu, speicherten 

wohl in ihrem Gedächtnis Ideogramme für Dinge wie Schiff oder Mensch' 

(HB, p . 11 3) .47 However at tr a c t i v e  the idea of Nominalism as a form 

of ldeo log lever d o ch t, th er e can be little doubt that A n d e r s c h s  

leanings towards a phenomenological outlook brought with it a degree 

of idealism, and thus of ambi gu it y in his philosophical stance.
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l im*

A n d e r s e i t s  'fascination with film was based to a large extent on its 

ca p a c i t y  to reproduce the lived e x pe ri en ce of time as duration. In 

prai se of the film H i ro sh im a ion Amour, he pinpoints thi6 as Alain 

Resnais' great achievement: Di es e Montage ist alles a n d e r e  als der 

b e k a n n t e  Wechsel von D i r e kt er zä hl un g und Rückblende, so nd er n eine 

v o l l k o m m e n e  Durchdringung von drei Zeit- und Ra um e b e n e n  (...) in 

einer s y nc hr on en Te x t u r ' . 48 This Bergsonian notion of time is also 

taken up by Morin in hi s study of film: Die Zeitform des Films ist 

nicht ei gentlich die Gegenwart. Sie ist vergangene

Ge ge n w ä r t i g k e i t - v e r g e g e n w ä r t i g t e  V e r g a n g e n h e i t ' . 49 He goes on to 

link t h i s  with his no ti on of ma g i s c h e  Schau' and the perc ep ti on of 

p r i m i t i v e  peoples, sayi ng that th e temporal structure of the film is

in einem gewi ss en S i nn e eine magische Zeit. In einem 
anderen Sinn aber eine p s yc ho lo gi sc he Zeit, das heißt eine 
subjektive, g e fü hl sm äß ig e Vo rs te ll un g von der Zeit, deren 
Dimensionen - Ve rg angenheit, Gegenwart, Zukunft 
ununterschieden in einander übergehen, in e i ne r Art Osmose, 
also ganz wie im me ns ch li ch en Geist der Fall ist, (...). 
Diese Berg so ns ch e Dauer, dieses un de f i n i e r b a r e Z e i ter 1e b n i s , 
wird nun vom F i lm definiert.

It is the desire to over co me any rational sense of ch ro no lo gy 

which unde rl ie s the idea of ma ki ng a film of the Vi ki ng Queen Asa in 

Aus e i n e m  römischen Hinter (p .17). With a re f e r e n c e  to Wilhelm 

Scha pp Andersch claims that the cinema has provided a so lu ti on to the 

p h i l os op hi ca l problem of o b je ct iv e and s u bj ec ti ve time: Das

Ze i t p r o b l e m  ist ein Li ch tp ro bl em . Der Fi lm hat es gelöst. (...) Aus 

di es em Gr un d habe ich auch Kö ni gi n Äsa gefilmt - aus dem rasenden
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W u n s c h , die Zeit ph ys i kali sch zu Uberwält i g e n ' ( R H , p . 23). 

An de rs ch 's admiration fo r Vermeer and Proust (RH, p.28-9) is based on 

their achievement of a magical su sp en si on of time, which is also 

cl os el y connected w i t h  th e 'Atmosphäre' of their work.^l

The landscapes d e s c r i b e d  in these three tr av el og ue s are not 

rooted in a fixed p r e s e n t ,  but are often alive with history. In the 

fanatical C a th ol ic is m of An de rs ch 's Bruges, he finds the living 

remnants of a violent past; the subj ug at io n of Flanders by Spanish 

force. The very s t r u c t u r e  of the town, with its full c h ur ch es and 

empty bookshops is  co loured by the in to le ra nc e and 

a n t i - i n t e l 1ectua 1 ism of long ago. Seeking out the idyllic

Beginenhof', once t h e  h o me of a t h i r t e en th -c en tu ry heretical order, 

Andersch finds a s c e n e  wh ic h re f l e c t s  the true piety of its mediaeval 

inhabitants: Die s c h w a r z e n  U l me n des Beginenhofs von BrUgge,

Ve rtikalen einer d u n k l e n  S e h n s u c h t , haben ein direktes Verholtni s zu 

Gott (RH, p . 38).

In Hohe B r e i t e n g r a d e  one of the great attractions of the polar 

landscape is its t e n d e n c y  to pr e s e r v e  things from the r a va ge s of 

time. The houses a b a n d o n e d  by past ex plorers retain all the signs of 

habitation, so that e n t e r i n g  them is like stepping back in ti me (HB, 

p . ISO). At the ' P ac ke is gr en ze itself, the physical c o nd it io ns seem 

to illustrate the n o t i o n  of time as duration': 'Von der St un de an, 

in der das Wetter s c h ö n  wurde, habe ich mein Zeitgefühl verloren, und 

in folgedessen die E r i n n e r u n g  daran, wann dies oder jenes stattfand, 

wo wir uns jeweils am  T a ge oder in der Nacht befanden (...). Es gab 

ja keine Nacht m e h r ,  nur dieses im Kreis wand er nd e Licht' (HB, 

p.110). Hence the p r e s e n t  is not only impregnated with the past, but 

also anticipates a f u t u r e ,  such as that which di sturbs a peaceful
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July afternoon in Genoa:

Die Spitzel- und Polizei st i 11 e des Tages der heiligen Pietro 
und Paolo, lässig auf d i e  Pe it sc he ns tr ah le n der Wasserwerfer 
wartend, die sorgen im Rund der Piazza Ferrari kreisen 
werden, aus den A r k a d e n  heraus angegriffen von den 
geschmeidigen Schwärmen de r jungen Arbeiter, die dagegen 
demonstrieren, daß in G e n u a  die Neo-faschisten einen 
Parteikongreß abhalten w o l l e n  (RU, p.82).

Primitive Peremption

As already indicated, the idea c o m m o n  to these perceptual phenomena 

is that of a primitive w o r l d - v i e w ,  implying the impoverishment of 

expe ri en ce which ac co mp an ie s c i v i 1 iz at io n. Whether in

Her 1e a u - P o n t y 's philosophy of ' b e i n g - i n - t h e - w o r 1d ' or in Mo ri n ’s 

theory of film, the underlying p r i n c i p l e  is a reuniting of subject 

and object, which have been d r i v e n  apart by the r a t i on al is m of 

c i vi 1 i zed man:

Die Beseelung der G e g e n s t ä n d e  versetzt uns ge wi ss er ma ße n in 
die Welt der a r c h ai sc he n Schau zurUck, oder auch in die 
Sehweise des Kindes FUr die archaischen M e ns ch en wie 
fUr die Kinder finden sich die subjektiven Phänomene 
entfremdet in den Dingen, di e zu Seelenträgern werden. Die 
Empfindung des F i l m z u s c h a u e r s  neigt zu diesem An im i s m u s . 52

However, this anthropomorphic 

prim it iv e view, which is also 

poss es se d by nature:

te n d e n c y  is only one side of the 

c h a r ac te ri ze d by a sense of being

Umgekehrt ist aber d e r  primitive Mensch von der Natur 
durchpulst (...). Die a r c h ai sc he Sprache, die Sitt en und 
Bräuche, die Masken, d e r  Schmuck, die Phän om en e der 
Besessenheit zeigen u n s ,  daß die Menschen, obwohl sie
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wissen, daß sie Menschen sind, s i c h  bewohnt und besessen 
fühlen, sei es von eine« Tier, sei e s  von einer Pflanze, auf 
jeden Fall von kosmischen Kr ä f t e n  (...). Der
Kosmomorphi s a u s , ait dessen Hilfe d i e  Menschheit als Natur 
fühlt, entspricht de« An th ro po mo rp hi sm us , durch den die 
Natur für die Em pf in du ng «it me n s c h l i c h e n  Zügen au sgestattet 
nird. Die Welt ist ia Innern des Me nschen, und der Mensch 
ist überall in die Welt hi n e i n g e h e i a n i  s t .

T h i s  is M o r i n s  magische Weltschau', w h ic h finds its co rollary in 

Mer 1e a u - P o n t y 's notion of perception, when defined in more detail: 

Hi st or is ch ist die Magie das erste St adium, die chronologisch erste 

Se hw ei se des Kindes oder der frühen M e n s c h h e i t  und in ei ne m gewissen 

M a ß e  des Fi lm s' .^4

This could be seen as an explanation of Andersch's singling of 

empirical and imaginative perception, r e t u r n i n g  to their common root 

in our pre-ref 1ective grasp of reality! 'Der gemeinsame Ort dieser 

Phän om en e ist der ps yc hi sc he Seh-Akt, ein Sc hnittpunkt von 

Ob je kt iv ie ru ng und S u b j e k t i v i e r u n g , von R e a l e «  und Imaginärem, dem 

d i e  einen wie die anderen ent s t r a h l e n '.**5 Hence Ande rs ch 's pict ur e 

of Norway in Aus eine» r tie i sehen Hinter is coloured both by his

fascination with nordic mythology, and admiration for the cool

rati on al it y of the country. A museum v i s i t  is transformed into a

personal encounter with a Viking queen, w h o  invites the guest to view

her treasures before di sappearing into t h e  winter landscape. The 

attraction of the Scandinavian countries a s  a whole seems to be that 

of archaic nations, peopled with the g h o s t s  of a rich mythology, in 

wh ic h imaginative and rationalist thought coexist in harmony. He 

co nt em pl at es the political anachronism of t h e  Norwegian monarchy and 

finds that the king is, after all, an e s s e n t i a l  aspect of No rwegian 

life: Er regt die Phantasie an. V i e l l e i c h t  gibt es ke in e Aufklärung
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ohne einen My t h o s ?  Vielleicht ist die Aufklärung s e l b s t  etwas 

Myth is ch es und vielleicht das My thische eine Art der Au fk lä ru ng ?'

(R U , p .t 3 >. The Norwegian co ns ti tu ti on seems to d e m o n s t r a t e  that 

myth and reason are equally valid sources of truth.

A n de rs ch 's pr os e rarely focusses on children, yet t h i s  landscape 

seems to in vi te acquiescence to the child's wisdom, when h e  meets the 

little girl Synn e, who claims to know a million songs: ' " E i n e  Million 

Lieder gibt es gar nicht", sage ich. Synne schüttelt m i t l e i d i g  den 

Kopf Uber m e in e Unwissenheit. Es gibt also eine Million Li e d e r '  (ÄH, 

p .21). In Rome it is the unexpected superstition of h i g h l y  respected 

in te ll ec tu al s wh ic h provokes reflections on the a l t e r n a t i v e s  to a 

ra ti on al is t world-view. The story of the university p r o f e s s o r  who is 

said to have th e evil-eye is recounted with all s e r i o u s n e s s ,  und 

zwar nicht von irgendwelchen ro mantischen Konservativen, F r e u n d e n  des 

Ir rationalen und Mythos-Raunern - (...), sondern v o n  gesiebten

Köpfen, H o c h - 1 ntel 1 ektuel 1 en vom Auf k 1 är ungsf 1 (Igel , H e r r e n  des 

schärfsten Be wu ßt se in s (RU, p.65). It is simply an e n c o u n t e r  with a 

di fferent, broader reality than that of the r a t i o n a l i s t  academic 

tradition. Indeed, appreciation of the magical nature of experience 

is an essential aspect of Andersch's concept of r e al is m. Relating 

the story of th e sixth-century Pope Gregory at Celio, h e  labels him 

Realist' b e c a u s e  he was undismayed by miracles, being a c c u s t o m e d  to 

pe rc ei vi ng e v er yd ay life as miraculous (RU, p.62-3).

An de r s c h ' s  reaction to the Italian la ndscape ex p o s e s  the 

dist in ct io n between empirical observation and aesthetic perception. 

When he ch ar acter i z es the mountain Soracte as m e d i a e v a l ,  early 

Ch ristian, and the Monte Circeo as heathen and G r e e k ,  the one 

re mi ni sc en t of a gothic cathedral, the other of a H o m e r i c  ode, he
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admits, die Differenz ist merkwürdig, weil sie nicht g e ol og is ch 

erklärt werden kann' {RU, p.77>. The landscape is siaply full of 

e v oc at iv e power, and its pe op le in ha ra on y with its a y s t e n e s :  "Die 

Bewohner der alten Po nt i n i s c h e n  Sümpfe haben noch immer e i n

Ve rh äl tn is zu my th is ch en Wa hr he it en ' <ÄW, p.78). In contrast to t h i s  

haraony, he looks c r i t i c a l l y  on the tourist hotels which mar t h e  

Sardinian coastline. They are, höchst bedenkliche a n t i th et is ch e 

Si gn al e der hassengesei 1schaft auf ar ch ai sc he m Boden' (R U , p.84>.

The inhabitants of this ancient and barren landscape do not all s h a r e  

the same authentic re la t i o n s h i p  with it. In Dorg al i, for in stance, 

the women are the sole b e ar er s of the ro ma nc e of an archaic peop le : 

Die Ge nialität der bi bl i s c h e n  Hirten la nd sc ha ft des Nuorese s c he in t 

sich einzig in den Fr au en aufzubewahren. Die jungen Männer z e i g e n  

sich am e r i k a n i s i e r t , die alten ko st üm ie re n sich museal' <R U , p.90>.

The evocations of Homer and classical antiquity can perhaps b e  

il lu mi na te d with re fe r e n c e  to Thoreau, for whom Homer represented a 

literature as wild and o r ga ni c as nature itself:

In literature it is only the wild that attracts us <...). 
It is the u n c i v i l i z e d  free and wild thinking in "Ham le t” a n d  
the "Iliad", in all the Sc ri pt ur es and Mythologies, n o t  
learned in the schools, that deli gh ts us (...). A t r u l y  
good book is so mething as natural, and as unexpectedly a n d  
un a c c o u n t a b 1y fair and perfect, as a wild flower d i s c o v e r e d  
on the prai ri es of the West or in the jungles of the E a s t . ® ^

The li terature of cl assical an tiquity owes this quality to the f a c t  

that it was rooted in my th ol og y, and Thoreau defends this against t h e  

rationalist pr ejudice of the modern anglo-saxon world: 'The w i l d e s t  

dreams of wild men, even, are not the less true, though they may n o t  

recommend themselves to the sense which is most common a m o n g
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E n g l i s h m e n  and Americans today. It is not every truth that 

r e c o m m e n d s  itself to the common se ns e ' . ̂ 8

It is interesting to suraise wh e t h e r  such co ns id er at io ns lie 

b e h i n d  A n d e r s c h s  description of the gulf of Porto Conte: 'Nichts 

kann gr iechischer sein als dieser Teil der Westküste von Sardinien' 

(MM, p . 8 5 > . 59 The aajesty of the N o r w e g i a n  landscape, steeped in its 

own mythology, is nonetheless p e r c e i v e d  to be bathed in eine* 

h o me ri sc he n Licht' (MM, p.123). S c an di na vi a seeds altogether to

e x ha us t the capacities of rational thou gh t, as deaonstrated in two 

un c a n n y  ex pe ri en ce s of the 'call of t h e  wild' (MM, p.25, p.155-56).

On the second occasion Ken c h a l le ng es t h e  scientist, Daniel, to admit 

that it could not be explained in s c i e n t i f i c  terms:

Ken beschwor Daniel zuzu ge be n, auch er habe mehr gehört als 
einen akustischen Eindruck, der na turwissenschaftlich ganz 
leicht zu analysieren sei; er sprach von einem Rest, der 
nicht aufginge, und dieser R e s t  sei die Offenbarung Gottes 
in der Natur; da die O f f e n b a r u n g  ein Akt der Freiheit sei, 
gäbe es also auch in der N a t u r  Freiheit. Der sogenannte Ruf 
der Wildnis, den Sie s o e b e n  gehört hatten, sei kein 
ro aantisches GefUhl des M e ns ch en , sondern eine reale 
Eigenschaft der Dinge (MM, p. 155-56).

This pa nt he is ti c interpretation is emphatically more than mere 

anthro po mo rp hi sm . The dynamic spir it inhabiting nature is no simple 

pr oj e c t i o n  of m a n s  imagination, but poss es se s its own metaphysical 

c a t e g o r i e s  and leads an independent l i f e  to which our anthropocentric 

ci vi l i z a t i o n  has become blind. Th is is further illustrated in Ken's 

na rr a t i v e  of Das R a p a - T a l ', told f r o m  the perspective of the river

< M M , p .170)
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Art as a for« of prittry expression

The ae sthetic po ss ib il it ie s of a pr imitive «ode of pe rc ep ti on are 

in ve st ig at ed in Honderungen im H o r d e n , when Ken tries to de fi ne the 

un iq ue q u al it y of Swedish ceramics. He recalls Malraux' de fi ni ti on 

of p r i m i t i v e  art as Au sdruck oh ne Geste and tries to discover a 

formula for the si mplicity and so ph istication of the Swedish styles. 

He c o nc lu de s that their orig in al it y lies in be in g un hampered by 

tradition, never polluted by a purely decorative, mannerist phase. 

This t r a n sf or ms the work of artisans into that of artists, in 

Malraux' terms, with their own living, authentic style: 'Die moderne 

s c hw ed is ch e Gebrauchskunst war nicht Kunst eines Naturvolkes. Aber 

es war die Kunst eines h o c h zi vi li si er te n Volkes, das unmittelbar aus 

den U r fo rm en heraus, ohne den Ballast einer Tradition, seine neuen 

Formen en tw ic ke ln konnte' <##, p.29).

In his travels through the art galleries of Holland, Andersch 

follows the cyclical m o ve me nt s of European art, with its peaks of 

classicism, degenerating into de co ra ti ve baroque <«#, p. 29-30). 

Swedish art had avoided such a decline, pr es er vi ng in its highly 

deve lo pe d form all the f r es hn es s and originality of its beginnings. 

Such a style could be d e sc ri be d in phenomenological terms as primary 

ex pr es si on ', an imitation of the first stages of perc ep ti on itself.

It is just such a grasp of phen om en a which Lena seems to wish to 

achieve in her painting, faced with the unfamiliar forms and colours 

of the arctic flowers: 'Ich kann das malen, dachte sie, aber nicht, 

indem ich eine Eisranunkel porträtiere, sondern indem ich die 

Be wegung zu fassen versuche, die weiße und gelbe Bewegung um etwas 

Dunkles, das sich noch verbirgt iHH, p.31>. She finds that it takes
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on the appearance, not of a flower, but of a fertility rite, and her 

painting wo ul d ther ef or e be, 'die Darstellung eines nö rdlichen 

Fr uc h t b a r k e i t s r i t u s ' (WN, p.31).

The artist's and the scientist's «odes of perc ep ti on are 

juxtaposed when Lena is asked about her painting by the American 

computer scientist. She re je ct s his suggestion that her aesthetic 

problem c o ul d be solved by ma th em at ic s and a computer. He is forced 

to admit that there is a diff er en ce between the p h e n om en on which is 

the arti st 's raw ma terial, and the data which can be proc es se d by a 

computer. There is a mode of knowledge which is sp ecifically

aesthetic: 'FUr das ri c h t i g e  Er rechnen, für die Ü b er se tz un g von

Phänomenen in Statistik, sei der Künstler unentbehrlich. Gewisse 

Arten von Informationen, ästhetische Informationen, könne nur er 

geben (NN, pp .42-3). A similar debate can be found in 

M e r l e a u - P o n t y 's account of the co nfrontation between Bergson and 

Einstein at the Société de Philosophie de Paris in 1922, at which 

Bergson ch al le ng ed the phys ic is t to explain the su bj ec ti ve ex perience 

of ti me .60  The co nc l u s i o n  reached by Me rl ea u- Po nt y is that the 

sc ie nt is t' s time is g u it e different from that of the philosopher, 

just as L e na forces the scientist to admit that there are different 

categories of knowledge. This is de mo ns tr at ed me ta ph or ic al ly when he 

takes her up in his h e l i co pt er to view the landscape from the air. 

The scie nt is t' s deta ch ed , in t el 1ectualist view of the wo rl d as a 

system gove rn ed by ra tional laws, which can be learned and

mani pu la te d by man, is o p po se d to the ph il os op he r s know le dg e of the 

world from involvement in it. This is the basis of Mer 1e a u - P o n t y ’s 

humanism: Einen Hu ma n i s m u s  also, durch den die Wahrheit in dieser

Welt e r s c he in en kann, weil der Mensch nicht mehr in einer “pens ée de
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s u rv oi " Uber den Dingen sc h w e b e n  und sie ganz nach sein em Belieben 

be ar b e i t e n  will... 61

Lena knows that the a p pa re nt order is illusory, having nothing to 

do wi th man's real ex pe ri en ce of reality:

Das Geheimnis des Fliegens, dach te sie, besteht darin, daß 
man die Erde ein b i ßc he n so sieht, wie 6ott sie gesehen hat, 
als er sie machte: nämlich von oben, so daß man der gleichen 
Täuschung verfällt wie Gott: man hält die Welt für geordnet. 
Aber von unten sieht sie sich ganz anders an, unten ist sie
ein Chaos, ein s c h a ur ig es oder schönes Chaos, ein Chaos aus
SUmpfen und Blumen, aus Kindern und Mückenschwärmen (U H , 
p ,65).

Si mi la r reflections occupy Ken when he is visiting Ek elund's paper 

mill. Contemplating the sort of text wh ic h should be written on such 

paper, he makes a clear dist in ct io n between different categories of

truth: between the 'h i e r o g 1y p h i sehe Wahrheit' suitable only for noble

pa py ru s, and the große ei nfache W ä l d er wa hr he it ' which could be 

wr i t t e n  on Ekelund's paper (UH, p.91). The first is an aesthetic 

truth, the second, a rational truth such as Descartes proof of the 

ex i s t e n c e  of God. Ken also r e c o gn iz es the attraction of the

Vogelp er sp ek ti ve ', the pe rc ep ti on of order out of chaos, in 

E k e l u n d ' s  plan for a forest which he will never see completed. Ken 

asks himself what moti va te s the man to begin such a long-term 

unde rt ak in g: 'Vielleicht der Wille, einen Plan zu machen, dem Chaos 

der Sc höpfung ein Stück Pl an abzugewinnen, ein geviert Ordnung für 

Bä um e und Menschen. Der W i l l e  zur Utop ie also' (UH, p.lii)

The significance of ac knowledging a specifically aesthetic 

ca t e g o r y  of knowledge, not ac ce ss ib le along the paths of reason,
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becomes clear er in Aus eine» rVai sehen Hinter in the central passage 

Anagni “ . 62 As he aarv el s at the Mathematical a c cu ra cy and 

cr af ts aa ns hi p of the me diaeval s t on em as on s of the cathedral at 

Anagni , he gains the im pr es si on that the p a tt er ns of the mosaic are 

the same as those unde rl yi ng the landscape. Looking from one to the 

other, so er scheint es ni ch t als Widerspruch, s o nd er n Mie als 

he ra us ge ho be ne s St ru kt ur ne tz dieser Ebene, dieser Berge' <ÄW, p.71). 

The st ructure in the mosaic is clear, in nature it is hidden by 

chaos: Das Chaos besteht aus Mustern, theoretisch könn te man es in

die vo llkommenste Or dn un g verwandeln, aber das gelingt nur manchmal, 

in ei ne m Fußboden, in einen p h il os op hi sc he n System' (AM, p p . 70-711.

The real m y st er y of n a t u r e  is not revealed in the natural 

sciences, but in the ma s t e r p i e c e s  of art and philosophy. It is the 

function of great art, not of science, to disclose 'die G e se tz e der 

Sc höpfung (A W , p.72). This is fully in keeping with Mer 1ea u-Ponty s 

view that science and te ch n o l o g y  were threatening the world with 

fragmentation, w h er ea s art a l o n e  gave an impression of the whole, 

pr es en ti ng reality in meaningful c o ns te ll at io ns .6 ^

Th e flat Earth

The very desire to reach the 'Packeisgrenze' can pe rh ap s be 

at tr ib ut ed to nost al gi a for a more pr i m i t i v e  world-view. This is, at 

least, how it is interpreted by the Norw eg ia n Ragnar My kl e in Aus 

ei nen römischen H i n t e n  Sie wollen an die Pa ck ei sg re nz e (...> Warum? 

Sie sagen, weil Sie einmal da s  Ende der Welt erreichen wollen. Sie 

hassen die Ku ge lg es ta lt der Erde. Sie wü nschen sich di e  Erde als 

flache Scheibe, mit Rändern, die man er reichen kann' <AW, p.20).
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The ancient idea of the flat Earth, wh ic h also appears in Die Rote, is 

exam in ed by Wilh el m Schapp in his de m o n s t r a t i o n  of the limi ta ti on s of 

rati on al is t thought. He explains th e illusion, not as a d e ce pt io n of 

the senses, but as a co ns tr uc ti on wh ic h answered the need for a 

system:

Es wäre ja möglich, dap di e Al te n nur in der Übereilung, in 
einem ge wissen Drange n a c h  Vollständigkeit und nach dem 
Ab schluß sich dies Welt bi ld zurechtgel egt hätten, obwohl die 
Si nn eswahrnehmung, wenn si e verständig worden wäre, ihnen 
gesagt haben wUrde: "Euer W e lt bi ld ist eine Konstruktion, 
ich bin nicht schuldig d a r a n “ .64

The pr e- sc ie nt if ic age had no no ti on of the uniformity of matter, nor 

the te ch no lo gy to extend the b o u n d a r i e s  of clear perception, so all 

that lay beyond the horizons of vi si on belonged to the realm of 

my th o l o g y  and superstition. N e v e rt he le ss , Schapp insists that the 

na iv e gaze is in some ways superior to ours, tending to ov erlook the 

flee ti ng surface ap pe ar an ce s and pe ne tr at in g to the unchanging 

e s se nc e of t h i n g s . j n this se ns e it has much in common with the 

view for which the artist strives.

This is pr es um ab ly also the at t r a c t i o n  of old trav el og ue s and 

maps, which An dersch ap pr ec ia te s as works of art. He describes 

W i ll ia m Edward Pa rr y' s Norr at ife o f  an attempt to reach the Hor th 

Pole as, ein Me is te rw er k k l as si zi st is ch er englischer Buchkunst. 

Wenn ich es be trachte, seine B o d o n i - T y p e n , den Satzspiegel, den Stand 

des Satz es auf der Seite, die Gr a v u r e n  und Karten, so w e iß ich, daß 

ich hundert Jahre zu spät auf die We lt gekommen bin' (Hß, p.84). He 

a c k n ow le dg es a conflict of i n te ll ec t and intuition in his 

r e tr og re ss iv e nost al gi a for a m o re poetic age: 'Man soll dem
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Ve rg an ge ne n nicht nachtrauern. Ich trau er e de« Vergangenen nach' 

(MB, p.86). One reason for this is found in the old «taps of the 

polar region which he finds so evoc at iv e of the landscape: Warum

sind Karten bis 1830 Ku nstwerke und später - ait weni ge n Ausnahnen 

nicht »ehr?' (MB, p.85). A map loses both its utilitarian value and 

its imaginative content when superseded by new and improved editions. 

Hence its aesthetic value could be said to dimi ni sh in inverse

pr op or ti on to its coaponent of empirical fact.

An aest he ti cs of nature

The attraction of geology for Ande rs ch lies in the fact that it is 

still at the stage of forming hypotheses, and thus on the borderline 

of science and speculation. He is free to choose a theory of how the 

Earth was made, and declares himself a ‘Plutonist', deciding on

volcanic and radioactive forces as the architects of the wild 

Sc an di na vi an landscape (M B , p.50ff). The aesthetic potential of this 

science is hinted in the g e o l o g i s t ’s use of the word 'schön' to

de scribe his fossils. This leads to a c o n s id er at io n of the aesthetic

cr iteria which can be applied to such artefacts. A petrified fish in 

rock is anal og ou s to realist art, wher ea s the fossil of a starfish, a 

mere im pr es si on in the rock, defies the te rm in ol og y of conventional 

aesthetics. It is nur noch ein Zeichen, ein kosmisches Signal' (MB, 

p .16). When attempting to de scribe the fossils they have collected 

on the arctic journey, Andersch is again struck by the inadequacy of 

the la nguage at his disposal: (Rein fu nk ti on el le n Ursprungs, liefern 

sie heute, jenseits der Geologie, ästh et is ch e Inf o r ma ti o n e n , die 

jedoch sp ra ch li ch noch nicht "Übersetzt" werden können, außer in der
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Dichtung) (HS , p . 145).

The ph enomena of nature are cons ta nt ly found to be meaningful, to 

point to a reality beyond themselves, but the interpretation of these 

signals would be the function of a new branch of aesthetics, or a new 

mode of perception. Attempts can be made to decode na ture's secrets, 

such as that of a piece of an ci en t rock which is a microcosm of the 

polar landscape <HS, p.15), but so metimes they are so abstract , they 

defy de scription, as in the c a se of Lake Rogen viewed from the airi 

'Das Zeichen ähnelte keiner be kannten Form, es war ein

g e ge ns ta nd sl os es Zeichen, eine Chiffre, deren Bedeutung noch nicht 

er ka nn t worden war' <HH, p.65). The summary at the end of Hohe 

Breite ng ra de consists of a classi fi ca ti on of these ’Zeichen', 

remi ni sc en t of Max Sense's attempt to defi ne the content of aesthetic 

perception. Sense sees art appr ec ia ti on as an act of i n t e r p r e t a t i o n , 

and de ve lo ps a theory of signs:

Äs th et is ch e Elemente, also auch ästhetische Zeichen, sind 
nicht Zeichen dieses oder jenes Seienden, einer Figur, eines 
Dinges, eines g e o m et ri sc he n oder ar it hm et is ch en 
Verhältnisses, sondern Zeichen des Seins (dieses Seienden), 
Sinneinheiten, wenn man dies es Wort verwenden will, die 
eigentlich nicht et wa s sind, sondern etwas "bed eu te n“ . Sie 
können " a u s ge le gt“ , "gedeutet", nicht unmittelbar 
“festgestellt" und "berichtet" w e rd en .66

An dersch develops this idea further, attributing the same 

ae sthetic qualities to natural beauty as to the work of art, and 

sugg es ts that the perceiving co ns ci ou sn es s plays a crucial r o l e  in 

the c o m p le ti on of both:

Warum ergreifen uns ir ge nd we lc he Anordnungen von Form en und 
Farben mit der Ma ch t des Vo ll ko mm en en ? Wann werden
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An sichten zu Bild er n? W U rd e Muys haven auch dann ein 
Me is te rw er k der Natur sein, wenn niemand ihn sä he ? Macht 
einzig unser Blick ein b e wu ßt lo s Seiendes zur sinnlich 
schönen Form? Oder besitzt die Natur Geist? Züch te t sie 
Bilder? (HS, p.74>.

For the phenom en ol og is t the answer lies between t h es e two 

alternatives; the pr imitive in tuition of spirits in the environment 

is the result of residual awar en es s of a pr e- su bj ec ti ve existence, 

while the act of pe rc ep ti on is the n e ce ss ar y interaction with the 

world which gives it and o u rs el ve s significance. The impo rt an ce of 

the latter process for the c r ea ti on of art-works is desc ri be d by 

Morin in the context of film, wh er e the apparent pa s s i v i t y  of the 

spectator is deceptive:

Doch letzten Endes geht die Stra hl un g vom Zu schauer aus, die 
Quelle ist in ihm. Ohne sie bleibt der Film un ve rs tä nd li ch , 
eine zusamm en ha ng sl os e Fo lg e von Bildern, ein Puzzle-Spiel 
von Licht und Scha tt en ... Der passive Zuschauer ist 
eigentlich sehr aktiv: er sc ha ff t (...) den Film eb ensosehr 
wie die Schauspiei e r .67

Die Brenze

Andersch 5 reflections on the h i st or y of European art in Aus e m e a  

r'da i sc hen Hinter suggest a clear c o rr el at io n between a e st he ti c and 

intellectual movements, such as the b l o s so mi ng of F l em is h art which 

announced the dawn of the R e fo rm at io n ( R H, p.40). It may therefore 

be assumed that the new d e v e lo pm en t in ae st he ti cs which he proposes, 

taking na tu re as its object, will have intellectual and political 

implications. These may be dedu ce d from the concept of freedom
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i m p l i c i t  in An de rs ch 's tr avelogues, and in a political ambiguity 

w h i c h  co mb in es p r og re ss iv e and c o n s er va ti ve tendencies.

T h e  fascination with the idea of die Grenze' appears in earlier 

t e x t s ,  such as A n d e rs ch 's story “Die letzten vom Schw ar ze n Hann", 

w h i c h  ev ok es the wild l a nd sc ap e of the 'Schnee Eifel', and it is 

c r u c i a l  to the novel Hint er spelt (1974).68 The notion of fr ee do m as 

a p r o p e r t y  of certain lo ca li ti es is already present in Hand er ungen ie 

H o r d e n  and Aus ei nem rö mischen Hinter but it is c r y s ta ll iz ed in

Hohe Br ei te ng ra de in the 'P a c k e i s g r e n z e ', which is both a physical 

and a metaphorical boundary: Freiheit ware da, wo wir an einer 

G r e n z e  sagten; es ist genug. Es reicht uns. Dies ist me in e Utopie, 

un d s i e  ist so gut wie jede andere' (MS, p.43). The acco un ts of the 

e a r l y  explorers show how many of thee turned back be fo re reac hi ng the 

P o l e ,  w h en confronted with this barrier. Nansen and Jo ha nn se n, who 

did c r o s s  it, never wished to repeat the experience, and both Nansen 

and P a r r y  appear to have un de r g o n e  a re ligious conversion as a result 

of it. Andersch co nt r a s t s  the humanist Nansen with the scientist 

A m u n d s e n ,  for whom the Grenze' was there to be crossed, and whose 

r e s p e c t  for the la ndscape was due to, eine ko nv entionelle 

R e l i g i o s i t ä t '  (HB, p.143). Ande rs ch 's sympathies obvi ou sl y lie with 

N a n s e n ,  who claimed to have ex pe ri en ce d in the Arctic die Tiefen 

der N a t u r  selbst, die Fü ll e des Lebensgeheimnisses' (HB, p.118).

A n d e r s c h  was enco ur ag ed by Ernst Schnabel to co n t i n u e  writing 

a b o u t  hi s experiences in the arctic, in particular about hi s ideas on 

an a e s t h e t i c  of na tu re and his concept of freedom: Ihre alte Idee,

d a p  d i e  Freiheit immer an den oder hinter den Ho r i z o n t e n  des 

N o r m a l  lebens wohne, was natü rl ic h in bezug auf die Arkt is die 

F r e i h e i t  als den ab soluten G e ho rs am und das u n e i ng es ch rä nk te Ja zu
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den No tw en di gk ei te n de f i n i e r t ' . 70 The implication is that in the 

extreme l a nd sc ap e of the ar ct ic , human freedom is pushed to its 

absolute limits, and that fr e e d o m  is only po ssible beca us e its limits 

are defined. A c c e p t a n c e  of th e Grenze' is also r e co gn it io n of our 

coefficient of adversity, wh ic h, in Her 1e a u - P o n t y 's terms, is both 

the re si st an ce against which we struggle, and that without which life 

would not be s u s t a i n e d . 71 Mer 1 eau-Ponty posits a level of action

which is never totally free nor involuntary, thus brea ki ng down the

distinction b e t w e e n  free will' and necessity'. Ev er yt hi ng is a 

response to a c e rt ai n e n v i ro nm en t, and the correct resp on se to the 

limitations i m po se d on us by natu re is to accept them and live within 

them. Thus fr e e d o m  is a fo rm of col 1aboration with the environment 

rather than t r i u m p h  over it. In Hander ungen is Horden Ken discerns 

this quality in his host at the paper milli Direktor Övergaard

bewegte sich leicht und frei in seiner Welt der Sachen und der

Arbeit' I.HH, p.79). Each individual em ployee at the mill has a 

similar air of freedom, a r is in g from total harmony with his work and 

environment: "Er hat ein n a t ü rl ic he s Gefühl für das Haterial, und er 

weiß, wie er damit umzu ge he n hat' iHH, p.80). It is interesting that 

this notion of freedom is illustrated in an exem pl ar y model of 

small-scale, ca pi ta li st p r i v a t e  enterprise.

Closely conn ec te d with Her 1e a u - P o n t y 's idea of freedom is that of 

engagement', which is b a s i c a l l y  fulfilment of one's potential within 

the limits of one's en vi ro nm en t: Das "engagement" ist eigent 1 ich nur 

die pe r s ö n l i c h e  Erfüllung de s ur sp r ü n g l ichen Bezugs zur Welt, indem 

es diesen in der Er fahrung der Festigkeit, ja Wi de rs tä nd ig ke it der 

uns um ge b e n d e n  Wi rk li ch ke it v e r t ie ft '.7 ^ The ph en om en ol og ic al notion 

of freedom c o rr es po nd s with a growing ecological awareness, which
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becomes explicit in Hohe Breiteng ra de . In his o u tr ag e at the

ex ti nc ti on of «any species of whale, An de rs ch co nd em ns man's

violation of nature: B e k a n n t l i c h  ist die Natur dazu da, von uns

ausgebeutet zu werden' (WB, p.43 and p.76). Susp ic io n of the 

ne gative aspect of t e ch no lo gi ca l advance leads to a poli ti ca ll y

am biguous position: if the d y n a m i c  forces in society are not always 

good, then progress is not n e ce ss ar il y po si ti ve and c o n s er va ti sm 

becomes the moral' a l te rn at iv e. Hence, in 1964, Andersch disa gr ee s 

with Lukács that Right w i n g  thought is in trinsically bad, and 

su ggests that the only po li t i c a l  solution for his tioe may be a union 

of Right and L e f t . 7 ^ A n d e r s c h  felt at ease in the nort he rn

de mo cr ac ie s of Europe <WW, p . 4 5 ) ,  with their co mb in at io n of we lf ar e 

and human dignity. His i m p r e s s i o n  of En gland, in particular, was one 

of pr agmatism and paradox. Recalling th e political di versity of

those who have sought asylum in London, h e  remarks: Die ambiguity

der englischen Kultur ist e k l a t a n t ,  und sie hat schließlich nicht 

nur die insularen Sp ie lf or me n des Dand yi sm us erzeugt, sondern auch 

einen allgemeinen Zug zur T o l e r a n z ' . 74

In the story "Die Arkt is seiner Lo rd sc ha ft ", this ambiguity is 

illustrated in the figures of Glad st on e and Disraeli, the re ac ti on ar y 

Liberal and the radical C o n s e r v a t i v e . 7^ He sees a parallel with the 

contradictory forces in m o d e r n  day po litics: the Right which is 

pr og re ss iv e in terms of n u c l e a r  technology, and the Left which seeks 

to turn the clock back on t h e  nuclear age. An de rs ch 's sense of the 

in adequacy of existing po li t i c a l  cate go ri es , c o mb in ed with a 

long-standing ideal of the s y n t h e s i s  of op po si ng political posi ti on s 

again invites co mparison w i t h  Mer 1e a u - P o n t y . The latter was accused 

by Sartre of rejecting the co n s e q u e n c e s  of the dialectic, be ca us e he
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believed a balance of opposing fo rc es could be preserved: 'Bref, 

Merleau veut bien de la these et de l' antithèse; c ' e s t  la synthèse 

qu'il refuse; il lui repr oc he de ch a n g e r  la d i al ec ti qu e en jeu de

construct i o n ' . 76

Not even Andersch's concern for the pr es er va ti on of wi l d l i f e  is 

unambiguous, as reve al ed by an inci de nt on board the Havella'. When 

a crew member shoots a seal, Ande rs ch has to s u pp re ss his initial 

revulsion out of respect for the h u nt in g instinct w h ic h the man has 

inherited from his forebears (HB, p.11 5) . The noti on of re a c h i n g  the 

end of the world, as already ex amined in the context of a primitive 

world-view, may also be interpreted in terms of a more e n v i r o n ­

mentally conscious view. The end of this world points to the 

ex istence of others, and of yet gr ea te r mysteries. The e x p e ri en ce of

this landscape is a r emi nder of the relative i nsignifi ca ne e of

mankind and his world: ' Ent 1ang der Packei sgrenze nä h e r t e n  wir uns

den Sieben Inseln, als wußten wir, d a ß  in solchen Mo no li th en der

Fi ns te rn is und der Re flexion auch al le r Schein und W i de rs ch ei n endet: 

dieser ganze von Farben, von Licht sc hw ät ze nd e, re dende, singende 

Stern' < W B , p.lll)

Travel and trav el prose

An de rs ch 's exploration of the p r o c e s s e s  of p e r c ep ti on in these 

tr av el og ue s reveals that his interest in figures such as Ott, Morin, 

M e r 1 e a u - P o n t y , Schapp and Thoreau wa s ba se d on their r e co gn it io n of 

the va lu e of re ca pt ur in g a spon ta ne ou s, in tuitive gr as p of reality. 

For the ph e n o a e n o l o g 1 s t , this is the source of meaning, and for
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Ande rs ch , the object of travel. He describes the tourist as 

S c h l ü s s e l figur des J a h r h u n d e r t s ' ( H H, p . 190), in di ca ti ng the

i m po rt an ce of travel in the modern world. The t o ur is t embarks on a 

journey to confirm his expectations, not to be s u r p r i s e d  by what he 

sees: Er sucht Se he nswürdigkeiten auf, von denen er s c ho n wußte, ehe

er se in e Reise antrat ' . {HH, p.190).

M o ri n also describes this phenomenon, stressing t h e  importance of 

p h o t o g r a p h y  for the tourist as a preserver of me m o r y :  Sicherlich

will man sehen und nicht nur Aufnahmen machen, was » a n  jedoch sucht 

und was man sieht, ist eine Welt, die von der Zeit verschont blieb 

oder doch ihrer ze rs tö re nd en Wi rk un g siegreich w i de rs ta nd , eine Welt, 

die jetzt schon Andenken is t' .77 The result is t h at the tourist 

fo rg et s ho w to see: Man betrachtet ein B a uw er k nicht. Man

ph o t o g r a p h i e r t  e s ' . 7®

In Hohe Breitengrade Andersch presents this si d e - e f f e c t  of mass 

to u r i s m  as a co rr up ti on of our perceptual po we rs , which may be 

re m e d i e d  by the te ch ni qu es of modern photography and film:

Die Reisen der weißen Rasse, von der s t o l z e n  Kavalierstour 
des 17. Ja hr hu nd er t bis zum Ma ss e n t o u r i s m u s  des unseren, 
haben die Welt zu einer Folge von B i ld au ss ch ni tt en gemacht. 
Ein Guckkasten. Sehenswürdigkeiten. Die besten
Photographen, die besten Filmleute a r b e i t e n  jetzt daran, 
diesen Gu ck ka st en zu zerstören, indem sie d i e  Welt zwischen 
den Se he nswürdigkeiten aufnehmen, die g a n z e  Welt, den
Zusammenhang der Dinge {HB, p.20).

The aim of ph otographer and cameraman should b e  to imitate the 

to t a l i t y  of perception, die Bewegungen, das Licht, di e Umrisse, die 

Farben, sogar die Geräusche. Die Phänomene. Da s Seiende. Die 

G e s a m t h e i t  dessen, was ans Licht gebracht werden ka nn ' {HB, p.20>.
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An dersch's a d v i c e  to the tourist is therefore to forget his 

preconceptions and pe r f o r m  a sort of phenomenological reduction, to 

be pr epared simply to respond to the beckoning of the landscape:

Und dann gesc hi eh t das einzige Wi chtige und We se nt li ch e, das 
ihm, dem To uristen, widerfahren kann: er wird von S t i m m u n g e n  
berührt, von Farben, von Gerüchen, von Formen, von der 
Essenz f r em de n me nschlichen Lebens oder von der Su bs ta nz 
toter Steine. Sein flüchtiger Blick wird für M o m e n t e  
brennend und intensiv, und der Geist der Länder e n t s c h l e i e r t  
sich in ihm, ehe er sich wieder verhüllt und ihn aufs neue 
zum T o ur is te n macht: zu einem ruhelosen und v e r a c h t e t e n  
Menschen, der Gehe im ni ss e durcheilt p.191).

Thus initiated, he  finds that the landscape is not passive, but 

cons ta nt ly sending out signals which are grasped on a p r e - r e f 1e c t i v e  

level of consciousness. Once his initial wonder at the w o r l d  is 

recaptured, he d i s c o v e r s  that it is in the most primitive act of 

perc ep ti on that re a l i t y  becomes meaningful.

As for the wr i t i n g  of tr av el og ue s such as these, Andersch qu ot es 

from many examples of the genre, asking himself what is the special 

qual it y of the Reiseb er ic ht ', di st in gu is hi ng it from all other ty pe s 

of literature. In some cases of great travel writing, the jo ur ne y 

seems to find its justification only when committed to prose: 'Man 

weiß dann, daß di es e Reisen unternommen wurden, um Sprache zu werden' 

(/?«, p . 103 > . The fact that travel is largely mo ti v a t e d  by a 

fundamental re st le ss ne ss , dissat is fa ct io n with the world we inhabit 

and awareness of other worlds to see, is inadequate e x p l a n a t i o n  for 

the appeal of the genre. An dersch detects a quality of the prose 

itself which goes beyond normal co ns id er at io ns of content and style:

Mö gl ic he rw ei se ist, was sich buchstäblich wie von s e l b s t  aus 
dem Text zu lösen scheint, wenn Darwin das M e er es le uc ht en
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bei Fernando No ro nh a be sc hr ei bt , nenn B e m a l  den Eintritt in 
den vo« Blut der M e n s ch en op fe r stinkenden Aztekenteapel 
schildert, das, Mas die ßr ie ch en "das Er scheinende* nannten 
(BJf, p.lOS).

This hypothesis re cu rs in Hohe B r e i t e n g r a d e , when the attempt to 

define the notions of Magie' and Geheimnis' brings hi a back to the 

word 'Phänomen' and to Heid eg ge r' s etyaological an alysis of the term: 

Als Bedeutung des Au s d r u c k s  "P hänomen" ist daher fe st z u h a l tent das 

Sich -a n- ih m- se lb st -Z ei ge nd e, das Offenbare' (HB, p. 54 >. 79 It is 

prec is el y the phenomenological n a t u r e  of the prose wh ic h elicits his 

praise of Ch ri st ia ne Ri tter's Eine Frau erlebt die Pol o r nacht 

(Berlin, 1938). She d e sc ri be s the ex pe ri en ce of the Arctic from the 

point of view of an inexpert, nai've subject, which ma ke s her account

die einzige Sc hi ld er un g der Fora- und Li ch tp hä no me ne der 
Polarnacht, die wir be sitzen (...). Was keiner der 
Forscher, W i s s en sc ha ft le r, G r o ß - T o u r i s t e n , auch Nansen 
nicht, besc hr ie be n hat - denn die Ästhetik gehört nicht zur 
Na tu rw is se ns ch af t, die Fora nicht zur Fo rschung das 
erfahren wir aus dem Buch dieser Frau: wie es sich anhört, 
wenn das P a ck ei s auf di e Küsten läuft, daß ein Blizzard sich 
anfühlt wie ei ne Sc hn ee wa nd (HB, p.73).

The or ig in al it y of travel pr os e is its capa ci ty to imitate 

pe rc ep ti on , to repr od uc e for the reader the lived e x p e ri en ce of the 

world. If the object of travel is to rediscover the source of 

meaning, that of travel writing is to articulate the process by which 

the world becomes meaningful.

In his po st sc ri pt to Hohe Breitengrade, "Nachschrift oder 

Ä s th et is ch e Flaschenpost", A n de rs ch proposes a desi ra bl e future 

deve lo pm en t of the genre: the establishaent of an aesthetics of 

nature. He regrets the artificial limitation of aesthetics to the
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domains of art and philosophy, po i n t i n g  to the great aesthetic

potential of the natural landscape:

Ein Gebirgszug, der Verlauf ei ne r KUstenlinie, die Gestalt 
ei ne s Vogels, di e Verteilung un d Färbung einer Fl ec ht e auf 
ei ne « Felsen sind ebenso das Er ge bn is von F o r m -P ro ze ss en wie 
die Ka th ed ra le von Chartres oder ein Bild von Cézanne, und 
di es e wie jene Ibsen die glei ch en psychischen wie mythischen 
Erfahrungen aus (WB, p . 157-58).

The greatest desc ri pt iv e passages of Darwin and Li nn é both point 

forward to the de ve lo pm en t of a voca bu la ry for the aesthetic

ca tegories of nature, co mbining exact obse rv at io n with a metaphysical 

dimension. Only with a systematic ae st he ti cs of na tu re will we 

answer the central ques ti on which defies the natural sc iences alone; 

that of the re lationship between matter and spirits 'Und doch wird 

mag sie he ut e als nu tz l o s - g e n i e ß e r i s c h e  Be tr ac ht un g von Formen 

erscheinen - morgen eine in M o rp ho lo gi e verw an de lt e Ästhetik das 

zentrale Prob le m der Naturw is se ns ch af t einkreisen: den Nach we is der 

Existenz von Geist in der Materie' (HB, p.159). The metaphysical

impulse of An dersch's reflections on an aesthetics of nature is

confirmed by two pages of notes appended to the ty pe sc ri pt of Hohe 

B r eI t e n g r o d e These point to a further development of the ideas in 

"Ä sthetische Flaschenpost", orga ni ze d under the headings, die 

Phänomene', Gründe für ein Ästhetik der Arktis' and Ontologischer 

Exkurs . Under the second of these he notes that the aesthetic 

structures of the arctic are only ac ce s s i b l e  'durch re in e Deskription 

(...) nicht durch Deutung oder naturwiss. Kategorien'. The third 

lists poss ib le philosophical fr am ew or ks co rresponding to the proposed 

aesthetic of nature, wh ic h would take into account the Arctic 'als
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Phänomen, Mythos und Realität'. With reference to He idegger and 

Sartre he poses the question: 'Ist die Elem en ta r1a n d s c h a f t ein Raue 

des Seins oder des Nichts ( A n g s t ) ? ’ He goes on to n o t e  the absence 

of both human culture and aggression in this la ndscape, po inting to 

the Heiterkeit' of the Es ki mo people. Prominent fe atures in his 

metaphysical plan are the Stimmung der A(rktis)' and 'Bedeutung der 

Packei s g r e n z e '.

In spite of the r e f e r e n c e  to Sartre, there is ev id en ce in the 

travel prose of the 1960's of Andersch's growing d i st an ce from a 

Sartrean notion of literary commitment. Quoting from the Norwegian 

poet Carl He ndrik's journal in 4us einem römischen H i n t e r , he writes: 

'Ich habe Kinder am Hunger sterben sehen. Gegenüber ei ne m sterbenden 

Kind hat "Der Ekel" kein Gewicht' (RH, p.22). In Hohe Breitengrade 

he states explicitly: 'Ich mag das Wort Engagement nicht mehr,

wahrend das Wort Hu manität für mich nichts von seinem Wert verloren 

hat (HB, p.10). Ho wever, his ontologischer Exkurs' on Hohe 

Breitengrade concludes wi th a refe re nc e to En ga ge me nt (Brechts 

Baume -Gedicht, ♦ B e sc hä ft ig un g mit der A. (rktis)'. The

ecological implications of this enga gement emer ge with greater 

clar it y in re mi ni sc en ce s of the journey to Spit zb er ge n written ten 

years later, in 1975. In this retrospective account, Andersch 

de scribes the boat which they chartered for the voyage from a local 

in habitant of Tromsd:

Ehe wir kamen, w u r d e  sie ausschliesslich von Eisbär-Jägern 
gechartert; als meinen grössten li te ra ri sc he n Erfolg
betrachte ich einen Brief des genannten no rwegischen 
Reeders, in dem er mir mitteilte, nachdem er mein Buch Hohe 
Breitengrade ge l e s e n  habe, wü rd e er sein Boot niem al s mehr 
an Ei sbar-Jagern ve rm i e t e n . 81



197

He goes on to consider the possible im plications of Ca nadian 

atte mp ts to drill for oil in Sp itzbergen, and sees the only hope for 

the survival of this land sc ap e in the abse nc e of hu ma n habitation: 

Obwohl ich fest Überzeugt bin, dass die Erde in eine ök ol og is ch e 

K a ta st ro ph e kommt, wenn wir so weiter ma ch en wie bisher, finde ich 

Gründe, die mich hoffen lassen, dass die polaren Zonen ihr 

w i d e rs te he n werden. Es gibt zu we ni ge Menschen do rt'.®^ The 

si gn if ic an ce of unpeopled landscapes, familiar from An de rs ch 's 

ea rl ie st work, takes on a new and radical slant in the 1970's, in the 

light of growing concern about the human threat to the natural 

envi r o n m e n t .

A link between the R e i s ep ro sa of the 1960's and that of the

1970's also becomes apparent in this manuscript, when Andersch 

r e fl ec ts on the emotional effect on him of leaving the 

'Packei sgrenze':

Diese Stunde hatte et wa s Unertrttg1 i c h e s . Selbst der Anblick 
der unerhörten, wilden und eins am en Küsten Sp itzbergens kann 
sich nicht mit dem Eindruck vergleichen, den die ab solute 
Grenze macht. Nur im tropischen Regenwald von Chiapas und 
vor den leeren Zonen der Sier ra Madre del Sur habe ich
Äh nliches er l e b t . ® 3

Thus he draws a direct parallel betw ee n the 'Bilder einsamster 

Er ha be nh ei t' experienced in the Arctic and those seen in Mexico in 

1972. This was An de rs ch 's last long expedition, the latter years of 

the decade seeing a d e t e ri or at io n of his health, with the

incr ea si ng ly frequent need for dialysis and hospitalization. It was 

to be the basis of a travel book on twice the scale of Hohe
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B r e i t e n g r a d e , also illu st ra te d with his wife's colour photographs. 

The planned work was to include extensive landscape descriptions, but 

also 'Porträts aus der Mexikanischen Revolution' and a chapter on the 

Indios.84

Although only a fr agaent of what he intended, "Die Re is e nach San 

Cristóbal" gives some indication of the si gnificance of the journey 

for Anderschs 'Die R e i s e  nach Mexiko ist eine Lebensreise, in dea 

Sinne, in dea für u n s e r e  Urgroßeltern di e Reise nach Italien eine 

Le be ns re is e war? auf solche Weise sieht sie der Mensch, der von ihr 

trauet, auf solche Weise verwirklicht er si e' .85 It is perhaps 

hardly surprising, in view of An de rs ch 's increasingly outspoken 

comaitaent to s o c i a l i s m  in the 1970's, that the landscapes evoked in 

his travel prose also become more po li ti ca ll y orientated. The 

de scriptions of his visits to Portugal and Spain in 1975 are of 

highly politicized landscapes, in contrast to the unpo pu la te d Arctic 

regions of the 1960's. Indeed, An dersch counted his essay on 

Portugal among his m o re contentious political statements, along with 

the poems "Artikel 3 (3)“ and "Zwölf Strophen über die 

A r b e i t s l o s i g k e i t “ .86

Ne vertheless, th e descriptive prose bears all the ha llmarks of 

An de rs ch 's phenom en ol og ic al mode of perception, even where this 

coexists un easily w i th his political statements. Hanjo Kesting pays 

the following tr i b u t e  to "Die Reise nach San Cristóbal"!

Sie zeigt auf vorbildliche Weise, wie man h e u t e  Uber ein 
La nd,eine Landschaft, eine Bevölkerung, e i ne Kultur 
schreiben kann, oh ne in die Klis ch ee s der 
To ur is ti k- In du st ri e zu verfallen. Dabei macht Andersch von 
vo rn he re in klar, daß er nicht als Ethn ol og e oder 
Me xi ko -E xp er te , sondern als Tourist reist. Aber dieser 
Tourist sieht. Er bildet das Gesehene in knappen
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parata kt is ch en Fe st steilungssätzen ab. Deckt es nicht zu 
durch Reflexion. Dennoch ist seine Beschreibung
mehrdimensional, reißt Perspektiven auf« historische, 
politische, sozi al e.87

Indeed, in all three essays the landscape, its ateo sp he re and 

p e o p l e  are evoked in terms similar to those developed in Andersch's 

e a rl ie r travelogues. The peaceful communist takeover in Portugal is 

mi r r o r e d  in the faces of the people and in the idyllic landscape. 

Po rtugal possesses 'die vielleicht letzte europäische Küste, die noch 

vö ll ig unverdorben i s t ' . 88 Lisbon ist eine ernste, he llgraue und 

p r ol et ar is eh e Stadt' exuding an at mosphere of radical socialism 

co m b i n e d  with ra t i o n a l i t y . 89 Andersch responds to the congeniality 

of this city: Das Klima von Lissabon ist pr ol et ar is ch und

intellektuell. Ich möchte gerne in Lissabon leben*.98 In “Regen in 

A n da lu si en " (19751, while he co nf id en tl y anticipates the end of 

S p an is h fascism, the atmosphere of oppression is still perpetuated in 

a street named after an infamous fascist of the civil war: 'Etwas

G e wa lt tä ti ge s liegt hier in der Luft (...). Ein einziger

St raßennamen, eine vergessene Geschichte, und ich rege mich (...) 

a u f ' . 9 * Similarly, in Mexico the names of the Indian tribes and of 

the exotic fruits sold in the market at Oaxaca exude the essence of 

this primitive culture. Andersch used these litanies of names in the 

p l a y  "T ap et en we ch se l“ , to evoke the Mexican la nd sc ap e.9 ^

In this play about the dream of a West German businessman, Harry 

Fisc he r, to emigrate to Mexico, the very name of the co un tr y conjures 

up the music, colour and at mo sp he re of a wild and compelling

1an ds c ape:
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Die Ma nd ol in en und die Marimbas. Die blau en R e bo zo s der 
Frauen. Di e Märkte. Die Früchte, die wir nicht kennen. 
Die Tonkrllge. Die Schn ee vu lk an e (...). Die ri es ig en leeren 
Gebirge. Die endlosen leeren Küsten. Und dann der Urwald. 
Vor alle* der Urwald. Die tropischen Regenbäume. Die 
Orchideen und die Papageien. Die gr os se gr augrüne 
Dunkelheit aus Farben und Fi e b e r . 93

W h il e the play is a clear indictment of the social, political and 

ec on om ic st ructures of Western capitalism, the so lution it proposes 

is not a political one. Andersch himself em ph as iz ed that this was 

not a 'Marxist' play, nor even merely a crit iq ue of the Federal 

Re public, but that Mexi co is for Harry Fischer ein sehr konkreter 

lraum, ein sehr be st im mt er Traum vom Pa ra d i e s ' . 94

This is clearly how Andersch perceived Mexico in 1972, when he 

left the capital to seek out the culture of the Me xi ca n Indians: 'Die 

Essenz des Traums wird sichtbar, in magischen und ko nkreten Bildern, 

und es erweist sich, daß die Reise nach Mexiko eine Re is e zu den 

Indios w a r ’.95 As the landscape becomes wilder, the traveller is 

dr aw n into its mysteries: 'Der Frem de bewegt sich in oc kerfarbenen 

H o r i zo nt al en und in Räts el n' .96 The fascination of the Indios lies 

in the fact that their archaic ci vi li za ti on is not an anachronism. 

The European visitor has the impression of moving back in time, 

be c a u s e  these pe op le are not pr eserved relics of a bygo ne age, they 

a c tu al ly inhabit a living antiquity:

Dies ist nicht Oberbayern oder die Bretagne. Es ist nichts 
Erhaltenes. Vielleicht wird es unte rg eh en (...), aber 
vorläufig ist es noch da, in großer Dichte, nicht er h a l t e n , 
sondern lebendig. Was ist es? Es ist di e Antike. Es ist 
eine Frühzeit. Die ersten Menschen sind die ersten 
Me n s c h e n .9 ^



20 1

The geographical journey re v e a l s  once «ore the in terpenetration and 

Mutual dependence of past, present and future.

Thus, in Spain, Co r d o b a  is anim at ed by its Mediaeval history, 

die Zeit der höch st en Ku lt ur und T o l e ra nz '.98 Ev en in Portugal 

An de rs ch discovers an a r ch ai c culture, the ousic of which comb in es 

Pop, Jazz und M i t t e l a l t e r l i c h e s ' . 99 Observing peasant Port ug ue se 

women doing their w a sh in g in a river, he sees ein Bild wie von einen 

Impressionisten Ein Idyll. Das Pa ra d i e s ' . 100 Andersch's

aest he ti c ap preciation of this cult ur e seems quite divo rc ed from the 

political and econ om ic r e a l i t y  of the peop le 's lives.

This raises a c h a r a c t e r istic dile mm a in Andersch's work, that of 

re co nc il in g his co ns c i o u s  political st at em en ts with a fu ndamentally 

irrationalist te nd en cy to a e s t he ti ci ze politics. His an ti ci pa ti on of 

the li beration of Spain f r om Fr anco's regi me is based entirely on the 

co ntrast between the mo de rn a r c h it ec tu re of Madrid and that dating 

from the last century: 'Modernes Bauen ist in Spanien ein Werk 

ge gl uc kt en W i d e r s t a n d e s  gegen den Faschismus, nimmt den 

n a c h fa sc hi st is ch en Zust an d Spaniens gl eichsam vorweg, entwickelt 

inmitten von Un t e r d r U c k u n g  bereits die F o r m-Strukturen eines Spanien, 

das Frei sein w i r d ' . 101 In the same way, the National

Anthropological Mu se um in Me xi co City is an expression of hope for 

the country's future, das gr op e Meisterwerk der me xikanischen

Moderne. Seine a r c h i t e k t o n i s e h e  Form, in der Zweck und Schbnheit zu 

vollkommener Synt he se g e f u n d e n  haben, macht es zum be st en Mu se um der 

Welt. Es flöpt H o ff nu ng e i n ' . 102

Hi s co nf id en ce in the success of the Po rt ug ue se re vo lu ti on is 

based on an a p p r ec ia ti on of the music wh ic h it has produced, in which 

he sees a form of p r i m a r y  e x p r es si on of the people and their
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hi story:

Ich glaube, da ß die po rt ug ie si sc he Revo lu ti on nicht 
ua zu br in ge n sein wird, und zwar, weil sie bereits eine 
eigene und he r r l i c h e  Musik hervorgebracht hat (...). Sie 
sind alles andere als pr iaitive Marsch- und 
A n f e u e r u n g s l i e d e r , sondern komplexe Kunstwerke, und sie 
umfa ss en alle A s pe kt e des portug ie si sc he n Le be ns und seiner 
Geschi c h t e . 103

Ha ns Heinz Holz points to the prob le ma ti c nature of such statements 

in hi s review of these essays:

Sicher drückt sich die Kraft der portug ie si sc he n Revolution 
auch in den m i t r ei ße nd en ku ns tv ol le n Lied er n aus, die das 
Volk singt. Aber die Uber 1eb en sc ha nc en der Revolution auf 
Musik zu grUnden - ist das nicht eine sehr su bj ek ti ve und 
auf ä s th et is ch e Präf er en ze n bezo ge ne Be tr ac h t u n g s w e i s e ? * 0 *

While Holz ha s no obje ct io n to the aesthetic ap pr ec ia ti on of form 

itself, he d e te ct s in some of A n d e rs ch 's work (notably his defence of 

Er ns t JUnger) an u n a c ce pt ab le brand of aestheticism: 'Die Ablösung 

des Fo rm ge nu ss es von den Gehalten, die die Form au sdrückt (oder auch 

her vo rb r i n g t > ' . 105 He also sugg es ts that there is a certain 

pe rv e r s i t y  in A n d e rs ch 's te ndency in the 1970's to equa te Left and 

R i gh t wing political extremism, a fe at ur e which emer ge s distinctly in 

hi s remarks on the play "T ap et en we ch se l" : 'Ich finde, es gibt heute 

e i ne gewisse Deckun gs gl ei ch he it zwischen ko ns er va ti ve n und 

marx is ti sc he n St andpunkten. Der Ma r x i s m u s  hat ko ns er va ti ve Z U g e ' . 106 

Hence, the so lution to West er n de ca d e n c e  offered in this play is not 

a political but a qu as i- re li gi ou s one. The st udents whom Harry 

Fisc he r sees occu py in g Co l o g n e  Ca thedral to draw at tention to the 

dete nt io n of political pris on er s in Spain re present to him die
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e r s t e n  Christen', and the promise of salvation for a doomed 

c i v i li za ti on . In a cu lt ur e w h ic h has seen the si nister im plications 

of t h e  politicization of art and the pr esentation of political life 

in aesthetic terms under National Socialism, Holz urges Andersch 

r e a d e r s  to a critical a p pr ec ia ti on of his later essays: 'Ich möchte, 

d a p  er gelesen wird, doch mit dem kritischen Blick, der die Abwege 

e r k e n n t ,  auf denen er in di e Irre fu h r t ' . 1**7
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CHAPTER TWO

NOTES

Manuel Gasser, "R ei se be sc hr ei bu ng , e p i s c h - l y r i s c h ” , first 
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We hd e k i n g ,  Alfred A n d e r s c h , p.100.

A n d e r s c h  re viewed Ott's work in "Die Kunst der Kinder", 
Fran kf ur te r Hefte,yr.A, N o . 7 (1949), 892-93. He also
m e n t i o n s  Ott's theories in "Jugend am Sc hm el zp ot t einer 
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B l i n d h e i t  des Kunstwerks", BK, p. 40-51. O t t s  work with 
c h i l dr en s' art is mentioned in KF (p.86), and in letters to 
his mother, da te d 27 March 1950 and Gründo nn er st ag 1950'. 
A n d e r s c h  mentions G i s e l a s  c o ll ab or at io n with Ott on a 
br o a d c a s t  based on Urbild der Seele for NWDR in Frankfurt 
("e i nm al mi rklich l e be n" p. 61 and p.63). Ot t' s Das 
A m e r ik an is ch e Tagebuch ap peared 1952 as the second volu me in 
the seri es "studio frankfurt".

An d e r s c h ,  "Die Kunst der Kinder", p.893, quoting from Ott, 
p. 26.

A n de rs ch , ”Das Kino der Auto re n" , H e r k u r , n o . 15 (1961),
3 3 2- 48 , also in BK, pp. 61-81, (p.80). Andersch quot es from
the Ge rm an translation Der Hens ch und das Kino (Stuttgart, 
1958). Further references are to this edition. An de rs ei ts 
f a sc in at io n with the cinema, no doubt in te ns if ie d by his 
c o l l ab or at io n with Helmut Käut ne r on the film vers io n of Die 
Rote in 1962, is evident both in the above essay and in that 
e n t i t l e d  "Für ein Fernsehen der Autoren", M e r k u r , 183, No .5 
(1963), 508-12. In "Des Au to rs Kummer mit dem Kino",
S ü dd eu ts ch e Z e i t u n g , 28/29 Ju ly 1962, he writes, 'Ich bin in 
der Tat von Ph änomen Film stark fasziniert, etwa seit den 
frUh en dreißiger Jahren, als ich die Fi lm e von Po do wk in sah, 
da nn , nach dem Krieg, di e Filme des it alienischen
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An dersch's i n t e r e s t  in Schapp has already b e en seen in the 
context of his au t o b  i ogr aphi c a 1 works. It Mill be discussed 
in greater detail in Chapter III.

Wilhela Schapp, B e i t r ä g e  zur Ph'Anomenolog ie der Bahrnehwung 
(Erlangen, 1925), p.9.

Mer 1e a u - P o n t y , PP, p.265.

Schapp, Beitrüge, p.ll.

The epigraph to U N  is taken froa Thoreau s Balden (1654). 
This was aaong t h e  books A n de rs ch brought back to Europe 
Mhen he re turned f r o a  POW caap in 1945 (see: “Der S e e s a c k “ , 
AAL, pp. 8 3 - 1 0 1 ) .  His adairation for Thoreau's
individualistic c i v i l  diso be di en ce caapaign finds ex pr es si on 
in the essay “E x k u r s  Uber die bürgerliche Ungehorsaa", 
Süddeutsche Z e i t u n g ,  13 Fe b r u a r y  1965: Er m o I 1 te ein
Beispiel dafUr g e b e n ,  dap es dea einzelnen a ö gl ic h ist, 
jenseits der G e s e l l s c h a f t  und ihrer Ansprüche zu leben. Er 
Mollte dea S t a a t  zeigen, da ß er - und daait: jeder 
notfalls ohne ihn ausz uk oa ae n vermöchte .

Henry David T h o r e a u ,  Bälden. Civil Di sobedience (Cambridge, 
Hass., 1960) p.68.

Ibid, p.xxx, q u o t e d  froa the introduction by Sheraan Paul. 

Ibid. pp. 204-218.

Exaaples can be f o u n d  in BB, p.19, p.65, and in R B , p.B6.

Manuscript in th e Nachlaß, Harb ac h, A. An dersch, Pros a, "In 
den S a re kb er ge n“ a c c e s s i o n  No. 78.4797, p.2.

Andersch, “N o t i z e n  über At mosphäre", BK, pp. 52-60.

Ibid. p. 53.

Ibid, p. 54.

Horin, p.83.
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Ibid., p. 83.

Andersch, “Notizen Uber A t m o s p h ä r e “ , BK, p.56. In "Das Ki no 
der Au t o r e n “ , Andersch sets out t o  formulate 'Die Theorie
einer 1 iterarisehen Ästhetik d e s  Films' (BK, p.65),
establishing film as a b r a n c h  of literature. The
distinction he does draw in “Für e i n  Fernsehen der A u t o r e n “ 
(see note 9) is between film a n d  television, based on the 
latter's co mplete lack of a t mo sp he re ': 'Besonders schlimm
ist das für KUnstler, die eine a l t e  Gewohnheit dazu treibt, 
ihre Figuren und Themen eben au s d e m  Atmosphärischen heraus 
zu entwickeln, die für sie je ne n Äther der Stimmung
brauchen, ohne den ihnen d i e  Welt nicht lebendig und 
glaubhaft erscheint'. An dersch co u n t e d  himself among such 
artists, naming 'Atmosphere' as h i s  first pr er eq ui si te for 
writing: 'Ich muß als erstes h a b e n  ... etwas, was ich nicht 
näher bezeichnen kann. Das, w a s  «a n Atmosphäre nennt, ich
kann es nicht rational def i n i er en. ' (inter vi ew with Pat
Garian, in “Alfred A n d e r s c h ,  Berzona und E f r a i « “ ,
Uester aanns M o n a t s h e f t e , N o . 11 (1967), 50-6 <p.54>>.

Her 1eau-Ponty relates a similar expe ri en ce reco rd ed by Paul 
Klee, in which the artist b e c o m e s  suddenly aware that it was 
not he who was contemplating th e forest, but the trees that 
were looking at him. (Her 1e a u - P o n t y , L'Oeil et 1 esprit
( P a n s ,  1985), p . 31 > .

Hor in, p .77.

Andersch, "Notizen über A t m o s p h ä r e " ,  BK, p.53.

William Howarth, Thoreau in the mountains (New York, 1982), 
p . 9. It is interesting t h at Andersch should quote the 
American artist Harsden H a r t l e y ,  writing about this very 
mountain in "Festschrift für Captain Fleischer", VP, 
p p . 21-45. See Chapter 1.

See note 3.

Richard Ott, Urbild der Seele (Bergen, 1949), p.25.

Her 1e a u - P o n t y , PP, pp. 243-244.

Ibid., p. 250.

Schapp, Beitrüge, p.20.

Ibid., p .89. In an u n p u bl is he d essay on Pi er o Dorazio in 
the Ha chlap Ande rs ch notes the intensity of colour in his 
paintings, quoting the artist: ’Wir mUssen in der Farbe noch 
tiefer sehen (...). Wir m ü s s e n  Werte finden, die eine 
Bedeutung jenseits der p h y s i k a l i s c h e n  We rt e des Li ch te s 
haben, näher der natürlichen R e a l i t ä t  des Ge istigen als dem 
Spektrum in A. Andersch, P r o s a ,  "Für Dorazio - über den
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Maler Piero Dorazio", accession No. 78.4791.

Andersch ch ar ac te ri ze s East Berlin in terms o f  a 'rostiges 
Grau' in his poea “Die Farbe von Os t-Berlin", Merkur (1961), 
950, also in EB, p.22 and writes of das t a u b e n f e d e r f a r b i g e  
Licht' of Ha ab ur g in the essay, “Die Flaaaen u n d  die P o l i s “ , 
Heue Deutsche H e f t e , N o . 105 (1965), 83-9. In this portrait 
of Haaburg he desc ri be s the variations of g r e y  in different 
parts of the city, aber die V e r w a n d l u n g e n ,  die es
durchaacht, täuschen nicht darüber h i n w e g ,  daß es ein 
nüchternes Licht ist' (NDH, p.84>.

Mer 1eau-Ponty aakes this point with r e f e r e n c e  to Wilhelm 
Schapp in Ph taomtno 1 og i e de la P e r c ep ti on, p . 2 6 5 .

“Cadenza F i n a l e “ , GL, pp. 68-78 (p.71).

Wehdeking, Alfred A n d e r s c h , p . 12.

ML, p .9.

45.

46.

47.
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Howarth, Thoreau in the Mountains, p.13. In "Achtaal zehn 
Sä tz e” , in the section entitled “Systeaa N a t u r a e ” Andersch 
includes a relevant quotation from I s i d o r  von Sevilla, 
'Kennt «an nicht den Namen, so ist die K e n n t n i s  von Dinge 
wertlos'. See also An derseits poem “S y s t e m a  Naturae", E B , 
pp. 40-41.

Mer 1e a u - P o n t y , PP, p.207. In his prose s k e t c h  of Hamburg, 
"Die Flammen und die Polis", Andersch r e f l e c t s  on the role 
of names in re co gn it io n of a landscape. T h e r e  is no need to 
describe the city, because its names h a v e  become so 
impregnated with its a t m o s p h e r e : 'Denn d i e s e  Namen haben 
mythischen Charakter angenommen; sie sind e b e n s o  deutlich, 
wie sie vieldeutig und unausdeutbar s i n d ,  und ihre
evozierende Macht kann jederzeit in die S p r a c h e  der Dichtung 
eingehen', NDH, N o . 105 (1965), p. 87-8.

Morin, p.210.

See also: HB, p.47 and p.132.

Andersch, "Alles Gedächtnis der W e l t “ , M e r k u r , N o . 14 (1960), 
801-54, also in SK, pp. 47-54 (p.53).

Morin, p.70.

Ibid., p .72.

In "Notizen über Atmosphäre" Andersch e q u a t e s  the '6efühl 
der Ferne' in art with the feeling that P r o u s t  arouses in 
the reader, 'wenn er von Swanns N e i g u n g  zu Holland
berichtet, zu den Bildern von V e rm ee r' (BK, p.52).
Atmosphäre' is thus associated with the s u s p e n s i o n  of time.
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Morin, p.80.

Ibid., p .86.

Ibid., p. 10 1. Moreover, like Merleau-Ponty, Morin p o s i t s  a 
p r e- in di vi du al level of experience: Auch e n t s p r i c h t  die
Magie n i c h t  nur einer pr äobjektiven Weltschau, so n d e r n  auch 
einer pr äs ub je kt iv en Me nschheitsstufe'.

I b i d . , p . 143.

M e r l e a u - P o n t y  also defends the validity of the c h i l d ' s  
p r e - ra ti on al stage, when he has as yet no notion of hi m s e l f  
and o t h e r s  as discrete entities. Thus he has n o ne of the 
adult's pr ob le ms with the idea of in t ers u b j e c t i v i t y : 'll
faut b i en que les enfants aient en quelque façon ra is on 
contre les adultes <...) et que les penseés b a r b a r e s  du 
premier âge demeurent comme un acquis i n d i s p e n s a b l e  sous 
celles de l'âge adulte', Merleau-Ponty, PP, p.408.

Thoreau, "Walking", The Hr i t in g s of Henry Dav id T h o r e a u , 
vol. 9 (Cambridge, Mass., 1893), p. 251-304 (p.283).

Ibid., p . 286.

The s a me description appears in the poem " T a g e s z e i t e n  
klas si sc h" , which begins, 'nichts könnte gr i e c h i s c h e r  sein 
als di es er g o l f . . . '<£8, p.30).

Maur ic e Merleau-Ponty, "Einstein und die K r i s e  der 
Vern un ft ", DU, No .10 (1961), 59-61 (translated by E . M . L . ) .

Willi Ma ie r, Das Pr ob le» der Leiblichkeit bei Je an Paul 
Sart re u n d  Maurice Merleau-Ponty (Tübingen, 1964), p.100.
Maier r e f e r s  to Sartre's essay "Merleau-Ponty v i v a n t " ,  see 
note 12, p .306.

"Aus e i n e m  römischen Winter" was first publ is he d i n  DU, 
No. 12 (1963), 33-40, under the title, "Kosmatische G e f U h l e " ,  
in di ca ti ng with reference to this work of the Co sm a family 
that it is a mosaic of impressions of Italian l a n d s c a p e s ,  
ar c h i t e c t u r e  and people.

This a s p e c t  of Mer 1e a u - P o n t y 's thought is di scussed b y  Hans 
Heinz Ho lz in his essay, "Situierung eines Denk er s. 
B e m e r k u n g e n  zu Maurice Mer 1e a u - P o n t y “ , F est se hrift z u »  80. 
G e b u r t s t a g  von Georg L u k h c s , edited by Frank Be n s e l e r  
(N euwied/Berlin, 1965), pp. 317-29.

Schapp, Beiträge, p.55.

Ibid. , p . 88.

Max Bense, Einführung in die neue Äs t h e t i k , second ed it io n 
(B ad en -B ad en , 1982), p.44. Andersch's regard for B e ns e' s
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aesthetic theory is expressed in the essay "Texte als 
ästhetische D e n k o b j e k t e " ,  Herleur, No .203 (1965), 188-91 also 
under the title "Ä s t h e t i s c h e  Denkobjekte" in S K , pp. 55-9. 
Bense hieseif a c k n o w l e d g e s  the phenomenological aspect of
hi s theory (p.45) , w i t h  its em phasis on meaning.

67. Morin, p . 117.

68. "Die letzten vom 
Ausspr ache (1951) ,

S c hw ar ze n Mann" first published 
3 3 2- 33 5, also in G L , pp. 39-45.

i n

69. See: MM, p . 155-56, a n d  MM, p.48 and p.58.

70. Letter from Ernst 
Nachlaß, Marbach,

S c hn ab el dated 9 July 1975, found in 
in a folder containing the manuscript

the
of

"Der Seesack", a c c e s s i o n  No. 78.4826.

In the foreword to h i s  translation of Phdnomdnologie de la 
Perc eption (Berlin, 1966), Rudolf Boeha co mpares this with 
the Kantean image of th e dove wh ic h can only fly by virtue 
of the resi st an ce o f f e r e d  to its wings by the air. The 
ambiguity of the r e s i st an ce encountered in 'being-in- 
the-world' is a n o t i o n  fundamental to Mer 1e a u - P o n t y 's
phi 1os op hy.

Maier, Das Prob le w der Le ib l i c h k e i t , see note 61, p.65.

Andersch, "Zu e i ne m Vorwort von Georg Lukäcs", Die Heue 
Ru nd s c h a u , N o . 75 (1964), 181-184.

Andersch "Londoner Notizen. Ernst JUnger zum 70.
Geburtstag", Anta io s, No .6 (1965), 463-68 (pp. 463-64). In 
this essay A n de rs ch surm is es that JUnger's political views 
would have been m o r e  acceptable in an Englishman than a 
Ge rm an.

"Die Arktis seiner L o r d s c h a f t ", Jahr esring (1964-65), 45-58, 
also in Sämtliche Erz'Ahlungen (Zurich, 1983), pp. 209-25.

Sartre, "Mer 1e a u - P o n t y  vivant", see note 12, p.362. This
remark is also q u o t e d  by Hans Heinz Holz in "Situierung 
eines Denkers", see n o t e  63, p.324.

Morin, p.23.

Ibid., p. 24.

Andersch p u bl is he d t h i s  central passage separately under the 
title "Am a c h t z i g s t e n  Breitengrad", Ensemble (Munich, 1969), 
pp. 27-38.

Manuscript in the Nachlaß, Marbach, A. Andersch, Prosa, 
"Hohe B r e i t e n g r a d e " , accession No. 80.593.
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The hand wr it te n Manuscript is in the Nachlaß, Harbach, A 
Andersch, Pros a, “o.T. liber se in e Spitzbergen-Reise" 
accession No. 78.4850.

Ibid.

The plans for th e “Mexico B u c h “ a r e  in the Nachlaß, Marbach, 
A:Andersch, Prosa, "Konv. Mexi co betr. 1972-1975", accession 
No. 80.613. O n ly the first s e c t i o n  of text is complete, 
entitled "Mexico. Armut in Para di es . Ein mexikanisches 
Tagebuch". It documents the f i r s t  stage of the journey, 
from 23-31 October, 1972. An d e r s c h  returned to Europe on 31 
December 1972.

“Die Reise n a ch San Cr istdbal" (1974), first published in 
Nesteraanns Non at she f t e , 1 1 (1975), 64-75} also in ÖB, pp. 
9-27 (p.9).

Interview A l f r e d  Andersch / P e t e r  Dahl / Rüdiger Kremer, 
Konkret, 8 (1980), 38-39 (p.38). "Reise in di e Revolution" 
(1975), first published in Fran kf ur te r Rundschau, 14 June 
1975, p.3; also in <JB, pp. 45-58. “Artikel 3 (3)“ , 
Frankfur ter Rundschau, 3 January 1976, p.3; also in AAL, pp. 
371-375} “ Zwölf Strophen ü b er die Arbeitslosigkeit", 
Konkret, No.I (1977), 33-34. Ande rs ch 's joint initiative 
with Frie dr ic h Hitzer to c o ll ec t signatures in support of 
solidarity w i th the Portuguese revo lu ti on appears to offer 
evidence of a return to the political commitment of his 
earlier career. Yet the em phasis is not on the 
re sp on si bi li ty of the éc rivain engagé' to pr eserve human 
freedom in any strictly Sa rtrean sense. An de rs ch 's appeal 
to his fe ll ow -w ri te rs is based on a degree of self-interest, 
and a primary co mmitment to t h e i r  own freedoms 'Portugal 
darf nicht mehr faschistisch r e g i e r t  werden. Das geht uns 
alle an. (...) Da es sich um d i e  unmittelbaren beruflichen 
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Me di en ge we rk sc ha ft i n t e re ss ie r ten Verbände und 
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against the Ri gh t wing t e nd en ci es in the Nest German media, 
as well as a statement on P o rt ug al , aimed at pr es er vi ng the 
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(Anders c h / H i t z e r , "Zwei Briefe zu r Verbreitung der Erklärung 
Wahrheit Uber Portugal", KU rb i s k e r n  No.4 (1975), 168).

87. Han jo 
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Kesting, "Radikalität un d konservative Iron ie“ , 
No. 1 (1980), 112-117 (p . 116).

Die

88. “Rei se in di e Revolution", dB, p.51.
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S p ät an ti ke ", Text und Kritik, 61/62 <1979), 9 3 - 9 5  <p.93>.
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Ibid., p. 23.

Ibid., p. 27.

"Regen in Andalusien", ÖB, p.42.

"Reise in die Revolution", dB, p.57.

Ibid.

"Regen in Andalusien", ÖB, p.32.
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"Reise in die Revolution", ÖB, p.56.
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C H A P T E R  T H R E E

Llt»r«ry Landscapes

Sansibar odsr dar letzte Grund (1937)

A n d e r s c h ' s  first major work of fiction, the success of which marked 

the start of his independent literary career, takes up the theme of 

d e s e r t i o n  Mhich had aroused such cont ro ve rs y in Oie Kirs chen der

F r e i h e i t , while ca st in g it in a new and more acceptable light. This

was re fl e c t e d  in its enthusiastic critical re ception as a novel of 

Ver gang en he i t sben'Al t tgung which transcends its setting in the Germany 

of 1937, upho ld in g the freedom of the individual against any

t o ta li ta ri an i d e o l o g y . 1 Helmut Heißenbüttel defines its humanistic 

m e ss ag e in terms of die Sorge um ein menschenwürdiges, ge rechtes 

Z u sa mm en le be n der Menschen ohne Zwang, Terror und U n t e r d r ü c k u n g '.2 

In the story of an impromptu rescue mission, to snuggle a Jewish girl 

and a woodcarvi ng by the discredited Ernst Barlach out of the north 

Ge rm an port of Rerik, critics saw also a warning against the forces 

of r e ac ti on and in to le ra nc e in Ad en au er 's Federal Republic. A r n o  

Sc hm id t poin ts out that the novel was written zu einer Zeit, da di e 

KPD wieder einmal verboten ist', and de scribes it as 'eine sa chlich 

u n w i d e r l e g b a r e  A n kl ag e gegen De ut sc hl an d' .^

The d e si gn at io n of the Nazi op pr es so rs simply as die A n d e r e n ’ 

th ro ug ho ut , c e rt ai nl y invites more general in te r p r e t a t i o n s , which
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need not be co nf in ed to the critics of the Adenauer regime. An 

a l te rn at iv e po litical slant revealed in «ore recent crit ic is e 

acco un ts still eore co nv in ci ng ly for the popularity of the novel in 

the political c l ie at e of 1957. In his study of Andersch's po sition 

in the d e ve lo pm en t of the Cold War, Rhys Williams points to the dual 

aspect of the plot, ca st in g new light on the political impact of the 

n o v e l . 4 W h il e the external' action concerns li beration from 

National So c i a l i s t  repression, a parallel development in the life of 

the main pr ot ag on is t, Gregor, co ncerns his disillusionment with and 

ab an do nm en t of Co mmunist Party activism. A So vi et -t ra in ed KPD 

functionary, he is sent to Rerik to pass Party di re ct iv es to the 

rema in in g 'Genossen' in the town, but plans to use the op po rt un it y of 

this mission to effect his escape from Germany and his political 

involvement. His intellectual commitment to dialectical m a t e ri al is m 

has been we a k e n e d  by an emotional and an aesthetic experience, 

neither of w h ic h seems co mp at ib le with his Communist training. The 

ideology wh ic h he has served fa it hf ul ly now appears to him 

u n ac ce pt ab ly a u t h or it ar ia n and deterministic. Thus, his is a flight 

from Comm un is t totalitarianism, a topical theme for West German 

read er s in 1957, by which time the port of Rerik was located in the 

60R, and the H u ng ar ia n uprising of the previous year had ha rdened 

Western a t t i t u d e s  against the methods of Soviet Communism. Even the 

choi ce of B a rl ac h as the exponent of 'entartete Kunst ' obtains added 

poignancy, in the light of the SED official disapproval of his work 

after the fi ft h meeting of its Central Committee in March 1951. 

A n d e rs ch 's vehe me nt opposition to the Soviet suppression of the 

Hu ngarian u p r i s i n g  and his suspicion of SED cultural policy indicate 

an u n e q u i v o c a l l y  Western stance, which doubtless found su bc on sc io us
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reso na nc e in his reading public.

Greg or 's rejection of the ideo lo gy of the Party Mas, however, for 

a long tine interpreted in purely philosophical terns. In an 

intellectual climate which had by n o w  assimilated the popular 

E x i s te nt ia li sm of the po s t - w a r  pe ri od , and in view of reader- 

expe ct at io ns formed by Die Kirs ch en der F r e i h e i t , Sons ib or oder der 

letzte Gr und certainly a p pe ar ed to lend itself to existentialist 

interpretation. It has been read as a ' Model 1fal1', demonstrating 

the re al iz at io n of existential freedom in the choice and fulfilment 

of a deed, in which the muff le d, de ad ly si le nc e of Rerik corresponds 

to the Wildnis' of Die K i r s ch en der Freiheit as the scenario of 

existential choice. Thus Greg or refl ec ts , on arrival in Rerik: "War

der tote Punkt der Ort, von de « aus man sein Leben ändern konnte?' 

(SG, p.38). Gregor, like O r e s t e s  in S a r t r e ' s  Les Mo uches enters the 

bele ag ue re d town of Rerik, b e co me s a ch am pi on of the oppressed in an 

act of liberation, then r e f u s e s  to take political advantage of the 

situation, ul ti ma te ly r e m a i n i n g  in Germany. He has come to see 

ad herence to Communist i d eo lo gy as an u n ac ce pt ab le form of mauvaise 

foi ’, and co ll ec ti ve i n it ia ti ve s as an illusion, but fears the 

prospect of a life without r e a d y - m a d e  ob je c t i v e s  and values: Konnte

man ohne einen Auftrag leben?' (SG, p.38).

Knudsen, the fisherman on wh os e co - o p e r a t i o n  the rescue mission 

depends, is also a d i s i l l u s i o n e d  Co mm un is t, the last remaining 

Genosse' in Rerik, but he ca nn ot c o n t e m p l a t e  the meaninglessness of 

life without the Party: 'Knudsen wo ll te gar nicht frei sein, - er 

wollte resignieren, still werden, sitz en und schweigen' (SG, 

pp .84-85). The pastor, Hela nd er , who wa nt s to re sc ue the Barlach 

figure from his church, se es thro ug h b o th Gregor and Knudsen to the
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root of their existential Angst', r e co gn iz in g that it is not the 

fear of r e t r ib ut io n for o p po si ti on to the regiee, but a lore terrible 

dread of abandoning the only values wh ic h give their lives 

s i g n if ic an ce (SG, p.53). He re pr es en ts wh at Volker Wehdeking has 

called 'der neue chri st li ch e E x iste nt ia l is eu s Ande rs ch s' , in which 

the absurd co nt in ge nc y of e x is te nc e is e x pl ai ne d by the absence of 

G o d . 5 In the plight of Ju di th Lewin, the Je we ss who co ae s to Rerik 

in the ho pe of escaping to Scan di na vi a on a foreign freighter, Gregor 

re co gn iz es a victim of the regime as he l p l e s s  as the Barlach carving, 

who also pres en ts him with a moral im pe ra ti ve to act on her behalf. 

She e x e m pl if ie s the horror of o b j e ct if ic at io n de sc r i b e d  by Sartre as 

'être pour autrui *, having had an identity iaposed on her by National 

So cialism: Früher dachte ich, ich sei eine Deut sc he <...). Seitdem

hat man mich zu einer Jü di n gemacht' (SG, p.100). She has been 

de prived of her freedom of se lf -d et er mi na ti on , which is man's

inal ie na bl e right and the only valid aim of the existe nt ia li st hero.

Co nf ro nt ed with her d e sp er at e si tu at io n, Gregor realizes fully 

his own priv il eg ed position:

Nur wir drei woll en weg - ich, der K l o s t e r s c h ü l e r , das
Mädchen. Aber es ist ein Un te rs ch ie d, d a c h t e  er plötzlich, 
zwischen mir und den beiden an deren. Ich will weg, aber sie 
müssen weg. Ich bin zwar bedroht, mit dem
K o n z e n t r at i o n s l a g e r , mit dem Tod, aber ich kann troztdem 
frei entscheiden, ob ich bleibe oder gehe. Ich kann wählen 
(SG, p .57).

The Lesender Kl o s t e r s c h ü l e r ' becomes a c a ta ly st in G r e g o r s  

r e al iz at io n of his own freedom. The young monk be l o n g s  to the church 

but is not en slaved by it, his at t i t u d e  is sceptical and 

di sc riminating, as r e fl ec te d in G r e g o r s  own critical insight at the

end of the novel: Alles m u ß  neu geprüft werden' (SG, p.134). In the

Barlach figure Gregor re co g n i z e s  an in di vi du al , der ohne Auftrag
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l e b t ' y and a viable alte rn at iv e to Co aaunisa (SC, p.40).

The boy, who works for Knudsen, and w h os e italicized reflections 

are in terspersed among those of the other characters, in troduces a 

a o re general huaan level on which existential de cisions are also 

taken, but freedoa is not without responsibility. His ultiaate 

loyalty to Knudsen airrors Greg or 's re nunciation of personal flight, 

p u tt in g the freedoa of the truly oppressed above his own. The boy's 

a t t a in ae nt of a degree of aatu ri ty serves the didactic p u rp os e of the 

novel, showing that literature is no su bs ti tu te for life, and that 

individual freedoa aust not be attained at the expense of the freedoa 

of others.

T h er e can be little doubt that Andersch had such an intellectual 

f r aa ew or k in aind, but it should not be regarded as an int e r p r et ative 

s t r a i tjacket. It is îaportant to note also An de rs ch 's concern to 

c o a b i n e  the existential aessage with a conventional huaa ni sa which 

go es be yo nd Sartre's notion of littérature engagée. Closer attention 

to the role of pe rc ep ti on and landscapes in the novel illuainates the 

re sidual si gn if ic an ce which a strictly Sartrean reading leaves 

un ex pl ai ne d. When asked by Horst Bienek in 1962 to defi ne the 

p r er eq ui si te s for the writer eabarking on a novel, An dersch replies: 

'Er de nk t an Menschen, er hat ein Theaa, es fällt iha eine Handlung 

da zu ein, er läßt sich von ei ne m abglichen Schauplatz 

g e f a n g e n n e h a e n '.6 In the same interview it becomes clear that this 

last element, the landscape in which the novel is conceived, was the 

pr i a a r y  inspiration for S a n s i b a r , which first oc curred to him 'durch 

die iaaer anhaltende, allmählich e i ne Art aa gische Qualität 

an ne h a e n d e  Erinnerung an eine Wanderung, die ich ia Jahre 1938 an der 

m e c k le nb ur gi sc he n O s ts ee kU st e unternahm'.^ As to the essential
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quality of the n o ve li st , it is the capacity to ca pt ur e re al it y with 

the tangible i m m e d i a c y  of sensuous perception: 'Oie Fähigkeit, 

Er ei gn is se und Zu st än de als sinnliche Ge ge ns tä nd e w a h r zu ne hm en und 

diese Gege ns tä nd e ohne alle symbolische, p a r a bo li sc he oder 

al le go ri sc he A b si ch te n zu zeigen, als das real t h i n g , das sie si nd '.8

While this st at e m e n t  corroborates the importance of perception 

and the land sc ap e for Andersch at this time the c l ai m of 

uncompromising r e a l i s m  is not fully borne out in the novel, as he 

makes quite c o n v en ti on al use of symbolism throughout. Other 

inconsistencies can be found within the text itself, such as the 

evidence of aesthetic perception under ci rc um st an ce s said to render 

it impossible. A b ov e all, the landscape of the novel is not a world 

of contingency, but o n e  loaded with si gnificance on an in dividual and 

a co ll ec ti ve level. One of the ch a r a c t e r istic feat ur es of the 

phenomenological n o t i o n  of perception is its equal eval ua ti on of 

imaginative and c o n c r e t e  phenomena. This novel could be seen as an 

excursion into the phenomenological attitude, r e li nq ui sh in g the 

commitment to a wo rl d of contingent, concrete reality, which is the 

domain of ex i s t e n t i a l i s t  thought.

Although A n d e r s c h ' s  Prinzip der si multanen Fi gu re nf Uh ru ng might 

be expected to e m p h a s i z e  the isolation of the individual, trapped 

within his own c o n s ci ou sn es s, the ch ar ac te rs are co nnected by means 

of imagery and by th ei r perceptions of the town. As noted by Peter 

Demetz, all d e s c r i p t i o n  in the novel is filtered through a 

consciousness: 'Was immer wir von dieser Welt, ihren Ve rhältnissen 

und Dingen erfahren, ist schon in ein Bewußtsein h i n e i n g e n o m m e n , und 

der Erzähler neigt dazu, nicht von der Welt selbst, sond er n vom 

Erscheinen dieser We lt im Bewußtsein seiner fünf H a up tp er so ne n zu
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sp r e c h e n ' . 9 Thus the opening p a g e s  of the novel see 6regor 

co nd uc ti ng a perceptual ex pe ri me nt based on the h y po th es is that 

political fr e e d o m  is a p r e r eq ui si te for imaginative ap pr ec ia ti on of 

reality:

Es ist möglich, dachte Gr eg or , vorausgesetzt, «an ist nicht 
be droht, die licht <sic> steh en de n Kief er n als Vorhang 
anzusehen. Etwa so: offen s i ch da rb ie te nd e K o n s tr uk ti on aus 
he ll en Stangen, von de ne n «a t t g r U n e  Fahnen unter« grauen 
Hi««el regungslos wehten, bi s sie sich in der P e rs pe kt iv e zu 
einer Wand aus f l a s c h e n g l a s i g e «  6r(in z u s a «« en sc hl os se n (SC,
P • 7 > .

In an essay on Exis t e n t ialis« and P h e n om en ol og y pu blished 1956, 

Li selotte R i ch te r describes the p h en om en ol og ic al notion of perception 

in similar terms:

Schon ehe das wa h r n e h m e n d e  und sich verh al te nd e Subjekt 
bewußt an die Objekte he ra n g e h t ,  sind di es e nicht «ehr 
Obje kt e, sondern ein Teil de s Su bjekts geworden, weil das 
Su bj ek t schon vor aller E r f a h r u n g  sich die Objekte der Welt 
wie di e Ku lissen eines Thea te rs tü ck s zu re ch tg er Uc kt und 
ge o r d n e t  h a t .

This is just th e first instance of G r e g o r s  aesthetic p e r c ep ti on of 

reality, which un de rm in es his own c l a i m  that the fact of political 

op pression ma ke s it possible to see only 'u n a b ä n d e r 1iehe 

W i r k l i c h k e i t ' (SC , p . 8 > .

His first sight of Re ri k takes hi m by surprise, p a r t ic ul ar ly the 

towers which appear almost tw o- dimensional against the blue wall of 

th e sea, 'als r o te Blöcke in das Blau der Ostsee ei ng el as se n, ein 

riesiges Relief' (SC, p.20>. Hi s p e r s on if ic at io n of the towers 

invests them w i th mysterious power: Er ahnte, daß es schw ie ri g sein 

wUrde, unter ihren Blicken zu dese rt ie re n' (SC, p.21). The view of 

Rerik reminds hi « of a similar e x p e r i e n c e  in the Crimea, wh er e he had 

be en involved in the mili ta ry o c c u p a t i o n  of the town of Tarasovka. 

The powerful image of the town as a fr ig ht en ed bird, co wering beneath
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the golden s h i e l d  of the sea, had M a de hia r e al iz e that aesthetic 

ex pe ri en ce w a s  aore ia portant to hia than political victory, thus 

associating aesthetic ap preciation with political betrayal, a 

recurrent t h e a e  in An de r s c h ' s  work.

To J u d i t h ,  the town which her aother had desc ri be d in such

af fe c t i o n a t e  teras is also doainated by these towers, which appear to

her 'wie b ö s e  Ungeheuer' (SG, p.18). The threat to her life 

cons ti tu te d b y  the Nazi r e g i a e  colours her pe rc ep ti on s, but by no 

means d i m i n i s h e s  their imaginative content. When she sees the towers 

floodlit at night, they are 'grelle, wütend au fg e r i ch te te geblendete 

und b l u t e n d e  Ungeheuer' (SG, p.61). Similarly, K n ud se n' s fear is 

reflected in his p e rc ep ti on of the towers, 'in blendender roter 

Grelle, vo n Blut Ub er st rö at e Riesen, die sich im Todeskaapf noch

einaal a u f g e r i c h t e t  hatten' (SG, p.8G>. Their is olated impressions 

combine t o  present the picture of a land sc ap e with collective

si g n i f i c a n c e ,  the principal bearer of which is colour.

Colour

As Gregor be c o m e s  involved with H e l a nd er 's attempt to rescue the 

Lesender K 1 o s t e r s c h ü l e r ', and with the flight of the Jewish girl, he 

becomes a w a r e  that his a c ti on s are no longer m o ti va te d by reason and 

s e l f - i n t e r e s t ,  but by something mo re powerful and irrational, 

expressed a e s t he ti ca ll y in terms of colour: 'In den drohenden Tag, in 

den ka l t e n ,  farblosen, späten Okto be rt ag hatt en sich merkwürdige 

S e n s a t i o n e n  gelegt wie f a rb ig e Ernai1 f 1 ä c h e n ' (SG, p.60). Red is the 

colour of the vigilant towers, and of his fading commitment to 

Co mmunism. Gold re pr e s e n t s  his b e t r a y a l , and liberation of the
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imagination. Brown is t h e  co lo ur of the Ba rl ac h figure, and an ideal 

of intellectual freedom, a n d  black is the hair of the Jewess in fear 

for her life. These c o l o u r s  are brought together in the image of the 

chessboard, which is ' tar a s o v k a s t a u b i g ' and 'rerikrot', the colours 

of Gregor's ideological d e s e r t i o n  (SG, p.79). Helmut Heißenbüttel 

sees this image in terms of the plight of the individual enslaved by 

any totalitarian dogma or regime, who is treated as a pawn on a 

chessboard in the hands o f  abstract p o w e r . 11 However, in the novel 

Gregor sees himself as o c c u p y i n g  the p o si ti on of power, the 'kalter 

Romantiker' in control of t h e  chessboard, deta ch ed but co mpassionate 

(SG, p.79). In ef fe ct , he merely e x ch an ge s abstract power for 

individual power, eq ua ll y ma nipulative and on ly fortuitously benign.

The image could, of c o ur se , also be seen as a result of his 

rationalist training in the Party, in that he sees his own 

intellectual detachment a s  essential to the success of the mission. 

Intent on preserving his 'Überlegenheit', he is determined not to 

succumb to the potential ro m a n c e  of his en counter with Judith: Ein 

einziger wi rklicher Kuß w ü r d e  mein Gehi rn schwächen, das ich brauche, 

um den Anderen gewachsen zu sein. Illegalität und Liebe schließen 

sich aus (SG, p.105). Yet he begi ns to question this when he 

realizes how affected h e  really is by her helplessness, and how 

illusory his in tellectual distance is: 'Ärgerlich fUhlte er, daß er 

befangen war' (SG, p . U 3 > .  Ultimately, he simply admits that he 

regrets not having k i s s e d  her, and begi ns to question his most 

fundamental co nvictions: 'Man kann alles richt.ig machen und dabei das 

Wi chtigste versäumen' (SG, p.118).

The colours in w h ic h Judith pe rceives Rerik are equally loaded 

with significance, and i n d i c a t e  the limi ta ti on s of her choices as
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co mp ar ed with Gregor. For her there is  o n ly 'Blutigrot' (the totters 

and houses), 'S c h l ag sc ha tt en sc hw ärze  ' (the people), and 'Kalkweip' 

(the face of the hotel landlord), th e hated colours of the NSDAP. 

The blue and gold of the Swedish f l ag on the ship in the harbour 

o f f e r s  the only apparent path of e s c a p e  for her. Even for Helander, 

wa it in g for the sign of an end to the r e g i a e  to appear on the wall of 

the church, there are only different s h a d e s  of reds 'D r e i p i g t ausend 

Ziegel als nackte Tafel ohne P e r s p e k t i v e ,  zw ei di me ns io na l, braunes 

Rot, schieferfarbenes Rot, gelbes Rot, blaues Rot, zuletzt nur ein 

einziges, dunkel ph os ph or es zi er en de s Rot, ohne Ti ef e vor seinem, 

Hel ander s , Fenster hangend' (SC, p - 1 0 > .  His po ss ib il it ie s are the 

most limited of all, facing either ce r t a i n  death on the operating 

ta bl e if he accepts treatment of his ga ng r e n o u s  leg, or at the hands 

of die Anderen , when it is d i s c o v e r e d  that the Barlach figu re has 

disappeared from the church before b e i n g  officially r e g u i s i t i o n e d .

In place of Gregor s initial a s s e r t i o n  that aesthetic perception

presupposes political freedom, he f i n d s  that it has ma de him free, in

an inexplicable, irrational way:

Er begriff auf einmal, (...) da p er frei war, befreit durch 
Dinge, die sich Überhaupt ni ch t fassen liepen: Türme und 
Gelassenheit, Mindschwarz u n d  Verrat (...), so daß er sich 
jetzt ziellos, fast s p i e l e r i s c h ,  am Hafen von Rerik 
herumtrieb, das Mädchen u m kr ei se nd wie ein aufmerksamer 
grauer Vogel (SC, pp .60-61).

The end of the novel sees a change f r o m  the colours of id eology and 

terror to the contrasting browns, ye l l o w s ,  greys, silver and white of 

the birds on the beach in the dawn. As Gregor cont em pl at es the town 

in the sober, neutral morning li gh t, his rediscovered intellectual 

independence is mirrored in his a l t e r e d  perception of the town, and 

the towers which are kleine bl as se Kltttze im Grau des Morgens, feine
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qu ad ra ti sc he Stäbe, blauqrau am Rande des Haffs' (SC, p . 1 3 4 ) .  Colour 

is thus used in a co nventional May, its ab se nc e i n d i c a t i n g  clarity of 

vision and im partiality. The colours perceived b y  Andersch's 

char ac te rs reflect the truth of their situations r a t h e r  than the 

essence of the ma terial world. In later texts co lo ur becomes less 

co nv en ti on al ly symbolic, developing into part of a synaesthetic 

e x p e ri en ce of real it y co rresponding to the ph en om en ol og ic al 

‘Wesen s c h a u '. Howe ve r, it is significant that a e s t h e t i c  perception 

i 5 not excluded by political oppression, but becomes a substitute for 

Gregor for political activism. Just as the e x i s t e n t i a l  hero learns 

from expe ri en ce that meaning is derived from choices w h i c h  cannot be 

based on spur io us absolute values, so the ph en o m e n o l o g i c a l  hero 

di scovers aesthetic perception to be the origin of m e a n i n g ,  even in 

the ab se nc e of pr ac ti ca l, political freedom.

It is no c o i n c i d e n c e  that his final decision to s t o p  working for 

the pa rt y takes p l a c e  in the church, which, like t h a t  in "Erste 

A u s f a h r t “ and in "A lt e Peripherie", is a purely a e s t h e t i c  sanctuary! 

'Die Kirche war ein wunderbarer weißer, l e b e n d i g e r  Hantel' (SG, 

p.37). It en ab le s him momentarily to en visage a w o r l d  devoid of 

politics, eine Welt ganz ohne Aufträge' (SG, p.38). For Knudsen, 

the fisherman, the su bs ti tu te for political activity i s  also, in his 

own way, a direct, sensuous appreciation of r e a l i t y :  Auf einmal 

fUhlte er, daß der Teer- und Ölgeruch seines B o o t e s  das einzig 

Wirk li ch e in ei ne r Welt voll von gespen st is ch en Ä n g s t e n  war, das 

einzige, woran er sich halten konnte' (SG, p.47).
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A further ambiguity aris in g from Gregor's initial assertion of t h e  

impossibility of aest he ti c pe rc ep ti on emerges in his attitude to 

names: ‘Die Gege ns tä nd e schlossen sich in die Namen, die sie tr ug en , 

vollkommen ein. Sie wi es en nicht Uber sich selbst hinaus' (SC, p. 8) . 

Thus they are seen as labels wh ic h inhibit imaginative p e rc ep ti on , 

imposing a fixed id entity on the referent. This is also implied in 

Gregor's re co ll ec ti on s of his KP D training: In die Le n i n - A k a d e m i e

trat man ein wie in ein Kloster: man legte seinen Namen ab und w ä h l t e  

einen neuen. Er ließ si ch Grigorij nennen' (SC, p.23). Judith ha d 

had an identity forced upon her by the regime, so that nami ng ' 

appears as a tool of oppression, not a means of recognition. T h e  

notion of names as arbitrary labels, superfluous to ae s t h e t i c  

appreciation is rein fo rc ed wh en Judith recognizes the 'Lesender 

K l o s t e r s c h U l e r ' as the work of Barlach. To 6regor this re presents an 

inauthentic approach to art, attributable to Judith's b o u r g e o i s  

origins: 'Natürlich, da ch te er, in ihren Kreisen kennt man s o l c h e

Namen. In ihren K r ei se n haben solche Namen wahrscheinlich e i n e n  

bestimmten Preis - und deshalb kennt man s i e - (SC, p.103). The boy, 

in contrast, has an immediate and spontaneous appreciation of the 

statue, as Gregor sees when he ha nd s it over: Es fiel ihm auf, da ß 

der Junge es mit einer sorgfältigen, fast ehrfürchtigen B e w e g u n g  

abnahm (SC, p.127).

However, it is in the refl ec ti on s of the boy that an am bi g u i t y  in 

the attitude to nami ng appears. His perceptions are un clouded by 

ideology or the p r e c on ce pt io ns of adulthood, and he re pr e s e n t s  a 

youthful, intuitive view of reality, on a level divorced f r om
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politics. His reasons for wanting to leave Rerik are threefold, the 

first two based on his rejection of the adult world. Firstly, there 

is the boredoa of a life dominated by the inflexible categories of 

adult thought. This is reflected in the limitation of linguistic 

expression: "Es konnte doch nicht immer so weitergehen, daß man nur 

no ch ein paar Redensarten hatte, wenn man älter wurde' (SG, p. 31). 

Secondly, the hypocrisy and ignorance with which the local community 

r e ga rd s his father's lonely death at sea em phasizes still more the 

lack of imagination of the adult world. The boy identifies with his 

dead father, projecting on to him his own longing to see the world 

and br oa de n his horizons: 'Er war gestorben, weil er nie etwas zu 

sehen gekriegt hatte" (SG, p.35). His third and most important 

reason for leaving Rerik is revealed in a central passage, which also 

prov id es the title of the novel.

When poring over his atlas, he e x pe ri en ce s the magical, evocative 

power of names: 'Er hatte den Indischen Ozean erwischt und er las die 

Namen Bengalen und Chittagong und Kap Comorin und Sansibar und er 

dachte, wozu bin ich auf der Welt, wenn ich nicht Sansibar zu sehen 

be ko mm e und Kap Comorin und den Mississippi und Nantucket und den 

Südpol?' (SG, p .77). From this he fo rm ul at es his last reason, weil 

es Sansibar gab, Sansibar in der Ferne, Sansibar hinter der offenen 

See, Sansibar oder den letzten Grund' (SG, p.77). The inclusion of 

the boy's thoughts adds an additional dimension to the novel which 

was of great personal importance to Andersch. It is a book about 

flight; from physical, political pe rs ec ut io n, from enslavement to 

deva lu ed ideals, from cultural ba rbarism. It is also about learning 

to see the world, the longing for a fresh encounter with reality 

offered by travel, and the p r e s er va ti on of the spontaneity of
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youthful perception.

Th« function of irt

Until he becomes involved in the cl an de st in e c o n s pi ra cy which takes 

hi m to Sweden, t h e  boy's o n l y  ex pe ri en ce of dist an t landscapes has 

been through literature. H i s  passion for reading, as well as his 

youth, link hia to the B a rl ac h figure at the centre of the plot. The 

Kl osterschill er ’ , as a w o rk of en tartete Kunst', most obviously 

signifies op po si ti on to the regime. It also p r es en ts Gregor with a 

dilemma, as the young monk unites mental agility and physical 

restraint. He lives in un co nd it io na l ob edience to a monastic o r d e r , 

yet reads critically, as if able to ch allenge an ything on the page 

befo re him: 'Kann man das: ein junger Mönch sein und sich nicht von 

den Texten Üb er wä lt ig en la ss en ? Die Ku tt e nehmen und tr otzdem frei 

blei be n? Nach den Regeln leben, ohne den Geist zu binden?' (SG, 

p . 40 >. Thus th e figure em bodies a seemingly cont ra di ct or y ideal 

wh ic h combines practical co nf o r m i s m  with intellectual freedom. This 

hard ly corr es po nd s to the ex is te nt ia li st view which Gregor impresses 

on Knudsen, that the pa rt y only exists as long as its m e mb er s are 

active: Wenn wir nichts mehr tun, gibt es uns auch nicht mehr' (SG, 

p .44). Yet he mentally agrees with the fisherman, who believes

intellectual commitment to be more important than political activism: 

Da drin mUssen wir noch da sein, sagte er. Das ist viel wichtiger 

als ein paar Fl ug bl ät te r verteilen und Paro le n an die Wände 

s c h m i e r e n ’ (SG, p.44).

The direct impact of art implied in the novel is unde rl in ed by 

He la nd er 's assertion: 'Der "Klo s t e r s c hU le r " ist kein Kunstwerk (...),
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er ist ein Ge br au ch sg eg en st an d. Er wi rd gebraucht, v e rs te he n Sie, 

gebraucht! Und zwar in «einer Kirche' (SG, p.27). This is

re ai ni sc en t of Walter Be nj am in 's notion of the aura of an original 

work of art, serving its ritual purpose. In his poem "An Walter

Benjamin", An dersch writes: 'hinsichtlich des ku ns tw er ks / ia

Ze italter seiner te ch ni sc he n r ep ro d u z i e r barkeit / haben Sie sich 

geirrt / benjamin // die or ig i n a l e  b l ei be n ge he im ni ss e / au ratisch 

for e v e r ' . *2 This accords with the phenomenological view of art as 

pr i m a r y  expression, its impact depe nd en t only on the extent to which 

it is the authentic ex pr es si on of the arti st 's ex pe ri en ce of reality. 

The 'Lesender Kl o s t e r s c hU le r ' is even in its correct geographical 

setting, as Barlach lived from 1910 until his death in 1938 in 

6U strow, Mecklenburg. He was both a local artist and a visionary, 

w h os e choice of re ligious subj ec ts a c tu al ly sprang from a mythical 

perc ep ti on of reality. His diary en tr ie s show that he regarded 

myth ic ob se rv at io n as an essential c o mp on en t of sensuous v i s i o n . ^  

He lander is the visionary fi gu re in An de rs ch 's novel, at o n ce an 

ideal fa th er -f ig ur e (whose physical suff er in g mirrors that of his own 

father), and the exponent of a s p e c if ic al ly Christian Existentialism.

Helander s dreams p r ov id e the context for ps yc ho -a na ly ti ca l 

r e fl ec ti on s on existential ’Angst', in which he finds Freud's 

expl an at io ns inadequate (SG, p.138). It is not simply a fear, the 

object of which has been r e le ga te d to the subconscious, but a 

spiritual aw areness of the ab se nc e of God. The dreadful em p t i n e s s  of 

hi s dreams repr es en ts hell, wh ic h he de fi ne s as 'der Raum, in dem 

Gott nicht w a r ’ (SG, p.139). G r e g o r s  final r e je ct io n of the

intellectual basis of Co mm u n i s m  c o m e s  when the nocturnal escape 

succ ee ds by pure chance, pr ov in g to hi m the fallibility of natural
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laws of causality. Even the ca usality prea ch ed by the chur ch appears 

•o re acceptable, weil sie, wenn sie schon alles auf den Willen 

Go tt es zurllckfUhrte, we ni g s t e n s  diese« die Fr eiheit ließ, seine 

Zufälle dort zu wirken, wo sie ih« gerade angebracht erschienen' (SG, 

p.122). The pl au si bi li ty of the religious worl d- vi ew is based on its 

co Mponent of co ntingency, and recognition of li«its to the power of 

hu«an reason.

The novel ex plores va ri ou s responses to life under a totalitarian

regime, upholds the func ti on of art as resistance, and the

re sp on si bi li ty to hel p the oppressed. It reveals An dersch in a

tran si ti on phase, still using the idiom of Sartrean Existentialism,

wh il e clearly based on an unde rl yi ng ir rationalis* w h i c h  runs counter 

to the belief in the conscious, reasoned de cision as the source of 

all meaning.

Die Rote (1960)

The personal si gn if ic an ce of the Italian landscape for Andersch has 

already been seen, as the inspiration for his ea rliest poetry, and 

the sc enario of his last days in the war in 1944. In this novel he 

r e tu rn s to pay his own literary tribute to the town wh ic h has been 

hono ur ed by authors from S h ak es pe ar e to Thomas Mann and Hemingway, 

and has acquired its own ae sthetic identity. Cont ra st in g the setting 

of Die Rote with that of K o ep pe n' s Per Tod in Ron (1954), Alan Bance 

d e sc ri be s Venice as ’the feminine city, the co ur te sa n, whose 

traditional role has c o ns is te d in subtle en chantment, in contrast to 

the masc ul in e br utality of R o m e ' . 14 As su ch it is a fitting backdrop 

for the only one of A n d e rs ch 's nove ls in which he ch o o s e s  a female
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protagonist, the fashionable young German in te rp re te r Fran zi sk a 

Lukas. The novel opens with her rejection of the emotional ster il it y 

of her life in conteaporary West Germany. She c a t c h e s  the first 

train out of Milan, where she is interpreting for her hu sb an d on a 

business trip, and finds herself bound for Venice.

She turns her back on a triangular re la ti on sh ip between her 

husband, Herbert, and her lover, He rbert's boss Joachim, in which she 

has become little more than a willing victim. Her flight is 

precipitated by her su spected pr egnancy, and the k n ow le dg e that 

either of the prospective fathers would expect her to term in at e it. 

The need to assert her personal identity is made more acute by the 

desire to re al iz e her identity as a woman and a potential mother. 

This implies a severe c r it ic is m of the inhuman fa ce of the West 

German 'W i r t s c h a f t s w u n d e r ' with its patriarchal power structures. On 

her arrival in Venice, however, with only enough m o ne y for a few 

nights in a cheap hotel, she beco me s aware that she ha s left be hi nd a 

whole world of affluent b o ur ge oi s respectability, and finds herself 

socially disorientated in this familiar tourist city. She

in advertently becomes involved in another power struggle, this time 

between the homosexual Irishman, Patrick O'Malley, and the e x -G es ta po 

officer Kramer. Patrick senses her vulnerability and dr aw s her into 

the un de rw or ld of international es pionage and crime, with 

pe rs pe ct iv es reaching back into the war years. He had been an agent 

of the British Intelligence service, taken prisoner in Germ an y and 

turned traitor at the ha nd s of his ru thless i n t e r r o g a t o r , K r a m e r . 

Having traced Kramer to Venice, he is now intent on a v en gi ng himself 

for the loss of his own integrity. Fr an zi sk a' s insight into the 

futility of his homicidal ob session with his former pe rs ec ut or
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affords also an awar en es s of her own psychological freedom, and her

ability to find a practical s o l u t i o n  to her own dilemma. This comes 

in the fora of the a u s i c i a n  Fabio Crepaz, an ex -Coaaunist 

revolutionary, now a viol in is t in the Fenice orch es tr a in Venice. 

Like Gregor, Fabio has found political activism to be in co ap at ib le 

with aesthetic ex pe ri en ce , and has now coaaitted hiaself to the 

latter. His work in the o r c h e s t r a  is just 'eine relativ anst än di ge 

Lösung der gespannten Be z i e h u n g e n  zwischen seiner Vi ol in e und seinen 

poli ti sc he n Ü b e r z e u g u n g e n ’ (D R , p.61>. His political and aesthetic 

re fl ec ti on s run parallel to F r a n z i s k a s  story of flight and intrigue, 

their pa th s crossing only tw ic e in the course of the novel, before 

she ulti ma te ly ap pr oa ch es him for help.

The negative critical rece pt io n of Die Rote was in marked 

co ntrast to its im mediate p o pu la r success. Even critics who 

reco gn iz ed the st rengths of th e  novel were disturbed by what were 

perc ei ve d as incons is te nc ie s of tone. Karl August Horst defines this 

in terms of the disp ar it y b e t w e e n  optical effect and inner mo nologue, 

pa rt ic ul ar ly in the p o rt ra ya l of Franziska: Ist die Rote ein 

Blickfang, oder ist sie das Objektiv einer Kamera? Ist sie ei ne 

Proj ek ti on oder ein A u f n a h m e g e r ä t ?*. Answering his own question, he 

c o nc lu de s that she is both: A b er diese Rolle, die ihr filmisch auf 

dem Leib geschrieben ist, ma ch t ihre sarkastischen Reflexionen, ihre 

ha lb ph ilosophischen Üb e r l e g u n g e n  e n tb eh rl ic h' .15 The suggestion that 

Ande rs ch conceived Die Rote as a film and wrote it as a novel is one 

which he vigorously d e n i e d . 16 While the content of Fran zi sk a' s 

re flections, pa rt ic ul ar ly on her female identity, may be a ca us e of 

some irritation, the n a r r a t i v e  technique itself (modelled on 

Faulkner's The Uild Pales 1939) offe rs fascinating insights into the
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re la ti on sh ip between pe rc ep ti on and reflection, and cannot be said to 

be fundamentally flawed.

The «lost d e va st at in g crit ic is e came froa Marcel Reich-Ranicki, 

who r e ga rd ed the soci al cr iticise of the FRG as su perficial, the 

heroine as p s y c ho lo gi ca ll y un co nv in ci ng and the inclusion of eleeents 

of the detective novel (the eurder of an ex-Nazi war criminal on a 

luxury yacht) as a descent into 'T r iv i al 1 i t e r a t u r '.1^ The

e x t r ao rd in ar y po te nc y of this c r it ic is m in the West Gere an literary 

es ta bl is hm en t is se en even in more recent attempts to re ha bi li ta te 

the novel, such as that of Irène Hei del be rg e r - L e o n a r d . She

em ph as iz es the cu ltural allusions woven in to the narrative, making a 

case for the status of Die Rote as schöne Literatur', stressing, for 

example, that F a bi o' s attitude to art is m o re essential to the novel 

than the ' vordergrilndi ge, et wa s s e n s at io nn el le H a n d l u n g ' . 1® This 

sympathetic defence of the novel is perh ap s misguided in di sr eg ar di ng 

Ander s c h s  own vi ew s on 'Tr ivia 1 1 iteratur ’ , expressed in full in 1971 

in his essay, "Wie trivial ist der T r ivia 1r o m a n ? " . He makes a case 

for the integration of this deni gr at ed literary fore into the 

ac cepted literary c a n o m  'Ich möchte dafür plädieren, sie ganz 

einfach als R o m a n e  zu beze ic hn en und ihnen innerhalb der

g e g e nw är ti ge n Ro ma n 1 i t eratur den Rang einzuräueen, welcher der 

au ße ro rd en tl ic he n Kunst ihrer Ve rfasser z u k o m m t ' . 19

Ho wever, in de fe r e n c e  to the critics, who objected in particular 

to das p r og ra mm ge mä ße Hä ppy-End ' in wh ic h Franziska finds sanctuary 

in F a bi o' s prol et ar ia n family home in Mestre, and employment in a 

local soap factory, Andersch deleted the last chapter from the third, 

1972 e d i t i o n . 20 T h is amendment to the original text, in ad dition to 

minor stylistic im provements, met with critical approval, but is



231

r e g r e t t a b l e  on both foraal and thea at ic grounds. It de s t r o y s  the 

parallel with Mo nteverdi's opera "Orfeo", in which Orph eu s is unable 

to lead Eury di ce out of the underworld, but is re united with her in 

heaven by Apollo. It also detr ac ts froa the s y aa et ry and 

si gn i f i c a n c e  of the ao ti f froa It al ia n Heover i smo e n c a ps ul at ed in the 

title of the last ch apter, “Das G e he ia ni s solcher Ha u s e r " . 21

N e o v e r i s a o  and Die R o ta

Andersch rejected co mp ar is on s with Ernst W i e c h e r t s  Das einfache 

Leben in the portrayal of the prol et ar ia n idyll at the end of Die 

R o t e , st ressing instead the infl ue nc e of Italian Ne o- re al is a, which 

he co ns i d e r e d  das grüß te kü ns tl er is ch e Ereignis seit dem zweiten 

W e l t k r i e g ’.22 He emph as iz es that the original ending of the novel 

was inte nd ed to be the co ns is te nt and logical co nc l u s i o n  of 

F r an zi sk a s deliberations on freedom, her decision to take work in a 

factory constituting ein existenzieller und g r u n d l eg en de r ’ .2 ^ 

Volker Wehdeking poin ts to th e iaportance of the t e ch ni qu es of 

N e o - r e a l i s a  in Die Rote in of f e r i n g  a unique p e r s pe ct iv e on the 

i n f l e x i b l e  materialism of c o n t em po ra ry West German society, one which 

e n co mp as se s a mythological, v i si on ar y and symbolical d i m e n s i o n . 2 * 

He o v e r i s m o  was the reaction ag ai ns t a tradition ch a r a c t e r i z e d  by 

stoical acceptance of the status qu o and the co mplete s e p a ra ti on of 

life and art, pr edating even the aesthetic st ra it ja ck et imposed by 

Italian fascism. The fa sc in at io n which it held for A n de rs ch is 

si gn a l l e d  by the motif in Die Rote of the simple ho us es of the 

Italian proletariat, which inte re st Franziska more than all the 

i m p r e s s i v e  monuments of Venice. They would not be out of pl ac e in a



2 3 2

Neo-realist film, not as i m po rt ed local colour, but as the authentic

scenario of human e x i s t e n c e ,  as co nt ra st ed with the fascist portrayal

of Italy as a paragon of moral order and social re s p e c t a b i 1 it y.2^

The danger of seeing in t h i s  only a sentimental id ealisation of the

poor is acknowledged by F r a n z i s k a  in her self-critical reflections:

Das i t a l ie ni sc he Pr ol et ar ia t ist literarisch en vogue, aber 
ve rmutlich b e d a n k t  es sich dafUr, ve rm ut li ch wünscht es, auf 
die Poesie zu ve rz ic ht en , wa hr sc he in li ch findet es nicht 
einmal Gesc hm ac k an jenen Filmen, die zwar sein Leben zu 
verändern w ü n s c h e n ,  aber zugleich de m optischen Zauber 
dieses Lebens v e r f a l l e n  sind (PA, p.83).

A further aspect of t h e  attraction of Heover i sno for Ande rs ch is 

seen in his tribute to E l i o  Vittorini, written as a foreword to the 

German edition of hi s P i a n o  in p u b b l i c o , pu blished in 1959.26 

Andersch was evidently d r a w n  to the political e c l e ct ic is m of Italian 

moderni sm:

Was sie e n th ül lt , ist ein Janus-Haupt. Wir wissen heute, daß 
es eine ko n s e r v a t i v e  Mo de rn e gibt und eine revolutionäre, 
eine r e a k t i o n ä r e  und eine p r o g r e s s i s t i s e h e , eine re ch te und 
eine linke (...). Die Di alektik des Geistes, die Spannung 
zwischen I r r a t i o n a l e m  und Ratio, zwis ch en Ex istentialismus 
und Ob j e k t i v i s m u s ,  zwischen Mythol og is ie ru ng und Aufklärung, 
bleibt i n n e r h a l b  jenes Stilphänomens, das wir Moderne 
nennen, e r h a l t e n . 27

The inconsistencies c r i t i c i z e d  in Die Rote can perh ap s be seen as a 

further manifestation of this in fluence, in corporating el ements of 

the thriller, arcane a r t i s t i c  al lusions, philosophical deliberations 

and experiments with a t m o s p h e r i c  automatic writing. Its stylistic 

diversity is the e x p r e s s i o n  on an aesthetic p l a n e  of an impossible 

political ideal, r e p r e s e n t e d  in the novel by the figure of Bertaldii 

Ein großer Mann, d a c h t e  Fabio, ein Mann, der alles war: Christ, 

Marxist, Liberaler, K o n s e r v a t i v e r  - ein Parteiloser' (PA, p.101). He 

is an anachronism in t h e  intellectual vaccuum of the Co ld War, a 

world in which i d e o l o g i e s  have become ir relevant in the power
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s t r u g g l e  of two intr ac ta bl e and a n t a go ni st ic blocs.

An e x i s t e n t i a l i s t  no ve l?

The i m p o r t a n c e  of co nt em po ra ry Italian realism and the Venetian 

se tt in g of Die Rote should disc ou ra ge any narrowly ex is tentialist 

i n te rp re ta ti on of the text. While its thematic content is suggestive 

of an exis te nt ia l bid for freedom, the notion of freedom de veloped in 

the n o ve l is not the moment of decision, such as that which marks the 

climax of Die Kirschen der Freiheit. Indeed, Fr an zi sk a' s act of

sei f- d e t er mination takes place before th e start of the novel, when 

she l e a v e s  her hu sb an d in Milan. Her visit to the te a-room in the 

P a v o n e  1 hotel co ul d be seen as a lapse into mauvaise foi', 

r e t u r n i n g  to the fa miliar world of her leichtes Dasein als Frau", 

and her encounter wi th Patrick as a lesson in the me ch an is ms which 

t h r e a t e n  human freedom, but her c o n c l u s i o n s  are by no means narr ow ly 

e x i s t e n t i a l i s t  (PA, p.53).

In t e r m s  of the atti tu de s to art in the novel, that of the singer 

G i u l i e t t a ,  with whom F a bi o has a casual affair, seems to represent a 

d e c a d e n t  form of 1 ' ort pour 1 'o r t , reflected in her bohemian 

l i f e s t y l e  and the view from her wi nd ow of the decaying re mnants of 

cl as s i c a l  art. Fabio, in contrast, a d mi re s in the neo-realist films 

of A n t o n i  oni a form of Sartrean dévoilement. Having re nounced 

p o l i t i c a l  activism, Fa bi o sees art as a form of action secondaire, 

die V e r ä n d e r u n g  der Welt durch D e s k r i p t i o n ’ (DA, p.127). However, 

this e m p h a s i s  on d e s c ri pt io n is also linked to a ph en om en ol og ic al 

f a s c i n a t i o n  with perception, and w i t h  He or er ismo as ’eine neue 

Sensi b i 1 i t ät '. Comm en ti ng on the f i lm “ II G n d o “ , Fabio notes»
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Antonioni hatte ihn g e z e i g t  wie ein Gelehrter, der ei n seltsames 

Insekt vorfUhrt; er w i e s  ihn auf einer Fläche aus w e i ß e r  Leinwand 

vor, weiter nichts; er U b e r l i e ß  es Fabio, seine S c h l ü s s e  selbst zu 

ziehen' (D R , p .172)- In terns of S a rt re an e n g a g e m e n t , t h i s  could, 

indeed, correspond to t h e  notion of dévoilement, d e m o n s t r a t i n g  to the 

audience its freedom o f  choice without influencing its decisions. 

Mo re significantly for t h i s  study, such uncommented d e s c r i p t i o n  could 

also be a form of p r i m a r y  expression, attempting to r e c a p t u r e  the 

structures of reality a n d  to help us to rediscover our pr econscious 

encounter with things. Th e following discussion will f o cu s on the 

latter aspect of the n o v e l ,  examining the im portance of perception 

and the landscape in Die Rote and tracing the d e v e l o p m e n t  of a 

phenomenological n o t i o n  of freedom.

Perception in Dim Rote

Perception clearly p l a y s  a vital role in human r e l a t i o n s h i p s  in this 

novel, a feature di s t i n g u i s h i n g  it from its p r e d e c e s s o r  Sansibar. 

When Franziska r e f l e c t s  on He rbert's pedantic a e s t he ti ci sm , she 

re ca ll s that he had f o u n d  Antonioni's film “II G r i d o “ 'peinlich', but 

had gone to see it in a pathetic attempt to bridge t h e  gap between 

them: Er hätte ja n i c h t  mitzugehen brauchen, ich habe ih m gesagt, er 

solle sich das e r s p a r e n ,  aber er war neugierig, woll te sehen, was ich 

sehe' (DR, p.14). Hi s failure to do so is a crucial f a c t o r  in their 

lack of communication, ep itomized for Franziska by h i s  indifference 

to the simple houses w h i c h  capture her imagination: 'Er hatte nie 

einen Blick fllr sie, er hatte immer nur Blicke für Kirchen und 

Palazzi, fUr seine P a l l a d i o s  und Sa ns ov in os und Br am a n t e s ,  den ganzen
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ku nstgeschichtlichen Tinnef' ( D R , p. 16 ). When she finally wa lk s out 

on hie, it is not a reasoned, p r e - a e d 1 tated act, but an in st in ct iv e 

re action provoked by one of H e r b e r t ' s  pronounceaents on arti Heißt 

du, Franziska, San Haur iz io ist e i n  vorzügliches Beispiel für den 

s e n s u a l istisehen Spatstil von So l a r i .  Du tütest mir einen Gefallen, 

wenn du dir's nachher ait air z u s a a a e n  ansehen wllrdest' (D R , p.16).

This typifies the lack of any spon ta ne ou s ap pr ec ia ti on of art, 

rendered the aore un be ar ab le by his patronizing poaposity. She is 

ho rrified by his enslaveaent to pr ec o n c e i v e d  ideas which actually 

prevent hia froa ex periencing r e a l i t y ,  and by the stifling effect on 

her own appreciation of art of l i v i n g  with a aan for whoa ’alles ist 

Ästhetik, Kunst, Spiel' ( D R, p.20). Hence, even her initial flight 

is not an ex is t e n t ialist 'prise de co nscience', but the sp on ta ne ou s 

re jection of an un acceptable and i n au th en ti c pe rc ep ti on of the world.

There is a coaplete co nt ra st between the pe rc ep ti on s of the 

widerlicher Ästhet', Herbert, and t h o s e  of the child, Serafina, who 

listens to Fabio prac ti si ng hi s violin. He knows that she is 

fa scinated by the print of G i o r g i o n e  s " T ea pe st a“ which he keeps 

always on his table. Hers is an i n st in ct iv e reaction to a painting 

wh ic h has reaained an enig aa to art historians for centuries. Hhile 

Fa bi o s i nter pr etat i on of the p a i n t i n g  is coloured by his own 

eaotional d i sappointaents ('Für ihn war es die Darstellung der ewigen 

Trennung zwischen Hann und Frau' DR , p.27), Serafina sees it in aore 

s t ra ig ht forward teras, pr ot e s t i n g  (with reason), that the aan and 

woaan in the painting are o n ly se pa r a t e d  by a narrow st re aa ('Er 

könnte ganz leicht h i n ü be rg eh en ' DR, p.27). Sir Kenneth Clark's 

coaaent on this enigaatic pa i n t i n g  is that part of its in ca nt at or y 

power lies in its defiance of logi c, in the strange de tachaent of the
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figures, Mho see* unaware of each ot he r' s e x i s te nc e, or of the 

ap pr oa ch in g store, and in the in ex pl ic ab le ch aracter of the ru in s in 

th e eiddle distance, Mhich can never h a ve foreed part of a real 

b u i l d i n g ' . 29 While the landscape sets the t h e e e  on which the 

c h ar ac te rs depend for their si gnificance, they appear st rangely 

indifferent to it. The coap os it io n me re ly ju xt a p o s e s  Rena is sa nc e 

syabols such as the broken coluan, r e p r es en ti ng f o r t i t u d e  (fortezza), 

and the stora which was as so ci at ed with the v i c i ss it ud es of chan ce 

(fortuna). Thus it has been interpreted as an al l e g o r y  of fortezza' 

(the soldier) and 'carità' (the woman), su bjected t o  'fortuna' (the 

store). However, part of its at tr ac ti on has always been its 

plur al it y of meaning, and in An de rs ch 's novel it c o u l d  be seen as a 

me taphor for meaning itself. It is the only ar t i c l e  which Fabio 

keeps constantly on the table wh er e he arranges h i s  random ideas, 

written on index cards, 'um zu ergründen, ob sie einen Sinn und 

vielleicht sogar einen Plan ergaben, die Pati en ce e i n e s  Denkentwurfs' 

(I>Ä, p.127). The painting seems to stand as a wa r n i n g  against any 

system of thought which di sr eg ar ds the u n p r e d i c t a b i l i t y  of chance. 

It portrays der Wolkenhiamel aller Ja hr hu nd er te ', an nouncing even 

the inexplicable ca tastrophes of the tw entieth c e nt ur y, such as the 

fate of the Venetian Jews under fascism (DÄ, p.27).

The musician's fascination with G i o r g i o n e  can be ex plained in 

terms of a synaesthetic ap pr ec ia ti on of art. The V e ne ti an school of 

painting was known to em phasize the fundamental r e l a ti on sh ip be tw ee n 

art and music, aiming at enrichment of the arti st 's medium by th e use 

of sources foreign to it. Similarly, F a b i o ’s fi rs t im pr es si on s of 

Fran zi sk a betray a musical ap preciation of colour: Er überlegte, ob 

der Hantel aus weichem teurem Tuch zu ihr paßte, er paßte zu ihrer
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Haut, er nah« das Motiv ihrer Haut auf, kontrapunktisch das M o t i v  aus 

hell e« Sand o d er Taubengefieder der Haut aus stumpfer S e i d e '  (DR, 

p.131). The co lo ur of her hair strikes hi« with an alaost audible 

intensity:

Es war die u n b e z w i n g 1 ich leise, lakonische un d zuletzt 
f ä ch er ar ti g aufgelöste Bewegung dieser Melle aus dunkle«, 
aber nicht sc hw är z-dunk 1e « , sondern nur «it S c h w a r z  , «it 
K o h l e  versetzte« p o a p ej an is eh e« Rot (...) vor eine« 
H i n t e r g r u n d  aus de« re insten Azur (...) sie war es, di e in 
F a b i o s  Augennerven ei ndrang wie eine Strophe (DR, p . 13 2) .

In the Ph il o s o p h i e  der Geschichten by Wilhel« Schapp, f r o «  which

Ander sch t a ke s the epigraph for the volu«e fin Li ebh aber des

H a l b s c h a t t e n s , the cultural sign if ic an ce for Europeans of re d hair is

examined in ph en oa en ol og ic al terms. Schapp speculates that all hair

colour may p r o v i d e  information on the psychological « a k e - u p  of an

individual, but that red hair colour has a significance surp as si ng

that of any other: 'Die rote Farbe hat bislang d i e  grüßte

A u f m er ks am ke it in unseren B r e i tengraden erregt, aber nicht al s Farbe

für sich, so n d e r n  als Ausdruck (...) für eine seel is ch e Struktur

(...), als L e i t m o t i v  für Geschichten, wie wir sagen w ü r d e n ' . ^ ®  As

experienced b y  Fabio, and suggested by the title itself, F r a n z i s k a s

red hair fu l f i l s  precisely this function of Le itmotiv in the

structure of th e novel. Venice is itself infused with «usi c, even in

the story of Fran zi sk a and Patrick, who find theaselves e n v e l o p e d  in

the tones of a Donazetti aria as they walk through nocturnal streets:

Sie gingen u n w i ll kü rl ic h in die Töne hinein, bis sie a« R a n d e  des

Kana ls s t an de n (...), der Tenor sang unglaublich we ic h u n d  doch

priz is die M o r t e  "Una furtiva lacriaa", der Liebestrank « i s c h t e  sich

in das sc hw ar ze Masser des Kanals, die verstohlene Trine r a n n  über

das Antlitz der Nacht' (DR, p.86).
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Thus in Franziska's ex t r e a e  situation, aesthetic ap pr ec ia ti on is 

po ssible, ev en when she least expects iti 'Gerade jetzt, ho  es aich 

ni ch ts angeht, muß es air passieren, daß ich in einer Ja nuar-Nacht 

auf die Pi az za San Marco g e r a t e ’ (DR, p.33>. She is n e v e rt he le ss 

able to reflect on the theatrical effect of the floodlighting, and is 

c a pt iv at ed by the sight of the illuainated Doge's palace: Der

Wechsel von de« gelben symm et ri se he n Rechteck aus La ap e n k r e i sen zu 

der großen tollen goldenen Fl äc he des Palastes, der seine Front Hie 

einen Sc hi ff sb ug gegen die Nacht und das Meer erhob' (DR, p p . 33-34). 

Her re sp on se to the city is dulled, however, nhen she re aeabers her 

anxiety about being pregnant, Hhich 'machte ihre Gedanken so stuapf 

Hi e ihren Blick, der in de« sanften vernesenden Braun der Mauern von 

San Ma rc o kein Echo fand' (DR, p.43>. Her fear di storts her 

pe rc ep ti on s, as in Sansibar, tr ansforaing the aarble lions in St. 

Ma rk 's Sq ua re from 'die nunderbar sten Spieltiere auf der Welt' to 

grotesk verkleinerte Ungeheuer', and böse rote Dämonen, bl u t i g e  

E m br yo s aus dem Bauch der Kathedrale' (DR, p.43).

Fa bi o also experiences the su bj ec ti ve aspect of perception, nh en 

he c o nt em pl at es the cathedral nith Professor Bertaldi: In des 

P r o f es so rs Geste war San M a rc o als das erschienen, Has es war: als 

ein Wunder' (DR, p.105). Fa bi o' s sensitivity to alternative views of 

real it y is seen most clearly in his fascination nith the pr im i t i v e  

Ho rl d - v i e n  of a fi ft ee nt h- ce nt ur y monk. The "Mappa Mundi" by Fra 

Ma ur o r e p r es en ts the Earth as a flat disc, although he Has cl e a r l y  

anare of its spherical shape, and in no danger of persecution for 

p r oc la im in g such a heresy at that time. This enigma siaply incr ea se s 

the at tr ac ti on of the aap for Fabio: Es gab nur eine Erklärung: Fr a 

Mauro muß die Vorstellung von der Erde als einea flachen Te ll er
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geliebt haben, Überlegte Fabio; Fra Ha ur o oder die Besessenheit von 

der To po gr ap hi e der Scheibe* (Pff, p.125). The aore priaitive view of 

reality is not devalued for hia by being ea pi ri ca ll y disproved, on 

the co ntrary, die aittel a 1 ter 1iche T o po gr ap hi e war falsch, aber sie 

regte seine, Fabios, Phan ta si e viel stär ke r an als die neueren 

Kosmologien, fUr die sogar der Welt ra u« gekr üm mt und geschlossen war' 

(PS, p .126). The archaic, i a ag in at iv e perception of the world 

affords Fa bi o some of his aost intense ae sthetic experience, die 

verborgenen «agischen Augenblicke, vor e i ne r alten Landkarte' <PÄ, 

p . 127) .

S ignificant Landscape*

The mediaeval Venetian saw his city as the centre of the world, the 

lines on his map crossing at the C a m p a n i l e  by San Marco. In the 

central section of the novel, enti tl ed "Die Linien schneiden sich auf 

de« Caapanile", the paths of Fa bi o and F r an zi sk a also cross, when 

they meet by chance at the top of the tower, and their attention 

focusses on the landscape before them. Fran zi sk a' s ascent of the 

clock tower is her un re fl ec te d r e s p o n s e  to the beckoning of the 

landscape: Die festliche Piazza bade te s c ho n ihre Westseite in der 

Sonne, so daß Franziskas Blick u n wi ll kü rl ic h den Schattentura 

hinaufglitt, das dunkle Rot des C a a p an il e, dessen weiße Spitze in ein 

un er hö rt es Blau zeigte, ein Blau von du rc hs ic ht ig er Tiefe' <D R , 

p .118). Just as her red hair against the blue sky cries out to 

Fabio, the Caapanile seeas to suaaon her with a compelling signal. 

Not ex pecting to be iapressed by the faai li ar view of Venice, she is 

surprised by its effect on her: 'M erkwürdig, ich habe das Gefühl, daß
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es «ich etwas angeht, es ist das beruhete T o u r i s t e n - P a n o r a m a , aber 

d e nn oc h ist es ganz unabgenUtzt, das ei si ge J a n u a r - P a n o r a m a , die 

Vo ge lp er sp ek ti ve , wi n t e r w i n d d u r c h s t r b e t , das Coseoraea, 

ultram ar in ti ef und golden' (DA, p.119).

As she surveys the familiar eo nueents of Venice, sh e savours the 

a b se nc e of her hu sband's pedantry, of his c o ep ul si ve naeing which 

inte rf er es with her own aesthetic perception: 'Die Na me n stören nur, 

«an denkt: Canal Grande, und man denkt: die S a l u t e - K u p p e l , und so 

sieht man nicht «ehr, das Sehen wird von Namen verdeckt, in 

W i r k li ch ke it ist da nur ein Halbrund aus GrUnspan und Schwarz über 

Scha tt en ku be n neben bl au si lb er ne m Wasser' <D R , p.120). This suggests 

a no mi na li st ic notion of naming which c o nf li ct s with the evocative 

power wh ic h names assume in An de rs ch 's later work, m o re in accordance 

with a phenomenological outlook. Nevertheless, it co ul d be that the 

ap parent contradiction is only superficial, if names are seen here 

not as arbitrary labels, but as a po ssible shortcut to recognition, 

which can actually inhibit perception. Thus He rb e r t ' s  obsessional 

nami ng becomes a strategy for not ex pe ri en ci ng the wo rl d at first 

hand. It pr ivileges re fl ec ti ve c o ns ci ou sn es s ('«an denkt') over the 

pre-ref 1ective encounter with reality <'man sieht'). A similar 

di ss at is fa ct io n with names is apparent in Patr ic k' s account of a 

w a rt im e ex pe ri en ce in Hildesheim, befo re his arrest and 

interrogation. He had been di sturbed by the awful d i sp ar it y between 

name and referent, when co nt em pl at in g a beautiful example of 

mediaeval architecture: 'Das Haus war ein h e rr li ch es Zeugnis 

d e ut sc he n mi tt el al te rl ic he n Geistes, schwer, würdevoll und 

ph an ta st is ch ' <DÄ, p.94>. On finding its name is "Knochenhauer - 

Am ts ha us ", he recoils in horror: 'Der Name lag plöt zl ic h wie ein
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Makel auf de« Haus" (DR, p . 9 5 ) . 31 There is clearly felt to be an 

i n t r i n s i c  re la ti on sh ip between sign and referent against which this 

e x a m p l e  offends.

The panorama of V e n i c e  and the lagoon seems to offer Franziska 

th re e, equally u n ac ce pt ab le alternatives; an aimless voya ge at sea 

wi th Patrick, further involvement with Kramer in Venice, or a return 

to G e rm an y beyond the Dolomites, 'die kleine, die vernünftige Lösung' 

(DR, p .121). She is d i s s at is fi ed with all three: Un ge du ld ig empfand 

F r a n z i s k a  die Stadt dort unten, die Berge und das Meer als

Möglic hk ei te n, aus denen sie wählen konnte' (DR, p .121). The

ap p a r e n t  vantage point, the pr iv il eg ed 'Vogelperspektive' of

r a ti on al , detached ev al u a t i o n  is deceptive, as the so lution to her 

p r o b l e m s  appears up on top of the tower beside her, in the form of 

F a b i o  Crepaz. He re pr e s e n t s  a fourth alternative of wh ic h she is as 

yet unaware. The illu si on of clear-cut alternatives, view ed from 

ab ov e, is reinforced by the clarity of the January day. Yet the more 

c h ar ac te ri st ic a t m o s p h e r e  of Venice is an uncanny, misty 'Watteluft', 

in w h ic h Franziska s dr am a takes on a yet more theatrical aspect. On 

her first morning in the city, she no ti ce s the indescribable density 

of th e air: Es h e r r s c h t e  wie gestern eine kühle Luft wie aus Watte' 

(DR, p .39). This image is sustained throughout the novel, until she 

c o n f r o n t s  Kramer for the last time: 'Draußen, in der weißen 

W a t t el uf t, gingen die grauen Masken Uber den Markusplatz' (DR, 

p.16 7) . Here, it has be co me almost synonymous with evil: '0 Gott, 

da s ist die Sekunde des äußersten, des letzten Zweifels an Dir, warum 

h a s t  Du Kramer g e sc ha ff en , wa ru m die Gaskammern, die Tode sz el le n von 

A u sc hw it z und Venedig, die weiße Watteluft' (DR, p.167). It is 

te m p t i n g  to see in this image a visual co rr el at iv e to the
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a l 1 -important 'Atmosphäre' which in fu se s An de rs ch 's landscapes and is 

his pr erequisite for creative writing.

A further m e d i u m  for 'Atmosphäre' in the novel are the sections 

enti tl ed "Der al te Piero - Ende der Nacht", which pu nctuate the four 

days of the na rr at iv e. ^2 Their lyrical, associative style imitates 

that of automatic writing, at the same time encouraging the reader to 

ma ke illogical connections. The old man is Fabio's father, as 

be c o m e s  apparent when Fabio drea ms of his father's death on the 

lagoon. In de ed, th es e atmospheric se c t i o n s  of the narr at iv e ha ve a 

dream-logic, and seem to distil the ve ry essence of the city. It is 

both the familiar tourist's city of architectural jewels and an 

u n ca nn y la byrinthine maze. For F r a n z i s k a  it is the latter, making 

her afraid to le av e her hotel room, weil ich Angst habe vor draußen, 

vor au ss ic ht sl os en Gängen, vor zi el l o s e m  Herumirren, vor der 

Einsamkeit, vor Venedig' (DR, p.41).

The at mo sp he re of the la nd s c a p e  is not always threatening, 

indeed, it is ev ok ed here as e l s e w h e r e  in Andersch's work by the 

image of the ge he im ni sv ol le Häuser' of the Italian proletariat. The 

symm et ry of this image is complete o n ly in the first version of the 

novel, where the first section en t i t l e d  "Rapido und Betrachtung eines 

Hauses" corr es po nd s to the last, “Das Ge heimnis solcher Häuser". 

The first desc ri pt io n of one such h o u s e  is one which Fran zi sk a had 

seen from the tr ai n on her journey to Venice, and which haunts her, 

ga in in g in si gn if ic an ce with each repetition: 'Das Haus war ein 

Würfel, ein Würfel aus Tr os tl os ig ke it und Verfall und geheimem Leben' 

(DR, p.16, p.82, and in the first edit io n, p.288). Franziska recalls 

Herb er t' s in difference to such scenes, which exude the es se nc e of 

Italy for her: Ich habe mich immer nur für diese Art Häuser



243

i n t e r e s s i e r t , ich woll te hinter das Ge heianis solcher Häuser kommen, 

ganz Italien besteht aus solchen Häusern, in denen Le ut e abends ia 

D u n k e l n  sitzen und G e he im ni ss e bewahren, arme b i tt er e leuchtende 

Ge he im ni ss e' (DA, p.16, cf. p p . 82-83).

The painting by neo- re al is t Mario Sironi which she sees in a 

g a l l e r y  towards the end of the novel, "Paese Urbano", evokes the 

i m ag e again: 'Es war ein w u n d e r b a r e s  Bild, ein brauner Vor stadtkarren 

vor eine« jener Häuser' (DA, p.179). It has an almost therapeutic 

ef fe ct on her strained ne rv es , as she waits an xiously for her 

appo in tm en t with the Vene ti an doctor, she takes refuge in the 

pa inting: Sie hatte sich in da s Bild hi ne in ge re tt et (D R , p.180). 

It see«s to open up another a l te rn at iv e which had been obscured by 

the terror of Kram er 's threats, and pr ef ig ur es the assistance of 

Fabio: Ich habe mehr er e Möglic hk ei te n, und ich kann zwischen ihnen 

wählen, wer sagt denn, daß man ke in e Freiheit zum Wählen hat?' (DA,

p . 180).

The main reason for not retu rn in g to Germany is presented in 

t e r m s  of how she would live, as she en visages die süße Appartement- 

Wohn un g, das hohe Gehalt, di e falsche Ordnung und die falsche 

Saub er ke it , der Mangel an Ideen, der Mangel an Leidenschaft, nicht 

einmal das Kind wird mich vor der deutschen La ng ew ei le bewahren, vor 

de m Land ohne G e h e i m n i s s e ’ (DA, p.82). Fabio, however, lives among 

the remaining Jews of Venice, in einem ihrer sc hweigsamen Häuser' 

(PA, p p . 27-28), and in th e last chapter of the first edition, 

Fr a n z i s k a  finally gains acce ss to the mystery of these houses, going 

to live with his family in Mestre. The ev ocative power of the 

re p e a t e d  description thus re a c h e s  a climax in the first edition 

un eq u a l l e d  in the revised version.
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F r wdom

A further defence of the ending of the unre vi se d edition of Di e Rote 

r e st s on its greater consistency with the notion of freedom developed 

in the novel. Fr an zi sk a' s desertion of her husband is not, as 

alre ad y indicated, a rational decision. Wh en she reac he s her 

breaking-point' w i t h  him it is 'wie (...) ein Gottesurteil' (DR, 

p.16). Moreover, her destination is a random choice: Es ist wie im 

Roulette, ich h a be auf Zero gesetzt und es ist eine Farbe 

h e r a u s g e k o a a e n . Irgendwohin hieß Zero. He ra usgekoaaen war Venedig' 

(DR, p.12). Her f r am e of aind is confused and irrational, as she 

reflects on the p r ic e of the ticket to Veni ce as ein böses 

Vorzeichen' (DR, p.13). Thus her de cision can hardly be deemed an 

authentic, existential choice. Yet her polarized vision of 

existential alte rn at iv es implies a c u ri ou sl y Sartrean aode of 

thought: ‘Es gibt nur zwei Mö gl ic hk ei te n zu leben, ganz allein oder 

unter den Massen', the freedom of l ét re pour soi ' co ntrasted with 

ma uvaise f o i ' ( D R, p.31). She sees sexual relationships, too, only 

in terms of a si mp li fi ed dualism: 'Die G e s e ll sc ha ft besteht aus den 

mo nogamen Ar beitern und der Prostitution' (DR, p.70). Even her first 

impressions of Pa t r i c k  oscillate between that of ein kleiner Teufel" 

and of’ a homosexual 'von der Sorte der sehr männlichen Engel * (DR, 

p.75>. However, he r experiences in Venice lead her to question this 

view of reality and look for a third alternative: Gibt es keine

andere Wahl als d i e  zwischen dem schicken L e be n und der sauberen 

Misere?' (DR, p.58).

This emerges in a new notion of freedom as the correct response
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to a particular environment, and is pr e s e n t  from the outset in the 

form of the my st er io us Italian h o us es . The chance of a simple family 

life in Mest re answ er s a profound n e e d  in Franziska, in her ch anging 

iden ti ty as a pr os pe ct iv e mother. Cl e a r l y ,  it is also an instinctive 

re sp on se to the Italian landscape, w h i c h  offers itself to her as a 

potential home rather than a s u c c e s s i o n  of tourist attractions. 

He nc e the first edition presents no t an implausible idyll, but a 

c o n s is te nt account of the r e al iz at io n of freedom in a specifically 

phenom en ol og ic al sense.

When Fran zi sk a speaks to Jo ac hi m on the telephone and recognizes 

that he no longer has any power over her, this notion of freedom is 

c r ys ta ll iz ed in her thoughts. P a t r i c k  has revealed to her the power 

s t r u ct ur es inherent in any sexual relationship, always ba se d on 

pr im it iv e, irrational instincts. On  this level, there can be no 

'free will' in the Sartrean sense, b u t  her liberation from Joac hi m is 

brought about by a new kind of c o n s t r a i n t ,  not a rational decision. 

The inst in ct s surrounding pr egnancy re l e a s e  her from those enslaving 

her to her lover: 'Ich bin jemand, der nicht mehr automatisch

au fg ez og en wird. Obwohl ich et wa s erleide, obwohl ich nicht mehr 

wählen kann, mu ß ich nicht mehr tun, was ich gern gehabt habe (...). 

Sie sp Ur te ganz deutlich, daß sie frei war' <DÄ, p.117>. This 

freedom is not that of the de tached 'Vogelperspektive', but that of 

the individual inextricably bound up in the world, corresponding to 

h e r l ea u- Po nt y s ontological ca t e g o r y  of 'l'fetre au monde'. Surveying 

Venice from the Campanile on S u n d a y  morning, Franziska refl ec ts on 

the numb er of pe op le with whom she has become involved in such a 

short time in the city: ’Pl ötzlich entdeckte sie, daß sie in die 

Stadt ve rs tr ic kt war' <Z>Ä, p . 121 > . The kind of escape which she had
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envisaged w h en she left Herbert in Milan is r e ve al ed to be an 

illusion: 'Man kann nicht untertauchen. Man kann fortgehen, aber nur, 

um zu en td ec ke n, daß aan wieder ir g e n d w o  an ge ko ee en ist. Man verläßt 

Menschen, um un te r Menschen au fzutauchen' (DR, p.178).

This is the reason for her re je c t i o n  of P a t r i c k ' s  offer of a way

out of Ve ni ce on his yacht, an esca pe to the f r e e d o e  of the sea.

Patrick p r e s e n t s  himself as a free individual, even in the

de sc ri pt io n of his wartime para ch ut e juep over Germany, which is

almost a me t a p h o r  for existential choice: 'Ein M e ns ch , der aus einem

sich in r a se nd er Fahrt be findlichen Flug ze ug in e i ne n unermeßlichen

Abgrund spri ng t, das ist doch einer, der aus al le m stUrzt, was er

gewußt hat, aus so kleinen um gr en zt en Dingen, wi e s i e  ein Volk oder

eine Idee sind. Er stUrzt aus Zeit und Raum heraus' (DR, p p . 90-91).

However, his belief in laws of ca usality r e ve al s this freedom as

i11usory, wh en he tells Franziska, mein Schi ck sa l ist die Folge

einer lü ckenlosen, einer au tomatischen Kette von K a u s al it ät en (DR,

p.92). His insight into the st ru c t u r e s  which li mi t human freedom,

such as the hypnotic effect of Nazi ideology on his own torturers

during the war, stops short of hi s own en sl av em en t to the belief in

fate and the obsession with vengeance. The sea, the medi um of

Patr ic k' s freedom, appears to F r an zi sk a from the C a mp an il e as eine

hohe Hand w h ic h is ohne feste Grenze' (DR, p.118). This is crucial

to her r e j e c t i o n  of the more fr ig ht en in g aspect of such freedom, a

life of flux without firm refe re nc e points:

Man setzt uns in Boote, man gibt uns K a r t e n  in die Hand, man 
lehrt uns sogar ein bi ßc he n Navigation, aber dann kommt die 
Nach t, dann kommt der Nebel, die Zeichen verschwinden, die 
Fe ue r werden gelöscht, und wir bleiben al le in in einer Heit 
aus ziehenden Sünden, aus Untiefen und Strömungen, die wir 
ni ch t kennen, aus u n be ka nn te n Namen. Die Heit ist eine 
L a g u n e  (DR, p . 99).
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Even V e n i c e  is an illusion, giving the impression of 'dry land', bu t 

ac tually an island, no «ore than an emergency, temporary solution. 

True fr e e d o m  is not the st at e of being at sea, but the discovery of a 

me an in gf ul , congenial en vi ro nm en t, the acceptance of its limi ta ti on s 

and the correct resp on se to the future which offers itself to us, 

refl ec te d in F r a n z i s k a s  faith that die grope Lösung, die r i c h t i g e  

Lösung w i rd eine sein, die mir nicht die Freiheit läßt, sie zu 

wählen' ( D R , p.121).

This idea of freedom is the basis of the affinity between F a b i o

and F r a n zi sk a, when she begins to see her desertion of Herbert and

Joachim as a form of resignation: 'Vielleicht fallen die äuße rs te n

E n ts ch ei du ng en in dem Augenblick, in dem man resigniert' (DR, p.188).

R e si gn at io n is the ch ar ac te ri st ic style of F a b i o s  musical

p e r f o r n a n c e s , seen imme di at el y in his interpretation of the score of

M o n t e v e r d i ' s  “Orfeo". Instinctively, but correctly, he rejects the

cond uc to r s insistence on the stile concitato', the ag gr es si ve ,

war- li ke style which the composer ac tually conceived over th ir ty

years af te r the c o mp os it io n of " O r f e o " . ^  Fabio c o n s i d e r s

r e si gn at io n to be the a p p r op ri at e re sponse to 'die Meldung von ei ne r

äu ßersten Katastrophe' (DR, p.19). Nhile this is undoubtedly also a

su bj e c t i v e  response to the music, it is an authentic one in terms of

a ph en om en ol og ic al view of art. Fabio's appreciation of Monteverdi 's

music is based on e m pa th y with the experience which inspired it.

This is on ly possible be c a u s e  the comp os er 's music was the auth en ti c

e x pr es si on of his ex pe r i e n c e  of reality:

Dies also war das so ge na nn te Ewige in der Kunst: weil ein 
Mann sich im J a hr e 1606 zu dem Gedanken der K a ta st ro ph e 
richtig verh al te n hatte, stimmte seine Musik auch h e u t e  
noch. Mo nt ev er di hatte die Pest in Venedig erlebt. Er 
schrieb Musik für Zeiten, in denen die Pest he rr sc ht e,
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Eurydike gest or be n Mar, R e v o l u t i o n e n  ve r1 orengingen und die 
Wasser st of fb om be geMorfen werden wtirde (PR, p.19).

The « u s i c  captures the essence of c a ta st ro ph e, both on the level of

c o n c r e t e  political r e al it y and of i m a g i n a t i v e  Mythology. Brahms'

music is similarly the 'primary expr es si on ' of his liberal humanism,

the v i o l i n s  'gliederten das Gefüge sein es G l au be ns an den Menschen in

eine F o l g e  sehr reiner melodischer B e we gu ng en ' (PR, p.60).

F a b i o ' s  political di si ll us io nm en t m i r r o r s  that of Gregor, as does 

his f a s c i n a t i o n  with the notion of in te ll ec tu al freedom within the 

c o n f o r m i s m  of organized religion. Re fl e c t i n g  on Giusseppe Rossi's 

story of the rat and the cat, and the u n e x p e c t e d  scepticism of the 

Pater P r i o r  of the monastery, Fa bi o wo nd er s, ob man fromm sein kann, 

ri c h t i g  fromm, und do ch nicht alles für ri ch ti g zu halten braucht, 

was G o t t  tut' (PR, p.52). His critical re fl ec ti on on the myth of 

O r p h e u s ,  whom he c o ns id er s to be das tr agische Opfer göttlicher 

Si nn l o s i g k e i t ' ,  leads him to a c o n c ep ti on of 1300 as an artist: 'Sehr

w a h r s c h e i n l i c h  las Gott viel lieber k r i t i s c h e  Rezensionen über seine 

Nerke, anstatt L o b e sh ym ne n zu lauschen. F a b i o  fand es unmöglich, Gott 

zu le u g n e n ,  aber er konnte sich keinen Gott imaginieren, der nicht 

bere it war, sich der Kritik zu stellen' (PR, p.192).

L i k e  Gregor, Fa bi o has sacrificed b o th aesthetic and emotional 

s a t i s f a c t i o n  to his political career, hi s only romantic liaison being 

with G i u l ie tt a, 'für die er eine ha lb e Le idenschaft nährte' (PR, 

p .66> . However, perc ei vi ng the id eo lo gi ca l sterility of co ntemporary 

power po litics, he aban do ns the stru gg le and attempts to salvage a 

m u si ca l career. In contrast to the i d ea li st ic Professor Bertaldi, 

wh os e ph ilosophical work Entuurf zur Vo rb er e i t u n g  einer Philosophie 

der F r e i h e i t  never d e sc en ds from the r e a l m  of abstractions, Fabio's
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notion of freedom is derived from the lived e x p e ri en ce of armed 

combat. It finds ex pr e s s i o n  in his c o n t e a p 1 ation of Fra H a u r o ' s  map 

of the world, and of t h e  concept of the Earth as a g l ob e with its 

'vor ge tä us ch te Unendl ic hk ei t' (DR, p-125). Like F r an zi sk a, he 

rejects the idea of ai a l e s s  travelling at sea: 'Reisen h ä t t e  Sinn,

wenn »an irgendwo eina al dorthin käme, wo die Erde zu Ende ist' (DR, 

p .125). His pe rc e p t i o n  of the sea as a symbol of futility, not of 

freedom, is clear a l s o  in his l n t e r p r e t a t i o n  of A n to ni on i' s film "II 

Grid o" .^ ^ for the h e r o  of the film, Aldo, life without lo ve is "eine 

große en ts et zl ic he Öd e' , yet love is dependence, the a n ti th es is of 

freedom (DR, p.176). Th us freedom, as represented t r ad it io na ll y by 

the sea, becomes m e a n i n g l e s s  for him, 'weil seine A b h ä ng ig ke it fUr 

ihn das einzig L e b e n d i g e  auf der Welt war, nahm er da s Bild der 

großen grauen Flut z u le tz t in seine Augen, nicht als ein Zeichen der 

Freiheit, sondern der Vergeblichkeit" (DR, p.176). F a bi o' s rational 

reaction to the s t o r y  is to d e s p i s e  such dependence, but his 

emotional resp on se is simply, 'das fehlt mir' (DR, p.176). It makes 

him all the more s e n s i t i v e  to Fr a n z i s k a ' s  plight, when she approaches 

him in Ugo's bar. He perceives her hair once more like a poem: 'Die

Strophe ha tt e sich angehört, wie S t r o p h e n  sich anhören müssen: kurz 

und zwingend. Sie war ein Sinnbild der Abhängigkeit' (DR, p.193).

The idea of ar t i s t i c  commitment in the novel re ma in s ambiguous,

as Fabio's musical career is c l e a r l y  a co mp ro mi se , not the

realization of an ideal. There are ec ho es of Sartrean en ga gement in

his re fl ec ti on s on s c ie nc e as an a l te rn at iv e way of life, based on

ep is te mo lo gy rather th an politics:

Die W i ss en sc ha ft ist die andere große Mö glichkeit, 
vielleicht ist sie die w i r k l i c h e  Aktion, aber ich habe sie 
versäumt, ich habe n i ch t re ch tz ei ti g be gr if fe n, daß die
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Wissenschaft die r e i n e r e  Aktion ist, die Ve rä nd er un g der 
Welt durch De skription, du rc h ex ak te Aufzeichnungen, durch 
nichts als kaltes K o n s t a t i e r e n  i D R, p . 127).

For Sartre, such description is in de ed a fora of literary coaaitaent,

but Fa bi o sees his role as a a u s i c i a n  in diff er en t teras:

Der alte Musikant h a t t e  se in Leben da ai t zugebracht, in den 
Seelen seiner Zu h ö r e r  , s t u a p f e r , in ihrea Al ltagsleben 
gefangener Leute, L e i d e n s c h a f t e n ,  tiefe E a p f i n d u n g e n , den 
Sinn fUr Schönheit un d w a h r e  Geda nk en zu Hecken, während die 
Pensionisten der R e v o l u t i o n  nichts vollbracht hatten, als 
Ho ffnungen zu erregen, d i e  sich nicht erfüllten <Z>Ä, p . 171 >.

Instead of seeking to change t h e  world, Iris coaaitaent is channelled

into the attempt to awaken ne w s e n s i b i l i t i e s  in people and to enrich

their pe rc ep ti on s of reality.

Paris 1st e i n »  er ns te Stadt (1961)

Ande rs ch 's brief portrait of Paris, wh ic h appeared in a limited 

edition of the Ve reinigung O l t n e r  Bücher freunde in 1961, has 

attr ac te d little critical c o m m e n t  in a s s e ss me nt s of his work as a 

whole, but merits attention in a n y  study of his literary landscapes. 

Both subject matter and d a t e  of p u b l ic at io n mark it out as a 

significant indicator of A n d e r s c h ' s  increasingly conscious 

as si mi la ti on of French p h e n o a e n o l  ogical thought, coinciding with the 

sudden death of Me rleau-Ponty a n d  su bsequent upsurge of interest in 

his ideas in the Federal R e p u b l i c .  The four brief chapters, loosely 

cons tr uc te d around a visit t o  Paris, re fl ec t a fascination and 

em pa th y with the French c a p i t a l ,  its peop le and its art. In his 

essay, “Notizen über A t m o s p h ä r e " ,  Andersch writes: ‘Drei Gründe, ua 

nach Paris zu reisen. E r s t e n s  die meta ph ys is ch e Struktur von 

St -P ie rr e- de -M on tm ar tr e über D e s c a r t e s  und Port-Royal bis Beckett.
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(Bloy nicht zu vergessen!) Zweitens der 1 m p r e s s i o n i s a u s . D r it te ns das 

In einander der Arbeiter- eit der L u a p e n -  und Bet 1 1 er-Wel 1 : 

Bill an co ur t und M d ni1m o n t a n t '.3 ** All th re e a s pe ct s of the city are 

e x pl or ed in this text, as the na rrator , Rodolphe (a gallicized 

ve rs io n of Andersch's elder brot he r' s n a m e ) ,  seeks to de fi ne the 

u n i q u e  ataosphere of Paris.

The intellectual heritage re flected in t h e  architecture of the 

c i ty foras the basis of the latter half of t h e  text, which revolves 

arou nd the aesthetic debate in a m o d e r n - d a y  Parisian salon. This 

central passage appeared separately in 1956, entitled "Wenn es Nacht 

wi rd in Paris", and depicts a d i s c u s s i o n  of Expressionist music 

b e tw ee n the Marquis de Monville and a gr ou p of young in tellectuals in 

St G e r m a i n . C o n t r a r y  to Rodolphe's e x p e c t a t i o n s  (modelled on his 

prep ar at or y reading of Proust), he finds h i m s e l f  in a modern b o h & n e , 

enga ge d in a debate on the relative meri ts of  traditional and modern 

jazz. The Marquis and the negro, Mond or , represent two opposing 

atti tu de s to art, that of 'GefUhle un d Ahnungen', and that of 

'Formulieren ait Hilfe von klaren B e r e c h n u n g e n '  (PS, p.37). Mondor 

ad vo ca te s an abstract modern jazz in the c o n t e m p o r a r y  German style, 

which is 'kllhl und klar', unlike the t r a d i t i o n a l  New Or le an s jazz 

which is so popular in Paris. He r e p r e s e n t s  the view, 'dap Kunst 

etwas ist, was aus den Berechnungen der K U ns tl er hervorgeht' (PS, 

p.37). This recalls Andersch's own noti on t h a t  'Eapfindung' in the 

artist co rr es po nd s to Messung' for the s c i e n t i s t ,  developed in the 

attempt to bestow on the former an equal ep isteaological s t a t u s . 38

The Marquis, on the other hand, r e p r e s e n t s  a phenomenological 

ap pr ec ia ti on of art as the pr im ar y e x p r e s s i o n  of a pa rticular 

culture: Wir Franzosen lieben jede Musik, in der wir e c ht e große



2 5 2

F o l k l o r e  und naives GefUhl spüren' (PS, p.38). While t h e s e  appear to 

be c o n f l i c t i n g  views, it becomes clear that Mondor's p o s i t i o n  is not 

a ra t i o n a l i s t  one, as it seems at first sight: 'Ich w e i ß  s e hr genau, 

daß der K e rn der Kunst Magie ist. Aber dieser Kern kann nur durch 

äu ß e r s t e  Klarheit, durch eine R a t i o n a l i si erung der M i tt el , sichtbar 

g e ma ch t werden' (PS, p.37). A parallel could be drawn h e r e  wi th the 

aim of ph enomenological reduction, which is to i n ve st ig at e and reveal 

the i n t u i t i v e  experience of re al it y by means of a rigorous 

ph i l o s o p h i c a l  method. However, Ro do lp he 's sy mp at hi es a r e  divided 

be t w e e n  Mond or 's intellectual aproach and the ec lectic to l e r a n c e  of 

the Ma r q u i s ,  expressed in the terms: 'Ich en tscheide mi ch ni ch t für 

Ri c h t u n g e n ,  sondern fUr die Qualität (...). Und die f i nd e ich leider 

oder Gott sei Dank! - in den verschiedensten R i c h t u n g e n '  (PS, 

p.39). This reflects the critical criteria a c c o r d i n g  to which

A n d e r s c h  justifies the political diversity of his a e s t h e t i c  tastes. 

Thus th e apparently contradictory views expressed in the argument 

c o r r e s p o n d  to two sides of An de rs ch 's own ap proach t o  art: the

a s p i r a t i o n  to intellectual rigour coupled with an i n t u i t i v e  and 

a p ol it ic al appreciation of for*.

The debate in the final section of the text c e n t r e s  on the 

c o n f l i c t  between rationalism and my sticism, in the c o n t e x t  of the 

r e n ou ve au catholique. The journalist, François, represents

k r i t i s c h e  Distanz' and co mmends to Ro dolphe a pass ag e f r ö a  Valéry on 

the d e a t h  of symbolism, as an anti do te to his friend's en th u s i a s m  for 

Léon Bloy. Rodolphe, for wh om the Jugendstil e n tr an ce s to the Hétro

are 'Pforten in eine Heit der Schatten' (PS, p. 50 >, the anti-

sy m b o l i s t  argument is insufficient to diminish his a d m i r a t i o n  for 

Bl oy 's authentic Catholicism: 'Ich sprach nicht aus, d a ß  ich Bloy für
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den letzten Mens ch en de s christlichen Mittelalters hielt, und für den 

Geist, in dem alles, was Péguy, Ma ritain und Bernanos ge sc h a f f e n  

haben, entschieden w o r d e n  ist' (PS, p.49). The intellectual le ga cy

of the r enou ve au cath ol iq ue is clea rl y another aspect of the 

at mosphere of Paris.

The conflict of intuition and reason is encountered ag ai n in

Rodolphe's d i s c us si on of Impressionism with the student, Denise, and

the young p l ay wr ig ht , Prejean. In particular they de ba te the

qualities essential to the patr on of the arts, and R o d o l p h e

concludes, with De ni se , that eapathy is ao re iaportant than ideas:

Ich gl au be , dap die Werte in der Kunst iaaer nur du rc h 
solche E i n z e l n e  bestiaat werden, denen ich nur unge rn di e 
Be ze ic hn un g 'Idealisten' geben aöchte. Ua zu spüren, was mit 
Cézanne und Van Gogh los war, bedurfte es ni ch t des 
Idealismus, sondern einer Art WU nschelrute des 6efühls (PS, 
p .29).

The r e la ti ve devaluation of rational reflection in m a t t e r s  

aesthetic is d e m o n s t r a t e d  in Rodo lp he 's ausings on the Iapres si on is ts 

as he sits in the Tuileries: In einer Art Wachtraum hörte ich die 

längst ve rstorbenen Ma le r reden' (PS, p.24). He eavesdrops on an 

imaginary c o n v e r s a t i o n  between Ga ug ui n and Van Gogh, the former

extolling the v i r t u e s  of a p r im it iv e pe rception of reality: Sie

sollten ait mir ko mm en , in die SUdsee! Ich werde wieder d o r t h i n  

fahren. Oder nach Martinique. Dort sind die Mythen noch le bendig' 

(PS, p.25>. G a u g u i n  describes in one of his own pa intings th e

synaesthetic e x p e r i e n c e  of colour, sound and aroaa: 'Ich träu me von

gewaltsamen H a r m o n i e n  inmitten natürlicher Wohlgerüche, die mich

berauschen' (PS, p.26).

In the co ur se of their disc us si on of Iapressionisa, R o d o l p h e  

re flects on the work of the dramatist, Prejean, h i m s e l f ,
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char acter i z ing it in teras of a c h i l d l i k e  perception: Seine StUcke 

sind wie ait seinen Augen g e s c h r i e b e n :  fressend und ait einea in 

Ki nd er an gs t weit aufgerissenen B l i c k .  Kinder sehen die Welt in von 

Angst uast el lt en Ausschnitten, a b er si e sehen sie intensiv und vor 

allea völlig neu. So, wie die S t ö c k e  Prejeans die Welt sehen' (PS, 

p p . 22-23). This passage i n d i c a t e s  a clear awareness of 

ph en oa en ol og ic al ideas on the i m me di at e, intuitive perception of 

chil dr en and priaitive peoples, w h o  h a ve not yet lost sight of their 

initial wonder at the world.

In addition to the c l i m a t e  of intellectual debate and the 

p e rv as iv e presence of Iapressi on  i s a , the at mosphere of Paris is 

evoked in Rodolphe's en co un te rs w i t h  the ordinary people and their 

language. In the local grocery s t o r e  near his hotel in the quartier 

latin, he listens with plea su re to  the names of the Norman fruit 

wines, e v oc at iv e of the land sc ap e of Northern France: Wenn Madame 

Javet die lustigen oder po et i s c h e n  N a me n der Äpfel nennt, bekomme ich 

immer Lust zu einem kleinen A u s f l u g  in die N o r m a n d i e ’ (PS, p.8>. ln 

c o n v er sa ti on with this g a rr ul ou s P a r i s i a n  woman he senses something 

of das Ar om a F r a n k r e i c h s ’ (PS, p.10). In search of the city's 

aystery, he traces a route a r o u n d  the centre of Paris, 'um dem 

Zaub er is ch en auf der Spur zu bl ei be n' (PS, p.18). Passing the 

de signer bo utiques in the Rue du F a u b o u r g  Saint Honoré, he turns into 

the Av en ue Matignon, 'in der es k a u m  noch Schaufenster gab, sondern 

nur noch die magischen Namen, au f Me ssingschildern oder Maraor in 

Schr if te n von Plantin gr aviert: Jacques Heia, Maggy Rouff, Jean 

Dessès (PS, p .18). There is no t r a c e  of a nominalist devaluation of 

names, wh ic h are here invested w i t h  a magical significance.

Ro d o l p h e  finds the key to th e c i t y ' s  at mo sp he re in conversation
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w i t h  the bird-seller, 6abillot: Ich we rd e nie vergessen, wie er mir 

ei nm al erklärt hat, warum Paris eine ph a n t a s t i s c h e  Stadt ist. Ich 

m e i n e  'phantastisch' im Sinne von za ub er ha ft und unwirklich, von 

g e he im ni sv ol l und merkwürdig Was war eigentlich dieses die

P h a n t a s i e  anregende GefUhl, das ich in Paris empfand, genau?' (PS, 

p . 13). The answer lies in the Parisian argot explained to him by 

Ga b i l l o t :  'Die Freiheit heißt beim Pariser Volk ganz einfach 'La 

Bell e' - die Schöne!' (PS, p.20). The notion of identifying freedom 

w i t h  beauty captures his imagination, and of fe rs a formula for the 

a n t i - u t i 1 itari an mentality of the Pa risians: 'Die Phantasie, die in 

de r schönen Freiheit lebte, schuf Be dürfnisses der Geliebten ein 

P a r f u m  aus Iris und Ambra, dem Ei nsamen den Tu ka n in den Feuerfarben, 

r o t  und schwarz' (PS, p.20). At the same ti me it is a city of 

c o n t r a s t s  and coexistence, of the organic integration of the 

p r o l e t a r i a n  and the artistic world, as e p i t om iz ed in M é n i 1 montant : 

überall verwandeln sich die Häuser aus he nschenwerk wieder in ein 

St üc k Natur zurück' (PS, p.54). By ju xt ap os in g these two elements, 

th e pote nt ia ll y elitist implications of a pure aestheticism are 

d i s p el le d, and art is assimilated natu ra ll y into the life of the 

or d i n a r y  people, in 'der brüderliche Rauch des wilden, zeitlosen, 

me ns c h l i c h e n  Lebens von Paris' (PS, p.55).

From this landscape and the ideas which animate it, Rodolphe 

infe rs a new notion of engagement, an uncomp ro mi si ng commitment to 

truth within the context of one's lived si tuation: Nan mu ßt e sein

Gepä ck aufnehmen und die Wahrheit suchen. Es war die Lehre von Paris' 

(PS, p.55). In terms of N e r 1e a u - P o n t y 's ph il os op hy this could be 

seen as a commitment to meaning within the context of our 

si tuation : Nous sommes mêlés au monde et aux autres dans une
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conf us io n inextricable. L'idée de si tuation exclut la liberté ab so lu e 

á 1 'origine de n o s  en g a g e a e n t s '.4® Wh il e this highly personal vie« 

of P a r i s  eay no t merit co ap ar is on w i th other w o rk s of greater 

literary value, it s eaphasis on the i n tu it iv e perception of ar t and 

reality pr esages Andersch's d e v e lo pa en t in the 1960's of an 

irrationalist, ph en oa en ol og ic al aesthetic.

Ein Liebhaber das Halbschattens (1963)

When asked by an interviewer in 1967 to n a m e  his own favo ur it e work, 

An dersch singled out the stories “Ein Li ebhaber des Halbsc ha tt en s" 

and “Alte Pe ripherie", both publ is he d in 1963.4 * His choice 

substantiates the view held by several c r it ic s that the period around 

1961 aarks a si gn if ic an t turning point in Andersch's work. W e hd ek in g 

identifies a tr an si ti on at this time from his "Zeit der H o f f n u n g “ to 

the "Zeit der U n e n t s c h i e d e n h e i t " (terms drawn from An de r s c h ' s  own 

work plans), but makes no serious attempt to locate this work within 

the d e v e l o p m e n t . 4 ^ The most de tailed s t ud y is probably still that of 

Alfons BUhlmann, who interprets the “Ha l b s c h a t t e n “ motif as an 

ineffectual li mb o in which most of An de r s c h ' s  protagonists s e e m  to be 

tr a p p e d . 43 L i ke Gregor and Efraim, Lothar Witte is an inco ns pi cu ou s 

hero, whose p r e d il ec ti on for grey, neutral lighting fosters detached, 

critical observation. However, BU hl m a n n ' s  detailed do c u m e n t a t i o n  of 

the para ll el s li nk in g this "Novelle" w i th other wo rk s gi ve s little 

in dication of any progression in the trea tm en t of themes and motifs. 

If, indeed, th is was a time of d e ve lo pa en t in Andersch's work, there 

is a case for re -e xa mi ni ng the familiar elements in the s t or y of 

Lothar Witte, to extrapolate their m o re complex and p r o b le ma ti c
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signi f i c anee.

Ingeborg Drewitz, who does s e e  in this story a depa rt ur e fro« 

previous wo rk s on the level of na rrative technique, also notes a 

shift in thematic emphasis: 'Er hat begriffen, daß sein Unvermögen, 

das sc hl ec ht hi n Böse da rzustellen, ihn zu« Ankläger unfähig «acht, 

dafUr umsomehr zu» V e rt ei di ge r des An ge kl ag te n (...) 

p r ä d e s t i n i e r t '.44 Her e x pl an at io n leaves «any qu estions open, but it 

is a valid observation that Andersch confronts the guilt of 

ac qu ie sc en ce under National S o c i a l i s m  in this text as never before. 

The familiar theme of Vergangeriheitsben'áltigurig is treated in an 

entirely new way which owes auch to a new emphasis on the psychology 

and power of memory. The im plicit fascination with the processes of 

perception in earlier works is foregrounded here, as Andersch 

explores the co nsequences of a d i st ur be d relationship to the past in 

perceptual terms. This new e m p h a s i s  on memory and perception signals 

a significant stage in the t r a n si ti on fro« an ex is tentialist to a 

more phenomenological stance.

It is the story of an acad ea ic historian, Lothar Nitte, who 

returns to his native Berlin 1961, in the hope of obtaining a 

transfer from the Un iversity of Gö ttingen to the city which had been 

his ho«e until after the end of the war. He is refused on the 

grounds of his obscure research interests (into heretical movements 

of late th ir te en th -c en tu ry Fran ce ), and on the we ll -f ou nd ed suspicion 

that he has an alcohol problem. The return journey to the W e s t , on 

which he is accompanied by his «other, who still lives in Berlin, 

becomes a journey in time, as well as a geographical one. The 

landscape of Brandenburg and Me ck le nb ur g, now part of the GDR, is 

full of «emo ri es for Lothar, in pa rticular of his lover Melanie, who«
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he has not seen since 1947. He de viates f r o« the official transit 

route to rediscover places wh ic h he as so ci at es with her, 

s u r r ep ti ti ou sl y but co mp ul si ve ly dr inking h i a s e l f  into an alcoholic 

haze. Di st ra ct ed by the vi vidness of his re co ll ec ti on s, or by the 

effects of the cognac, he is the unwi tt in g c a us e of his «other's 

accidental drowning in the Ba rr en ti ne r See, w h i c h  they have to cross 

to rejoin the road to the West. This e n i g m a t i c  story is open to 

in te rp re ta ti on on psychological, ph i l o s o p h i c a l  and mythological 

levels, n o ne of which offer an unequivocal e x pl an at io n of its tragic 

outcome. However, instead of seeing in Lothar Witte another 

g e s c hl ag en er R e v o l u t i o n ä r ’, his story c o u l d  be read as a case 

history of visual agnosia, a perceptual d i s t u r b a n c e  in which visual 

and c o g n i t i v e  pe rception be co me dislocated. T h e  deterioration of his 

perceptual powers seems to be somehow co n n e c t e d  to his retreat into 

memory, wh ic h begins to co ns ti tu te a more c o n v i n c i n g  reality than the 

present. The crucial link between the p r o b l e m  of perception and that 

of the in di vi du al 's re lationship to the pa st is signalled by the 

ep igraph to the volume, a passage from W i l h e l m  Schapp's Ph ilosophie 

der G e s c hi ch te n (1 9 5 9 ).

W i lh el m Schapp (1884-1965) was am on g the first members of 

H u ss er l' s Phenomenological circle in G ö t t i n g e n ,  and the quotation 

with w h ic h Andersch pr efaces this c o ll ec ti on of short stories is a 

statement of some of his most important ideas. His is a position far 

removed from the ontology of Sartre, with h i s  categories of pour 

soi and en soi '. For Schapp, the primary c a te go ry of existence is 

that of involvement in Ge sc hi ch te n' , as i m p l i e d  in his statement, 

daß d i es V e rs tr ickt sein oder vielleicht a u ch Verstrickt- gewesensein 

unser Se in ausmacht' (Schapp, p.S). Indeed, w e  should no longer take
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the 'cogito' as our ph ilosophical starting point, thinking in terms 

of co nsciousness ('Denken') and contents of c o n s c i o u s n e s s  

('Sachverhalt'). Schapp posits the theory that thought, and l a ng ua ge 

itself, are predicated on 'Geschichten', without which t h e y  are 

M e an in gl es s abstractions. Thus Schapp develops his own personal 

theory of the intentionality of consciousness, making 'Geschichten' 

the on ly valid source of knowledge.

Schapp challenged what he saw as the affliction of West er n 

ph il os op hy , the separation of kn owledge and the k n o w e r , e l e v a t i n g  the 

former to an unwarranted supremacy: ‘An die Stelle von Ge s c h i c h t e n  

tritt der Sachverhalt, tritt der Gegenstand, tritt die Sache; an die 

St el le von Verstr ic kt -i n- Ge sc hi ch te n tritt die E r k e nn tn is , das 

Wahr ne hm en , Denken, Vo rs te ll en von Sachverhalten; an die S t e l l e  des 

In-G es ch ic ht en -V er st ri ck te n tritt der Erkennende' (Schapp, p.223). 

The attraction for Ande rs ch of this brand of phenomenological thought 

be c o m e s  clear in the im plications of Schapp's t h es is : it 

r e h a bi li ta te s the role of the 'Dichter', who has been f o r c e d  into 

su bs e r v i e n c e  to the 'Philosoph'. Andersch was r e c e p t i v e  to 

vind ic at io n of his occu pa ti on from such erudite sources, pa r t i c u l a r l y  

when directed against the academic establishment. In 1978 he writes 

b i tt er ly of 'das Läch el n der Auguren, die mir (Iber die Schulter 

bl icken, während ich philosophiere. Einer von uns sollte si ch opfern 

und eine Geschichte des ak ad em is ch en Hochmuts schreiben. Deren 

letzter Satz, dessen bin ich mir fast sicher, würde lauten: "E s darf 

wieder philosophiert w e r d e n " ' . *** His diatribe c u lm in at es in the 

t r ib ut e to Descartes, Descartes war ein Tief ge le hr te r. Er stellte 

die Dichtung Uber die P h i l o s o p h i e ' . * 7

Schapp was conc er ne d to broaden the scope of p h il os op hi ca l
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debate, r e in te gr at in g categories of k n ow le dg e which had long been 

di scredited. He e x pr es se s this in t e r e s  of the different ca tegories 

of 'Geschichten' in which we ar e co ns ta nt ly and siaultaneously 

involved: 'Han könn te fast sagen, d a ß  ein Hensch, der nur in 

W a ch ge sc hi ch te n ve rs tr ic kt wäre, nur ei n halber Mensch wäre oder daß 

der wa ch e Hensch auf den Schultern des Schalfenden, des Träumenden, 

des Be rauschten, vielleicht des Wa h n s i n n i g e n  lebt' (Schapp, p.8). 

Thus Scha pp blurs the boundaries b e t w e e n  the different levels of 

co n s c i o u s n e s s  on wh ic h we are in v o l v e d  in 'Geschichten', claiming 

that they are divided only by 'fli eß en de Übergänge, so, wenn wir etwa 

den W a c h zu st an d oder die Ge sc hi ch te im Wachzustand vergleichen mit 

dem leic ht en Teerausch, Ka ffeerausch, Weinrausch, bis zur sinnlosen 

B e t r un ke nh ei t oder die Trüuaer e i e n , das Träumen am Tage mit dem 

Träumen in der Nacht' (Schapp, p.7).

This could be seen to shed ne w light on the significance of 

alcohol in An de rs ch 's story. Loth ar Wi tt e is seen in a state of 

a p pa re nt ly acute wa kefulness, in v a r y i n g  degrees of intoxication and 

lost in what might appear to be d a y d re am s. On one level, this may be 

inte rp re te d as an exploration of s t a t e s  of consciousness which used 

to o c c u p y  a more important place in W e s t e r n  civilisation, but which 

have been devalued by the relatively rece nt privileging of the waking 

state. Moreover, An de rs ch 's implied re fe re nc e to the Orpheus myth at 

the end of the story accords with Sc h a p p ' s  view that 'Härchen und 

Sagen st rahlen in die Al lt ag s g e s c h i c h t e  hinein, und der Mythos umfaßt 

alles. Die Traumg es ch ic ht en sind mit den Härchen verwandt, und die 

Ra us ch ge sc hi ch te n haben eine B e z i e h u n g  zur Dichtung' (Schapp, 

p p . 9-10). He goes on to describe th e c o ns eq ue nc e of losing sight of 

this as an 'E n t g ö t t 1ichung der Welt' (Schapp, p.224).
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Memory

Just as our existential ' in - G e s c h ic h t e n - V e r s t r i c k t se in ' is not

co n f i n e d  to one state of co ns ciousness, nor is it confined to the 

pres en t, 'sondern diese Gegenwart der Na ch ge sc hi ch te n treibt auf 

einem M e er von Ve rgangenheit und hält sich wohl nur auf der 

O b e r f l ä c h e ,  weil es schon von der Zukunft gehalten wird' (Schapp, 

p.12). This ph enomenological view of time, as a Be rg so ni an 'durée' 

rather than a chronological sequence c a rr ie s significant implications 

for th e process of V er g an gen he i t s be*'Al t i g u n g , the re su lt s of which 

can be s e en in Ande rs ch 's story. If cons ci ou sn es s cont ai ns all the 

a c c r e t i o n s  of our past states, then the past cannot b e  shaken off in 

a m o m e n t  of existential choice, as in Die Kirschen der F r ei he it. The 

pr i m a c y  of memory in "Ein Liebhaber des Halbschattens" certainly 

seems to  reflect the pr iority which Schapp ac co rd s to the pasts 

Dabei ist Vergangenheit durchaus etwas Positives. Die Vergangenheit 

trägt d i e  Gegenwart' (Schapp, p.105). Scha pp even speaks of einem 

Sehen in die Vergangenheit', in the se ns e that all perception is 

acce ss t o  a past state of the world (Schapp, p.109).

In th e story of Lothar Witte the proc es se s of perception and of 

memo ry a r e  inextricably linked. As he waits in th e car for his 

moth er o u ts id e the old family ho me in Berlin, 'es war ihm deutlich 

bewußt, d a ß  er auf die Ja hr e mit Me la ni e starrte' (Ltf, p.9). He has 

t e c h n i q u e s  for supp re ss in g painful or em ba rr as si ng memories, such as 

that of the previous da y' s interview with Professor Tilius at the 

u n iv er si ty . When at te mp ti ng to acti va te his memory, to conjure up a 

p i c t u r e  of Melanie, he is first co nf r o n t e d  with the guilt associated
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with hi s avoi da nc e of military service during the war in order to 

stay w i th her, and of his a c q u ie sc en ce in the knowledge of Nazi 

atrocities. As a hi st or ia n, he had been placed in the war archives: 

'Er wisc ht e, wie immer, die Erinnerung an gewisse Dokumente weg, die 

er d a m a l s  gelesen hatte. Er hatte sie gelesen, benommen von Schauder, 

und d a nn hatte er sie katalogisiert. (...) Er war ein Buchhalter der 

U n m e ns ch li ch ke it g e w e s e n : die schä bi gs te aller Rollen' U. H, p.29).

C l ea rl y, memo ry ca nn ot be summoned and suppressed at will, but 

po ss e s s e s  a d e g r e e  of autonomy akin to that of Schapp's

Geschi c h t e n ':

Die G e s c h i c h t e n  können leicht und mühelos auftauchen, sie 
können auch wie aus weiter Ferne erst langsam und in 
Br uc hs tü ck en au ftauchen (...). Bei all diesen Geschichten, 
die uns b e ka nn t sind, kann man den Ei ndruck haben, als ob 
sie uns im Horizont umla ge rn und nur auf ein Stichwort 
warten, um s i ch gleichsam aus de m Schlaf zu erheben und uns 
g eg enllb er zutreten. 48

As he dr iv es through the landscape of his youth, Lothar experiences 

this u b i q ui to us p r e s e n c e  of memory wi th pa rt ic ul ar intensity: Stücke 

jener Zeit (...) g l it te n an ihm vorbei wie die Landschaft aus 

To rf br üc he n, R o gg en fe ld er n, Eichenkratt, aus der sie sich erhoben' 

(¿«, p .23). This a r o u s e s  in him an i r re pr es si bl e desire to recapture 

the t i me with Hela ni e, ein unbe zä hm ba re r Wunsch, jene Jahre 

wieder zu fi nd en , jene J a hr e und He la ni e wieder an sich zu reißen' (¿W, 

p.23). In stri ki ng ly similar terms, Scha pp desc ri be s the ways in 

which we  gain ac ce ss to past Ge sc hi ch te n' , so that they can be 

re s t o r e d  to us in th ei r entirety, 'so da ß wir gleichsam die ganze 

G e s c h i c h t e  an uns hera nz ie he n kö n n e n ' . 49

B r a n de nb ur g is a l s o  the landscape of Frau Witt e' s childhood, but 

she is more a w ar e of the changes w h ic h have taken place in the 

inte rv en in g years, and is reluctant to revisit her birthplace at
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Stec ho w: In «e in e« Alter lebt ean in E r i n n e r u n g e n . Aber Man läßt 

s i c h  nicht Me hr gerne an die Wi rk l i c h k e i t  erinnern' (LH, p.20). 

U n l i k e  her son, she is in no doubt as t o  what co ns ti tu te s 'reality', 

in Sc happ's teras the c u s t o m a r i l y  pr iv il eg ed 'gegenwärtige 

W a ch ge sc hi ch te '. For Lothar, ho we ve r, the wh ol e la ndscape is 

a n i a a t e d  by ae ao ri es of Melanie which be co ae in cr ea si ng ly real and 

b e g i n  to c r ys ta ll iz e around specific localities. One of these is the 

Kl i n k e r  See, a lake at which he ha d spent an idyllic afternoon

b a t h i n g  with Melanie: Er hätte eb en s o g u t  nach Rhei ns be rg oder zu

e i n e m  halben Dutzend anderer Orte fahren können, denn die ganze 

G e g e n d  war be le bt von Er innerungen an Au sflUge mit Melanie' (LH, 

p.25 ). This had been the reason for his not seeking an academic 

t r an sf er to Berl in sooner, 'weil er da ma ls an ge no mm en hatte, nicht 

zu s a m m e n  mit seinen Er innerungen in dieser Stadt leben zu können' 

(LH, p . 17).

In ad dition to his personal me Mories, Berlin also holds the

attr ac ti on of the spiritual p r e s e n c e  of his favourite author, 

Fontane, wh os e work Hand er ungen durch die Hark Bran de nb ur g An dersch 

ac kn o w l e d g e s  as a source for his text. Göttingen holds no comparable 

at tr ac ti on , in spite of as sociations with Lichtenberg: 'Lichtenberg

war in G ö tt in ge n ein toter Man, während F o nt an e in Berlin 

m e r k w U r d i g e r w e i se immer noch lebte' (LH, p.14). In view of

A n d e rs ch 's own priorities, it is h a r d l y  su rp ri si ng that li terature 

an im at es the landscape in a way wh ic h ph il os op hy cannot equal. 

Indeed, L o th ar 's perceptions of the c o un tr ys id e are to some extent 

c o nd it io ne d by literary models: 'Lothar nahm sogar den feinen

To rfstaub wahr, der Uber dem Land lag; wie hatte Fo nt an e ihn ge nannt?

als schnupf tabakfarben h a t t e  Fo nt an e ihn bezeichnet' (LH,
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p.l9>. The l a n d s c a p e  is clearly alive Mith F o n t a n e s  Geschichten' 

as Nell as his o w n . ^ O

Having s t o p p e d  at the Klinker See, igno ri ng his «other's 

protests, Lothar i s  at first di sa p p o i n t e d  by his fa i l u r e  to conjure 

up from the l a n d s c a p e  a picture of Mela ni e w h ic h would enable hi« to 

relive the past: 'Diese Erinnerung war nur ein «e c h a n i s c h e s  Einrasten 

seines G e d ä c h t n i s s e s ;  sie ergab kein Bild von Melanie, obwohl er sich

angestrengt b e « U h t e ,  es sich vor den H i n t er gr un d des Ortes zu

projizieren, an d e «  er sich befand' (LH, p.27). All h e  can achieve 

by his own e f f o r t s  is the ae ch an ic al , co rporeal f u nc ti on in g of his 

memory. Ev en r e s o r t i n g  to the h i s t o r i a n ' s  «ethod of registering 

significant da te s of their re la ti on sh ip , he fails to retrieye the 

ti«e past. It b e c o « e s  apparent, however, ev en as they drive through 

the Prussian l a n d s c a p e  that na ae s are the «ost ev oc a t i v e  principle: 

Die Naaen b e s a ß e n  eine Kraft, welche die W i r k li ch ke it nicht «ehr 

aufbrachte' (LH, p.22). There is no ne of the a « bi gu it y here seen in 

earlier works, ar i s i n g  fro« the co nflict between no ai na li st and 

phenoaenol ogical id ea s of na«ing. These p l ac en aa es p o s s e s s  a magical 

quality, wh ic h h a s  the desired effect of re a c t i v a t i n g  «eaory: Und

nun begann er s i ch zu erinnern, wä hr en d er N a a e n  rezitierte:

“R h e i n s b e r g , L i n d o w ,  Zernikow, den Menzer Forst, d e n  M o l c h o w s e e " '

(LH, p.21). B o t h  he and his «other are t r a n s p o r t e d  back to his 

childhood, when t h e  naaes remind the« of an old n u r s e r y  rhyme: 'Sie

brachen be id e in G e lä ch te r aus über die komischen, u n b e ho lf en en und 

zierlichen N a ae n un d Uber die Tatsache, da ß sie sich nach so vielen 

Jahren noch g e a e i n s a «  an den Vers er in ne rt en , den sie längst fUr 

versunken g e h a l t e n  hatten' (LH, p.21).

When M e l a n i e  d o e s  appear to Lothar, it is in a s p o n ta ne ou s fora
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of total recall, which is lived «ore v i vi dl y than the present!

Es war das o s t w i n d t i e f e  Leuchten jenes dr ei un dz wa nz ig J a h r e  
alten Tags, da s aus Tafel s t üc ke n von ul tr a a a r i n b l a u e a  
Hiaael, W e i z e n c h r o m g e l b  und dea in donesischen Ba tikbraun von 
Me lanies Beinen, Ar ae n und Sc hu lt er n zusaaaengesetzt war, 
ait dea weiß a u s g e s p a r t e n  Fl ec k ihres Ba de an zu gs darin 
eine Go ua ch e wie vo a frühen Pech st ei n (L H , p.34).

The reference to Pe ch s t e i n  ev ok es the la rg e planes of bo ld colour in

his portrayals of the P a l a u  Islanders in the Pacific. In co nt ra st

with this intense visual ia ag e of Melanie, the day w h ic h had seeaed

so pleasant now appears du ll and lifeless: 'Die Luft war nicht me hr

angenehm ha lbschattig, s o n d e r n  nur noch schmutzig hellgrau, we ißgrau,

ekelhaft farblos' < L H , p. 36 ). The Geschichte' with Mela ni e be c o m e s

more immediate to him than the present with his mother, until the

latter reveals that she ha s received a letter from Melanie, and

L o t h a r s  at tention is s u d d e n l y  focussed on her: 'Es gab für Lo th ar

auf einmal nur noch die Ge s t a l t  seiner Mutt er (...), es kam ihm vor,

als sei sie aus greller P a p p e  au sg es ch ni tt en und auf einen Grund von

weißem Papier geklebt. D i e  Welt um seine Mutter he ru a war leer und

weiß' < LH, p .40).

Lothar, Melanie and her husband, Rich ar d Braha, had s u st ai ne d 

what they considered to b e  a aature, p r o g re ss iv e 'Dreierverhäl t n i s ', 

until soon after the war, when she had left them both, and their 

three children, di s a p p e a r i n g  without trace. The time of her 

di sa pp ea ra nc e coin ci de s w i t h  that in w h ic h Andersch was po pu la ri zi ng 

French Ex is te nt ia li sm in h i s  journalistic and critical writing. On 

one level, the young w o m a n  eabodies an un co mp ro mi si ng ex is tentialist 

ideal, being able to turn her back on the past and c r e a t e  for h e rs el f 

a new identity after th e war: 'Es muß ein wund er ba re s Gefühl für

Melanie gewesen sein, drei Kinder und zwei Männer zu verlassen. Si e
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war zwei un dd re i ßig , als sie ia Oktober 4 7  verschwunden war, spurlos' 

(LH, p.33). His position as a silent opponent of the regime had 

represented to her an intolerable f o ra of 'aauvaise f o i ', as even 

Lothar 's aother seeas to realize: 'Sie hat gespUrt, daß du ein 

ve rlogenes Leben auf dich genoaaen h a s t ,  nur, ua dich nicht von ihr 

trennen zu müssen. Glaub air, das v e r t r ä g t  keine Frau, und Melanie 

schon gar nicht!' (LH, p.30>. Wh il e L o t h a r  accepts this criticisa 

levelled at hia, he cannot help but w o n d e r  how M e la ni e coaes to teras 

with her memories: Wie fUhlt sich e i n e  Frau ait sechsundvierzig, 

wenn sie sich erinnert, daß sie ir g e n d w o  drei Kinder hat, drei 

Kinder, von denen sie nichts w e i ß ? ’ (LH, p.33). ln view of the 

im portance of memory in Andersch's w o rk at this tiae, it is hardly 

surprising that his hero finds u n t e n a b l e  the cont em pt for the past 

implied in the existentialist s t an ce . This is perhaps why he 

de stroys the letter from Melanie w i t h o u t  reading it, when it is 

finally in his hands. In 1961, both s h e  and the ph il os op hy which she 

embodies belong to the past for L o th ar , as indeed for Andersch.

Andersch's critical essa ys demonstrate his increasing 

pr eoccupation with memory at this ti ae , and his gr ow in g conviction 

that no memories of the 1930's and 1940's co ul d be of a purely 

personal nature. In 1960 he de s c r i b e s  the film “Hiro sh im a mon amour" 

(1959) by Alain Resnais and Ma rg u e r i t e  Duras as eine Studie Uber das 

Problem des Vergessens (...), eine h a rt nä ck ig e Para ph ra se über das 

The.a des Ge dächtnisses des Henschen s i e  der N e n s c h h e i t •.51 The Til* 

does not attempt to portray the h o r r o r  of H i ro sh im a directly, but 

reveals in the conteaporary love a f f a i r  (between a French actress and
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a Japanese architect) how the events of 194S live on i n  a co ll ec ti ve 

consciousness. His respect for Resnais as a di r e c t o r  is based on the 

literary aspect of his files, and his preo cc up at io n w i t h  das Thema 

des Ge dä ch tn is se s und seine dialektische A u fs pa lt un g in  Erinnern und 

V e r g e s s e n ‘ The truth about the co ll ec ti ve m e m o r y  of a nation, as 

revealed in Resnais' file, is that it re quires art t o  keep it alive, 

'dap der Pr oz ep des Vergessens einzig in der K u n s t  zue Stillstand 

gebracht wird (...). Das Gedächtnis der Nelt b e s t e h t  aus ein paar 

Bildern, Statuen, Klängen, Gedichten, ep ischen P a s s a g e n ,  in denen das 

Leiden zur Form ge rinnt'.^3

Ander sch s story. like Resnais' film, confr ont s the part which

• individual has in collective «emor i e s , and the gui 1 t thus

urr e d . Lothar ' s memories of Melanie are acc ompani ed by the

un co mf or ta bl e awareness of his tacit co mp li ci ty in t h e  Nazi regime, 

even in his passive, cleiical capacity during t h e  war. A clear 

parallel can be drawn with Franziska Lukas in D i e Rote, for whom 

Herbert and Joachim represent two un ac ce pt ab le f a c e s  of modern West 

German capitalism. Melanie had fled from two e q u a l l y  un ac ce pt ab le 

forms of acquiescence to National Socialism: 'L ot ha r als Buchhalter

des Todes, und auch Richard, der schließlich mit d e m  Krieg Ge schäfte 

gemacht hatte' (LH, pp .37-38). He accepts her r e a s o n s  for abandoning 

them, be ca us e he is aware of the past guilt living o n  in the present* 

Ich lebe noch immer in den alten Verhältnissen' (LH, p.38).

Loth ar 's pi lgrimage to the scenes of past h a p p i n e s s  opens up a 

landscape which is full of ' unbewäl ti gte V e rg an ge nh ei t' on both a 

personal and a national level. The return to P r u s s i a  and the roots 

of the unified German state is all the more s i g n i f i c a n t  in v i ew of 

the new partition of Germany, and of the fact that Andersch was
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writing at the t i me of the building of the Berlin Wall. T h r o u g h o u t  

the year of c omposi t i o n , West Berlin was de veloping into a po t e n t i a l  

flashpoint and focus of the threats exchanged by K e nn ed y and 

Khruschchev. Re fe r e n c e s  to Fontane, wh os e dream in the 1860's w a s  of 

a unified G e r m a n y  under benevolent Prus si an rule acquire a n o s t a l g i c  

poignancy ag a i n s t  the background of the 1960's, when re u n i f i c a t i o n  

became an ever « o re impossible ideal.

Pe rc ep ti on

The po rtrayal of perceptual di sl oc at io n in "Ein Li ebhaber des 

H a l b sc ha tt en s" ca rr ie s equally important implications for the 

intellectual deve lo pm en t in An de rs ch 's work at this time. In his 

Phil os op hi e der Geschichten Wilhelm Schapp explores abnormal' stat es 

of c o n s c i o u s n e s s  and concludes that even the sanest individual can 

succumb t e m p o r a r i l y  to the insane Geschichten' induced by a l c o h o l  or 

drugs. C e r t a i n l y ,  the narrative focus of Andersch's story sh if ts 

from in si de to outside Lothar's mind, as his grasp of o b j e c t i v e  

reality b r e a k s  down. As suggested by the title, Lothar i n h a b i t s  a 

shadowy, pe ri p h e r a l  region of the social and academic world, b u t  at 

the outset t h i s  appears to indicate an incisive, analytical m i n d .  He 

sits in th e shade of a café on the Kurfdrstendamm and o b s e r v e s  

people, 'u na uf fä ll ig in einer neut ra le n Zone, in der L i c h t  und 

Schatten s i ch d u r c h d r a n g e n , i« Bereich des Halbschattens, in d e «  er 

gut denk en konnte' (Í.H, p.14). This r e ca ll s the end of the novel 

Sansibar oder der letzte G r u n d , when grey, neutral lighting h e r a l d s  a 

new cr itical awareness: 'Das graue Morg en li ch t erfüllte die W e l t ,  das 

nü chterne, fa r b l o s e  Morgenlicht zeigte die Gegenstände ohne S c h a t t e n
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und Farb en , es zeigte sie b e i n a h e  so, Mi e sie wirklich waren, rein 

und zur Prüfung bereit. A l le s au ß neu gepr üf t w e r d e n ' . For Lothar, 

however, clarity of p e r c ep ti on is co ap li ca te d by its association with 

the ef f e c t s  of alcohol:

Er spUrte fast so fo rt die Wirkung; plötzlich genoß er den 
Blick auf die v o l l ko aa en leblose Straße, ihr lichtloses 
Soaaergrlln, in das sie ei ng eh ül lt war, ihr Pflaster aus 
kleinen graublauen Steinen, das ni ch ts spiegelte und auf dea 
kein Schatten sich abzeichnete, das sich auf nichts weiter 
bezog als auf sich selbst ( L ff, p . 1 i > .

Lo th ar pr ojects the in ag e of an ob jective, detached observer of 

life, but oc ca si on al ly ad ai ts to h m s e l f  that the association of this 

im pr es si on of superior cr itical awar en es s with alcohol is deeply 

prob 1 email c :

beklommen gestand er sich wieder einaal ein, daß auf dea 
Grunde seiner Ne i g u n g  zur Nüchternheit, zua gebrochenen 
Licht, etwas lag, was dieser Neigung widersprach; seine 
großen Ha ib sc ha tt en ao ae nt e e r ka uf te er sich regelaäßig mit 
Alkohol, ait einea Hang, der, auch wenn er nicht jedesaal in 
einen Rausch ausa rt et e, ein H a ng zu etwas ganz und gar
WUstea war (LN, p.15).

The n a r r a t i v e  is initially filtered t h ro ug h his consciousness, so 

that d a te s and words are seen to appear in concrete fora,

supe ri mp os ed on the landscape. As he driv es through the Prussian 

c o un tr ys id e and the alcohol takes effect, his perceptions becoae aore 

di st an ce d, and ab noraally acute: Lothar spürte, daß der Alkohol sich 

zwis ch en ihn und die D i n g e  - die Di ng e ia Auto und die Dinge 

a u ße rh al b des Autos - gelegt hatte; er n a ha sie, in seinen Fahrersitz 

zurllckgel ehnt wie in einen Theatersessel, aus einer gewissen Distanz 

w a h r - (LH, p.19). The self-d ec ep ti on involved in this feeling of

deta ch me nt is indicated by th e false sense of security also derived 

from the alcohol. Its dual aspect is e x pr es se d elsewhere in teras of 

die üb er le ge ne Stiaaung (...), die der Cognac iha einzuflößen
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pflegte' and a 'Dunst von Geborgenheit' U H ,  pp .22-23). Clarity of 

vision becomes disconnected with clar it y of thought, in a progressive 

d i s l oc at io n of co gnitive and visual pe rc ep ti on . This is first 

s i gn al le d by a delay in his reactions to visu al stimuli: Plötzlich

wu rd e er sich dessen bewußt, daß er ein Or ts s c h i l d  passiert hatte, 

auf de m "Barrentin, 2 Kilometer" zu lesen gewe se n war' U H ,  p.47). 

The d e la y becomes more obvious still when Lo t h a r ' s  car rolls off the 

movi ng ferry, with his mother still in s i d e :  Er war dabei, diesen 

G e da nk en zu Ende zu denken, (...) als er wieder die flatternde 

Bewe gu ng spUrte, die durch die Führe gi ng ; sie teilte sich zuerst 

seinen FUßen mit, die plötzlich unsicher w u rd en ' U H ,  p.53).

W h en the final breakdown occurs, e v e n t s  overtake his perception 

of them altogether and an external n a r r a t i v e  voice has to complete 

the narr at iv e function, merely s p e c u l a t i n g  on Lothar's mental 

processes:

Es i st möglich, daß Lothar W i t t e  schon im gleichen 
Augenblick, in dem er sich u m w e n d e t e ,  wahrnahm, wie das 
Auto, in dem seine Mutter saß, d e m  vorderen Rand der Führe 
zurollte. Es ist möglich, aber w a h r s c h e i n 1 ich ist es nicht. 
Möglich ist nur, daß die N e t z h ü u t e  seiner Augen den Opel 
abbildeten, wie er tatsächlich in s Rollen geraten war (...). 
Aber das Bild auf Lothars N e t z h a u t  scheint nicht sogleich 
als Nachricht an sein Gehirn wei t e r g eg eb en worden zu sein 
dazu war es doch wohl zu weit e n t f e r n t  von allem, was Lothar 
damals für Wirklichkeit hielt U f f , pp. 53-54).

This indicates a distinction between the p r e- co ns ci ou s perception of

ph e n o m e n a  and conscious, intellectual r e f l ec ti on , as described in

Mer 1 e a u - P o n t y 's Phtnoi fn o1o g ie de Jo p e r c e p t i o n .  In Lothar's state

of psychic blindness the two normally in di st i n g u i s h a b l e  stages fall

apart, making him unable to reflect r a t i o n a l l y  on what he sees.

In terms of Wilhelm Schapp's P h i l o s o p h i e  der Geschichten Lothar 

is so deeply involved in a 'R au sc hg es ch ic ht e' , which is also located
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in the past, that the events be fo re hie h a ve no  iaaeediate 

si gnificance. He si ap ly stares in in co aprehension at the place where 

his car had stood: 'Er war weg, aber es war nicht md g l i c h ,  dap er weg 

war' iLH, p.54). He o n ly registers what he has seen wh en it becooes 

a pa rt of the past, in to which his c o n s ci ou sn es s h a s  retreated: An 

Ufer des Barrentiner Sees, auf den Plan ke n der F a hr e hockend, begann 

es, zu eine« Teil seiner Vergangenheit zu werden, u n d  er begrllßte den 

E i n z u g  des letzten Gesi ch ts seiner Hutter in sein Gedä ch tn is , indea 

er anfing zu lachen' {LH, p.57). The in a p p r o p r iateness of his 

r e s p o n s e  is p e rh ap s a further expr es si on of hi s perceptual 

disl oc at io n, but he is treated for ’Ne rvenschock' and placed in a 

cell under constant surveillance. Ironically, the cell is lit day 

and night, and he nay not even cover his eyes with hi s hands, thus 

de p r i v e d  of the a m b i g u o u s  Halbschatten' in which h e  feels at ease.

Superimposed on the picture of L o t h a r 's delayed re action to his 

mo t h e r ' s  death is a mythological framework, w i t h i n  which an 

a l te rn at iv e e x p l an at io n of these ev en ts is poss ib le . If no 

u n am bi gu ou s ps ychological or even ph ilosophical r e a d i n g  of the story 

is possible, the O r p h e u s  myth pr ovides a formal m e a n s  to a causal 

interp re ta ti on on another level. The Pr us si an l a n d s c a p e  can be taken 

to represent the Underworld, the Barrentiner S e e  the Styx, the 

mysterious, ageless ferryman Charon, with the mo th er as Persephone, 

h o ld in g M e l a n i e s  letter in her possession. B e c a u s e  Orpheus looks 

back when crossing the Styx, he must re no un ce E u r y d i c e  for ever, so 

He l a n i e  can only live on in L o t h a r 's memory. In Die Rote the Orpheus 

story as ma ni fe st ed in Monteverdi's op er a "Orfeo" g i v e s  Fabio cause 

to reflect c r it ic al ly on the myth, c o n c lu di ng that O r ph eu s was das 

trag is ch e Opfer gttttlicher Si nn lo si gk ei t' .55 By  attaching this
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ep is od e in "Ein Liebhaber des Halbsc ha tt en s" to the m y t h , even 

implicitly, Lothar can be made to appear pitiable rath er than 

reprehensible, and his negl ig en ce excusable. He re pr es en ts a 

ge ne ra ti on wh ic h was forced to look back, for who« forgetting was a 

sin, even at the ex pe ns e of a normal re lationship to past and 

p r e s e n t .

The pr i m i t i v e  ferry with its my sterious operator fa s c i n a t e  

Lothar, even in his d i s o r ientated state. On finding out that the 

ferryman has lived through all the major political uphe av al s of 

tw en ti et h- ce nt ur y Germany, Lothar r e co gn iz es the historical in terest 

in such a figure, th inking in terms of a research topic: Wie st el le n 

sich vier R e g i e r u n g s s y s t e m e , vier Denkformen von Herrschaft, auf 

einem w e l t v e r 1 o r enen F l oß in der Ti ef e der Mark Brandenburg um die 

Mi tt e des zwan zi gs te n Ja hr hu nd er ts dar?' (LH, p p . 52-53). Howe ve r, 

the fu tility of his idea only st ri ke s him when he remembers that he 

has no rese ar ch students, due to the obscurity of his own s p e c ia li sm , 

and that his in terest is not really in the sort of living hi s t o r y  

em bodied by th is man. It only re affirms his isolation from the 

m a i n st re am of acad em ic life:

Er war P r iv at d o z e n t , mit abseitigen Themen befaßt, 
Sp ez ia li st fUr gewi ss e ZUge der mi tt el al te rl ic he n 
Ge is te sg es ch ic ht e, in di e These verrannt, er habe an ei ne m 
hi st or is ch en Vorgang zu zeigen, inwiefern er e i n z i g a r t i g  
sei, stiller Gelehrter also, stiller Schnapstr i n k e r , 
Lieb ha be r von Halbschatten, und als Mann of fenbar ein 
Vers ag er (LH, p.53).

The p r e d il ec ti on for o b sc ur e th ir teenth-century in te ll ec tu al 

m o ve me nt s mi r r o r s  An de rs ch 's own interests, and has a si g n i f i c a n c e  

beyond that of a te ndency to escapism. In his autobiographical e s sa y 

"Böse Träume", where Andersch writes of his fascination with 

mediaeval No mi na li sm , he dismisses the subject as too obsc ur e as a
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ba si s for literature. Yet th er e seems to be a « o re than fortuitous 

co i n c i d e n c e  of ideas in the aediaeval onto lo gy of Lothar Witte's 

r e s e a r c h  and the ph en oa en ol og ic al ideas u n d e rl yi ng Andersch's text. 

Both w e r e  based on a search for sy nthesis in a fundaaental 1 y 

m e a n in gf ul reality, independent of huaan endeavour. The attraction 

for A n d e r s c h  of figures such as the radical p a nt he is ti c monk Aaaury 

de Bène (L o t h a r ' 5  particular re search interest) no doubt lay in the 

sp iritual liberty which he preached, and the disregard of his 

f o l l o w e r s  for existing political and ec cl esiastical institutions.56 

Ramon Lull, another thir te en th - century scholar, was noted for 

d e v i s i n g  an 'art of finding truth', an early attempt to establish a 

univ er sa l system of enquiry. He hoped to rediscover the organic 

unity of truth in theology and philosophy, reve rs in g the tendency of 

S c h o l a s t i c i s m  towards the division and sp ec ia li za ti on of disciplines.

Lo th ar Witte's 'i n t r ov er tie r tes und gesp an nt es Verhältnis zur 

hi s t o r i s c h e n  Wissenschaft' can be defined in te rm s of an intuitive, 

rather than an analytical ap proach to his academic discipline. The 

anal yt ic al approach is repr es en te d in the story by Professor Tilius, 

wh os e interest is in the identification of known co ns ti tu en ts in any 

h i s t or ic al event, which e n ab le s comparison with other, similarly 

c o ns ti tu te d events. This is reflected in his reaction to Lothar's 

p r o p o s e d  lecture course: 'Ein ziemlich abse it ig es Thema (...) aber 

Sie w e r d e n  sicherlich gewi ss e Parallelen zur he utigen Situation...* 

(¿H, p.16). He is silenced by Lothar's indignant denial, for his 

inte re st in historical move me nt s is merely in the recognition of 

their un iq ue elements, those which render them incomparable.

T h is may provide a key to the more pr ofound un derstanding of the 

perc ep tu al di sl oc at io n which Andersch e x pl or es in the figure of
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Lothar Mitte. He r e p r e s e n t s  the acadeeic ideal of a mind equipped 

with ri go ro us cr i t i c a l  faculties, but has a fundamentally 

irrationalist a p pr oa ch to his subject, based on intuition, not 

analysis. It is a c o g n i t i v e  di ss o n a n c e  para ll el ed in Andersch's 

inability to r e c o n c i l e  a ra tionalist, intellectual ideal and an 

i r r a t i o n a l i s t , p h e n om en ol og ic al aesthetic. The result is the 

ambiguous story of L o t h a r  Mitte, and the subtle ad ap ta ti on of motifs 

familiar from prev io us works, refl ec ti ng the c o n t ra di ct io ns inherent 

in An de rs ch 's in te ll ec tu al development.

The pa rallels w i th the ph il os op hy of M i lh el m Schapp, which offer 

such illuminating ne w insights into this text, c o nf ir m Andersch's 

adoption of p h e n om en ol og ic al ideas, but a l so v i nd ic at e his adherence 

to a traditional sc ho ol of narrative. M r it in g to Scha pp in 1963 to 

thank him for the p e r m i s s i o n  to qu ot e the extract from his work, 

Andersch expresses hi s support for Schapp s notion of the primacy of 

'Geschichten', d i s t a n c i n g  himself from the d e st ru ct iv e theories of 

the nouveau rowan, w h i c h  he summ ar iz es as follows: 'Handlung und 

Held, Thema und Sujet, seien gänzlich ü b er fl üs si g geworden, die Zeit 

der Erzähler sei v o rb ei , weil die a n th ro po lo gi sc he Melt vorüber sei, 

der Mensch sei ein O b j e k t  unter anderen Objekten, und es käme nur 

darauf an, diese Ob je k t w e l t  völlig d a r z u s t e l 1e n ' . This letter 

un de rl in es once m o re the in trinsically c o ns er va ti ve nature of the 

phenomenological s t a n c e  which An dersch had, by now, espoused. It 

could hardly have f o un d more ap posite e x p r es si on than in Fr iedrich 

Si eburg's review of Eil» Liebh aber des H a l b s c h a t t e n s , which he p r ai se s 

for preserving 'der G l a u b e  an die Erzä hl un g als eine unzerstör ba re 

Kuns tf or m (...). Da mi t steht An dersch ge ge n die Leugnung und gegen 

das Experiment, s o w e i t  es die Form der E r zä hl un g widerlegen will
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So beweist Andersch auch in d i e s e «  kleinen Bande, daß «an ein 

K o ns er va ti ve r sein und doch für die Fr e i h e i t  leben k a n n ' . 58

Mein Ve rschwinden in P r o v i d e n c e  (1971)

ln the preface to his Lehr buch der Be se hreibungen (197B), entitled 

"Art is about buttons", Andersch c o « « e n t s  on the si gn if ic an ce of the 

epig ra ph to this volume of short st o r i e s  written between 1968 and 

1971: Weil «ich ei ge nt li ch nichts i n t e re ss ie rt als Sachen, Dinge 

i« weit es te n Sinne natürlich, auch der Mens ch ist ein Ding - habe ich 

me in e« Er zä hlungsband Mein Ve rs ch w i n d e n  in Pr ov idence zwei Sätze 

ei ne s walisischen Litera tu rg el eh rt en als Mo tt o v o r a ng es te ll t' .59 His 

s e le ct io n of texts for the Lesebuch ar e all of a de sc ri pt iv e nature, 

but in his introduction he adds: Es gibt nur eine Literaturfor«, die 

an Be deutung die Be schreibung Üb erragt: die E r z ä h l u n g ' . 6^ Indeed, 

the texts co mprising Hein Verschwinden in Providence demo ns tr at e once 

• ore Anderseit s commitment to trad it io na l na rrative, for which the 

P h en om en ol og y of Wilhelm Schapp p r o v i d e s  a metaphysical foundation. 

The Parry epigraph me re ly u n d e rl in es his conviction that abstract 

po litical or aesthetic c o ns id er at io ns can only be adequately rendered 

in terms of concrete Geschichten. Franz Schönauer draws this 

parallel with the volume Ein Liebhaber des H a l b s c h a t t e n s , po inting 

out that these later stories not o n l y  confront the past, sondern 

ma ch en zugleich jenes V e r s tr ic kt se in des Individuums in Ge sc hi ch te 

un d Ge sc hi ch te n deutlich, auf das An d e r s c h  in ei ne m seiner früheren 

Bücher (...) nach dr üc kl ic h h i ng ew ie se n h a t ' . ^ 1 In another tribute to 

A n d e rs ch 's traditional realism, Karl Korn asserts: Man könnte sein

Ve rf ah re n optisch n e n n e n ' . ^  Indeed, alon gs id e the elements of
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political and social comment implicit in »any of the stories, the 

p r o m in en ce of perception, the landscape and o t h e r  now familiar 

aspe ct s of ph enomenological thought are an impo rt an t unifying factor 

in an otherwise disp ar at e collection of texts.

JE8U8KIHBPUT8CHKE

In addition to the three Franz Kien stories, " B r ü d e r “ , "Festschrift 

für Captain Fleischer" and “Die Inseln unter dem Winde", based on 

personal me mories of the 1930's and 1940's, A n d e r s c h  also addresses 

co nt em po ra ry political and social issues in the story 

“JE SU SK IN GD UT SC HK E" , which is perhaps his m o st explicit and 

ch aracteristical 1 y am biguous statement on the st u d e n t  unrest of 1968. 

He had provoked co ns id er ab le op position wi th his controversial 

r e sp on se to the New Year's qu estionnaire of the Sü dd eutsche Zeit ung, 

“Was hat fUr mi ch 1968 verändert?". De claring h i s  disillusionment

with both the Right wing inflexibility of the F e de ra l Government and 

the uniform e x tr em is m of e x tr a- pa r1 iamentary o p po si ti on , he states: 

Der Ko nf or mi sm us di es es alternativen Schemas bestürzt mich. Ich 

er kl är e also, da ß ich weder dem Es tablishment a n g e h ö r e  noch engagiert 

bin. Ich pa ss e In reply to accu sa ti on s of resignation and

abdication of his shared responsibility to pr e s e r v e  freedom and 

de mocracy, he adds: Es handelt sich dabei um e i n e n  neuen Fall der 

h e u t e  Üblichen Ve rw ec hs lu ng von l i t e r a r i s c h e m  Engagement mit

po li ti sc he m A k t i v i s m u s '.64

This de mo ns tr at es how far he had come f r o m  the early days of 

Sart re an engagement, indeed, the story "JESUS KI NG DU TS CH KE " contains 

an explicit refe re nc e to Mer 1eau-Ponty which in d i c a t e s  an awareness
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of hi s problematic re lationship with the Co mmunist Party. It is al so 

a clear mani fe st at io n of a di vision be tw ee n the realms of l i t e ra tu re 

and politics, as formulated in An de r s c h ' s  "Laudatio" for Gi o r g i o  

Bassani in 1971: Die Au fg ab e der Li teratur ist es ja nicht, 

i r g e nd et wa s vorzubereiten oder zu v e r h in de rn - das ist die A u fg ab e 

von Po litik. Die Au fg ab e von Literatur ist es (...) in e r z ä hl er is ch en 

Pr oz e s s e n  eine Er in ne ru ng zu f o rm en '.6 ^ This notion of l i t e ra tu re 's 

in direct, humanizing function is very c l os e to that of Her 1e a u - P o n t y , 

who be lieved the efficacy of both l i t e ra tu re and poli ti cs to be 

depe nd en t on their being kept separate. In the light of the 

intellectual pr og re ss io n towards a ph enomenological stance, it 

be c o m e s  easier to understand Ande rs ch 's increasing reti ce nc e and 

a m bi gu it y in political matters in the 1960s. For Mer 1e a u - P o n t y , it 

is not for the philosopher to take a leading role in political 

events, but to follow them with his in te rpretative gaze. This 

am ou nt s to an e x c u s abJe degr ee of detachment, fo rm ul at ed in the 

terms: Ce n'est pas la même chose de  se ta ir e et dire pourquoi l'on 

ne veut pas c h o i s i r ' . 66

In "JESUSKINGDUTSCHKE" Andersch ev ok es the te ns e a t m o sp he re 

f o ll ow in g the clash between st udents and poli ce outside the Springer 

p r e s s- of fi ce s in Berlin, April 1968. In his study of the story, 

H a nf re d Durzak sh ow s how the political h o pe s and ideas u n d e rl yi ng the 

student unrest are presented in*the three pr otagonists, Leo, Harcel 

and C a r l a . 67 W h i l e  the na rrative is focu ss ed through the eyes of 

Leo, the student of architecture, wh os e reflections betray gr av e 

doub ts about the efficacy of their action, it of fe rs symp at he ti c 

insight into the po sitions and m o ti va ti on s of all th re e ch ar ac te rs . 

Carla, the medical student, re flects her Jewish fath er 's belief in
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t h e  nece ss it y for violent opposition to repression, based on his 

e x p e r i e n c e s  in th e Third Reich! Wir ließen uns einfangen Mie die 

H a s e n .  Nieeand, ich wiederhole: nieaand ist auf die Idee gekoaaen, 

d a ß  aan gegen Gewa lt Gewa lt setzen könn te (...). Du bist nur ein 

M ä d c h e n ,  Carla, aber ha lt e dich an die, die käapfen, wenn sie vor der 

G e w a l t  stehen?' <kP, p.131).

Marcel, the at tr ac ti ve Swiss so ciology student, working on a 

p r o j e c t  in s o c i o l i n g u i s t i c s  on the political role of language in 

s y s t e a s  of oppression, r e ta in s an idealistic belief in the Marxist 

p r i n c i p l e s  of th e rebe ll io us students. He is also a victia of the 

v i o l e n t  struggle, rece iv in g a head in ju ry in the confrontation with 

t h e  poli ce at th e start of the story. On their way to the hospital, 

t h e  three stud en ts d i sc us s the fate of Bukh ar in in the Moscow 

sh o w - t r i a l s ,  w h ic h ra is es the pr ob le a of the po te nt ia ll y inhuaan face 

of revolution. Marcel defends Bukharin, re ferring to the work 

H u a a m s a e  et te rreur (1947; 6eraan 1966), Mer 1 ea u-Pont y ' s response to 

A r t h u r  K o e s tl er 's account of the events of 1930 in Darkness at Moon 

( 1 9 4 0 ) . 68 In th es e five essays, Me rl ea u- Po nt y gives his own account 

of the trials, defends fundaaental Marxist ideas as the true 

h u a a n i s a ,  and addr es se s the issue of r e s p on si bi li ty for political 

a c t s  in o p e n -e nd ed historical situations. As a defence of Soviet 

C o a a u n i  s a , it no longer repr es en te d his position after 1950, by which 

t i a e  he believed the Stalinist re gi ae to have be trayed the ca us e of 

t r u e  Marxisa. It does, however, pose the fundaaental question of the 

ju s t i f i c a t i o n  of v i ol en ce in a r e v o l u t io na ry era, and of whether 

C o a a u n i s m  had reaa in ed true to its original Marxist principles: Le

c o a a u n i s a e  e s t - i 1 égal 6 ses in te nt io ns huaa ni st es ? Voilé la vraie 

69q u e s ti on '.
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Marcel defends Bukh ar in against the cr iticise of Lukács, 

pr ovoking Leo t o  the latter's defence: Nu laß aan Lukäcs zufrieden! 

Er hat sehr g u t e  Sachen ge schrieben. Kennst du "Erzählen oder 

be sc hr ei be n? "' <V P , p.130). It is significant that he does not 

pursue Lukdcs' arguaent, which pr o p o s e s  the substitution of 

description f o r  narrative fiction, th e latter having lost its 

re levance in t h e  dialectic of history, clea rl y not a view to which 

Andersch s u b s c r i b e d .  Nor does Leo up ho ld Lukäcs' orthodox Marxist 

position in t h e  Bukharin debate. However, both the fate of Bukharin 

and that of Marcel in the street brawl confront Leo with the 

problematic i s s u e  of the ju st if ic at io n of violence to promote a 

huaane p o l i t i c a l  cause, as un de rl in ed by the graffiti on the Berlin 

Wall from w h i c h  the story ta ke s its title, alle diese Apostel der 

G e w a l t l o s i g k e i t '  (V P , p .133) -

Leo's f a t h e r ,  an old Communist who spent the twelve years of 

National S o c i a l i s m  in Or anienburg, recognizes the error of his 

party's i n a c t i o n  in the 1930s, but is sceptical about the spontaneity 

and d i sor gan i sa  t i on of the New Left. Le o has his own reasons for 

doubt, based o n  the di sparity between theory and practice. He is 

tormented by t h e  knowledge that he co ul d have intervened to protect 

Marcel from t h e  police truncheon, but shrank back from incurring 

violence to himself. He fo rm ul at es in his head his planned 

confession t o  his friend: 'Ich habe Angst vor der Gewalt gehabt 

(...). Da k a n n  ich doch ni ch t mehr dafUr eintreten, daß andere die 

Gewalt a n w e n d e n ,  zu der mir der Mut fehlt. Und zu denen, die du die 

Apostel der G e w a l t -  losigkeit nennst, kann ich mich jetzt auch nicht 

mehr sc hl ag en - sanft sein, weil man feige ist: also nein!' 

p.145). He s e e k s  justification of his own pr agmatism in comparison
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with the attitude of the Co mm u n i s t  Pa rt y in the 1930s: Wenn eine 

große r e vo lutionäre Partei (...) zu l a ng e Überlegt hatte, ehe sie 

etwas riskierte, dann d u r f t e  auch er Mö gl ic he rw ei se einmal überlegen, 

die Folgen bedenken, das k l e i n e r e  Übel wählen, anstatt besinnungslos 

zuzuschlagen, nur weil ei n Freund in Ge fa hr war' (VP, p.144).

They all reject as el it is t the al te rn at iv e pres en te d by the 

doctor who tends to Ma rc el , and advocates gradual, e n li gh te ne d reform 

from above. The three s t u d e n t s  from wi de ly differing back gr ou nd s are 

united in their obje ct iv e commitment to the radical tr an sf or ma ti on of 

society. Carla, with her father's ex a m p l e  as 'Perfektes Über-Ich' 

(VP, p.131), is un eq ui vo ca l in her at ti tu de to the use of violence in 

bringing about such ch a n g e .  Her ps ychological in te rp re ta ti on of 

Bukharin's moral c o l l a p s e  in prison, however, m a ke s no apparent 

co nnection between the vi ol en ce done to him in the name of the 

Re volution and that w h i c h  she advocates in the st ud en t movement of 

1968. Leo's initial r e a c t i o n  to the n a me JE SU SK IN GD UT SC HK E daubed on 

the Berlin Wall is one of mocking disbelief, ('Es gibt doch Irre 

unter uns' (VP, p.l33>>, bu t his c o n f id en ce in the use of violence is 

undermined by his f a il ur e to implement it himself.

It is Marcel who s e e m s  committed to the students' action both in 

theory and in practice. H e  contradicts Carla's d i s m is si ve judgement 

of Bukharin on the b a si s of Mer 1e a u - P o n t y 's account of his trial: 'Au 

cours des débats co mm e d a n s  sa dern iè re déclaration, Boukharine ne 

nous apparaît pas brisé. C e  n'est pas, av on s- no us vu, u n  coupable qui 

ruse avec la vérité, mais ce n'est pas non p l u s  un innocent 

terrorisé. On a l' i m p r e s s i o n  d'un ho mm e conscient en train d'exécuter 

une tâche précise et d i f f i c i l e ' . 70 Me rl ea u- Po nt y d e sc ri be s the way 

in which Bukharin a d o p t e d  an objective view of his trial, accepting
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that he nas being judged not on his intentions, but on the altered

si gnificance which the approach of w a r  lent to his opposition to the

revo lu ti on ar y regime. The line l o o s e l y  quoted by Marcel is taken

{rot a central passage of Hu manisme et t e r r e u r , which d e fi ne s the

tragic natu re of the re vo lu t io na ry , who risks falling prey to the

contingency of history: 'Il y a un t r a g i q u e  de la Ré vo lu ti on et le

ré vo lu ti on na ir e euphorique a p p a r t i e n t  aux iaages d ' E p i n a l ' . 7 *

Anyone, however well-intentioned, h a s  to act without being able to

predict the full ob jective sense of his action. The di alectic of

hist or y is un fo rs ee ab le and can t r a n s f o r *  a pe rson's inte nt io ns to

their very opposite, yet one has to take sides fro* the start. Hence

Lenin is said to have junped for joy when the Russian R e vo lu ti on

lasted beyond the ti*e lasted by the Commune. The eu ph or ia of

revolution is a fiction, b e c a u s e  all political a c ti on is

fu nd am en ta ll y ambiguous until v i n d i c a t e d  by the tribunal of history:

II (tragedy) est enfin à s o n  comb le chez l'opposant pers ua dé 
que la direction ré v o l u t i o n n a i r e  se trompe. Alors, il n'y a 
pas seulement fatalité - u n e  force exté ri eu re qui b r i s e  une 
volonté, - mais v é r i t a b l e m e n t  tragédie, - un h o mm e aux 
prises avec des forces e x t é r i e u r e s  dont il est secr èt em en t 
complice - pa rc e que l ' o p p o s a n t  ne peut être ni pour, ni 
tout à fait contre la d i r e c t i o n  au pouvoir. La division 
n'est plus entre l'homme e t  le monde, mais entre l'ho mm e et 
lui-mème. Voilà tout le se cr et des aveux de M o s c o u . 72

Bukharin's insight into the o b je ct iv e culp ab il it y of his 

we ll -i nt en ti on ed opposition t o  St al in 's enfo rc em en t of 

collec ti vi za ti on is expressed by M e r l e a u - P o n t y  in the terms: 'Il ne 

pe ns e pas avoir eu tort. Mais il n ' e s t  plus i n no ce nt '.7 *̂ A parallel 

can be drawn with Leo's dawning aw a r e n e s s  of the disp ar it y between 

political ideals and their prac ti ca l application. In the

co nf ro nt at io n with the police he h a d  at first stood by his friend:

Nur dap er dann An gs t bekommen hatte, ganz g e wö hn li ch e
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ph ysische Angst« und nicht einaal be si nn un gs lo se , sondern 
klare Angst. Er hatte ha arscharf be re c h n e t ,  was koaaen 
Hürde, wenn er den Angreifer e n t w a f f n e t  hätte (...). Den 
Schlag auf Marcels Kopf zuzulassen, wa r das kleinere Übel 
gewesen. Der ganze Pr oz eß war in sein e« Bewußtsein
abgelaufen (KP, p.135).

The very calculated nature of his action w a k e s  hie aware of his 

i e p l i e d  coaplicity with the violence inflicted o n  his friend. L p o ' s 

d e c i s i o n  to abandon political activisa as a result of this 

u n c o a f o r t a b l e  insight, and devote hieself to  his studies of the 

" I ns ul ae " of ancient Roae airrors An de rs ch 's o w n  reticence in the 

f a ce of the events of 1968.

Perceptual issues play a wore auted role in this story than is 

us ua l in An de rs ch 's work at this tiae, b u t  Leo's architectural 

s t u d i e s  co ndition his re sponses to buildings s u c h  as the Moabiter 

Kr an ke nh au s: 'Dieses U n t e r s u c h u n g s l a g e r , d i e s e r  M e d i ka ae nt en sc hrank 

e r i n n e r t e n  an nichts weiter als d a r a n ,  daß sie ein 

U n t e r s u c h u n g s l a g e r , ein Me di ka aentenschrank w a r e n .  Solche Dinge, ein 

s o l c h e r  Raua entsprachen seiner Vorstellung v o n  Architektur - von 

H ä u s e r n  und Räumen, die sich selbst d e f i n i e r t e n .  Sie waren keine 

F e t i s c h e  (KP, p.136). Wh il e this seeas a p p r o p r i a t e  in a hospital 

bu il d i n g ,  elsewhere, his aesthetic ap pr ec ia ti on of architecture has 

th e effect of de priving his en vi ro na en t of its political 

si gn if ic an ce . When he is suddenly struck by the sight of the 

i l lu ai na te d Ph il ha ra on ic Hall, we read: 'Schräg links von ihnen lag 

j e t 2 t die Philharaonie, Scharouns s t e i ne rn es Zelt, das Leo stets 

bewu nd er te , wenn er es erblickte. Von weißea L i c h t  uasponnen, «achte 

e s  di e Mauer zu irgendeiner M a u e r ’ (KP, p.132). In the face of the 

u n a v o i d a b l e  aa bi gu it ie s of co nt ea po ra ry p o l i t i c a l  reality, of which 

B e r l i n  is the natural scenario, Leo resolves t o  depart for Italy and
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to pu rs ue his r e s e a r c h  into the living co nditions of an a n c i e n t  and 

•ore distant p r o l et ar ia t.

Tochter and O p f e r u n g  eine» Widder»

Far removed fro« t h e  political dilemmas of contemporary B e r l i n ,  the 

story "T o c h t e r “ e v o k e s  the old-fashioned gentility of Oxford, w h e r e  a 

father takes l e a v e  of his sixteen-year-old daughter at the co ll eg e 

where she is to s p e n d  six months learning English. Herr Dr. Med. 

Richard Wenger is an anglophile who holds the opinion, 'in dieser 

Zeit nicht E n g l i s c h  zu können, sei eine Art von An al ph ab et is au s ' <kP, 

p.58>. Thérèse, w h o  is to go to art college in Zurich after h e r  stay 

in England, had b e e n  taken away fro« her Gy anasiua on the a d v i c e  of 

her head ma st er , who considered her unlikely to p a s s  the 

sc ho ol- 1 eaving ex amination: 'Sie wäre zwar auch sprachlich begabt, 

nicht nur k ü n s tl er is ch , gewiß, aber für Fächer, bei denen es au f rein 

rationales De nk en ankäme, sei sie total u n g e e i g n e t ’ <kP, p. 58 ). The 

implied c r i t i c i s m  does nothing to reduce Wenger's af fe ct io na te pride 

in his daughter.

Walking t h r o u g h  the streets of Oxford with Thérèse, before 

leaving her at t h e  school, he is suddenly overwhelmed by an uncanny 

impression of t h e  town's historic atmosphere: 'Geschichte u m g a b  sie, 

und Ge schichten. Un zählige Stimmen erzählten unzählige Ge sc hi ch te n, 

tonlos, a b g e t r e n n t  fUr immer, nur die Lippen bewegten sich n o c h '  <kP, 

p . 87 ) . This h e i g h t e n e d  sensitivity also makes him more a c u t e l y  aware 

of the fact that h e  is leaving his daughter alone in a s t r a n g e  place. 

His misg iv in gs a r e  dispelled the following day, when he tele ph on es 

her from London a n d  hears the enthusiasm in her voice. In London,
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however, he goes to see the file of James Jo yc e' s U l y s s e s , and is

prompted to reflect on the my st e r i o u s  mood evoked by the film. It

co rr es po nd s to his re co ll ec ti on of the novel, but, paradoxical 1y , not

to the actual tone of the prose. It is as if the director had

captured some indefinable aspect of Joyce's work, or added to it the

magical q u al it y of memory, a c co un ti ng for the atmosphere of the films

Die kühlen, immer wi ed er in Zynismus ausbrechenden Sätze 
sc hienen in keinem Zu sa mm en ha ng mit der Stimmung zu stehen, 
die sie bei ihm h i n t e r 1 i e ß e n , einer Stimmung von Dunkelheit, 
Nacht, Wind, Me la nc ho li e. Mer kwllrdi gerwei se schien der 
Re gisseur des Films ähnl ic he n Em pfindungen un terlegen zu 
sein, denn er hatte e t wa s ganz und gar Dunkles inszeniert 
<kP, p.89>.

The film remi nd s him of his da ughter, and of the ghostly atmosphere 

of Oxford, wh ic h is transformed in his memory into the set for a 

horror film.

On the way back to his ho te l, he re flects on the mysterious 

pr ocesses of perception which h a v e  preoccupied him since his arrival 

in England: 'Einmal blieb er st eh en und be tr ac ht et e sich selbst in 

einem Sc ha uf en st er <...). Das Bild gab nichts her. Röntgen-Aufnahmen 

gaben etwas her, da ch te er, od er Filme nach BUchern von Joyce. 

Spiegel oder bloße Fo to s zeigten nichts, weder Väter noch Gespenster, 

nur leere Hüllen' (F/*, p p . 90-91). Whereas the reflection tells him 

nothing, the kn owledge which he brin gs to an X-ray picture releases 

its significance, and in the cinema, the perceiving subject is 

crucial to the film. If so, the familiar atmosphere of the film did, 

indeed, corr es po nd to something in Wenger's own memory. The key to 

his ex pe ri en ce pr obably lies wi th in Ande rs ch 's notion of film as 

eine v i su el le Form der ep ischen Literatur', the function of which is 

to enter the individual me mo ry and crea te in it a collective 

me m o r y . 74 Hence the film also evokes the historical atmosphere of
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Oxford, the wh is pe ri ng streets which tell their own part of the 

co ll e c t i v e  me mo ry of England.

Even in this im passive Swiss ph ysician, the ex pe r i e n c e  of acute 

perceptual aw areness is associated with un ac c u s t o m e d  emotional 

sensitivity. Th is is a theae which An dersch had t r ea te d seven years 

p r ev io us ly in the story "Opferung ei ne s Widders", comb in in g it with 

im plicit c r it ic is m of co ntemporary West Ge rm an so ci et y.75 The 

fa th er -d au gh te r re la ti on sh ip prefigures that in " T o c h t e r “ , both of 

t h e* doub tl es s based on An dersch's own youngest daughter, Annette. 

Th e mi dd le -a ge d Colo gn e businessman of this earl ie r tale goes to 

coll ec t his daughter fro* the ex pensive Ki nd e r h e i m  in Switzerland, 

w h e r e  she is evid en tl y homesick, although he su r p r i s e s  himself with 

t h is Anfall einer ne rvösen Sentimentalität' (LH, p.63). His sudden 

e m pa th y with his d a u g h t e r s  distress makes him all the more aware of 

h i s  wife's in cr ea si ng ly detached, unemotional air, implicitly 

as so ci at ed with the acquisitiveness of affluent so c i e t y  (it coincides 

wi th her in cr ea si ng ab so rp ti on in her po rcelain co llection).

The second incident which signals a te mperamental change in him 

is his de cision to chan ge his car, from the r e l i a b l e  Merc ed es to the 

m o re ae st he ti ca ll y pl easing Lancia: 'Der sc hw er e solide Bursche in 

meiner Gara ge genü gt e mir auf einmal nicht mehr; ich war versessen 

auf ein Auto, bei dem ich Lust bekam, es zu st re ic he ln , wenn ich es 

irge nd wo er bl i c k t e  (LH, p.63). He only b e c o m e s  really alarmed, 

however, when in Holland on business he b e li ev es he hears the old 

ho us es of Leid en wh is pe ri ng audibly. His bu s i n e s s  concluded, he 

r e tu rn s to the Altstadt and begins to doubt his sanity: 'Die Häuser 

fl üs te rt en übri ge ns nicht mehr, sondern sie hatt en begonnen zu 

singen (LH, p.65). He is overcome by the irrational desire to live
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in th is town, where, as in the Ox fo rd of “T o c h t e r “ , history is so 

p e rc ep ti bl y present* 'Es war ein he ftiger Anfall eines ganz klaren 

und gier ig en Wuns ch es , für die Welt ve rl or en zu ge he n' (LH, p.66). 

This de si re is fami li ar from the other two stor ie s in this volume, 

“Ein Li ebhaber de s H a l b s c h a t t e n s “ and "Alte Pe ri p h e r i e “, but the 

s p ec if ic appeal of the houses of Leiden is of an even more familiar 

nature, denn es war un um gä ng li ch nötig, hinter das Geheimnis ihres 

G e sa ng s zu kommen, mit ihrem GeflUster zu sammen zu leben' (LH, p.66). 

The Du tc h l a nd sc ap e beckons to him, and he responds with an 

u n a c cu st om ed se nsitivity.

Ha vi ng c o ns ul te d his doctor in Frankfurt, who reassures him that 

there is nothing se ri o u s l y  wrong, he is im me di at el y overcome by the 

desi re to see his e s tr an ge d s o m  'Im glei ch en Augenblick spielte mir 

«keine frisch e r w o r b e n e  Em pf in ds am ke it ei ne n neuen Streich' (LH, 

p.68). This is a c co mp an ie d by an unus ua ll y vi vi d mental picture of 

the boy, 'ich h a tt e ni ch t nur seine Ad re ss e im Kopf, sondern ihn 

selber, ganz so wi e er ist' (LH, p.69). The encounter with Klaus is 

an almo st u n b e a r a b l e  emotional strain, and hi s wife s insensitivity 

when h e  returns ho me provokes him to smash one of her china 

orna me nt s, an a n ti qu e ram which he had once bought for her

collection. The gest ur e, which appears to be directed against her, 

is a c tu al ly in re vo lt against the d e se ns it iz in g sterility of the 

ma te ri al is ti c w o rl d she inhabits.

Ein Vormittag mm Heer

A n d e r s e i t s  implied cr iticism of the society of the H i rttchaftsmupdtr 

is no  less h a rs h in the story of the accidental death of a
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businessman on h o l i d a y  with his fami ly on the French Atla nt ic coast« 

“Ein Vo rmittag am Heer". He comp le te s his financial accounts while 

his w i fe and ch i l d r e n  depart for the beach« refl ec ti ng on the 

satisfactory or de r which governs his life. Yet his intellectual 

interests r e fl ec t a certain spiritual deficit in this state of 

material we llbeing. He is re ad in g about the Cathars, a mediaeval 

Nanichaean sect o r i g in at in g in southern France and er ad ic at ed by the 

Spanish Inquisition by the late th ir te en th century. He refl ec ts on 

their belief that the creation wa s the work of the devil, not of God! 

'Er dachte: Wenn ich re ligiös wäre, wäre ich Katharer

However, the Fren ch landscape bears no trace of their existence, 

indeed, the mo de rn seaside resort disturbs his co nc en tr at io n on the 

book. This model of capitalist e n t e rp ri se and effi ci en cy has become 

pe rceptually bl in d to the at mo sp he re of the landscape, soon abandons 

his book and, in d e fi an ce of the warning signal, strides down to the 

sea. The story e n ds abruptly as he fails to regain the shore and is 

drowned. The setting is the French resort of Hossegor, where 

Andersch spent a holi da y in July 1967, and which also inspired the 

radio pl ay "Die B r an du ng von Hossegor". This play focusses on the 

making of a film, in which the actor Res Orell is drowned under 

similar ci r c u m s t a n c e s  at this beach, and his death ca ptured on film. 

The dire ct or 's id ea s on film as a form of magical pe rc ep ti on echo 

those of Edgar • Morin, with h i s  notion of the d o u b l e ' . T h e  

historical n a t u r e  of the la ndscape is also cr ucially important to the

play , and is re v e a l e d  with star tl in g clarity when the editor sees

shots of Res in a mediaeval Fren ch town: 'Frieda begriff sofort , dap

er sich i n e i n e m  fremden Jahrhundert b e f a n d , als sie die Bilder

s a h . 78 Film! of fe rs a mode of perc ep ti on qui te different from that
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of An de rs ch 's businessman in "Ein Vo rmittag am M e e r “ , detecting in 

the land sc ap e the traces of the he retical C a t h a r s  which he seeks in 

vain. Only his death in the si nister waves of Hossegor perhaps 

reve al s the heri ta ge of a sect w h ic h be li ev ed in the world dominance 

of Satan, and in death as the on ly d e li ve ra nc e fro« evil.79

Die erste Stunde

The prom in en ce accorded to p e r c ep ti on in the story of a released 

c o nv ic t' s first hour in freedom, “Die erste Stunde", has aroused 

su rp ri si ng ly little critical i n t e r e s t . 80 The man's disorientation 

after twenty years of im pr is on me nt has be en aptly described by 

Ingeborg Drewitz as seine V e rl or en he it in der Zeit und in der 

G e g e n w a r t '.81 More importantly still, as su g g e s t e d  by the title, it 

capt ur es Ehlers' first impr es si on s of a new world, describing the 

proc es se s of re co gn it io n and r e di sc ov er y of a primitive encounter 

with reality. As he leaves the prison, the fi rs t words he utters are 

the street names, which he r e pe at s to himself deliberately, as if 

us in g them as a means of access to the re al it y before him. He had 

decl in ed the offer of an escort from the gaol, intent on savouring 

this ex pl or at or y journey alone.

He takes time to no ti ce ev er y detail of his surroundings, 

r e g i st er in g for example how the pr is on appears from the end of the 

street, ais kalte ei nd i mensi onal e Fleche, ais rot-graue. F a hn e' .82 

Having turned the corner, he goes back, as if u n s u r e  of its continued 

e x is te nc e once out of his sight. This assu me s greater significance 

when viewed in the context of Mi l h e l m  Sc h a p p ' s  ontology, in which our 

access to external reality is by m e an s of 'Mozudinge', or man-made,
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functional objects. Without the in te rm ed ia ry of 'things', he 

qu es t i o n s  whether the external world would c o nt in ue to exist for usi 

Wir können auch wohl sagen, wir werfen die Frage auf, ob sich die 

Au ßenwelt erst von den Wozudingen her bildet, und ob sie ia Ni ch ts 

z u s a a a e n f 311t , wenn wir die No zudinge und den Zu s a a a e n h a n g , in dea 

sie auftauchen, w e gd en ke n' .83 In general, however, Ehlers finds that 

the area around the prison corr es po nd s p r ec is el y to his expectations.

The first thing which takes hia by surp ri se is the traffic, which 

is de scribed befo re it is identified, the narr at iv e iaitating the 

pr oc e s s e s  of perception: 'Erst als er ia Ausschnitt des Endes jener 

dr it te n Straße ei ne ho ri zo nt al e und sc hnelle Bewegung wahrnahn, ein 

gr au es Wischen, das zugleich Bild und Geräusch war, spürte er, d a ß  er 

an et wa s Neues geraten würde, an eine Sache, die er nicht ka nn te 

(VP, p.102). Again, this echoes Scha pp 's account of perception, in 

which individual sensations are not di s c r e t e  entities, but linked 

sy n a e s t h e t i c a l 1y in our lived ex pe ri en ce of the world: Wir «einen 

(...), daß wir nieaals in der V e r e in ze lu ng Töne hö re n oder Farben 

sehen, sondern iaaer nur als Momente einer auf tauc he nd en Welt in all 

den Zusaaaenhängen ua deren Kl ar st el lu ng wir uns b e mü he n' .84 This 

im pr es si on of the si aultaneity of sight and sound is reinforced in 

Ehlers' experience: Das stereotype Aufb li tz en der Ü b e r h o l z e i c h e n ,

die länger ve rw ei le nd en Takte der Br ea ss ig na le woben eine Art 

L i c h ta us ik rot durch das Grau der laufenden Stränge' ( V P , p.103).

O n ly the sight of a traa, stopped at the terainus, reainds h i a  of 

the old world: 'Sie war genau so, wie er sie erwartet hatte: blaß ge lb 

und fein gezeichnet' (VP, p.104). W h il e the ne wspaper he adlines aean 

n o th in g to hia, he is startled by the o v er tl y sugg es ti ve co ve rs of 

ma ga z i n e s  on the ne ws st an ds in the street, and by the apparent
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in di ff er en ce of the passers-by: Si e mußten verrückt gewo rd en sein. 

Oder voll en de te Heuchler' <kP, p.109). Again, the impact of initial 

pe rc ep ti on is c o nt ra st ed with the in difference of familiarity. 

Si milarly, he is ac u t e l y  aware of the 'gleichmäßig grauen Himmel' and 

the 'nicht sehr kalt en Tag', aspects of his environment wh ic h would 

normally form the unno ti ce d ba ck gr ou nd to our everyday perceptions 

<kP, p.110). He co nt i n u e s  his perceptual experiments by anchoring 

his g a ze first on th e glass, then in the interior of shop windows 

<kP, p. 1 12> .

Seat ed in a café, he is so ab sorbed m  examination of his coffee 

cup, he forgets to dr in k the coffee. He turns it round, viewing it 

fro® di fferent angles, 'dann schob er sie von sich fort, bis an den 

jenseitigen Rand de s Tisches. Sie wirkte nun schattenhaft, im 

Gegenlicht. Autos fu hr en hinter ihr v o r b e i ’ <kP, p .117>. Schapp also 

uses seemingly trivial examples to illustrate his ideas on

Wozudinge': 'Das Wozu di ng (...) ist das von Menschen geschaffene 

starre Ding. Es ist ein Werk von Menschenhänden. Solche Wozudinge

sind die Tasse, der Tisch, der Stuhl, das Haus, der Dom, eine Straße,

ein Sc h i e n e n w e g ' . 85 He uses his investigation of such everyday 

objects to suggest the inadequacy of empirical knowledge, as the 

basis for the de du c t i o n s  of the natural sciences: 'Man kann dies 

vielleicht auch so ausdrUcken, da ß man eine Tasse eb en so wie einen

Löwen nach allen Richtungen ze rs ch ne id en kann, ohne auf das zu

treffen, was d i e s e n  "Gegenstand11 zu einer Tasse, zu ei ne m Löwen 

m a c h t ' . 86 It is only in our involvement with things in the 

Geschichten' of everyday life that their true natu re and 

si gn if ic an ce b e co me s apparent to us. Ehlers orders a second cup of 

coffee from the myst if ie d waitress, and a piece of c h oc ol at e cake,



291

which he samples with the saae, conc en tr at ed attention: 'Sie 

schaeckte ungefShr so, wi e er sich den Ge schaack von Sc ho ko la de nt or te 

vor g e s t e l 11 hatte' <kP, p.118). The detailed ex aa in at io n of 

pe rception in this story de ao ns tr at es once aore the importance in 

A n d e r s c h s  work of the principal aia of p h e n o a e n o l o g i c a 1 enquiry, the 

re di sc ov er y of our initial encounter with the world.

N ini

In "Böse T r ä u m e “ An de rs ch writes about the teaptation to categorize 

works of literature:

So habe ich nanchaal aeine Erzä hl un g "Noch schöner wohnen" 
als eine aar x i s t i sehe bezeichnet. Sie ist es auch, es wäre 
mir ein leichtes, na chzuweisen, daß sie diesen in aeinen 
Augen höchst ehrenvollen Naaen verdient, aber ich muß 
gestehen, daß ich, als ich sie schrieb, aussch li eß li ch an 
jenen St ut tg ar te r Industriellen namens Albert Lins gedacht 
habe, dessen Gestalt ins Le be n zu rufen ich mir vorgenommen 
h . t t e . 07

Certainly, critical opinion of the story has centred on its criticism 

of the deca de nc e of ad vanced capitalism. El isabeth Plessen, who sees 

in “Ein Vormittag am Meer", 'der Zerfall der Sekurität', applies to 

this text the reverse, die Se kurität des Z e r f al ls '.88 As regards 

the inspiration for the story, ho wever, it comes as no surprise to 

learn that Andersch spent five we ek s in Ireland from July to August 

196?, coaing away with an idyllic impression of a sparsely populated 

and pre-industrial landscape.

This is reflected in his in troduction to the German edition of a 

book on Ireland by Patr ic k W a r n e r , illustrated with phot og ra ph s by 

A n d e r s c h s  son, M i c h a e l . 89 Here, Andersch comp ar es Ireland with 

Sardinia, which was an unspoilt p a ra di se before the ravages of the
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to ur is t industry disfigured it beyond re cognition. While the Irish 

w e at he r «ay pr ot ec t it fro« a co mp ar ab le invasion, Andersch warns 

a l s o  against the evils of in dustrialization: Ich wage davon zu

träumen, daß un se re weltum sp an ne nd e T e c h n o k r a t e  für Räume, wie den 

irischen ganz andere Lösu ng en bereit hält als das Konzept von immer 

n o ch mehr F a br ik en und H o t e l s ' . 90 Indeed, W a r n e r s  book describes a 

la ndscape fr ee of human pollution, with a w i ld and beautiful,

unin ha bi te d coastline. Andersch sees the danger for the Irish, as 

for the Sardinians, of be in g forced aus einem ar ch ai sc he n Zustand', 

o n ly to find that they have been robbed of their l a n d . 9 * As he had 

fo un d it, the Irish landscape and its in ha bi ta nt s were an

in di ss ol ub le whole, linked by their rich heri ta ge of 'Geschichten', 

die Mythologien, unermüdlich, abends in der Bar des Clifden Bay 

Hotels, rh et or is ch er Nebel aus den Mo or en von Connemara' (see note 

91).

This re c a l l s  Albert Lins' encounter with the garrulous priest on 

the ferry, who regales hi s clerical c o m p an io ns in the bar with the 

Welsh story of Ceridwen and Gwion (VP, p.193). Andersch's story 

tells of Lins pr ep ar at io ns to reti re from his prof it ab le Stuttgart 

business to an isolated country h o us e in Ireland, di scovered by 

chance during a recent holiday. The house seems somehow to belong to 

the landscape, rather than to the ov ergrown ga rd en which threatens to

engulf it: 'Er mußte das Haus dem Meer und den Mooren zurückgeben,

fUr die es gebaut worden war' (VP, p.177). The poem by Algernon 

Swinburne, "A forsaken garden", from which An de rs ch borrows the first 

and last four lines for his story, port ra ys a similar scene, a 

deserted h o u s e  and its wilderness of a garden, from which human 

intervention has long disappeared. Man's feeble transience is
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cont ra st ed with t h e  endurance of inorganic nature, which triuaphs 

e v en over death: Here now in his triuaph w h e r e  all things falter /

St retched out o n  the spoils that his own hand spread / As a god 

self-slain on h i s  own strange altar / D e at h lies d e a d ' . 9 ^ It is 

prec is el y the a b s e n c e  of life which first a t tr ac ts Albert Lins to the 

house, seeming t o  confirm his view of h u m a n  mortality: 'Hier war 

niemand. N i e m a n d .  Das Haus war leer. Leer. Es gab keine 

U n s t er bl ic hk ei t. Er wollte Gorteen Haus u n b e d i n g t  haben' (VP, p.205).

C o n t e m p l a t i o n  of the house and its s u rr ou nd in gs also makes him 

reflect on the pr of ou nd ly unproductive, r e f l e x i v e  circularity of his 

own existence. This occurs to him when he re alizes that the

privileged v i ew he now commands from inside his window is identical 

to his first st ol en glance from outside. As he considers this 

phenomenon, p a s t ,  present and future begin to merge into one, and he 

becomes c o n s c i o u s  of time as duration: 'Der Blick aus dem Zimmer

n a ch draußen e n t s p r a c h  dem Blick von d r au ße n in das Zimmer. Die Rosen 

(...) v e r m e n g t e n  sich mit dem Zwielicht, wi e sie sich vorhin (...) im 

Glas des F e n s t e r s  gespiegelt hatten. Hi nt er gl äsernen Rosen hatte er 

in seine Z u k u n f t  geblickt, die in d i e s e m  Augenblick schon seine 

Ve rgangenheit w u r d e  <kP, pp .203-204). The house makes him more

acutely aware o f  his own mortality and of time as no more than a 

structure of h i s  consciousness.

In a d d i t i o n  to the house itself, it is the wildness of the 

landscape w h i c h  attracts him, as it had Ande rs ch , writing in 1973: 

Zwischen a l l e n  Gegenständen in Irland ist ein grünes, weißes und 

graues Licht aus Leere. Wer sich vor de m Schweigen und vor dem 

Alleinsein fürc ht et , soll nicht n a ch Irland gehen. Nichts

Ro mantisches k a n n  gemeldet werden, aber rä ts el ha ft e Schönheit des
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Au sg es et zt se i ns  , Orplid-Gefühle. Endz ei tl ic he s west an '. ^^ Albert 

Lins r e s p e c t s  the at tempts « a de to p r es er ve corners of this 

Milderness f r o *  civilisation, like the island of Laabay, which he 

di scovers is priv at e property: ‘Deshalb also lag Laabay so leer, so 

unberührt, s o  sagenhaft ia Meer - sie war ein Pr i vatei gentua. Jemand 

hatte den m y t h i s c h e n  Prospekt d i e s e s  P o r p h y r b e r g s , der dort draußen 

in der I r i s c h e n  See lag, auf die ei nf ac hs te Heise von der Welt 

gesichert: i n d e m  er ihn k a u f t e ’ (KP, p.185). Al though he shares 

An de rs ch 's t a s t e s  and in te ll ec tu al pr ed il ec ti on s, there is a certain 

irony in A l b e r t  L i n s ’ at t i t u d e  to property and wealth, as in the 

section e n t i t l e d  “M e taphysik der Rente", in which he reflects, daß 

innerhalb d e r  bestehenden G e se ll sc ha ft ein Zustand absoluter Freiheit 

nur ia B e s i t z  einer a u sr ei ch en de n Rente erre ic ht werden kann' (KP,

p . 2 0 6 ) .

The Überbau of his life, based on his su cc es s in the 

m a n u f a c t u r i n g  industry, c o n s i s t s  pr iaarily of art and literature, and 

Gorteen H o u s e  is to be a a u s e u a  for his treasures. The headings 

"Tresor für Fe tische oder Re t t u n g  der Kunst?" and " L ’art pour l'art 

oder A b s c h i e d  von Gerede?" su gg es t the am biguity of his aestheticism, 

but his t a s t e s  are i d en ti fi ab ly those of A n de rs ch himself (KP, p.185, 

p.187). T h e  preference for g r ap hi c art refl ec te d in his collection 

acquires a d d e d  significance in the light of Andersch's essays on art 

in the v o l u m e  Einige Zeic hn un ge n (1977). Noting the customary 

se pa ra ti on of painting and gr a p h i c s  in art galleries, he attributes 

to the l a t t e r  a unique, m y s t e r i o u s  quality: ‘Der Ruh* der graphischen 

Ka binette ist ein ge heimer. Sie sind nicht von Geheimnissen 

umwittert, sondern sie selb er sind ein Ge he im ni s' .^ * Po inting to the 

co nn ec ti on between the l a r g e- sc al e oil painting and the power



295

structures which it c e l e b r a t e s ,  Ande rs ch i d e n t i f i e s  the q u al it y of 

absence, or eaptiness, as the pe culiar a t t r a c t i o n  of graphic arti 

Das gr op e Format, in d e «  jeder Q u a d r atz e n t imeter bema lt ist, 

spiegelt de« Betrachter v o r ,  dea Maler sei es gelungen, das Nichts 

aus der Melt zu schaffen. Der Raum ist a u s g e f ü l l t .  Es gibt das Nichts 

nicht aehr. Mie b e r u h i g e n d  • '.95 This r e c a l l s  the attraction for 

Albert Li ns of Gorteen H o u s e ,  with its 'GefUhl des Nicht-Seins' (FP, 

p.205). An dersch's fa s c i n a t i o n  with d r a w i n g  is based on its capacity 

to give fora to n o t h in gn es s: Das g r a p h i s c h e  Blatt zittert in der

Spannung zwischen Linie u n d  Leere. (...) Di e Li ni en einer Zeichnung 

beschreiben die Umrisse v o n  Leere. L e e r e  ke nn t keine Grenzen. Die 

Zeichnung setzt sie. G r a p h i k  denkt das U n d e n k b a r e  - die Gliederung 

des Ni c h t s ' . 9^ He ac k n o w l e d g e s  the t e m p t a t i o n  to eq ua te this 

eaptiness with freedom, a s  if this were an ov er si mp li fi ca ti on of the 

issue: Weip = Leer = F r ei . Die Freiheit der Zeichnung undsoweiter.

Damit wllrde der Malerei e i n  Unrecht zugef ilgt ' . 9 ^ Instead, it would 

appear to be the i m p o s i t i o n  of b o u n d a r i e s  wh ic h is equated with 

freedom, reiterating a r e c u r r e n t  paradox in A n de rs ch 's work, but one 

which accords with his p h en om en ol og ic al p o si ti on .

Albert Lins' library of seven thou sa nd v o l u m e s  reflects a special 

interest in Spinoza, the French realist n o v e l ,  Sartre and John Cowper 

Powys, whose G1astonbury Romance and key m o u t h  Sands he intends one 

day to translate into German. His l i t e r a r y  tastes are based on 

un equivocally p h e n om en ol og ic al criteria: 'Lins ist stets auf der

Suche nach Büchern, in denen die D i n g e  und die Existenz als 

vollkommen dinglich und existierend e r s c h e i n e n  und die Mörter und 

Satze "zu den S a c h e n  selbst z ur (1c k k ehr en " (Mer 1 eau-Ponty , 

Phtnombnologie de la perc eption)' (FP, p.179). Andersch's
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ap pr ec ia ti on of Warner's book on I r e l a n d  seeas to be based on similar 

criteria: Die Literatur Uber Irland i s t, auch in deutscher Sprache,

un übersehbar geworden. Ich weiß nicht, ob sie Bücher enthält, di e so, 

wie Warners Irland. Eine E n t d ec ku ng, h i n t e r  der Fülle und der Suaae 

der Inforaationen noch das ganze z e ig en , the real t h i n g '.9 ® In 

addition to Lins' planned t r a n s l a t i o n s , he aias to sp en d his 

re ti re ae nt coapiling anthologies of d e s c ri pt io ns , of clouds, of fire, 

or 'die Formen der Entstehung von Bewu ßt se in ' (FF, p.201). However 

ironic the portrait of Albert Lins, h e  reflects ideas on art which 

beca me central to An dersch's aature wo rk , above all the c o nc er n with 

visual perception: "Sehen können, d a s  Gesehene zeigen kö nn en ist 

Ausdruck einer anthropologischen Subs ta nz ; das ist es, wa s die 

heutige soziologische Ästhetik aus ihren hegeli an is ch en

Begrif fs -A ug en verloren hat'.99

H ein Ve rs ch wi nd en in Providence

ln October 1970 Andersch flew to New York to begin a l e ct ur e tour 

funded by the Goethe Institut, w h i c h  took him to Washington, 

Providence, Boston, Montreal, Bu ff al o, Waterloo and T o r o n t o . 1^®  The 

return to Rhode Island, the scene of his captivity as a PO W from 

April to November 1945, doubtless p r o v i d e d  the inspiration for "Mein 

Ve rs ch wi nd en in Providence", which he  describes as viel le ic ht ein 

Roman Entwurf'. It was a la ndscape with which Andersch associated 

ein einz ig es Uber strömendes Gefühl von Freiheit'.*®* It is this 

paradoxical experience of freedom in captivity which he tr ie s to 

recr ea te in the story of T., a G e r m a n  author on tour in the USA who 

becomes the willing prisoner of W i l l i a m  and Eliza Dorrance in their
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h o u s e  in Providence. There, provided with all the Mate ri al s 

ne c e s s a r y  to write, and absolved from all c o m m e r c i a l ,  social and 

poli ti ca l obligations, he is required only to ap pl y his literary 

talent, under the benign supervision of his p a t r o n s .  The result is 

th e fragmentary manuscript which describes t h i s  experience, or 

ex p l o r e s  how it might be narrated as a novel. In 1970, Andersch 

w r o t e  in a no te of gratitude to a favourable critic, 'ich finde 

immer, dass die Literaturwissenschaft sich zu w e n i g  mit dem Prozess 

de s Schreibens selbst beschäftigt'. *02 in t h i s  “Roman E n t w u r f “ , 

e v en more than in the novel Efrai», Andersch e x p l o r e s  precisely this 

subject, with the aim of providing an insight i n t o  the primary stages 

of literary creation.

If narrated from the perspective of Wi ll ia m Oorrance, it would 

t a ke on a different, although related s i gn if ic an ce : Das Buch geriete 

d a nn zur Ge sc hi ch te eines wissen sc ha ft li ch en Experiments:* des 

Ve r s u c h s  Williams, die Bedingungen einer a b s o l u t e n  und abstrakten 

Frei he it herzustellen' (KP, p.269). For the a u t h o r ,  T., it is the 

r e d i sc ov er y of a significant landscape from h i s  past, a re tu rn to 

'dem Schauplatz einer vergangenen Utopie' (KP, p . 23 9) . On revisiting 

th e site of the old camp, Fort Kearney, he c o m p a r e s  his im pression of 

th e landscape with the more restricted p e r s p e c t i v e  of 1945, and is 

surp ri se d to find how perception and e x p e c t a t i o n  coincide: 

'Merkwürdig, daß ich mir, als Gefangener (...) d i e  Umgebung von Fort 

Ke a r n e y  immer genau so vorgestellt habe, wie ich sie an jenem Tag im 

Ok to be r 1970 endlich erblickte' (KP, p. 24 0) . However, he is 

di sa pp oi nt ed by the effect of seeing this l a n d s c a p e  again, at first 

un a w a r e  of its compelling power. This only b e c o m e s  clear to hi m when 

he enters the Athenäum library, and is re minded of  Edgar Alan Poe's
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poea “U l a l u a e “ < 1847). The uncanny ataosphere evoked by the p o e a  of 

a young man who unwi tt in gl y returns to the scene of his b e l o v e d ' s  

burial su ggests the involuntary nature of T.'s return to Rhode 

Island. Mo reover, the poea is no incidental literary allusion, but 

belongs to the id io sy nc ra ti c ca usality of the narrative, do ch gehört 

fUr «ich b e is pi el sw ei se die Erwähnung des Gedichtes "Ulalume" z u  den 

GrUnden, aus d e n e n  T. zu« Gefangenen der Dorrances wird. It w « 5  n i g h t ; 

in the lonesome October of ay most immemorial year' (KP, p . 2 4 6 ) .  The 

association of the landscape with one of its aost revered a u th or s 

lends it a co mp el li ng quality surpassing that of his initial 

i apressi ons.

Strolling th ro ug h Providence in the sunset, he coaes a c r o s s  the 

D o r r a n c e s  h o u s e  and is iaaediately struck by its contrast w i t h  the 

uniformly p i c t u r e s q u e  colonial wooden houses: 'Ecke B e n e f i t -  und

Hopkins Street stieß ich auf ein Haus, das nicht nur schtin war, 

sondern g e h e i « n i s v o l 1, weil es in allen seinen Teilen (...) in einea 

Rot ge st ri ch en war, de« «an Schwarz beigeaischt haben au ßt e <...). 

Die Bewohner di es es Hauses hatten sich entschlossen, hi nt er einer 

düster b r e n ne nd en Monochronie zu leben' (KP, p p . 246-247). D r a w n  to 

the house by its colour, he enters the garden and walks a r o u n d  the 

house, until invited in by Eliza Dorrance.

The lite ra ry tastes of William and Eliza are signalled b y  eine 

ua fa ng re ic he Sa mmlung von Märchen, Sagen, Mythen' (KP, p.252). Their 

favourite s t or ie s provide an iaaginative superstructure for T. s own 

" G es ch ic ht e“ w i th thea: H o f a a n n s t h a l 's "Das Bergwerk zu F a l u n "  (also 

echoed in the colo ur of their house: das echte Faluner Rot' p.247), 

in which the h e r o  is bewitched by the Be rg kö n i g i n , and “ R i p  van 

W i n k l e “ , in w h ic h ti«e and space are ma gically suspended. T. 's story
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in volves a romantic i n vo lv em en t with Eliza, and, in a curious 

reversal of Rip van Wink le 's tale, he returns to a landscape after 

twenty five years to find e v e r y t h i n g  much the same as when he had 

left it.

An important feature of T.'s story is its sustained ambiguity: 

'Der Leser «up, wenn er es wüns ch t, den Vorgang auch als Verbrechen 

b e t r ac ht en können' (V P , p.254). Initially, however, T. is seen to be 

wo rk in g on a text i d en ti fi ab le as Andersch's "Achtmal zehn Sätze" 

(1970), which evokes d i ff er en t times and places in the life of Franz 

Kien in a loosely a s so ci at iv e manner: 'T. beschließt, die Lage zu 

nutzen, und be sc hä ft ig t s i ch mit de« Problem frei assoziierender 

Sa tz fo lg en , wie er sie schon seit langem plant' (KP, p. 26 1) .* ®^ Thus 

T.'s pr ojected work e n c o m p a s s e s  the two poles of Andersch's literary 

univ er se , from the "Han te l- und DegenstUck" to experiments with 

a u to ca ti c free as so ci at io n of ideas.

The moti ve s of W i l l i a m  and Eliza are to be suggested by 

fl as hb ac ks to earlier pe r i o d s  of their marriage, so that they emerge 

na tu r a l l y  out of the n a r r at iv e. He acknowledges the unashamedly 

traditional narr at iv e t e c h n i q u e  with an ironic reference to Roland 

B a rt he s <kP, p p . 272-273). Hi s plan of the novel gives no impression 

of its true temporal st ru ct ur e, however, and T. is disconcerted, daß 

ei ne solche Ve r l a u f s s k i z z e  ihn auf lineares Erzählen festlegen 

möchte, von der Arbeit des Verschmelzens der verschiedenen 

Ze it -E be ne n in eine e i nz ig e Zeit, die Zeit des Romans, keinen Begriff 

gibt' (KP, p .271). The t i m e  of the novel clearly co rr es po nd s to a 

phenom en ol og ic al account of the experience of time.

T. insists that th e name "Providence" has no symbolic 

significance, emph as iz in g his firm conviction, 'das Leben jedes
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M e ns ch en sei eine Mi sc hu ng aus D e te rei ni er th ei t und Zufall' iVP, 

p.248). While the naae aay not be intr in si ca ll y aeaningful, however, 

the town itself ce rt a i n l y  is, as T. a u se s in the closing passage: 

'Nach unserer Rück ke hr aus Cape Cod gehe ich häufig in der schönen 

Ober st ad t von P r o v i d e n c e  spazieren, di e in ihrer Art ja ebenso 

ge schlossen, eben so bede ut en d ist wie Dinkelsbühl oder San Giaignano' 

(FP, p.273). Like Albert Lins, T. is attracted by a feeling of 

emptiness, which he fi nd s on his arrival in the USA: 'T. scheint der 

M e ns ch en le er e und der durch sie h e r v or ge ru fe ne n Monotonie der Straßen 

amerikanischer Städte große Be deutung für sein Verschwinden 

beizuaessen' IVP, p.237). T. di sa pp ea rs in to this landscape just as 

easi ly as he had emerged from it, and fr om the aeaories of Rhode 

Island 1945.

T.'s r e fl ec ti on s on li te ra tu re in "Mein Verschwinden in 

Providence" are il lu st ra te d in each of the stories collected in this 

voluae, and confirm An de rs ch 's belief in literature's episteaological 

function: 'Transposition von Analyse in Erzählung; die Erzählung ist 

eben so wahr wie di e Analyse, doch reic he r an Bedeutungen; die 

Erzä hl un g legt nicht fest, sondern plaz ie rt die F e s t - S t e l 1ung in 

einen Spiel-Raum; die Erzählung gibt ke in e Antworten, sondern stellt 

Fragen' (VP, p.255). Paul Kersten quot ed this in his interview with 

An de rs ch in March 1972, asking whet he r such consid er at io ns were 

always uppermost in his mind when writing. Natürlich', came the 

reply, mein H a up ti nt er es se gilt nach wie vor dem Erzählen. Ich 

ve rt ei di ge das Er zä hl en gegen di es es allgemeine höhnische, "der 

erzählt ja noch" oder das au to ri tä re "das geht he ut e nicht m e hr“ 

(...>. Für mich ve rbirgt sich auch in An griffen auf das Erzählen 

ich muß es leider sagen - etwas I n hu ma ne s' .104 This volume
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il lu st ra te s the «ay in which Andersch chose to treat e v en his eost 

philosophical and political co ncerns in the context of 'G e s c h i c h * * n '. 

Mo reover, even in a volume which spans the years 19 33 to 1971 and 

i n cl ud es texts of an autobiographical, po li t i c a l  and 

quasi-philosophical nature, the implied or explicitly 

phenomenological framework emer ge s as the un m i s t a k a b l e  ha llmark of 

its author ' s wor k .

Winterspelt (1974)

La ndschaften ents te he n als geschichtliche Rä um e, - die 
Eifel, Berlin, Frankfurt, das frühere Böhmen, das Emsland, 
Georgia. '

In his last novel An dersch evokes a landscape which d e v e l o p e d  lasting 

si gn if ic an ce for him du ri ng the 'Jahre in Zügen' of th e war. In “Der 

S e e s a c k “ he desc ri be s his repeated journeys to v i si t Gisela in 

Hinterspelt, and states clea rl y the intended id e n t i f i c a t i o n  with the 

h e r o i n e  of his novel: 'Käthe Lenk ist G. Käthe Le nk s w e g e n  fuhr ich 

hundertmal nach H i n t e r s p e i t ' . However, the i n s p i r a t i o n  for the 

novel itself was one of Gi sela's paintings, an Ei fe l landscape 

pa in te d in 1947: 'Aus einem ihrer frühen Bilder ist mein Buch

entstanden: Re ge nw ol ke n Uber einem Land, das in H o g e n z ü g e n ,  endlos, 

n a ch Westen läuft, unter ihnen das Dorf, wie b e gr ab en . Ihre Augen, 

g r oß in einem kleinen Gesicht, sehen das Wesen ei ne s D i n g s ' . T h u s  

it was the essence of the landscape as ca pt ur ed in art which 

instigated this 'Orgie von Komposition', Andersch's l o ng es t and most 

am bitious work.***8

Set in October 1944 on the German-Belgian f r on ti er , only days 

be fo re the start of the Ar de nn es offensive, it is the story of Major



302

Joseph Dincklage's plan to su rrender with his en ti re battalion to the 

American forces st ationed at Haspelt, just across the border in 

Belgium. He is u r g e d  to carry out his plan by Kä th e Lenk, a young 

schoolteacher wh o has taken refuge from National Socialism and the 

war in the small farm in g co mmunity of Wi nterspelt, where Dincklage's 

416th Infantry D i vi si on is bi lleted in early October. Di ncklage 

begins a s p o n t a n e o u s  affair with Käthe, and &he becomes a

'Partisanin' in th e conspiracy, enlisting the help of the Communist 

Wenzel Hainstock, her friend and former lover. Through Hainstock, 

who lives in h i d i n g  at a qu ar ry near Winterspelt, Di ncklage 

establishes c o nt ac t with the Amer ic an company at Haspelt, under the 

command of C a pt ai n John Kimbrough. The crucial i n te rm ed ia ry, who has 

the confidence of both sides, is the unlikely figure of Dr. Bruno 

Schefold, an a r t - hi st or ia n who lives in Hemmeres, a hamlet in the 

no -man's land b e t w e e n  the fronts. The au dacious plan captures the 

imagination of Ca p t a i n  Kimbrough, dieser S U d s t a a t e n - A n a r c h i s t ' ( H I , 

p .471), but is mi st ru st ed by his supe ri or s in the US m i li ta ry 

command, and u l t i m a t e l y  Dinc kl ag e himself w i th dr aw s his idea, un ab le 

in practice to submit to unconditional surrender. For Sche fo ld 

alone, co mm it me nt to the major's plan proves fatal, when he is shot 

by a German se nt ry . Corporal Reidel, when cros si ng the lines. The 

terrible futility of his death only becomes fu ll y apparent when it is 

revealed that he is carrying Di nc kl ag e' s m e ss ag e of withdrawal from 

the conspiracy, for which Sche fo ld risks, and loses, his life.

In te rpretations of .Dincklage's plan and its failure have been 

manifold, and o f t e n  more il luminating of the author's po sition than 

of Andersch's novel. Hany c r it ic s draw a parallel between Ha i n s t o c k  

and the e x - C om mu ni st s of Ande rs ch 's ear 1i er novels, suggesting an
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autobi og ra ph ic al ly mo tivated id en tification with the author. Others, 

such as Ursula Rein ho ld , base their view of H a i n s t o c k s  importance on 

a rigorously M a rx is t reading of the novel. Rein ho ld stresses the 

Czech Comm un is t' s practical o b j e ct io ns to the m a jo r' s plan, such as 

its lack of m a s s  support among the troops, and its essentially 

individualistic nature. Her co nc lu si on is that An dersch here departs 

from a purely su bj e c t i v e  notion of freedom, c a ll in g into question the 

objective hi st or ic al status of such individual acts of defiance: 'Der 

Rang des Romans besteht vielmehr in der w e l t an sc ha ul ic he n Erörterung 

menschlicher H a n d l u n g s m ö g l i c h k e i t e n  in der Geschichte und der 

Diskussion des ge sc h i c h t l i c h e n  Ranges m e n s ch li ch en H a n d e l n s'.***9
Max Walter Schultz, on the other hand, st resses the positive 

portrayal of J o s e p h  Dincklage, as in dicative of Andersch's sympathy 

with the cons er va ti ve , huma ni st ic 6erman midd le classes. It is 

perhaps s i gn if ic an t that Ande rs ch once re fe rr ed to the characters 

Helander and D i n c k l a g e  as 'diejenigen meiner Figuren, mit denen ich 

mich am stärksten i d e n t i f i z i e r e ' . 110 P a ra ll el s have also been drawn 

between this ri g o r o u s l y  disc ip li ne d yet in di vi du al is ti c figure and 

Ernst Jünger, w h o s e  writ in g Andersch held in such high esteem. 

Wolfgang Koeppen points to an aesthetic affi ni ty between Andersch and 

Jünger based on realism, while Hanjo Ke st in g actually describes 

Dincklage as eine ins A b s t r ak t-KUhle geze ic hn et e Ernst- 

Jünger -Fi gur 1 1 1 Even Br un o Schefold has been singled out for 

special t r ea tm en t in the study of Hint er speIt by Irène 

He id el be rg er -L eo na rd , with her specific o r i e nt at io n towards artistic 

source material in Ande rs ch 's works.**2

In an inte re st in g study of the women char ac te rs in Andersch's 

work, Elisabeth Pl es se n d r aw s attention to Käthe Lenk, as the new
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ma nifestation of a well-e st ab li sh ed pa tt er n of women as piring to a 

specifically Sartrean brand of freedom: 'In existe nt ie ll er Hi nsicht

ist ihre 6rund- oder Au sg an gs po si ti on allemal dieselbe. Sie heißt: 

frei sein, leben, Leben in Freiheit w ä h l e n ' . While the central 

importance of Käthe Lenk in the novel is beyond question, she is a 

less clearly Sartrean heroine than these comm en ts suggest, as the 

following analysis will demonstrate, in some wa ys quite di stinct from 

her literary predecessors. A more important critical assessment in 

terms of Andersch's own pe rc ep ti on s of the novel has been made by 

Jean Améry, who sp eculates on the co nt in ua ti on of the individual 

Geschichten' brought together in U inter s p e I t , payi ng tribute to the 

evoc at iv e power of Andersch's prose: 'D e nkspiel erei einer späten 

Abendstunde. Doch ist ihr E r ge bn is vielleicht br auchbar als

Zeugenschaft dafür, daß die Ge stalten leben - und gewiß nicht nur für 

den, der ihre Zeit kannte und den Raum, in dem sie sich bewegten. Wer 

sie nicht sieht, hört, ertastet, ma ch e sich selber 

ve ra n t w o r t l i c h ' . 114 Andersch himself emph as iz ed the im po rt an ce of 

the op enness of his characters in disc us si on s following a reading 

from Hinter spelt in Munich, 28 October 1974: Ich versuche, Menschen, 

Figuren immer so darzustellen, daß sie offen bleiben, daß es keine 

sehr klaren und eindeutigen Antworten gibt, weil ich meine, so klare 

und ei nd eu ti ge Leute gibt's Über ha up t n i c h t ' . 115 This idea is 

reiterated in the poem "Gnothi seauton*, wh er e Andersch wr it es of 

these characters: keine ahnung / was das für le ut e / sind // wüßte 

ich's / hätte ich sie nicht / besc hr ie be n // sie beschrieben habend / 

weiß ich's / noch immer n i c h t ' . 116

This should serve as adequate warn in g to th os e who would see in 

Hainstock just another di si ll us io ne d re vo lu ti on är y , or, indeed, as a
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t e xt bo ok exponent of Marxist theory. A l th ou gh his poli ti ca l

c o n s c i o u s n e s s  makes hi* a lucid in te rp re te r of events, Käthe is aware 

of 'Schatten, Unaufgeklärtes, bl in de Stellen, die sie störten' (M7, 

p.188). Th es e include his re la ti on sh ip with Matthias Arimond, his 

ca pi t a l i s t  benefactor, resp on si bl e for his re l e a s e  fro* O r an ie nb ur g 

in o r de r to ensure his services in the Eifel qu ar ri es after the war. 

Just as H a in st oc k is making cont in ge nc y plans against the ev entual 

tr iu mp h of capitalism, Dincklage c o nt in ue s to think of his surr en de r 

plan on ly in abstract terms, displaying, in K ä th e' s eyes, a similar 

i n c o ns is te nc y: 'Die Revolution und der Pl an wa re n für Hain st oc k und 

D i n c k l a g e  absolute und undurchfUhr bare Wahrheiten. Die R e v o lu ti on 

wllrde ir ge nd wa nn einmal stattfinden, nur nicht zu H a i n st oc ks 

Le bz e i t e n ,  der Plan war dazu verurteilt, eine radikale De nkUbung zu 

bl ei be n, eine operative Studie auf Ka rt en bl ät te rn ' (WJ, p.189).

D i n c k l a g e  is a prey to his own 'déformation pr of es si on ne ll e' , 

d e s c r i b e d  by Klaus Scherpe as an in ability to discard his mili ta ry 

training: ’Die Wi derstandsaktion dies es de ut s c h e n  Offiziers, di e sein 

“p r i v a t e r  20. Juli" hätte werd en sollen, erschöpft sich in der 

g e n e ra ls ta bs mä ßi ge n Planung. Er beweist sich selbst seine 

Un f ä h i g k e i t ,  aus der Rolle zu f a l l e n ’. 11 ^ Ev en when cont em pl at in g 

such a radical de parture from his mi l i t a r y  duty, in or de r to 

a c c e l e r a t e  the German defeat which he no w sees as inevitable, 

D i n c k l a g e  insists on his right to set de adlines and lay down 

c o n d i t i o n s  to the American forces. One of th es e is that Schefold 

should, at a specified time, cr os s openly t h ro ug h the lines so that 

D i n c k l a g e  may be assured that the Am er i c a n s  take his proposal 

s e r i ou sl y. Käthe sees this as an u n n e c e s s a r y  risk to S c h e f o l d s  

life, and senses the fundamental irra t i o n a l i s m  behind D i n c k l a g e s
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demand: 'Hinter seiner Be dingung für Schefolds Einsatz spür te sie 

eine Überzeugung, eine Art des Lebens und Denkens, von der

V e r n un ft gr ün de abglitten Nie Hände von einer Hand, an der sie keinen 

Halt fand' (Ml, p.198). Hainstock defines this Nith characteristic 

precision: Dieser Herr bildet sich eben immer noch ein, es gäbe

einen Ehrenkodex unter Offizieren' (Ml, p.198).

Sc he rp e points out that the ch aracters of Andersch's novel are 

not by any means 'rounded', even the Biograwae inserted into the 

na r r a t i v e  pr oviding only an outline of their private and professional 

lives. However, these de ta il s co ntribute to our un de rs ta nd in g of 

their co nf li ct in g perc ep ti on s of reality, and thus of the pa rameters 

with in which they are free to act. This presupposes a notion of 

fr ee do n which envisages a certain horizon of possibilities for each

individual, and thus a limitation of his or her choices: Die

id eologischen Debatten sind verschlüsselt in der mu sterhaften 

Wahr ne hm un g der Realität, so wie sie dem einen im andern

b e g e g n e t ' . * 18 In this context, the commitment of both Ha instock and 

Dinc kl ag e to the plan is fundamentally flawed, and the driving force 

behind the co ns pi ra cy is Käthe, as Andersch himself states: 'Das 

Sa ndkastenspiel. Man braucht es nur zu verfolgen, um zu sehen, daß 

Käthe es ist, die es einen Augenblick lang vor den Horizont der 

Wi rk li ch ke it s c h i eb t' .* *9 The first aim of this re assessment of

M i n t e r s p e 1 t will be to exam in e the portrayal of Käthe Lenk and the 

na tu re of her freedom.

The other aspects of the novel essential to this study, But which 

h a ve suffered re lative critical neglect, are suggested by the two 

epigraphs. The Hemingway quotation evokes the landscape in which 

Hinterspelt is set, the Schnee-Eifel in the grip of a winter storm.
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The second, from William Faulkner, in d i c a t e s  the importance of memory

and time: 'Das Ve rgangene ist nie tot; es ist nichteinmal vergangen'.

When asked about the primary m o ti va ti ng fa c t o r s  leading him to write

Hint er s p e l t , Andersch once replied:

Zu meinen persönlichen Anst öß en ge hö rt es, daß das für mich 
eine ausgesprochen star ke E r i n n e r u n g  ist, und ich habe 
jahrelang einfach vorgehabt, das Thema aufzugreifen. Dann 
kommt eine zweite Sa ch e dazu, das ist . nun a l so die 
Landschaft, die La nd sc ha ft im n i c h t  nur na tü rl ic he n Sinn, 
sondern im hi storischen Sinn und al s Teil, ja ich sage mal 
ein poetisches Wort, als Teil m e i n e r  Le be n s l a n d s c h a f t .120

The notion of surrender of a whole ba tt a l i o n ,  das S a n d k a s t e n s p i e l ’,

and the co ns te ll at io n of char ac te rs only co me as third and fourth

factors among those which instigated the novel. Furthermore, when

asked why it occurred to him to wr it e it thirty years after the

events narrated, Andersch di smisses the t i m e  lapse: 'Das spielt für

mich keine Rolle, es ist sogar ganz be wu ßt vermieden worden, die

Linien bis zur Gegenwart auszuziehen, so n d e r n  es wird wirk li ch nur

dieses Modell gezeigt, weil ich pe rs ö n l i c h  glaube oder hoffe, daß der

Leser selbst diese Linien a u s z i e h t '.* 21 The narrative technique

employed in the novel clearly in dicates, w i th the Faulkner quotation,

that the past is firmly rooted in the individual as well as the

coll ec ti ve consciousness. M o r e o v e r , in t h e  words of 6eorge Santayana

as displayed at the Dachau Museum: 'Wer sich des Ve rg an ge ne n nicht

erinnert, ist verurteilt, es noch einmal zu erleben'.*22

Küthe Lmnk - a phmnommnoloqlcal hmrolnm

A brief examination of Käthe Lenk 's relationships with Wenzel 

Ha instock and Joseph Dincklage will d e mo ns tr at e a supe ri or it y of 

insight and consistency of be haviour s u r p a s s i n g  that of either of the
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t w o  sen. Her conduct is ba se d on an in tuitive world view,

c o r r e s p o n d i n g  closely to the phenom en ol og ic al models al re ad y outlined 

in this study. The a f fe ct io n and trust which d e ve lo ps between the 

t w e n ty -f ou r- ye ar -o ld K ä t h e  and Ha in st oc k, twenty-ei ght years her 

senior, is largely a re su lt of c i r c um st an ce s, as they go into hiding 

to gether duri ng the p e r i o d  of tension following the failed

S t au ff en be rg plot in J u ly 1944. He inst ru ct s her in Ma rx is t dogma, 

wh ic h ho ld s for her a novel and s u b v er si ve fa scination, having been 

banned in Germany wh en she was only twelve y e a r s  old. The

si g n i f i c a n c e  of K ü t h e s  ch ar ac t e r i s t i c a l l y  critical at t i t u d e  to these 

theo ri es is, however, u n de rl in ed by A n d e rs ch 's cl ai m that 'Hainstock 

weiß, was richtig, Küthe, was wahr i s t . 123

She is unable to en v i s a g e  the Ma rx is t utopian c l a s s l e s s  society, 

cannot accept that the o n l y  form of mo vement in hi s t o r y  is that of 

the di al ec ti c, and co n s i d e r s  some .ideas to be quite unco nn ec te d with 

systems of production. Above all, Marxist t h e o r y  offers no 

e x pl an at io n for her own wa rt im e ex periences, her i n st in ct iv e flight 

to the West, referred to by D i nc kl ag e as her 'T r i e b r i c h t u n g ' and 

Zugvogel Wa nderung ' <W7, p.259). She remains a 'Partisanin ohne 

P a r t e i ’, guided only by her own instinct, which pr o d u c e s  in her a 

unique authenticity <WZ, p.261>. This merely po in ts up the 

i n c o ns is te nc ie s in H a in st oc k' s comm it me nt to Marxism. When she hears 

of the pa rt played by M a tt hi as Arimond in Hain st oc k' s life, of his 

practical co llaboration with this senior coordinator in the defence 

industry, his Marxist th eo ry is deva lu ed in her eyes: Manchmal meine 

ich, der Marxismus sei nur eine Methode, alles zu erklären' (NI, 

p . 113).

When they discuss the state of G e rm an y and the c o u r s e  of the war,
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her a c a d e n i c ,  linguistic training br in gs her into conflict with his

ab stract tend en cy , 'in bezug auf ge sc hi ch tl ic he Ereignisse <...),

K o n d i t i o n a l s ä t z e  aufzustellen' (Hi, p.99). While Hainstock ex presses

perh ap s th e most important theory un de r l y i n g  the novel, he is himself

aware that it is Käthe wh o puts this theo ry into practice:

S e i n e  ganze An st re ng un g, sie ait den Voraussetzungen 
w e l t v e r ä n d e r n d e n  Denkens vert ra ut zu machen, war also 
u m s o n s t  gewesen. Am Ende se in es Unterrichts in di a 1ektischer 
G e s c h i c h t s a u f f a s s u n g  legte sie ein Bekenntnis zua Fa ta li sm us 
ab. (...) Da vo n abgesehen war sie der Motor des ganzen 
U n t e r n e h m e n s  gewesen. Von Fa ta l i s m u s  konnte da gar nicht die 
R e d e  sein (Hi, p.100).

H a in st oc k is unable to envisage the success of Dincklage's plan 

be ca us e he is incapable of thinking ou t s i d e  the categories of Marxist 

theory. K ä t h e  r e c o gn iz es this in fl ex ib il it y in Hainstock which

re nd er s h i m  unable to act: 'FUr Ha in st oc k war Dincklage bloß ein

A u ß e n s e i t e r ,  ein Amateur - er hielt sich nicht an die Hausordnung der 

Re v o l u t i o n ! '  (HZ, pp .284-285). K ä th e s analysis of the Si tuation 

c o r r e s p o n d s  with An de r s c h ' s  de s c r i p t i o n  of the novel: Das Buch 

s c hi ld er t ei ne n Konf li kt zwischen E r k e n n t n i s  und Tat'.124 Käthe is 

no ta bl y th e only figure in whom the tw o coalesce; the co nflict is 

re du ce d to a minimum: ’Sie war ei ne Intellektuelle, dennoch versessen 

darauf, a b s t r a k t e  Ideen in Leben, Th e o r i e  in Praxis zu verwandeln, 

wenn s i ch ihr dazu au ch nur die le iseste Möglichkeit bot' (HZ, 

p . 189) .

Her re la t i o n s h i p  w i th Dinc kl ag e is based on an immediate and 

mutual attr ac ti on , of the sort w h ic h needs no explanations: Er

v e r l i e b t e  si ch eben in sie, punktum, und sie sich, wenn auch mit 

e i ni ge m W i d e r s t r e b e n , in ihn' (HZ, p.222). It is a mark of her 

sei f-awar e n e s s  as well as her in vo lv em en t, that she endeavours to be 

all the m o r e  critical of Dincklage: Si e war fähig, sich selber zu
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beobachten, fe st zu st el le n, wie ihre K r i t i k  an Dincklage immer wieder 

ua schlug in Verlangen' (Ul, p.275). Her reservations about hi« take 

very conc re te and s p ec if ic fora, such as the official tone of voice 

which he uses whenever s h e  addresses h i a  on tactical matters, 'seinen 

äh-äh Ton' (Ul, p.283). She once as ks hia todernst' if the crease 

in his unifora t r o u s e r s  must a l w a y s  be so perfect, and is 

di sc on ce rt ed by the fact that he ha s never knowingly di sobeyed an 

order. Even his u n s h a k a b l e  c o n f id en ce that his own orders will be 

carried out absolutely an d without qu e s t i o n  is somehow disturbing. 

This evidence of the o f f i c e r  me n t a l i t y  seems to conflict with the 

au dacity and in d i v i d u a l i s m  of his plan, his alleged contempt for 

blind obedience and his ab ho rr en ce of war. Although an officer in 

the Uehrwacht, it is hi s i n s u bo rd in at io n which makes him acceptable 

to her: 'Die Ze r fa 11e n h e i t  Dincklages mit der Aufgabe, der er dient, 

ko nstituiert seine m i l i t ä r i s c h e  Exis te nz . Das macht ihn für Käthe 

annehmbar (Ul, p.2ö0).

When Hainstock o b j e c t s  that D i n c k l a g e ’s plan is doomed because of 

its individualistic n a t u r e  and the major's lack of historical 

perspective, Käthe is more c o n c e r n e d  that he is personally 

unco mm it te d to the pl an , 'dap die Ü b e r g a b e  des Ba ta il lo ns für ihn 

blop e i ne abstrakte Idee war. Nicht, d a p  er sie nicht ernst genommen 

hätte; er behandelte s i e  so ernst, wi e man eine Hypo th es e behandelt, 

die zur fixen Idee g e w o r d e n  ist' (Ul, p.61). Her attempt to carry 

out the plan is largely due to the d e s i r e  to overcome this abstrakte 

Kälte' in the man whom she loves (U 1 , p.279). When he proves himself 

unab le to accept un co nd it io na l s u r r e n d e r  in practice, she finds her 

love put to the test, a n d  ch al le ng es him: 'Du mupt unbedingt bis zu 

dem Punkt kommen, wo  du gar n i c h t s  mehr von den Amerikanern
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erwartest, ni ch ts «ehr von ihnen ve rl a n g s t '  (N7, p.286>. She begins 

to feel solely responsible, on th e G e m a n  side, for the su cc es s of 

the conspiracy: 'ln Käthe b e f e s t i g t e  sich der h o c h m ü t i g e  Gedanke, daß 

di es e Sache eigentlich und e i n z i g  ihre Sache geworden war' (Hi, 

p . 2 8 4 ) .

K ä t h e s  unique status in the n o v e l  could be de fi ne d in teres of 

Mer 1 e a u - P o n t y 's ontological t h e o r y  of ' e e b o d i a e n t ', a subject of 

great interest to German critics of his w o r k . 125 It is also the 

basis of any phenomenological v i e w  of perception, the initial 

encounter with reality which takes p l a c e  through the medi um of the 

body. Any abstract or rational know le dg e is only the secondary 

expression of this basic e x p e r i e n c e  of the world. It is 

charac te ri st ic of Käthe Lenk that her cons ci ou s deci si on s emanate 

di re ct ly from this pre-rational , in st in ct iv e level of existence. 

Klaus Scherpe identifies this f e a t u r e  of her be haviour without 

re lating it to any me taphysical category, in the terms: Das 

"Argument" Käthes (...) ist i h r e  K ö r p e r l i c h k e i t ' . 12^ For all 

Hain st oc k' s faultless ra t i o n a l i z a t i o n  of fascism, it lacks any 

su bj ec ti ve element which would e x p l a i n  the way in which fascism is 

exper i e n c e d :

Mit Käthe argumentiert A n d e r s c h  gegen eine sich in ihrer 
eigenen Rationalität a b s c h l i e ß e n d e  “r i c h t i g e “ Er klärung des 
Faschismus, der d e nn oc h "Wahrheit" mangelt, da sie die 
Dimension persönlich erlebter Wi rk li ch ke it als 
Bewußtseinsfaktor w e n i g  beachtet. Anderschs 
Ro mankonstruktion als de r eines, wie er selbst sagt, aus der 
Ge sc hi ch te h e r a u s g e d i c h t e t e n  "K am me rs pi el s" läßt allerdings 
auch Käthes Haltung u n d  Wa hr ne ha un gs we is e zum Prinzip 
g e r i n n e n . 12 ^

Thus when Kä th e objects to H a i n s t o c k ' s  use of the word 'untragbar' to 

describe Hitler, insisting on t h e  ad jective un er tr äg li ch ', she is 

prompted by the personal e x p e r i e n c e  of her father: 'Es ist ein großer
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Un t e r s c h i e d  (...), ob «an jemand fUr u n tr ag ba r hält, oder ob einem 

jemand un er tr äg li ch ist' (NI, p.33). R e m e m b e r i n g  her own background, 

as the daughter of educated mi dd le -c la ss o p p o n e n t s  of Hitler, Käthe 

ca nn ot accept Ha in st oc k' s thesis that f a sc is m ex p o s e s  the evil roots 

of b o u r g e o i s  monopoly capitalism: Wenn sie si ch an ihre Eltern 

e r i n ne rt e, fand Käthe es unmöglich, zu gl a u b e n ,  daß das, was das 

U n g e h e u e r  machte, die Grundlagen des De nk en s von BUrgern enthüllte' 

(NI, p.33).

The reaction of both Hainstock and D i n c k l a g e  to one of K ä t h e s  

most tr aumatic personal experiences, the b o mb in g of her parents' home 

in Be rl in in the spring of 1944, exposes once m o r e  their en sl av em en t 

to a b st ra ct theories, preventing them from e m pa th iz in g effe ct iv el y 

with her distress. Although Hainstock can see her parents as the 

vi c t i m s  of an imperialist war, and with his kn o w l e d g e  of ex pl os iv es 

can ev en envisage the extent of the d e st ru ct io n ca us ed by the bomb, 

this is of no comfort to Käthe. Di ncklage c o n s i d e r s  their de at h to 

b e  on e more inexplicable factor in the brutal c h a o s  of human history: 

’K ä t h e s  Eltern gehörten in die Unfa 11 -St at i s t ik des Chaos' (NI, 

p.229). It is only clear how both of them fail her when she recalls 

the re ac ti on of Lorenz Gieding, the artist who ha d been her lover in 

Be rl in but is killed in action in Italy. At the time he had 

a t t e m p t e d  no explanation, but said: 'Du bist arm dran', and sat with 

her w h i l e  she wept (NI, p.231).

Similarly, Käthe regards the war as 'eine N a t u r k a t a s t r o p h e , eine 

Ka t a s t r o p h e  der menschlichen Natur', not as the result of a c r i s i s  in 

the ec on om ic me chanisms of capitalist p r o d u c t i o n  (NI, p.260>. She 

do es not see herself as being de te rm in ed by s o c i o- ec on om ic factors, 

but by a network of human relationships, w h ic h reflect an absolute
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political co nsistency: 'Instinktiv. Aus private« Sein' I M ,  p-261). 

Her i n st in ct iv e integrity accords with Mer 1e a u - P o n t y 's n o t i o n  of 

f r eedom:

C'est en « e n f o n ç a n t  dans le présent et dans le « o n d e ,  en 
assu aa nt résolurent ce que je suis par hasard, en v o u l a n t  ce 
que je veux, en faisant ce que je fais que je peux a l l e r  au 
delà. Je ne peux «anquer la liberté que si je c h e r c h e  à 
dé passer «a situation n a t u r e l l e  et sociale en r e f u s a n t  de 
1 assuaer d'abord, au lieu de rejoindre à travers e l l e  le 
•o nd e naturel et h u a a i n . 128

M e r l ea u- Po nt y co ncludes his treatise on freedo« with a q u o t a t i o n  fro« 

St. Exupéry, as an author who demo ns tr at es « a n s  freedo« in the 

living out of his relationships to others and the world: 'L 'ho««e 

n est qu 'u n noeud de relations, les relations coaptent s e u l e s  pour 

1 homme . 129 When she reflects on her life, Käthe also finds that it 

co nsists of ein ge ringes Geflecht von Beziehungen mit Me ns c h e n .  Aber 

innerhalb di es es Ge flechts entscheidet sie sich po litisch i m me r in 

der g l ei ch en Weise (...). En ts ch lo ss en aus persönlichen Z u -  oder 

Abneigungen' ( M , p.261>.

When Elis ab et h Plessen d e cl ar es Käthe Lenk an e x is te nt ia li st 

heroine, it is not without reason, as Andersch quotes S a r t r e  in a 

footnote to Di nc kl ag e' s letter of withdrawal, as an implicit 

ad «o ni sh «e nt for his failure to act: ’L' ho «m e est d'abord un projet 

qui se vit s u b j e c t î v e a e n t , au lieu d' ét re une «ousse, une p o u r r i t u r e  

ou un ch ou -f le ur ; rien n'existe pr éa la bl em en t à ce projet; r i e n  n'est 

au ciel in telligible, et l h o i i e  sera d'abord ce qu'il a u ra projeté 

d être. Non pas ce qu'il voudra ê t r e ' . 130 There can be l i t t l e  doubt 

that Ande rs ch intended a st ra ig ht fo rw ar d i d e n t i f i c a t i o n  of 

D i n c kl ag e' s plan with Sartre's projet', although this s u g g e s t s  a 

somewhat superficial un de rs ta nd in g of the Sartre text. In fact, as 

the last two lines of the qu otation imply, there is a d i f f er en ce
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be tw ee n the projet' which de te rm in es our essence, and conscious, 

will ed decision. Of the former Sartre goes on to say tout cela 

n'est q u ’une manifestation d'un choix plus originel, plus spon ta né 

que ce qu'on appelle v o l o n t é ' . I n  L'Existentialisme est un 

h u ma ni sm e Sartre actually stre ss es the humanistic implications of 

e x is te nt ia li st thought, not its radical voluntarism. Indeed, by 

qu ot in g these lines out of context, Andersch obscures the

si g n i f i c a n c e  of the word projet' as used here by Sartre. The 

pr ev io us sentence makes this quite c l e a n  'L'homme existe d'abord, 

c' e s t - à - d i r e  que l'homme est d'abord ce qui se jette vers un avenir, 

et ce qui est conscient de se projeter dans 1 a v e n i r ' . * ^  The 

c o n s c i o u s  decisions of ev eryday life co ns ti tu te a secondary form of 

choice. The significance of the quotation from Sartre is th erefore 

r e l a t i v i z e d  by the as sumption that it was only partially understood. 

Rather than the 'Inbegriff sartreschen Authentizität', Käthe has been 

seen to be a primarily in st in ct iv e woman, whose decisions emanate 

from the depths of her p e rs on al it y rather than from an existential 

insight into human freedom. Andersch call ed the central action of 

the co ns p i r a c y  eine Novelle im kleistischen S i n n e . 133 It is 

temp ti ng to see in Küthe traits of a similarly named Kleistean 

hero in e, characterized in her de cisions by an in fallible innate 

ce rt ai nt y.

The Landscape

In th e early poem "Aus Rauch und Delphinen" <1946) An de rs ch 

j u xt ap os es two personal memories of the last years of the wari the 

man t e nd in g a fire in wint er sp ei t / im tagebuchherbst / mitten im
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krie g' , and the Atlantic do lphins, 'nährend der Überfahrt / von 

b o s t o n  nach le ha vr e / als der krieg vo rb ei w a r ' . In Hinterspelt 

also the evocation of the Ge or gi a h o a e  of Captain Kimbrough is as 

v i vi d as that of the c o un tr ys id e ar ou nd Hinterspelt, indeed, it 

b r i n g s  this American officer to life in the second half of the novel. 

Th er e are marked si mi la ri ti es be t w e e n  D i nc kl ag e' s relationship to his 

n a t i v e  Emsland and that of Ki mb r o u g h  to the swamplands around his 

ho m e t o w n  of Fargo, which suggest m o r e  than anything a potential 

s y mp at hy between the two men. In the mi ds t of real war, Di ncklage 

re me m b e r s  with no stalgia his c h i l d h o o d  wargames in his father's 

E m sl an d brickworks, bathed in a r e d d i s h -golden evening light which 

re n d e r e d  the mock battles harmless. H e  intends to return there after 

the war, even ho pe s that Kä th e m i gh t join him there, but he is 

bi t t e r l y  aware of the mark which Na ti on al Socialism has left on his 

home, reciting to Kä th e a litany of th e names of concentration camps 

in the region <MJ, p.44). Wi th un as h a m e d  local patriotism he 

e n vi sa ge s a future in which d o m i n a n c e  of the major powers will 

d i mi ni sh and world wars will be a t h in g of the past: 'Er meinte, wir 

wü rd en das Ende der Epoche der W e l t m ä c h t e  nicht mehr erleben, aber 

ei ne s Tages wllrden sie sich z u r ü c k z i e h e n ,  nicht aus Deutschland und 

Fran kr ei ch , aber aus dem Emsl an d und der Auvergne, die alten 

L a n d sc ha ft en würden stärker sein als d i e  weltumspannenden Pl än e der 

Amer ik an er und Russen' (M2, p.474).

A similar brand of regi on al is m c h a r a c t e r i z e s  Kimbrough's feelings 

for his home, and his a p p o s i t i o n  to American involvement in a 

Eu ro pe an war. In a passage almost r e m i n i s c e n t  of S t i f t e r s  Gr anit, 

he reca ll s an expedition with his father in the Okefenokee Swamp, 

wh ic h seems to represent his in it i a t i o n  into the landscape: Er
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b e z e ic hn et e John den go l d e n f 1Ugl igen Ma id sä ng er und den Maidsänger 

ait der apfel s i nenfarbenen Krone, den Ma gn ol ie n- und den

M y r t h e n - M a l d s ä n g e r ' (HZ, p.452). The names h a ve incantatory power, 

clearly perceived as aore than mere labels: 'Dad konnte auf ein 

K a r a e s i n - L i c h t , fern, vor dea Grau des Zy pressenwaldes, deuten und 

sagen: “Rh o d o d e n d r e n “ . Oder ia V o r b e i g 1 ei ten ein rotes Blatt von

einem Strauch pflü ck en und iha einen Naaen geben. " I te a“, sagte er, 

"das ist eine Ha n a m e l i s - A r t “ . Er Uber tr ie b' s nicht. Manchaal ließ er 

die Na ae n Naaen sein' (HZ, p.453). There can be no doubt, here, of 

the si gn if ic an ce of names as an in herent pr o p e r t y  of their referents, 

a noti on which diverges radi ca ll y from An de rs ch 's professed

no ai na li st position.

Kimb ro ug h' s reluctant pa rt ic ip at io n in the war is reflected in 

his initial letters home, which evoke only a dead landscape: 'Die 

Sätze lebten nicht, sie raschelten wie dürr es Geäst' (HZ, p.382). He 

is un ab le to express anything of the journey from Le Havre to the 

front, not even the de solation of the old Fr en ch and Belgian barr ac ks 

in which the troops are quartered. He would h a ve expected such old 

buil di ng s to echo wi th history, but finds on ly deadly silence: 'Man

konnte das nichteinmal Schweigen nennen. Es war die vo llständige 

Abwe se nh ei t von Leben. Graue Steine. Blaue Steine. Rote Steine. Ein 

Steinbaukasten. Nichts' (HZ, p.383). On his arrival in the Ardennes, 

he is struck by the eaptiness of the landscape, which is 

au ße ro rd en tl ic h leer, selbst für Ki mb ro ug h, der doch von Fa rg o und 

dea Okefen ok ee -S ua pf her an leere Ge genden g e wö hn t war' (HZ, p.384). 

C o ap ar in g the river Our with the fa miliar Suwanee, the American 

land sc ap e seeas distant and exotic, but the rural poverty and the 

wo o d s m o k e  remind him of home: 'Der H o l zf e u e r r a u c h  war der gleiche,
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hier w i e  dort' (Mi, p.405>. He thin ks of Dorothy, the Ho aa n he 

loves, w h o  writes to him front Mexi co , where she is engaged in an 

a t te ap t to rescue the culture and la nguage of a group of Mexican 

Indians. She describes the b e a u t i e s  of the ' Ag aven-Wi1d n i s s e ', 

h o p i n g  to lure hi« there after the war (Mi, p.422). When he

d e c l i n e s ,  she accuses hi« of pr ov in ci al is m, a charge which he has to

c o nc ed e: Später hatte er eing es eh en , daß sie rechthatte, und

jedesmal eine Griaasse geschnitten, wenn ihn das "wir sw aa pe r" -GefUh 1 

Uber kam' (Mi, p. 423).

The contrast between K i m b r o u g h ' s  response to the Eu ro pe an 

l a n d s c a p e  and that of Major Wheeler, his immediate superior, throws 

into re li ef the role of pe rc ep ti on in co nstituting meaning: Wheeler

fa ßt e d i e s e s  Land ganz anders auf als er' (Mi, p.383). Whereas, for 

K i m b r o u g h ,  one of the most s i gn if ic an t events of the journey to

E u r o p e  had been the sight of the New Engl an d landscape in autumn, for 

Ma jo r Wheeler, the professor of mediaeval Geraan literature at 

I n di an a University, the o p p o rt un it y to visit Europe is of great 

a c a d e a i c  interest. Like Ki mbrough and Dincklage, Wheeler ev ol ve s out 

of a sp e c i f i c  landscape, the d e s c ri pt io n of which is essential to an 

u n d e r s t a n d i n g  of his character: *Ua Major oder Professor W h ee le r zu 

b e g r e i f e n ,  iaaginiere man sich di e Univ er si tä t Bloomington, Indiana! 

Sie liegt inmitten der tr os t l o s e n  Weiten des nö rd li ch en

M i t t e l w e s t e n s ' (Mi, p.397). The na tu re of the university itself is 

c l o s e l y  bound up with the landscape: ‘Es liegt auf der Hand, daß 

W e i z e n s t e p p e n  - Universitäten, mö ge n sie in Indiana oder Tu rkestan 

liegen, ihren eigenen Stolz, ihre eige ne Bescheidenheit entwickeln 

mü ss en ' (Mi, p.397). Wheeler's e n t h us ia sm for Europe can o n l y  be 

u n d e r s t o o d  in this context, as he is one of 'die Gelehrten,
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au sg es et zt auf der eisernen Prärie, verzweifelt von Land sc ha ft en 

träuaend, die dicht ait Geschichte b e se tz t sind' ( H l, p.397). The

r e l a ti on sh ip between Kiabrough and Wheeler, these two pr of ou nd ly 

n o n - a i l i t a r y  men, is one of f r i e nd sh ip and Kameradschaft', the 

latter de fi ne d here as a fora of c o ns pi ra cy against the ailitary 

aa ch in e they serve: 'Der Kaaerad ist der, ait dea aan sich, oft nur 

unbewußt, gegen das Koll ek ti v beschwört' (HI, p.399). This portrayal 

of US Aray Of ficers is no doubt d e ri ve d froa personal reai ni sc en ce s 

of Ande rs ch s e x p e ri en ce s as a POW, and of his first encounter with 

Amer ic an ac ademics in the Ver M a l tungssc hu Ie at Fort Getty, 1945.

Wenzel H a i n s t o c k 's intellectual co aaitaent to the cause of 

in ternational C o ma un is a does not p r ev en t his special at tachment to 

specific localities. His benefactor, Ariaond, ar ranges the sale of 

the Wint er sp el t qu ar ry to Hainstock, weil ihm aufgefallen w a r ( wie 

ganz ande rs der Hann aus Böhmen von di es em K a 1kstein-Auf sch 1uß sprach 

als von den Übrigen Arealen, die er zu be au fs ic ht ig en hatte' ( H l, 

p .121). This pa rt ic ul ar quarry had not been the most pr of it ab le in 

the region, but it re mi nd s Hainstock of the Bohemian quarry in which 

he had learnt his trade. Indeed, the rock formations of the whole 

area are re mi ni sc en t of those of his home: 'Wenn er auf seine Höhe 

stieg und die Schnee-Eifel be tr ac ht et e, die ein Hä rtlingszug aus 

Quarzit war wie nur irgendeiner zwis ch en Wi nt er be rg und Oberplan, 

wenn er mit dea Blick den hi nt er ei na nd er ge st af fe lt en Waldlinien der 

Arde nn en folgte so glaubte er zu träumen: er war in Böhmen'

(HI, p . 127).

After his re le as e froa c o n c en tr at io n camp in 1941, Hainstock had 

been acut el y aware of the a 11 - p e r va si ve pres en ce of National 

So c i a l i s m  in wart im e Berlin. It r e du ce s the urban landscape to a
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unif or a formula, even depriving the o n c e  evocative names of their 

si gnificance: ‘Die Zeit «ar längst vo r b e i ,  in der jeeand, wenn er aus 

eine« Fenster des Kai ser ho f sah, Sc hu 1enburg-Pal ai s dachte, oder 

Or d e n s p a lais der J o h a n n i t e r , o d er Schwerin, A n h a l t - D e s s a u , 

Hint er f e l d t , Keith, Zieten, S e yd li tz . Hainstock (...) dachte 

nichteinmal »ehr Preußen, sondern nur noch Faschismus' (H l , p.116). 

He ther ef or e welcoaes Ariaond's of fe r of a retreat to the isolation 

of the Eifel, a landscape virtually u n to uc he d by fascis« or the war.

For Käthe, as indeed for K i a b r o u g h  and Schefold, the great 

attr ac ti on of Winterspelt is its si tu a t i o n  on the Ger«an frontier 

with Belgium. The im portance of th is for the novel may be deduced 

from An de rs ch 's coament: ’Die G e s c h i c h t e  ist die Ge sc hi ch te des 

F o r t ge he ns einer Frau aus einer S c hl ac ht . Wohin? An den Rand. Käthe 

und G. dringen immer bis zu . Rändern vor, geographischen, 

künstlerischen, i n n e re n'. This f i n d s  confirmation in the account 

of Kä th e s migration to the west af te r the death of her parentsi Wie 

eine Besessene hatte sie Ränder abge su ch t: die Insel, das Bourtanger 

Moor, die Ufer des Niederrheins, i m me r in der Hoffnung, sie wUrde 

einmal in eine offene Zone geraten, in ein Rätsel-Land schwebender 

Üb er gä ng e, an einen äußersten, s c h o n  durchsichtigen Saua I H 11 

p.244). This is reminiscent of the earlier story “Die letzten vom 

S c hw ar ze n Mann" (1958), in which th e spirit of a German soldier still 

roams the border-area of the Ei fe l years after the war: Roland 

liebte Grenzen, weil an ihnen die L ä n d e r  unsicher w u rd en '.1'*6

Käthe is also a person for whoa specific landscapes are 

significant, such as that of L i nc ol ns hi re , which she encounters in 

her reading of Bleak House. When he r parents are killed, and Lorenz 

is call ed up, he proaises her that t h e y  will go together to
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Li n c o l n s h i r e ,  London, Paris and New York after the war. She is 

t h e r e f o r e  uninterested in Dinc kl ag e' s de sc ription of the county, 

b e c a u s e  for her it is ev ocative of Dickens and of her dead lover: 

S i e ga b keine Erklärung daftlr ab, wa rum es au sg er ec hn et Li ncolnshire 

sein mUsse, erzählte nur, wie sie an den Nauen di es es englischen 

L a n d s t r i c h s  geraten war' (U l , p p . 40-41). When she leaves Berlin, 

th is literary la ndscape becomes a real po ssibility, and comes to 

r e p r e s e n t  peace in her imagination. Her te mporary sojourn on the 

i s l a n d  of Juist is due mainly to its geographical p r ox im it y to the 

E n g l i s h  coast, alth ou gh she re alizes after a week that this is no 

prac ti ca l solution, and sets off once more, weil sie einsah, daß es 

si n n l o s  war, von den weiten Sandflächen, den DUnen aus, auf denen sie 

e n d l o s e  und ei nsame Sp az ie rg än ge unternahm, eine geda ch te Linie nach 

L i n c o l n s h i r e  zu ziehen' <J#J, p.239).

On this journey she had merely followed her instinct, like a 

m i g r a t o r y  bird, se eking out a landscape which sh e would find

co ng en ia l. She dislikes Hano ver, but travels to Hamlin: Der Name

ge fi el mir' (Ul, p.237). She even stays there for a few days,

o b s e r v i n g  her own re actions to the town, just to ascertain, ob 

H a m e l n  viel leicht fUr mich taugte' (U I , p.238). Driven on once more 

by th e thought of the sea, she arrives on a night train in Norddeich: 

Es gab kein Licht in den Waggons, dafür konnte man vom dunklen

Ab te il aus die nächtliche La nd schaft betrachten, (...) Holken, 

M o n d l i c h t  Uber Fläc hen, Baumkronen, Wasser, das glitzerte' (Ul, 

p . 23 8) . Le aving Juist after a week, she wand er s southwards, with no 

aim but to find a place where the war will soon end, she ‘verließ 

s i ch allein auf ihre Ah nungen' (Ul, p.240).

At last, when travelling th rough the Eifel, she fi nds a landscape
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which seems to beck on to her and offer her refugei A u s den 

Zu gf enster in die veränderte La nd s c h a f t  blickend, sah K ä th e 

q r o ß - z U g i g e  Hügel, fläc hig, aber in tiefen Farben, Wege (...), f l ac he 

Gehöfte, w e iß oder aus grauen B r u c hs te in en , in denen sie sofort h ä tt e 

wohn en wollen, Bäume wie Gewölk (...). Di ese An sichten ga ben Kä the 

Visi on en ni cht von Ge fa ngenschaft, sond er n von Verstecken ein (#/, 

p p . 244-245). Like Fran zi sk a in Mest re , Kä the di scovers a la nd s c a p e  

which is a potential home, and d e c i d e s  to stay initially in Pr Um, 

where she works as a te acher un til the town is evacuated and she 

takes r e fu ge on the Thelen farm in Wi nterspelt. Like the Franz Kien 

of "Alte Pe ripherie", one of he r fa vourite fantasies is that of 

e v ac ua te d cities, such as Aachen or Trier, in which she w o ul d be 

e n ti re ly alone: Käthe stellte sich Straßen vor, in denen n i ch ts zu 

hö ren sein wü rde als ihre eigenen Schritte. (...) Ro ma ntische Ideen 

von E i n s am ke it und Räuberei' <#J, p.252). This is one more in s t a n c e  

of a re current image in A n d e r s c h ' s  work: that of an anar ch ic , 

u n d e r g r o u n d  ex istence outside the c o n s tr ai nt s of society, ei n 

s c h w e i g e n d e s  Fr eikorps der Anar ch ie . 137

Of all the c o n s pi ra to rs invo lv ed in Dinc kl ag e' s plan, S c he fo ld is 

a co nf e s s e d  epicurean, 'im Grunde mi t nich ts weit er be sc häftigt als 

mit dem Nach fU hl en von Schönheit, von äs th et is ch en Prozessen, d i e 

a n de re er sonnen un d ausgefUhrt ha be n' (WI, p.470). This is r e f l e c t e d  

in his ap pr ec ia ti on of th e la nd scape, which gains its s i g n i f i c a n c e  

from ae sthetic associations. It may be assumed that he f r eq ue nt s the 

area arou nd Hainstock s quarry p r i n c i p a l l y  because it is full of 

An si c h t e n  nach Bildern des 15. J a h r h u n d e r t s  ' (WZ, p . 14 3) .*3® Just 

south of Hemm er es he can imagine hims el f in th e landscape of h i s  ow n 

f a vo ur it e pa inting, and gains p l e a su re from die t ä u s c h e n d e
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Ähnlichkeit von Wirkli ch ke it un d Ab bi ldung' (Mi, p.137). Even in the

face of extr em e danger, when o p en ly cros si ng the German line, he is

able to p a us e and co n t i n u e  his aesthetic reflections: Umrisse,

Fl'dchen, S p hä re n waren hier ganz anders als auf den Bildern des

Meisters der T r id e n t in isehen Siby ll e. Schefold suchte nicht nach

Vergleichen, sondern nach Ikonen dies er Realität, probierte d i e Namen

Piss aro, Mo net aus, gab sie auf, verstieg sich sc hließlich b i s zu

Cézanne (Mi, p.144). The s i g n i f i c a n c e  of Cézanne for Me rleau-Ponty

as the modern arti st who ca me th e c l os es t to protraying the la ndscape

in its first stages of me an in gf ul o r g a ni sa ti on finds further echoes

h e r e .  S i m i l a r  t h o u g h t s  o c c u p y  S c h e f o l d  a s  h e  l e a v e s  W i n t e r s p e l t ,

after his inte rv ie w with Dincklage:

Ein Kalk mu ld en do rf , vom Grllnspan der abfallenden Riedel 
eingefaßt, wi e in Lo th r i n g e n ,  der Wallonie, dem Jura. 
Courbet. Aber ni cht das schwere Licht von Courbet, kein 
Glanz wie von R a b e n g e f i e d e r  oder Ölmalerei. Eher Kreidiges, 
Flächen, vom Ecru d i e s e s  Okto be rt ag s ni cht erleuchtet, 
sond er n nur ei ng efärbt, flache Tafeln, Farb häute, vom 
Spachtel auf den H i n t e r g r u n d  gelegt. DUnn gemalt. A l so doch 
Pi ss a r r o ?  Tatsächlich C é z a n n e ?  Oder ein noch nie gema lt es 
L i c h t ?  (Ml, p.175).

His d e c i si on to accept D i n c k l a g e ' s  condition that he should cross 

the lines alone, by a direct route, is based less on rational 

reflection than on his roma nt ic im age of Käthe: 'Vorstellungen von 

ge he im nisvollen, kUhnen und s c hö ne n Frauen der Un te rg ru nd be we gu ng 

befielen ihn. Er war eben ein ra d i k a l e r  Stendhal ien (Ml, p.204). In 

his hypothetical account to H a i n s t o c k  of the in terview with 

Dincklage, he comments at length on his aesthetic cont em pl at io n of 

the major s ar ray of medals:

Zu m e in em größ te n E r s t a u n e n  sah ich mich in den Proble mk re is 
mode rn en bildneri sc he n De n k e n s  versetzt (...). Sagen Sie mir 
jetzt nicht, es ha nd le sich da ganz einfach um O r d e n s ­
schnallen, Orden, allerlei Abzeichen, Epauletten, Kragen, 
Kr ag enspiegel! Sogar ich we iß, daß es sich da um G e ge ns tä nd e
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hand el t, die benannt werden können, Träger von Bedeutung 
sind (Ul, p p .464-465).

H e  draws an anal og y with M o de rn art, wh ich is equally Meaningful, 

although un re pr es en ta ti ve : Aber eben, hier wie dort, nicht Mehr 

Abbildung, Mimesis, sondern Zeichen, Syabol - Übersetztes oder 

Un üb er se tz ba re s, H i e r o g i y p h i s c h e s , Bilderrätsel, Abstraktionen. Die 

Welt als Rebus' (UI, p.465). In t h e syebolisM of Mode rn art, 

howe ver, he de tects die E r in ne ru ng an die Myth en früh er 

Mensch en ge sc hl ec ht er ' (Ul, p.465>.

ln Dincklage's e m b l em at ic unifora, all he detects is th e 

cont em pt ib le puerility of a society obsessed with rank and 

superiority, 'der re ine Kitsch!' <U l , p.466). In spite of the 

obvious re s t r a i n t  and mode st y of the man, Schefold is unable to 

separate Di n c k l a g e  to tally from the rank-fix at io n expressed by his 

unif orm, n o t i n g  that da s P h ä n om en al e der Uniform schließe ihn ein 

(Ul, p.466). On the basis of these aesthetic reflections, Sc hefold 

co ncludes that it was a m i st ak e ever to ha ve embarked on Dincklage's 

plan, be c a u s e  the techniques of u n de rg ro un d re si stance are anathema 

to this o f fi ce r of the U e h r » a c h t . He was incapable of carr ying out 

such an un dertaking, ohne de n r i gi de n Ve rsuch zu machen, einen 

Fetzen m i l i tä ri sc he n F a hn en tu ch s für sich und seinen Plan zu retten' 

( U l , p . 472).

S c h e fo ld also recognizes, while identifying with Dincklage's 

prov incial atti tudes, their in tr in si ca ll y conservative and 

po te ntially sinister nature, 'denn auch ich, ein Liebhaber von 

Bildern vieler Jahrhunderte, de nke nicht in Länd ern, sondern in 

Landscha ft en , in den U n t e rs ch ie de n des Lichts von Amsterdam und 

Urbino, auch wenn ich mir (...) sogl ei ch korrigierend ins Gedächtnis
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rief, d a ß  n i e m a n d  ihr größerer Fe ind ia L e be n Mar als der d u ap fe 

ve r h o c k t e  G e i s t  des Enslandes, der Au v e r g n e  - aller Em sländer und 

A u v e rg ne n d e r  Erde' Ull, p.475). Ul ti mately, it is this un wo rldly, 

im pr ac t i c a l  ar t-historian who reac he s th e most incisive c o n c l u s i o n s  

about D i n c k l a g e .  While the other c o n s p i r a t o r s  had all been u n it ed by 

id ealism a n d  a belief in the va lue of human endeavour: Er ist ein 

Mann de r ä u ße rs te n Resignation, er hat se in en Plan niemals wirk li ch 

a u s z u f U h r e n  gewünscht. (...) Wenn ich an ihn denke, bi n ich 

v e r z w e i f e l t '  Ull, p p .475-476).

The r o l e  of names in perc ep ti on is ag ain raised in S c h e f o l d ’s 

r e m i n i s c e n c e s  about his work in the S t ä d e l -1 nstitut in Frankfurt. He 

had o n ce s u gg es te d that the p a in ti ng s s h ou ld be displayed without 

their c a p t i o n s ,  as this in fo rmation co uld be a distraction from the 

works t h e m s e l v e s :  'Wenn die Leute den Titel ei nes Bildes le sen und 

den N a m e n  d e s  Malers und di e Zeit, in der er gelebt hat, dann sehen 

sie n i c h t  mehr das Bild, so ndern denk en an Kunstgeschichte' U l l, 

p.529). T h e  name may be an aid to re co gn it io n, with th e power to 

evoke t h e  esse nc e of a thin g, but it should never become a subs ti tu te 

for p e r c e p t i o n ,  as it is for Herbert, the a e st he te of Die Rote. Thus 

A n d e r s c h ' s  own noti on of no mi na li sm p r e s e n t s  no real co nf li ct with 

the i n h e r e n t  idealism of his p h e n om en ol og ic al stance, prin ci pa ll y 

b e ca us e it is not true n o m i na li sm in the metaphysical sense of the 

wor d .

S t h e f o l d ' s  last im pr essions of W i nt er sp el t are a c co mp an ie d by 

s p e c u l a t i o n  as to its ap pe arance when the Geschichten' of th e war 

are over :

S o ld at en in Dörf ern, ln haspelt. In Wint erspelt. Wie wllrden 
d i e s e  Dörfer sein, wenn es einm al keine Soldaten mehr in 
ih nen gab? Endl ic h nur noch c ß z a n n e s c h e  Aggr egate, das Kalk-
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und M o o s ge wU rf el Ae lbrecht van Ouwaters, zeit lo s? Mährend 
jetzt E r e i g n i s s e  durch si e hindur ch gi ng en , Erzähl un ge n, 
Ge schichte. V o n Soldaten v e r l a s s e n e  Dörfer kamen o h n e  Wörter 
aus. Si e w a r e n  Bilder, sp r a c h l o s  ( M i, p p . 521-522).

Time ln Minterspelt

In addition to S c h e f o l d ' s  role as a courier between the opposing 

fronts, he also e n t r u s t s  to H a i n s t o c k ' s  c a re a painting by Paul Klee, 

“Poly ph on um gr enztes W e i ß “ . He had g o ne into ex ile in Be l g i u m  in 

1937, taking the p a i n t i n g  from the S t äd el -I ns ti tu t, where it had been 

removed from display as 'entartete Kunst'. Pa rallels have inevitably 

been drawn between this and the attempt in Sansibor to rescue 

Barlach s "Lesender K 1 oster schlll er “ , but on closer ex am in at io n, the 

si gn if ic an ce of K l ee s painting in U i nt er sp el t may be seen to be 

qu ite different. O n e  important d i f f e r e n c e  lies in Sc he fold's 

ho rrified real iz at io n that his effo rt s to save the p a in ti ng from 

destruction were u n n e ce ss ar y, as the wo rks of 'degenerate' art had 

for the most part b e e n  sold to foreign bidders, not d e st ro ye d as he 

had feared: Er f ü h l t e  sich um den Sinn seiner Tat b e tr og en (...). 

Seine Emigration b e r u h t e  auf einem M i ß v e r s t ä n d n i s  (Ml, p.532). The 

pa inting retains a c e r t a i n  subv er si ve mystique, but it is clearly 

more than a cipher for opposition.

The painting c o m e s  to prom in en ce in a central pass age, in which 

Käthe discovers it in the cave w h er e she is in hiding with Hain stock. 

Perh ap s on the b a s i s  of her comm en t, da s Bild ist e i n Plan', 

Hei de lb er ge r- Le on ar d sees it as an abstract r e p r es en ta ti on of 

Di ncklage s plan, a l t h o u g h  this rema rk p r ed at es Di nc klage's arrival 

in Winterspelt by seve ra l months (Mi, p.271). More im portantly,
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K ä t h e s  uninformed, spontaneous r e a c t i o n  to the painting is to see in 

it a work of mathematical p r e c i s i o n ,  c o m p ar ab le to a musical 

co mposition. The qu ot a t i o n  from Paul Klee co nfirms her

interpretation, revealing that t h e  pa inting is based on Kl ee 's theo ry 

of p o l y p h o n y :

Gestern und Morg en als G l ei ch ze it ig es . Die Polyphonie in der 
Musik kam diesem B e d ü r f n i s  ei ni ge rm aß en entg egen (...). 
Mozart und Bach sind m o d e r n e r  als das Neunzehnte (...). Die 
po lyphone Malerei ist d e r  Mu sik dadu rc h überlegen, als das 
Zeitliche hier mehr e i n  Rä um li ch es ist. Der Begriff der 
Gleichzeitigkeit tr itt hier noch re icher hervor IH1, 
p p . 271- 27 21 .1,0

He nce the formal importance of the pain ti ng in the novel is as a 

model for the na rrative t e ch ni qu e, wh ich Ande rsch call ed 

"P oi n t i l l i s m u s " . 141 He a t t e m p t s  to re p r o d u c e  in li te rature the 

spatial simultaneity' which k l e e  sought to tran sp os e from music to 

painting. Ande rsch had e x p e r i m e n t e d  with the lite rary ex pr es si on of 

time as lived dura tion in the n o v e l  E f r a i e  (1967), but co mbines this 

in Wi nt erspelt with a p r o l i f e r a t i o n  of na rr a t i v e  voices, increasing 

the work of reconstruction w h i c h  is left to the reader. The result 

co uld be seen as a model of perc ep ti on in terms of G e s t a l t  

ps yc hology. Our understa nd in g of the nove l, as of the world, is not 

ba sed on rational and logical d e d u c t i o n  from an accumulation of sense 

data, but on an im mediate g r a s p  wh ich a c qu ir es added si gnificance 

grad ua ll y as we gain i n f o r m a t i o n  which modifies our first

impressions. In H i n t e r s p e l t , t h e  main action of which takes place 

between the 2nd and 12th Octo be r 1944, H a in st oc k is seen on page 70, 

wa tching anxiously for Sche fo ld o n  12th Oc tober, only to re tu rn two 

pages later to 2nd October and h i s  concern about S c h e f o l d s  lack of 

caut ion. The significance of t h i s  only be c o m e s  fully clear in the 

second half of the novel, w h e n  it is revealed that Dincklage
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m a n i p u l a t e s  S c h e f o l d ’s role as i n t e r m e d i a r y  in order to lay down 

c o n d i t i o n s  in hi s negotiations with the Am er ic an s. There is a clue 

to the non-chronological structure of the novel in the section 

en t i t l e d  “ Zwölf Uhr mi t t a g s “ , later r e v e a l e d  to be th e time when 

Sc h e f o l d  is to report to Di ncklage o n  12th Oc tober with the 

Am er i c a n s '  response:

Es mag scheinen, als sei, i n de m Dincklages Plan enth üllt 
wurde, die Ka tze aus dem Sack der Erzählung ge lassen worden. 
Davon kann nicht die Rede sein. D i e s e  Erzählung macht sich 
nichts daraus, zu erzählen, ob und wie es dem Major 
Dincklage gelingt oder mi ßlingt (...) wie jedermann weiß, 
hat es die Übergabe ei nes Bataillons du rch seinen 
kommandierenden Offizier an d e n  Feind während des 2. 
Weltkrieges (...) ni emals g e g e b e n .  (...) So weit darf 
Erzählung die Fiktion nicht treiben. Ihr genügt ein 
Sandkastenspiel iUl, p.63).

The o b je ct is not a linear ac count of events and their causal 

rel at l o n sh lp s in the mann er of the t r a d i t i o n a l  realist illusion, but 

an a t te mp t to reproduce in prose t h e co nstruction of meaningful 

re ality. Thus the passage of time is n o t represented in disc re te 

c o n s e c u t i v e  mome nts, but as the in cr e a s i n g  depth and co mp lexity of a 

state of cons ciousness.

F r i e d h e l m  Kröll points to the t h e m a t i c  as well as the formal 

d i m e n s i o n  of 'P o l y p h o n i e ', attributing it to the influence of Bauhaus 

ideas on Klee s art. He defines this as a synthesis of the tensions 

w i th in human existence, which a v o i d s  their neutralization!

V e r s ö h n u n g  als Gegenbild zur Ze rs p l i t t e r u n g ,  zur Di ssonanz (...), 

wo rin d i e po laren Einzelkräfte ihr E i g e n r e c h t  als Sp annungsmomente 

b e w a h r e n  . 1,2 Andersch certainly pr e s e n t s  five contrasting 

ch ar ac t e r s ,  co-operating on the ba sis of an abstract idea, which 

K ä th e Lenk is determined to convert i n to soci al reality. In their 

f a il ur e to do so, it becomes clear that t h e formal poly ph on y of the
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novel is not as successful on a thematic level: Es ist zu keine« 

Zeitpunkt zur “S y nt he se der Ve rs chiedenheiten* g e k o m m e n ' . 143 It is 

perhaps mi sguided to pursue the search for the literary sign if ic an ce 

of Klee s painting in Andersch's novel this far. It c o u l d  be that 

for Andersch, as for Schefold, the painting needs n o  thematic or 

philosophical just ification. Schefold sees a r t s  func ti on as 

an alogous to that of the eucharist, simp ly fu lf illing a spiritual 

need in mankind. Th e necessity for paintings does not a r i s e  from the 

artist s reli gi ou s or philosophical beliefs, nor even f r o m  his or her 

si gn if ic an ce for the history of art. The role of a r t i s t s  in so ciety 

is justified weil sie ein best im mt es Grün gegen ein b e s t i m m t e s  Rot 

setzten. Weil sie in der ober en rechten Ecke ein Blau in ein Grau 

üb ergehen ließ..' (NI, p.543). Klee 's painting is held up as its own 

justification, by Andersch's foremost expo nent of l 'ort pour 1 ‘ ar t.

Th e conflict between theory and practice remains un re s o l v e d  in 

this novel as in An dersch s work as a whole. He c o n t i n u e d  to uphold 

the importance of a Denken im Konjunktiv', reit er at in g Hainstock's 

words in 1977: Wenn man darauf verzichtet, sich v o rz us te ll en , wie 

et was hatte sein können, verzichtet man auf die V o r s t e l l u n g  einer 

besseren Mö gl ichkeit überhaupt. Dann nimmt man die G e s c h i c h t e  hin, 

wi e si e eben k o m m t ' . 144 The tragedy of Communism, as h e  sees it, is 

typi fied by Hainstock: Und der Kommunist Hainstock, d e r d i e bessere 

denken konnte, veru rt ei lt e sich zu Untä tigkeit, weil er d i e Zeit noch 

nicht fUr gekommen, die Umstande für ungünstig hielt'. 14 ^ He cannot 

beli ev e in the value of individual, spontaneous a c ti on , because it 

falls outside the historical categories of M a r x i s t  thought. 

Similarly, it is D i n c k l a g e s  fatal flaw to rega rd all h u m a n  endeavour 

as futile, as reve al ed duri ng his in terview with Sc he f o l d ,  and in hi s
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'Anf äl le von Sinnlosigkeit', wh en he doub ts even the existence of t h e  

Material world (Mi, p.488).

Fr iedrich Hitzer draws a parallel between the ambiguous f i g u r e s

of Dinc kl ag e (oscillating b e tw ee n the poles of Pareto and Marx) a n d

Er nst Jünger, as portrayed in A n d e r s c h ' s  "Amriswiler Rede" (1973).

In his tribute to JUnger, A n de rs ch laments the inability of t h e

radical Right and the extreme L e ft to c o mb in e against Hitl er in 1933,

an idea which is explored in the conf ro nt at io n of Dincklage a n d

Ha in stock, but to some extent a l so in Dinc kl ag e himself:

Ich sehe die Ursache der deutschen Tragödie darin, d a ß d i e  
Anhänger der Ideen von 1789 un d die konservative F r o n d e  
gegen diese Ideen, da ß die großen I d ee n- Sc hu le n, die sich um  
Rousseau, Hegel und Marx einerseits, um Burke, Hegel u n d 
Nietzsche an dererseits, sammelten, i» Augenblick d e s
nationalen Notstands keine geme in sa me Formel fanden. D a s 
Monstrum konn te nur siegen, weil ihm die konserva ti ve n u n d  
die revolutionären E l it en tief entzweit und deshalb m a c h t l o s  
gegentlberstanden. 14*

Hitzer identifies the political p r ob le m in Uihterspelt as t h e 

lack of any moderate, social de mo cratic component in t h i s

constellation: Dann ist es auch schwer, die Hainstock-Linie z w i s c h e n

Vergange nh ei t und Gegenwart zu ziehen, etwa genauer zu er fa s s e n ,  

w a ru m ein Hainstock 1944 in ei ner starken theo retischen, aber in 

ei ner extr em schwachen p r ak ti sc he n posi ti on ist. Das ist auch e i n e  

p r ek är e Lage des A u t o r s ' . 147 An de rsch's increasingly radical and 

publ ic commitment to Left wing po li ti cs after the publ ic at io n of 

Ui ht erspelt offe rs no evidence of in creased political realism. In 

th e novel itself, only moral and aesthetic solutions ar e su gg ested.

In his "Amriswiler Rede", Ande rs ch poin ts to Jünger s us e of t h e 

44th “Le hrsatz" of Spinoza s Ethik as th e epigraph to his essay "Der 

Friede". He holds up this work as a rare example of a t h eo re ti ca l 

syst em not yet de based in practice: 'Zu Beginn habe ich ge s a g t ,
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"nahezu" jeglicher politischen Theorie sei an ti h u m a n e  Praxis gefolgt, 

h a b e  daait di e E x is te nz von Au snahaen angedeutet. Sp inoza ist eine 

s o lc he Ausnahae. (...) Irgendetwas, ich k ö nn te nicht sagen, was, 

bewa hr t gewisse B e we gu ng en der Sprache, des Denk ens, davor, durch 

fals ch e Praxis d i sk re di ti er t zu w e r d e n ' . 148 Thus the qu otation froa 

S p in oz a s E t h i k , ac coapanying the c o n f ro nt at io n between Borek and 

Reidel ac quires alao st eablematic status in the novel, as 

re pr e s e n t i n g  a t h e o r y  untainted by political practice. This is also 

sugg es te d by An de r s c h ' s  co mment in "Böse Träume" that the Spinoza 

re fe r e n c e  in Hiiiterspelt is inte nded as a 'Flu gblatt', its purpose 

b e in g to u n de rm in e with idea lism the cynical e d if ic e of the military 

es ta blishment: Ich wllnsche mir eine Philos op hi e, die zu Wachvergehen 

verleitet. Die P o s t e n  denk en (oder träumen) - d i e Kasernen sind in 

Gefahr ' . 1 4<̂

S c h e f o l d s  ideal of 'einen W e l t - Zu sammenhang der Kunst' combines 

th e c o - o pe ra ti ve notion of polyphony, th e internationalism of 

Marxism, and th e beli ef in the hu ma nizing function of art. He 

e n vi sa ge s 'die g r o ß e  und freie In te rn at io na le der KUnstler aller 

Zeiten und Länder, die im Dienste einer hö h e r e n  Idee von Menschen 

steht, ihn fo rt gesetzt an eine Mö gl ichkeit freier und schöner 

Ex istenz erinnert, de rgestalt, daß er, wd rde sie einmal aufhören, 

so gleich auf eine niedrigere, kaum noch l e be ns we rt e Stufe des Seins 

hi na b s ä n k e  <#J, p.475). This repr es en ts a characteristically 

aest he ti c solu ti on to the political problem of the di scord between 

theory and p r a c t i c e  in the novel.

The i d e n ti fi ca ti on of freedom with b e au ty also re calls the 

fa sc ination of Pari s, where the two are sy no n y m o u s  in the colloquial 

lang ua ge of the pe ople. It is also an ideal with its roots in a more
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innocent age of mank i n d , as sugg es te d in "Achtmal zehn Sitze “ , where

Franz Kien ho pes to find the union of freedom and beau ty among a

pr im i t i v e  1Nor th Amer i can sect* Franz Kien flüchtet bei Nacht und

Ne bel aus dem Dorf , indem ihm klar geworden ist, daß auch die

Mennoni ten die G e h e i m n i s s e  von Paris nicht kennen' . 150 In this

su rv ey of An de r s c h ' s  literary landscapes, the innate superiority of a 

p r im it iv e mode of perc ep ti on ha s been found repeatedly in connection 

with an aest he ti c p e r c ep ti on of reality. From the "Junge" of 

Sausibar to the c u lt ur ed a r t - h i s t o r i a n , Schefold, there is no doubt 

as to the value of a sp ontaneous, in tuitive appreciation of art. A 

pr og r e s s i o n  can be seen, however, in the increasingly complex 

temporal stru ct ur e of A n d e rs ch 's narr ative, seeking to emulate the 

lived expe ri en ce of time by aban do ni ng linear chronology. Finally, 

free do m is pe rc e i v e d  no long er in ab solute terms, but as an 

ac ce p t a n c e  of li mitations, of the conditions of our inherence in the 

w o r 1d :

Tout ce que nous sommes, nous le sommes sur la base d'une 
situ at io n de fait que nous faisans nôtre et que nous 
t r a n sf or mo ns sans c e ss e par une so rte d ' ichappemetit qui 
n'est jamais un e libe rt é in co n d i t i o n n é e . *5*
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C H A P T E R  F O U R  

Efrala (1967)

Andersch s fourth novel shifts constantly b e t w e e n  th ree landscapes, 

the cities of Berlin, London and Rome, e a c h  of which has a personal 

sign ificance for the protagonist, Georg E f r a i m .  As a German Jew, his 

early childhood was spent in Berlin, but he  h a d  been sent away to an 

un cle in London in 1935, an arrangement w h i c h  beca me pe rmanent when 

hi s parents perished in 7 her e s ten st adt and A u s c h m t z  during the war. 

He marries an English ph ot og ra ph er, w o rk s as foreign correspo nd en t 

for a conservative Sunday newspaper, and s e e m s  perfectly ac cl im at iz ed 

to his English envi ronment. However, when h e  re turns to Berlin for 

the first time in twen ty-seven years to r e p o r t  on the at mo sphere in 

the divided city during the Cuba Crisis, E f r a i m  suddenly begins to 

write a book in German. Gradually, t h r o u g h  the mu ltiple na rr a t i v e  

layers of his reminiscences, we learn of h i s  brief in fa tuation with 

Anna krystek, a young communist actress in Berlin, hi s estran ge me nt 

from his wife, Meg, and of his strained r e l a t i o n s h i p  with his editor, 

kier Horne, with whom Meg is having an affair. It is E f r a i m  5 

unofficial mi ssion in Berlin to d i s c o v e r  the fate of Kier 's 

illegitimate, half-Jewish daughter, Esth er , who had disa pp ea re d when 

her mother went to Au schnitz in 1930. T h i s  quest forms a major th eme 

of E f r a i m s  own manuscript which he c o m p l e t e s  in Rome, the land sc ap e 

of his new commitment to literature.

l'ne lack of critical consensus on the no vel gi ves some im pr ession 

of the cont inuing sensitivity of the J e w i s h  theme. Less favo ur ab le 

critics such as Marcel Reich-Ranicki w e r e  offended by the alle ge d 

sentimentality and Kitsch in A n d e r s c h ' s  portrayal of a Je wi sh
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pr otagonist. Others felt that the complexity of E f r a i m ' s  character 

rescued th e novel from the schematic o v e r - s i m p l i f i c a t i o n s  of post-war 

attitudes to  the Jews.l It was certainly the f i r s t  time that 

Andersch h a d  addressed so directly the question of German-Jewish 

identity, agai ns t a ba ckdrop of co ntemporary po litical real ity. One 

of the most pertinent critical co mments is p e rh ap s that of Hilly 

Michel, w h o pi npoints as the central issue of t h e novel Efraim's 

transition from a care er in journalism to literature: 'Insofern der 

Protagonist sich nicht nur beru flich, so n d e r n  auch seinen 

P e r z e p t i on sf or me n nach vom Journal 1 sinus zu Ibsen be ginnt, (...) 

gestaltet er in Umrissen eine neue V e r s t e h en sr ol1e a u s ' . ^  In the 

person of h i s  fictitious narrator, Ande rsch e x p l o r e s  not only the 

technical diff er en ce s between two approaches to w r i t i n g ,  but the 

emergence of a ne w philosophical outlook as the f o u n d a t i o n  of his 

lite rary debut. Hence, Ef ra im reflects at length on perceptual and 

episte mo lo gi ca l questions, as well as on the pr ac t i c a l  impl ications 

of purely lite ra ry endeavour.

E f r a i a  is undo ub te dl y one of Andersch's m o s t  experimental 

narratives, su bordinating the events of the plot <h i s t o i r e ) to the 

act of n a r r a t i n g  them (récit), and wilf ully c o n f u s i n g  conventional 

notions of Erz'dhlzeit and erz'Ahlte Zeit.* For t h i s  reason Ludwig 

Ma rcuse h a s described the novel as 'a v a n t g a r d i s t i s c h  ' , but it is 

im portant to note a certain ambivalence b e tw ee n ex pe ri me nt and 

t r a d i 1 1 o n a 1 i s m , in a novel which ex plores the n a r r a t i v e  proc ess, but 

is still p r e d ic at ed on a re alist illusion. The o u t c o m e  of the events 

in the nove l remains obscure, but the existence of an h i s t o i r e , 

external a n d prior to th e récit is nowh er e called i n t o  question.

Indeed, although one of the novel's principal t h e m e s  is that of
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identity, it casts no doubt on the integrity of the subject. 

Ande rs ch hiaself s t r e s s e d  that his hero is an indi vidual w i t h  

r e c o gn iz ab le character tr a i t s ,  habits, and weaknesses, in addition to 

being a product of his ti me:

Natürlich bemüht sich «ein Held, auch das andere zu zeigen: 
inwiefern er v o n  der Geschichte, von seine« Milieu u n d  
sein en E r b f a k t o r e n  gebildet wurde, und wo he ute sein Ort in 
der Ge se ll sc ha ft ist oder nicht ist. Aber außerdem hat er 
zögernd spreche ich das gänzlich aus der Mode gekommene W o rt 
aus -, eine S e e l e ,  auf griechisch Psyc he .4

Erha rd Schutz detects in Efrai« a lack of objectivity, which h e  

p e rc ei ve s as a weakness of the novel, as the hero seems sich n i c h t  

wirk li ch von sich selb st di st an z i e r e n  zu können, in sich befangen zu 

bl ei b e n ' . ^  it co uld be a r gu ed , howe ve r, that this is precisely t h e  

aspect of lived e x p e r i e n c e  wh ich the novel seeks to reproduce. As 

in carnate subjects, our at tempts at maki ng sense of the wo r l d ' s  

c o mp le xi ty are always b a s e d  on a partial perspective and a state of 

in ex tr ic ab le invo lv em en t in it. As an attempt to co ns titute in 

li te ra tu re a mean ingful re a l i t y ,  the story of Efrai« s book can be 

seen as one of t h e  clearest expressions of A n d e r s c h 's 

phenomenological stance.

Efraim is a t y p i c a l l y  ambiguous figure, whose intell ec tu al 

r e f l ec ti on s conflict w i t h  a strong undercurrent of irrationalism. 

The novel 's first e p i g r a p h ,  a quotation from Julien Green s J o u r n a l , 

indi ca te s a sour ce of lite ra ry inspiration which co mp lements t h e 

philosophical ideas u n d e r l y i n g  the text. E f r a i m ’s some what r e p r e s s e d  

se xuality and hi s i n c r e a s i n g l y  aesthetic perception of reality a r e 

s o me ho w suggestive of a d a r k e r  side to his crea tive talent, which is
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a re c u r r e n t  theme in the works of J u li en 6reen. At the saae time, in 

the c o u r s e  of his exploration of this ill-defined transitional phase 

betw ee n journalise and literature, E f r a i m  clings to a comfortingly 

ra tional, yet fallible theory of contin ge nc y. Ursula Reinhold points 

to the co ntradiction inherent in his n a t u r e  in terms reminiscent of 

Lothar Witte:

Andersch führt seinen Ic h-Erzähler als einen Skeptiker, 
Anhänger einer Weitsicht ein, die sich im Glauben an die 
Allm acht des Zufalls, im völl ig en Fata lismus äußert 
Mit diese« Fatalismus setzt Andersch seine Figur zu sich 
selb st ständig in Widers pr uc h. Efra im ist unfähig, 
Gegebenheiten fraglos h i n z u n e h m e n .6

Erhard Schu tz points up more st rongly the self-defeating nature of 

E f ra im 's comm itment to the notion of l absurde: Seine “ Theorie" des 

Zufalls entw ickelt er mit dera rtig ha rtnäckiger Penetranz, daß sie 

ge ra d e w e g s  zu. dem wird, was sie v e rn ei ne n soll: Sinn .7 It functions 

as hi s jour nalistic Ar be 1 1 s h y po th es e, b u t is cons tantly undermined by 

his alte re d perception of reality in h i s  literary quest for meaning.

Timm

Es gab keinen Zweifel, daß es sich hier um Mu sik handelte, 
deren Thema ein rhythm is ch es Gitt er bildete, hinter dem sich 
ein Gespräch be wegte al s e t w a s  Eingeschlossenes. Seitdem ich 
es gehört habe, komme ich n i c h t  von de« Gedanken los, dieses 
Ko mpositions-Prinzip «Usse s i ch doch auch auf die Literatur 
anwe nd en lassen (£F, p .142).

This observation, ta ken from a p a s s a g e  central to the novel, 

de sc r i b e s  Werner Horn bostel s tk »e l i s c h *  Husik and co ntains a clue to 

the st ru c t u r e  of Andersch's book. It is an implicit warning to the
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read er not to expect a conventional chronological na rr a t i v e ,  nor to 

attempt to disentangle and reconstruct the strands of the novel on a 

linear model. Instead, Efraia's relation sh ip s with Meg, Keir and 

Anna form the f r am ew or k of the novel, i n t e r s p e r s e d  with almost 

contrapuntal references to specific events, such as Laape's party, 

Anna's proposed visit to Rome, the interview with M u t t e r  Ludmilla. 

The wilf ul ly confused o r de r of these allusions makes it obvious that 

they are not calculated to build up suspense, as t h e y  might in a 

conventional narr ative. Efraia notes early in the text: Wenn ich 

mich an die richtige Re ih enfolge der Er ei gn is se h a l t e n  wtlrde, so 

mUßte ich jetzt mit der Schilderung de s Abends bei L a m p e  beginnen, an 

dem ich Anna ke nn en le rn te <EF, p.42). He imme di at el y loses himself 

in ap parent digressions, reflecting a few pages later, that he might 

do well to emulate Ho rn bostel in his single-minded d e v o t i o n  to art: 

Nichteinmal durch den größten Kummer würde er sich in seiner Arbeit 

stören lassen. In di es er Hinsicht kann ich von d e m  jungen Mann 

eini ge s lernen (£F, p.SO). The events of the h i s to ire form the 

rhythm is ch es G i t t e r , b e h i n d  which th e Gespr'Ach about a journalist s 

tran si ti on to lite ra tu re is just audible. In view of the circular 

s t ru ct ur e of the novel, the conversation with H o r n b o s t e l  can be seen 

to occu py a posi tion of pivotal importance, on both a formal and a 

thematic level.®

- The progression of ob jective time is pr esented o n l y  in teras of 

events such as the Spiegel Affair, the Cuba c r i s i s  and the 

assassin at io n of J.F. Kennedy, all of which concern Efraim only as 

news stories, in his jour nalistic capacity. H i s  own subjective 

ex pe r i e n c e  of time co rr e s p o n d s  more closely to th e no n- li ne ar aodel 

of phenomenological th ought. Time, for Efraim, c a n n o t  be frag mented
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or lo calized in space, it is a constant present, a B e r g so ni an 

d u r a ti on . Past, p r es en t and futu re cannot be plot te d on a linear 

grap h, bu t for« the netw or k of ex pe rience, in which memory is an

pe rc eption M e r 1e a u- Po nt y explores th e scope and potential of memo ry 

in the context of ps ychological di sord er s, and conf ir ms the n o t i o n  of 

time as a dimension of ma n's subjecti vi ty , not part of the o b j e c t i v e  

w o r 1d :

Quand j'évoque un passé lointain, je rouvre le temps, je me 
replace à un mome nt où il comportait enco re un h o ri zo n 
d'avenir aujourd'hui ferme, un horizon de passe pr o c h a i n  
aujourd'hui lointain. Tout me renvoie donc au c h a m p  de 
pr ésence co mme à l' ex pé ri en ce originaire oû le temps et ses 
r* ■---- *■ - sans di s t a n c e

A c co rd in g to Huss er l' s model, which Me rleau-Ponty ap pr o p r i a t e s  for 

himself, the temporal st ructure of Ef ra ia could be r e pr es en te d as 

foilows:

inte gral part of consci ou sn es s. In his Ph én oménologie de la

A B C D E F

Berlin Rome London Rome Rome Rome

Oct 1962 Nov 1962 Nov 1962 Winter 63/64 1964 1965
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The points A to F are not a seri es of objective p o si ti on s through 

w h i c h  Efraim pass es , nor are they even di screte instants. The 

d i a g r a m  must be seen as an in stantaneous c r os s- se ct io n of time, in 

w h i c h  all the poin ts on the scale exist simultaneously. Instead of 

e m an at in g from E f ra im himself, they belong to his perceptual field, 

w h i c h  has its own past an d future ho rizons, fro* w h ic h it is never 

cut off. Like th e pe b b l e s  seen th rough a stream of water, the events 

of A are visible through Al, A2, A3 etc., without an y express effort 

of recollection. In Efraia all stages from A to D have been 

ment io ne d by the end of the second chapter, s u b s eq ue nt chapters 

s e rv in g mainly to fill in the ne twork of memory. E f r a i m  constructs 

h i s  own time-scale, indeed, it is mere ly his m o b i l e  setting: Le 

p a s s a g e  du pr ésent à un autre présent, je ne le p e n s e  pas, je n en 

s u is pas le spectateur, je l'effectue <...), je su is moi-même le 

temps, un temps qui "demeure" .*° A similar d i sr eg ar d for objective 

t i me is seen in J u li en Gree n' s a u t o b i o g r a p h y , in w h ic h he aims to 

e m u l a t e  the random sele ct io n of memory: On dira tout uniment ce qui 

p a s s e  par la tête, au gré du souvenir. La mé moire nous livre tout en 

désordre. 11 n'y aura pa s d' it in ér ai re précis da ns 1 exploration de 

n o t r e  passe, et c'est ainsi que je vois les ch os es aujourd'hui, 20 

no v e m b r e  1959'.**

The amount of o b j e c t i v e  time which has elapsed b e ar s no relation 

to the vividness of E f r a im 's recollections, as he r e a l iz es when he 

deli be ra te ly tries to call up past experience. A return visit to 

Ca lt an is et ta in S i ci ly had failed to evoke a wart im e experience, and 

he  is disappointed to find that the memo ry of his parents is not 

in te nsified by a visit to his ch ildhood home <£F, p.32). Yet the 

m e mo ry of childhood ad ve nt ur es with Esther, vibrant with colour, is
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some ho w located wi th in an easily ac ce ssible part of h i s consciou sn es s 

an d can be recalled at will <£f, p. 51-2). His pa st' is not a 

pure ly temporal, nor even personal phenomenon, it invo lv es a cult ural 

heritage, transmitted to hi m by his Un cle Basil, m a k i n g  up for hi s 

father's omissions, 'indem er mir eine Vergangenheit ga b, von der ich 

bis dahin nichts gewußt hatte, und die mich faszinierte' <£f, p.77). 

Hi s own name, and fascination with the Ewiger J u d e , a r e  indications 

of this heritage, and seem to co ndition his rootlessness. It is also 

in line with the Be rg sonian view of artistic crea ti vi ty , which is a 

capa ci ty to connect indi vidual memo ry with a cultural subconscious. 

Andersch s preoccup at io n with the ro le of personal an d coll ec ti ve 

memory in literature at this time is seen also in his tribute to the 

writer Giorgio Bass ani, written in 1967: Ein Buch geht aus der 

Er in nerung eines 5c h r i f t s t e 11 ers hervor, spiegelt e i n e  ko ll ektive 

Er in nerung und mUndet in die Er in nerung des einzelnen Lesers. Es ist 

die zarte und zö gernde Inszenierung eines zeitlichen P r o z e s s e s ' . 12

Memo ry becomes in creasingly in trusive for Efra im as his 

Aufzeichnungen continue: Himmel, welchen Ab sc hw ei fu ng en ich mich 

hingegeben habe! Die E r i n ne ru ng en Überwuchern die Gegenwart und 

werden sie noch ersticken, wenn ich nicht aufpasse' <£f, p.79). The 

po tential for temporal d i s o r i e n t a t i on is en visaged by Me rleau-Ponty 

in terms which ac cu rately de scribe the experience of the reader of 

E fr ai a: Je serai en q u el qu e sorte sauvé du temps qui les (past 

mome nts) fait glisser et les brouille, mais du même coup, j'aurai 

perdu le sens même de l'avant et de 1 apres qui n'est donné que par 

ce glissement, et rien ne dist in gu er a plus la série te mp or el le d'une 

mu lt ip li ci té sp atiale . 13 Writing is evidently an aid to memory, but 

temporal and spatial lo cations begin to merge, so that the
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perceptions of past and p r e s e n t  are e q ua ll y vivid in his

cons ciousness: Während die Du de ls a c k - C a n z o n e  noch immer zu hören

ist, wende ich «ich vom Fe nster in der Malet Street ab und beginne, 

auf Heg zu warten (EF, p.88). H e re the pres en t of Ro«e 1963 is 

infused with that of London 1962, but it ca n eq u a l l y  well becoae 

Berlin: So hindert «ich nichts daran, «eine V o r n i t t a g e  regelmäßig in

Berlin zu v e r b r i n g e n - <£F, p.107).

E f r al« admits to his own confusion in h a n d l i n g  the temporal 

levels of his text, as he p o nd er s on Anna's role as a cata lyst for 

his book: Irge ndwann einmal h ä t t e  ich wohl damit angefangen, aber 

nicht an jenem Sonntag vor vier Wochen, vor Uber e i ne m Jahr - ich 

ha lte nun schon nicht «ehr genau ause inander, wann ich diese, wann 

jene Figur auf dem g a l v an is ch en Feld ausftlhre, auf dem ich mich 

seither bewege' <EF, p. 150-51). Events from the past become so

immediate and so insi stent, they actu al ly br eak t h ro ug h the network 

of his duration', forcing th em s e l v e s  upon his c o ns ci ou sn es s to the 

exclusion of the obje ct iv e pres en t. When he he ars Me g's key turning 

in the lock of their London flat in 1962, he is a c tu al ly sitting in 

hi s hotel room in Rome, 1964: J e t z t  zerreißt sie mein Netz. Sie 

sitzt auf meinem Bett i« Albe rg o Byron, ich stehe vor dem Fens ter, 

neben der Ze i c h e n p l a t t e , an der ic h den ganzen Vo rm i t t a g  gearbeitet 

habe. Ja, sie ist schon ei ng et re te n, in d i es es Zimmer in Rom, 

während sie noch auf dem Treppenabsatz des Haus es Malet Street 31 

verw eilt <£F, p.168). This is pr ecisely th e way in which

Mer 1ea u-Ponty de scribes the immediacy of p e rc ep ti on , just as it 

appears to us, not as we r a t i o n a l l y  know thin gs to be. He takes 

examples of abnormally vivid recollec ti on , such as that of the pain

in an amputated limb, and draws general co nc lu s i o n s  about the normal
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pr ocesses of nerior y:

Le bras fant ôm e est donc coiniie 1 e x p é r i e n c e  refoulée un 
ancien prés en t qui ne se décide pas à d e ve ni r passé. Les 
souvenirs que 1 on év oq ue devant 1 'amputé induisent un 
memb re fant ôm e no n pas comme une image dans 
l'asso ci at io nn is me appe ll e une au tre image, mais parce que 
tout souvenir rouvre le temps perdu et nous invite à 
reprendre la situation qu'il év o q u e . 14

Part of the no v e l ' s  impact depends upon m e m o r y - g a m e s  play ed with 

the reader, stri ki ng chords of recognition by re pe ti ti on or 

near-repetition of phrases. So metimes the p l an ne d recognition mere ly 

re in forces the re a d e r ' s  impression of Georg E f r a i m  as a consistent 

and re cognizable pe rsonality, even in the su bo rd i n a t e  clause, weil 

mir der Anblick persön li ch er Di enstleistungen u n a n ge ne hm ist' (EF, 

p . 37, p .173). In other in stances he takes up an d amends formulations 

with which he c l ai ms to be dissatisfied, such as, Es ist 

gleichgültig, wo man lebt, was man tut, wer man ist' (ff, p.48). 

This is later reje ct ed as, 'übertrieben und sentimen ta l' , (ff, p.52) 

sh owing the pr ov isional nature of the text during the writing 

process.

The most obvi ou s example is the reiteration of the opening lines 

of the book <ff, p.36 ), then transposition from the first to the 

third person singular, to draw attention to the importance of such 

textual concerns which might othe rw is e appear arbitrary. At the end 

of Chapter Three he uses almost exactly the same formulation again, 

but this time in th e context of London, not Berlin. The familiar 

ring of the words simply draws the chapter to a natural close, like a 

piece of music re turning to the tonic key: 'Ich br in ge das 

Zifferblatt meiner Armbanduhr nahe vor meine k u rz si ch ti ge n Augen. Es
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ist Viertel vor eins. Heg ist g e k o m m e n ' (EF, p. 168).

La nguage

Phänom en ol og ie pl us kl assischer S a t z b a u . 15

This formulation is a useful g u id e to the pe rs pe ct iv es from w h i c h  the 

novel can best be understood. It draws atte nt io n not only t o  the 

philosop hi ca l aspects of the text, but also to a conventional v i e w  of 

lang uage and narr ative. Andersch never subscribed to the

po st -s tr uc tu ra li st linguistic theories un de rlying the nouveau rowan, 

nor di d he consider the novel eine erledigte F o rm . In some ways 

Eft aim could be seen as An dersch s answer to th e more radical Fren ch 

theorists. He was aware of the implications of modern linguistic 

theories for the integrity of the individual subject, and th us, for 

the co nventional narr at iv e form: Die s o g e nn an te Krise des Romans

besteht in nichts anderem als in der Frage, ob de« Mens ch en npch 

ps yc hische Realität zugestanden wird oder nicht (...)• Da dieser 

Kampf noch nicht entschieden ist, habe ich mich bemüht, einen Roman 

zu schreiben, in dem es ei nem Menschen er laubt wi rd, von sich selbst 

zu e r z ä h l e n . 16 As th e cham pi on of the a priori unity and cont in ui ty 

of the subject in this struggle, it is quit e consistent t h at he 

should be drawn to a ph ilosophical outlook whic h is so firmly rooted 

in Gestalt psychology. However, in Efra im there is also an aw areness 

of the am bi guities of la nguage and meaning, and an ex pl oration of the 

auto no my of the s u b j e c t . 17

Th ere can be little do ubt that Andersch had a conventional,
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expressivist view of la nguage, but in this novel there seems to be a 

tentative ex pl o r a t i o n  of aore radical id eas of language as a 

ge nerator of me aning, with infi nite c r e a t i v e  pote ntial. Efra im is 

highly sensitive to the new and unfamiliar idioms of mode rn German 

Umgangssprache, such as, am Rande', 'in den Griff beko mmen', and am 

DrUcker sein'. His initial alarm can be at tr ibuted to the view that 

such m a n i fe st at io ns in the lang uage signal a failure to come to terms 

with the viol en ce of the recent past. He sees in the language 

evidence of 'N a t i o n a l e i g e n s c h a f t e n ', b e tr ay in g a pr op ensity for 

violence latent in th e Germans. The pe rv ersion of language by 

ideo logy is also p o in te d out by Keir Horne, but at the same time, his 

pu n underlines t h e am biguity and indeterm in ac y of meaning: 'Erlösung

ist doch e i ge nt li ch ei ne unmoralische Idee - wer " H e i l “ schreit, ist 

schon ve rdächtig' (ff, p. 14-15).

Efraim, too, plays on the poly se my of words, such as 

abfe rtigen', when appl ie d to the atti tu de of the East Germ an border 

officials at F r i e d r 1 ch stra£e <£f, p.165). Keir's unki nd use of

cryptic cros sw or ds to exclude Efraim de mo n s t r a t e s  an awareness that 

foreign la nguage ac qu isition is always superficial, whereas the 

native language is a structure of society, more than a me di um for 

conveying m e a n in gs external to itself. Mer 1eau-Ponty cites the case 

of T.E. Lawrence, as a man who ul ti mately admi tted to his failure 

to tally to as si m i l a t e  th e Arab culture an d language: Nous pouvons 

parier pl usieurs langues, mail l'une d eile reste toujours ce lle dans 

laquelle nous v i v o n s ' . D e s p i t e  hi s fluent facility in English, 

Efraim reverts n a t u r a l l y  to German when em barking on a literary text. 

Only in his n a t i v e  tong ue can he fully m a n i pu la te the conn ot at iv e and 

asso ciative, as well as the denotative fo rce of the language.



354

E f r a i m  s f u n d a m e n t a l 1y co nv en t i o n a l  view of l a ng ua ge is only 

m o d i f i e d  when he r e f l ec ts on L a mp e' s part y, at which he had, himself, 

b e e n  prov ok ed to viol en ce by another g u e s t ' s  unth in ki ng use of the 

t e rm , bis zur Vergasung' (FF, p.125). He realizes that lang uage 

d o e s  not merely e x pr es s latent q u al it ie s, but has the po wer to shape 

a n d d e t e r m i n e  behaviour, 'dennoch b e d a u r e  ich nicht, d a p ich ihn 

g e s c h l a g e n  habe, d a p  ich (...) das B e w u p t s e i n  davon vermehrt habe,

w i e d a s, was in de r Sprache ge sc hieht, jederzeit W i r k li ch ke it werden

ka nn' ( f F , p .210). In ph en om enological t e r m s , la nguage is more than

an inno ce nt ref 1ec t i on of what 1ies within us. It i s also the

c o m p  1 et i on of thought , a r t i cu la ti on being an integral part of

m e a n i n g f u l  reflection.

E f r a i m  finds himself inv o l u n t a r i 1 y u s in g e x pr es si on s which he has 

h e a r d  in Berlin, as he real iz es with s o me alarm: 'Wieder drängt sich 

m i r e i n e  Redefigur auf, die ich in B e rl in aufgesch na pp t habe <EF, 

p . 1 7 2 ) .  He co ns tantly ponders pr o b l e m s  of translation and ambiguity, 

d r a w i n g  attention to the op a c i t y  of language. Similarly

M e r l e a u - P o n t y  re f u t e s  the Sart re an id ea of the r e la ti ve transparency 

of prose, showing how ea si ly we can beco me bl ind to its 

w r i t t e n - n e s s  : La parole est aussi muette que la musique, la

m u s i q u e  aussi parl an te qu e la parole. L ' e x pr es si on est partout 

c r é a t r i c e  et l' exprimé en est touj ou rs in s é p a r ab 1 e '.19 We tend to 

t a k e  the process of expression for g r a n te d, seei ng lang ua ge as the 

n e u t r a l  mediator of pr e- fo rm ul at ed ideas. We th er e f o r e  ha ve the 

i m p r e s s i o n  of gaining direct a c ce ss to a truth wh ich is beyond 

l a n g u a g e ,  wher ea s Efraim d e m o n s t r a t e s  that all language is 

i d e o l o g i c a l l y  loaded. and li terary language is among the least 

i n n o c e n t  of forms. Hence a co ns c i o u s  e f fo rt has to be made to use
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language in a n e u t r a l  way. Natural language us e is untr ustwor thy , so 

for Germans t h e r e  is safety only in the 'sorgf ¿1 t i gen Deutsch der 

B U h n en ho ch sp ra ch e <£F, p.126). Anna's speech is characterized in 

this way, pure a n d  untainted b y  violent slang. She only laps es into 

Berlin dialect w h e n  seeking to distance herself fro» Efraim, but even 

Marxist jargon s e e m s  naturally assimilated into her speech, and she 

uses the word J u d e  with an unusual lack of pathos.

Efraim's c o n c e r n s  are »ore than purely stylistic, as he realizes 

when c o n f ro nt in g the problem of adeq uate description. Since the start 

of his jo ur na l i s t i c  career at the end of the war, he ha s made a 

co nscious e f fo rt to purify his style, vi rtually abandoning the use of 

metaphor. T h i s  is de monstrated in his desc ri pt io n of an old

beggar-woman in Ro me, t r a d i t i o n a 11y the object of superstitious fear: 

Die Sp rache h a t  den bösen Blick bekommen, während die Bettlerin 

(...) ihn v e r l o r e n  hat; sie ist nichts weiter al s eine Frau, die man 

mit ein paar A d j e k t i v e n  de fi ni er en kann: elend, tragisch, alt' (££, 

p.64). Howe ve r, in his at tempts to desc ribe An na, he finds that mere 

adjectives ar e some ho w inadequate: 'Aber bei An na bede uten Wörter wie 

mittelgroß, m a g e r  , blaß und aschblond, daß sie wirklich das ist, was 

diese Wörter bedeuten: mittelgroß, mager, blaß, aschblond' <££,

p.98). The v e r y  necessity for this clumsy insistence reve al s his 

dissat is fa ct io n with the word s, and he begins to muse on the real 

meaning of a s c h b l o n d ’, whether it is a prec is e comparison, or

actu al ly a v e i l e d  m e ta ph or. Eventually he re v e r t s  to metaphor as the 

only means of d e s c ri bi ng her adequately: 'Dieses lange, hell äugige

Voge lmädchen p a ßt e in dem grauen G e fi ed er sein es Mantels 

ausgezeichnet z u  allem, was ich hier sah' <£F, p.129). The image 

be comes so c l o s e l y  attached to her, it is even extended to her
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father, das Vo g e l « ä d c h e n , d a s  allein ist auf dieser Heit mit seines 

großen Kranich-Vater (EF, p . 2 1 0 ) .  The d e pi ct io n of her d a nc in g in a 

Berl in night club is totally infused with Metaphor: 'Ich süßte an 

fließende grüne und goldene P f l a n z e n  denken' (EF, p.148). He  also 

employs imagery to de s c r i b e  h i s  book, first as a ship wr ec k <££, 

p.50), then as a g a l v a n i s c h e s  Feld' (E F, p.96), a means wher eb y he 

ho pes to achieve sy nt he si s. In anot he r extended metaphor he 

describes himself as a b u r r o w i n g  mole, 'der das Gekrümel von Wörtern 

und Sätzen aus einer f i n s t e r e n  festen Ma sse scharrt und hi nt er sich 

wirft (EF, p.l59>.

Efraia 5 circumspect u s e of names leads him into c o n s id er at io ns 

of an epistemological nature. He cannot m a ke up his mind to name 

Cuba and Der Spiegel, a l t h o u g h  they are o n ly thinly disg ui se d as die 

Insel Krise and die Z e i t s c h r i f t  (EF, p.105). When he r e a l iz es that 

he is not inhibited by c o n c e r n  for E m g k e  1 1 suer t , he r e ac he s a more 

philosophical conclusion. In some way, nami ng has beco me arbitrary 

and can no longer be equa te d wi th knowledge: 'Ich kenne die Leute, 

di e Ereignisse und die D i n g e ,  die sich hint er den mit bestimmten 

Namen bezeichneten Leuten, Ereignissen und Ding en verbergen, gar 

nicht. Es wäre also eine A n m a ß u n g  gewe se n, von ihnen so zu sprechen, 

als wüßte ich, was sie b e d e u t e n '  (EF, p.119). This rais es o n ce more 

the question of the r e l a t i o n s h i p  between sign and re ferent, and a 

parallel can be dr awn with t h e  studies of Erich Maria von Hornbostel 

into the perceptions of p r im it iv e peoples. He shared with the 

phenomenologists the notion of a wo rl d-view pr eceding all abst ract 

formulations, and claimed t h a t  primitive man perceives his wo rld more 

directly than the i n h a b i t a n t  of a sophisti ca te d society, whose 

perceptions are obscured by abst ract ideas formed on the basis of
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ex perience: He does not put soul into t h i n g s ,  beca us e soul ha s not

yet been taken out of thee. He does not p u t na mes on things; does 

not ask, “what are you c a l l e d ? “ bu t, "who are you?" because 

everything still is what it is c a l l e d * . ^0  Thus ra th er than the 

expression of a nominalist stance, this a v o i d a n c e  of nami ng shows the 

awareness of a more dire ct acce ss to r e a l i t y  than ca n be achieved 

through language.

Similar consider at io ns arise in H i n t e r s p e l t  (1974), when the 

American offi ce r, Kimbrough, receives l e t t e r s  from his girlfriend, 

Dorothy, in Mexico, where she is t r a n s c r i b i n g  the u n wr it te n lang uage 

of the Zapotek Indians. She is quite d i s t u r b e d  by th eir re action to 

seei ng their words written for the first time: Sie b e gr ei fe n sofort 

aber wa hrend sie abwechselnd die Sc h r i f t  lesen un d die Dinge 

anst arren, die mich umgeben, kommt und g e h t  etwas in ihren Augen, so 

fremd, so finster, da ß ich mich frage, (...) ob die zapotekische 

Sp rache ni cht besser ungeschrieben b l i e b e ' . ^ l  This ideali za ti on of 

primitivism, perhaps first encountered b y  Ande rs ch in POM camp in the 

writings of He nry David Thoreau, h a s  clear im pl ic a t i o n s  for his 

preoccupation with pe rception. The n o t i o n  that l a ng ua ge ca n impo se a 

level of i nt el 1 ec tual i sm between th e s u b j e c t  and the o b je ct s of his 

world reflects a phenomenological r e s p e c t  for the immediacy of 

primitive, pre-rational perception.

Horn bostel co ns idered the ob session w i th o b je ct iv e th ought to be 

at the root of a virtual di st o r t i o n  of pe rc e p t i o n  in civilized 

societies: To us, alas, sight and s o un d, inner and outer, soul and

body, God and Morld, have fallen apart. Mhat we knew as children we 

now must grope for. Only grown-up c h i l d r e n  - arti st s an d wise men 

know this, alwa ys radiating life in t h e i r  glance, listening to the



3 5 8

b l o s s o m i n g  a r o u n d . 22 Just as Hornbostel a s s o c i a t e s  direct, 

u n i m p a i r e d  perception with the artist, Efraim links t h i s  problem of 

n a m i n g  to his transition from journalistic to l i t e r a r y  writing: 

(F an ge ich endlich an, zu begreifen, warum ich n i c h t  «ehr Journalist 

sein w i ll ? Sind es Überlegungen, Vorbehalte, H e m m u n g e n  dieser Art, 

d i e sich zwischen die Ta tsachen und mich geschoben h a b e n ,  so daß ich 

ein schlechter Journalist gewo rden bin?)' (ff, p. 1 1 9 ) .

An de rsch's cont in ui ng interest in questions of s e m i o t i c s  and the 

co m m u n i c a t i v e  power of lang ua ge is reflected in his ap preciation of 

Luigi N o n o s  twelve-tone music (1975). Andersch c o n s i d e r s  music as 

one of mankind's most primitive urges: 'Ich neige d e r  Th eorie zu, die

b e h a up te t, sie sei bei den Ur-Völkern aus dem Ve rlangen nach

ma gi s c h e r  Beherrschung der Natur ents tanden .23 The terms in which 

N o n o  himself describes hi s composition Co nt ra pp un to dialettico alia 

n e nt e are reminiscent of Werner Hornbostel s e x p e r i m e n t a l  music in 

£ fr o i ■ i phonetisches und semantisches M a t e r i a l ,  vielfältig 

ve ra r b e i t e t  durch technische M o d u l a t i o n s s y s t e m e '. 24 In his

d i s c u s s i o n  of the re lationship between music a n d  text, Andersch

w o n d e r s  at the ch oi ce of a political pamphlet u p h o l d i n g  the rights of 

A m e r i c a n  Blacks, al ongside the esot eric poet ry of Balestrini. 

Ho w e v e r ,  he acknowledges the way in which N o n o 's m u s i c  re vitalizes 

t h e hackneyed polemic of the text: Es gelingt N o n o ,  sie wie neu

e r s c h e i n e n  zu lassen, si e mit einer Bedeutung zu füllen, di e uns 

trif ft , als hatt en wir sie nicht schon t a u s e n d m a l  g e h ö rt '.23 

E f r a i m  s concern to return to a more authentic u s e  of lang uage is 

c l e a r l y  linked to his artistic and intellectual d e v e l o p m e n t  and is 

s y m p to ma ti c of this transition phase into the wo rld of literature.
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Perception

E f r a m ' s  literary d e ve lo pm en t can be seen not only in terns of a 

non-linear view of t i n e  and ci rcunspect use of language, but as a n e w  

way of pe rc eiving and representing reality. His se nsitivity to t h e  

pr ocesses of p e r c e p t i o n  is seen even in the initial description of 

Berlin, as if p a i n t e d  on canvas, 'kühl, farbig vor w e i ß ’ <Ef, p . 7> . 

Looking out of h i s h o te l roon wind ow he describes the scene e x a c t l y  

as it appears to h i «, and as if pl aying a perceptual gane w i t h  

himself: 'Die R e g e n n a c h t  draußen kommt mir vor wie das Innere e i n e s  

Schaufensters, d e s s e n  Beleuchtung man gelö scht hat' (ff» p . 7 ) .  

Instead of st anding inside, looking out, he imag ines himself to be 

outside, looking i n . 26 When contemplating the same scene in 

daylight, he dr aws atte nt io n to the effect of the light with the 

foreign word ch a n g i e r  t . Normal vision accommodates th e ch an ge f r o m  

night to day a u to ma ti cal 1 y but it is an intangible transition w h i c h  

is difficult to communicate. In Keir's dream, which E f r a i m  

interprets in p s y c h o a n a l  ytical terms, the same perceptual p h e n o m e n o n  

is raised: Später s o ll te ich es jemand zeigen und konn te es e i n f a c h  

nicht' < £F , p .266) .

Mer 1eau- Po nt y p o i n t s  to the reciprocal nature of p e r c e p t i o n ,  

involving both a pr oj e c t i o n  of consciousness and the response of the 

subject to the b e c k o n i n g  of the landscape. Thus when recalling his 

first meeting w i th K e ir in Rome, 1944, Efraim remembers how t h e i r  

gaze was drawn b y  the appe arance of a gr oup of nuns, ( w ho se 

association with E s t h e r  only acquires its full poignant impact m u ch 

later in the n o v e l ) ,  während sein Blick zusammen mit dem « e i n e n  

un willkürlich e i n e r  Gruppe von Nonn en folgte, deren w e i ß e
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Ha ub en-Trapeze plötzlich in ein g r el le s Li chtsegment gerieten' (ff, 

p . 62 ).

It becoaes in creasingly cl ear that in Ef ra im s perception of the 

world, ae sthetic cr iteria o v e r r u l e  political and even aoral 

iaperatives, revealinq th e d u bi ou s, un ac ce pt ab le side of artistic 

talent. The consolation he f i nd s in the beau ti es of Rome makes even 

the horrors of Auschwitz bearable: 'Irg endwie bringt dieses Licht es 

fertig, ei nen die Tatsache ertr ag en zu lassen, daß andere Leute, zu« 

Beispiel me ine Eltern und Es t h e r s  Mutter (...), maschinell getötet 

und verbrannt worden sind' (ff, p.53). There appears to be no «oral 

dilemma for him in the n e u tra 1 ization of suffering by aesthetic 

gratification. He is cr itical of this in others, noting the 

self-absorbed sa tisfaction on Me g's face when she has aade the 

familiar Ke ns in gt on Gardens appe ar on film in all the exotic colours 

of an Eastern landscape: Mong ol is ch , von grauen und mandelgrünen

Teichen um fl ossen, leuchtete es im dunklen Labor in der Malet Street 

auf (ff, p.72 ). His admiration for the clarity and precision of her 

photographic imag es echoes that of An dersch for his ow n wife s work, 

but there is some resentment of the harsh, rather imhumane side of 

the artist in her. In spite of M e g ' s  un sentimental honesty, there is 

astonishing co ldness in her o p e n l y  continuing her affair with Keir 

dire ct ly after her ma rriage to Efraim. Perh ap s the reader should 

also be alerted to hints of E f r a i m ’s insensitivity, when aesthetic 

conc erns always condition his re a c t i o n  to his environment. Even his 

old ch ildhood home is s o m e h o w  tw o- di mensional, evoking no 

particularly fond memories: 'Ich be tr a c h t e t e  es, als wire es ein Foto 

in einem Album' (ff, p.81).

Ef ra im is not blind to th e se lf -d ec ep ti on in his way of
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pe rc eiving the Morld, as when he de scribes Ea st Berl in in teres of an 

old engr av in g, possessing den b l äu li ch en Schieeer und die Härte 

ei nes alten Stahlstichs' (£f, p.166). Ev en w h en far away in Rose, 

this image is no less vivid: 'Während «einer G ä ng e durch Ro m (...) 

sehe ich « i ch 1 »«er Mied er einaal die F r i e d r 1 chst ra ße ent 1a n g g e h e n , 

(...) un d jetzt stehe ich an der E c ke F r i e dr ic hs tr aß e- Un te r den 

Linden un d be t r a c h t e  die Meiten, leeren, g r a u b l a u e n  Prospekte (...). 

Ich gehe e n tz Uc kt in den Stahlstich hinein' (£F, p.166). He notes 

ironically that the inhabitants of East B e r l i n  Mould pr obably not 

ap pr eciate his sentimental nostalgia for the old Prus si an landscape, 

further i r on is ed in contrast to A n na 's practical, political 

perspective: Ich veraute, sie hat «ir gar nicht recht zugehtirt, 

hielt «ein Gere de Uber Stah ls ti ch e und den Lyrisaus Brechts 

sicherlich fUr bourgeoises Ge schaäc k 1 er t u « , bestenfalls f(J r eine 

p e rs ön li ch e Spinnerei <£f, p.167).

N e v e rt he le ss , he co ntinues to indulge h i s i« p r essionistic vision, 

pe rc eiving in the Karl Marx Pl atz in Ne u k ö l l n ,  for instance, ein 

altes v i ol et tg ra ue s Licht' (£f, p.200). This is conditioned by the 

historical p e r s pe ct iv e Mhich he brin gs to th e landscape. Similarly, 

his fe elings for Anna are re flected in h i s aesthetic vieM of her 

father s c o a l -«er c h a n t 's yard: 'Ich blieb be wu n d e r n d  vor diesen sanft 

an- un d a b s c h w e l 1 enden Wänden stehen, die »ir als Kunstwerk nicht 

geringer er sc h i e n e n  als di e Fassade des P a l a z z o  Farnese' (££, p.207). 

When en vi s a g i n g  Anna in Ro«e, he tran sf er s to her his pleasure in the 

unique light and colours of the city, but h a s to adait to hi«self 

that her a p p r ec ia ti on would differ fro« his own: 'Ich hüte «ich, ihr 

zu sagen, d a ß ich gegen Sk 1a ven «ä rk te im P r i n z i p  nich ts habe. Ich 

liebe di e t i ef e Farbe, welche die Sklaverei de r Anti ke verliehen hat.
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Ei nen solchen Satz wlirde Anna ge wiß als bür ger 1 i e b en Schaus 

bezeichnen. Sie hat kein O r ga n für die Ästhetik der Sk la ve re i' <££, 

p.226). A n n a ’s political se nsibilities would be o f f e n d e d  by his 

su bordination of «oral to aesthetic criteria.

If Berlin is seen as an old engr aving, Rose is a l s o  a work of 

art, but of a very di ff e r e n t  nature. Its links with Di onysos are 

emphasized in the Freu di an de sc ription of the imag ined visit to the 

crypt of San Clem ente wi th Anna, in die immer ti ef er en Stockw erke, 

die Schichten von Rom' <£F, p.226). He is di sappointed by her lack 

of re sponse to the pr im i t i v e ,  phallic art, his ow n sexu al desi re 

implied by the my st e r i o u s  underground rive rs of t h i s  suggestive 

setting. However, it r e m a i n s  a desi re for the un at ta in ab le , de nnoch 

weht manc hm al noch die Vo rs te l l u n g  von weißem pr eu ß i s c h e n  Leinen in 

meine römischen Tage und Nächte wie eine kühle Ve rh ei ßu ng ' <£F, 

p.214>. Efraim s sexual inhibitions are in some w a y linked to 

perc eptual sens itivity, as suggested by his d e s c r i p t i o n  of the 

magazine covers on a ne ws p a p e r  standi Nach dem K i n o p l a k a t  kam noch 

der Zeitungsstand, an dem ich keines der au s g e s t e l l t e n  Blätter 

gekauft habe, (...) weil die Titelblätter einiger 111ustrier ten 

wied er einmal so waren, d a ß es in den Sekunden, in d e ne n sie die 

Netzhaut mein er Augen e r re ic ht en , nichts anderes gab als sie' <££, 

p.65). A visual p e r s p e c t i v e  on the wo rld is so im portant to him, as 

a means of locating himself in relation to others, the very proximity 

of sexual intercourse se ems to threaten his identity:

Ein K ö r p e r , der lebt, der sich bewegt (...), und der 
schließlich vers ch wä nd e, weil ich ihn so na he käme, daß ich 
ihn nicht mehr s e h e n  könnte. Noch in s e in em Verschwinden 
hätte ich es mit e i ne m lebendigen Leib zu tun, mit etwas, 
das mir W i d e rs ta nd böte, das mi ch zwingen wü rd e, mich mit
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ihm zu beschäftigen. Ich Märe gezwungen aus ai r 
her au sz u t r e t e n , nicht aehr au ss chließlich bei air zu se in, 
sondern bei jemand, der nicht ich wäre (Ef, p.277).

Such fear of intimacy, to the exte nt of loss of identity, can 

hard ly be understood in obje ct iv e terms. It «ay, howe ver, be fear of 

the pre-ref 1e ctive realm of consci ou sn es s, the level of e x i s t e n c e  

which Me rleau-Ponty clai ms is also pr e-personal and inters ub je ct iv e. 

To purs ue phenomenological thought so far may inde ed appear to 

thre aten the psychological in dependence of the subject. On a m o re 

superficial level, Efra im 's fears merely reflect the f u nd am en ta ll y 

ambiguous experience of the body, in which the sensual cannot be 

separated from the cerebral. For the p h e n o m e n o l o g i s t , there is no 

pure Ca rtesian realm of reflection in lived hu man expe ri en ce , as 

Efraim laments: 'Ich bin ein Puritaner, puritanisch sind si ch e r l i c h  

me ine Üb erlegungen zu dies em Thema, puri ta ni sc h ist meine An gst vor 

den Frauen, sogar denen aus Papier, dabei vergehe ich vor 

Sinnlichkeit' (ff, p.277). Even his re la ti on sh ip with Meg, the o n ly 

woman able to over co me Efra im 's ambivalent atti tude to sex, co uld be 

described in Mer 1ea u - P o n t y ‘s words: C'est la tension d une e x i s t e n c e  

vers une autre existence qui la nie et sans laquelle pour ta nt e l le ne 

se sout ient p a s' .2^

A further si gnificance ma y be inf er red from the quot at io n fr om 

Julien Gree n, whose own literary re pr es en ta ti on of hi s ho m o s e x u a l i t y  

introduces into his work a di st urbing co nflict of art and mora li ty . 

It un derlies his suspicion of th e novel, as emanating from an i m pu re 

source: Tirez l'écrivain de son péché et il n'écrit p l u s ' . 2 ® A 

similar conflict can be dete ct ed in Ef r a i m ' s  cont rast of the 'sa u b e r e  

journalis t is ehe Arbeit' with dieser Or gie von Subjektivität' wh ich
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i5 hi s novel <£F, p.275). Co nt rasting «odes of p e r c e p t i o n  are seen 

o n ce more when Efraia an d Anna both witness a d e m o n s t r a t i o n  about the

Spiegel affair in Fankfurt. Hi s aental phon et i c a n a l y s i s  of the

students chant effe ct iv el y susp en ds the political c o n t e n t  of what

th ey are saying, it is kein ei nhei 1 1 i cher S c h r e i , so n d e r n  eine Art

ge sp ro ch en er Kanon' <£F, p.229). In the words S t r a u ß  rein

Augstein raus' he hears o n ly the 'rhythaisch-regel a ä ßige Ua la utfolge 

aus den klassischen We he - R u f e n  au ei au ei au'(EF. p.229). It is not 

clear where the co nteapt for the students' taae, h a l f - h e a r t e d  protest 

ends, and hi s own po litical indifference begins: 'V ie lleicht war die 

g a nz e Angelegenheit ni cht so wichtig (£F, p.230). In s t ar k contrast 

th ere is Anna's d e e p ly -f el t outrage at the ineffectual nature of 

student prot es ts in the West. She sees none of the artistic 

analogies which c o nd it io n Efraia s reaction to the scene, as when the 

pr oc ess!on passes a gr oup of workaen on soae sc af fo ld in g: Sie

standen oben ia F i l i gr an we rk der eisernen Röhren und w i nk te n den 

Studenten zu, aber ni ch teinnal dieser Szene aus ei nea E i s e n s t e i n - F i 1 a 

ge la ng es, das Gesicht der stuaaen Anna a u f z u h e l l e n ’ (£F, p.231).

Aesthetic pe rc eption in Efrate is not purely visual, bu t unites 

the senses in a way w h ic h is again reainiscent of the w o rk of Erich 

haria von Hornbostel, as in this de piction of London: laaer noch der

d u rc hs ic ht ig e Nebel zwis ch en den Wi nter-Ulaen (...) un d den 

d r e i st öc ki ge n Hüusern aus sonorea B r a u n ’ <£F, p. 234). Hornbostel

ai aed to pr ove that our differ en ti at io n of the senses w a s th e result 

of reasoned, logical reflection, and that on a pre-ref 1 e c t i v e  level, 

the sensory fa culties w e r e  auch less clearly defined than we  laagine;

So there is a sensuous which is not liaited to on e s i n g l e  sense. 

Indeed, looking aore closely, the appa rent e x ce pt io n b e co ae s the
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rule, and we aust sear ch in order to find the private property of any 

one sens e' .29 T h is is obviously the assu mp ti on un de rlying Efra im 's 

intention to i m i t a t e  in hi s next novel Wern er H o r n b o s t e l 's 

compositional te ch nique: 'Even in Art th e se ns e- sp he re is largely 

indifferent, t r an sp os it io n from one sphere into the other is 

p o s s i b 1 e '.

Landscapes in £ fraia are described in te rms of both what the 

subject brings to them, and th e essence which they exude. The rather 

archaic squalor of Keir 's Lond on ho me, for exam ple, has a 

significance which is specific to E f ra im alone: 'Keir's Verliebtheit 

in eine Dic k en s- Ve rd ut e und Megs Gl ei ch gü lt ig ke it ihr gegenüber sind 

zwei Reak ti on sm ög li ch ke it en auf eine Landschaft, während ich ihr eine 

dritte Bedeutung verleihe' <£F, p.247>. Conversely, there is also a 

latent atmosphere in any landscape wh ich we reco gn iz e immediately, 

but which remains a mystery in the most familiar of surroundings. 

The de scription of the Three Tuns public house evokes something of 

the atmosphere of London as Efraim sees it: Alle Farben sind matt, 

trocken, dennoch le uchtend im Nebel-Licht, ein durch Nebel bl akendes 

L a m p en -G el eu ch t. das Ge heimnis der br it ischen Ma lermeister (£F, 

p.244). Even in personal correspondence, Andersch evokes the unique 

atmosphere of Britain: 'Diese Insel besitzt fUr mich eine große 

magische Qual ität (...) jedenfalls spüre ich eine geheimnisvolle 

Substanz in d e n  Häus ern, den Straßen, den Menschen, den 

Landschaften *.31

This could be explained in terms of Mer 1e a u - P o n t y 's theory of 

recognition: N o us ne percevons pres qu e aucun obje t, comme nous ne 

voyons pas les ye ux d ’un visage familier, mais son rega rd et son 

expression. II y a 14 un sens latent, diffus ä travers le paysage ou
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la ville, que nous r e tr ou vo ns dans une é v id en ce s p é c if iq ue sans avoir 

besoin de le d é f i n i r '.32 He develops this in teres wh ich correspond 

closely to Ande rs ch 's frequent evocation of the Geheimnis' of a 

1andscape:

11 est donc essentiel à la chose et au eonde de se présenter 
coeee "ouverts", de nous re nvoyer a u -d el à de leurs 
ma ni fe st at io ns déterminées, de nous pr om e t t r e  toujours 
“autre chose à voir". C ’est ce q u e l'on ex p r i m e  quelquefois 
en disant que la ch ose et le mo nde sont mystérieux. Ils le 
sont, en effet, dè s qu'on ne se borne pas a leur aspect 
obje ctif et qu'on les replace dans le milieu de la 
sub ject i v i t é . 3 3

It is necessary to suspend the natural attitude' wh ich takes for 

granted all that is familiar, to rediscover the m y s t er io us essence of 

first encounter with even the most mund an e of phenomena. Ande rsch 

gives expression to this in terms not far r e mo ve d from his 

protagonist s ep is temological questioning, when he writes: 'Ich frage 

mich, ob es Überhaupt beka nn te Objekte gibt. He rd en einem selbst 

nicht die be ka nn te st en Di nge unbekannt, un-heimlich, wenn man sie 

genauer b e t r a c h t e t ? ’3* The artist's wonder at even th e most familiar 

of ob jects with the d i st an ce of phenomenological deta ch me nt appears 

to be fundamental to E f r a i m s  development as a writer. Heg seems 

more aware of the tr an sition taking p l a c e  than is E f r a i m  himself: 

Wieder verwendet si e das Hort schreiben so, als h a nd le es sich dabei 

um etwas vom Sc hreiben der Journalisten total V e r s c h i e b e n e s , um eine 

geheim ni sv ol le B e s c hä ft ig un g on sich' (£F, p.174). It is precisely 

th e mysterious na tu re of his new occu pa ti on that in dicates a 

metaphysical dimension to the practical transition, w h ic h will now be

examined in more detail.



367

Fro» J o u r m l i u  to Literatur«

Ander sch claimed, like Efraia, to have be gun his literary career as a 

jo ur nalist and look ed back on this phase of his life with nostalgia 

for its naïve o p ti mi sm and earneraderie. Indeed, the central 

ex pe r i e n c e  of Di e Ki rschen der Frei heit (1952) is evoked when E f rai a 

ad mits: Wenn ich an Le ute wie O'Co nn or denke, fällt air der Absc hi ed 

vom Jour na li sm us schwer; ich komme mir dann wie ein De serteur vor' 

<£F, p.44). Other para ll el s may be drawn betw ee n Efra ia 's and 

An d e r s c h  s literary de ve lo pm en t, such as the fact that E f ra im was 

a l re ad y writing in 1944, but speaks of his early co mp os it io ns in 

tones of embarr assed se lf -d eprecation as, 'meine ho ch gestochenen 

1 i t e r a r i sehen Vers uc he , - die ich noch dazu ve rs chwieg (£F, p.64) A 

furt he r aspect of Andersch s lite rary deve lo pm en t present here, but 

d i s t a n c e d  in Ef r a i m ' s  past, is th e echo of post-war Sartrean 

en ga gement embo di ed in his Un cle Basil: 'Es lag ihm wohl überhaupt

nicht, irgendjemand von irgendetwas Überzeugen zu wollen' <£F, p.77). 

By 1967 this was p r o b ab ly all that re mained of An de rs ch 's own 

Sa r t r e a n  phase. The image used by Efraia to d e s c ri be his

disillus io nm en t with jo urnalism, the co in which just dr ops through 

the slot machine without ever bringing an y real returns, is taken up 

again by An de rs ch in th e autobiographical Bdse 7r ttuae, where he 

lame nt s his late literary debut: Dies ist die trau ri ge Geschichte

vom langsam f a ll en de n G r o s c h e n . 35

A development in the pr ose style in Efraie shows the meticulous 

de sc r i p t i o n  of th e b e gi nn in g giving way to mo re e x pa ns iv e reflections 

further on in t h e novel. Initially hi s style r e f l ec ts the empi rical, 

an la ytical appr oa ch of his journalistic training. Ho wever, it soon
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beco me s obvious that Keir is dissatisfied with Ef r a i a ' s  rece nt 

articles: 'Er könne sie nicht einaal als St im mu ng sb er ic ht e brauchen' 

<EF, p.9). Iaaediately, in his account of th e imagined course of 

their te lephone c o n v er sa ti on , Ef ra ia demonstrates his tendency to 

de v i a t e  from the ob je c t i v e  mode of writing required. He also 

in dulges in co nj e c t u r e  in Rome, imagining a li aison wi th an American 

girl glimpsed in a r e s t au ra nt <£F, p. 110), or the o p p o rt un it y to show 

Anna the wonders of the city <£F, p.150, p.224). It is carried to 

gr ot e s q u e  extremes in a wh imsical description of the Pope as an 

el ephant, paro dy in g the jo ur na li st ic style: ’Dabei habe ich mich 

streng an die j o u r na li st is ch en Regeln gehalten: au ss ch li eß li ch facts, 

jeder Satz eine Na ch richt' <£f, p.285). This is perh ap s the

styl is ti c corollary to an intellectual departure from a philosophy 

which deals only in the indicative, in favour of a radical reflection 

which includes in its scope the invisible, the un th ought, the 

implicit and the un re alized. Conjecture, as a form of negation, is 

crucial to Mer 1e a u - P o n t y 's Phenomenology, but has no pl ace in 

ob je c t i v e  press reporting.

Efraim claims on ly to have been 'ein brauchbarer Journalist' (£F, 

p.159), but he had o n ce ex pe rienced the intense ex ci tement of a real 

s c o o p ’, when he had u n co ve re d Franco-V ie tn am es e n e g o ti at io ns taking 

pl ace in Paris in th e last phas es of the war in In do-China:

Ich bin Jour na li st , oder jede nfalls bin ich einer gewesen. 
Es gibt in u n se re m Beruf die Momente, in denen wir vor 
Span nung de n Atem an halten: wenn wir p l öt zl ic h fühlen, da ß 
wir ganz di cht an einen Fundort für neue Nach ri ch te n geraten 
sind. Es handelt sich da wirklich um eine Re aktion des 
Instinkts, wir spüren es im Bauch und in den Lu ngen, nicht 
im Kopf, wie auf einmal etwas in der Luft liegt, die Ahnu ng 
einer ne uen Möglic hk ei t, einer Nachricht, w e lc he di e Lage 
verändert (£f, p.254).
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T h i s  acute presentiment of a «o nentous piece of ne ws occu rs on a 

pr e - r e f l e c t i v e  level, and in volves the w h ol e body, not just the mind. 

In addi tion to the phenom en ol og ic al aspe ct of the ex pe r i e n c e  it is 

im portant for the structural circ ul ar it y of the novel, appe ar in g both 

at  the be ginning and th e end <p.3S, p.254).

Only when he d e sc ri be s a similar ex pe r i e n c e  during the interview 

w i t h  Mutter Ludmilla do es he realize that it is not a phenomenon 

ex cl us i v e l y  related to journalism. It can equally occur on a very 

personal level, and is no more than a sudden awar en es s of the 

pre-logical processes of perception. This conversation, in which 

E f r a i m  learns of K e ir 's refusal to r e sc ue his d a u g ht er from the 

ho lo caust, is also r e p e at ed ly anti ci pa te d in the text (pp. 164, 177, 

213, 251». In both in stances the spatio-temporal context is 

suspended, in the first case by the ev ocation of the distant and 

exotic Vietnamese la ndscape from Chris Mark er 's novel Le Coeur net 

(1949>i Quelque part, très loin, sur les pays à fièvre, sur les 

villes silenc ieuses, sur les deltas des fleuves, sur les plages 

«oui 1 1 é e s '.36 The c o n v er sa ti on with Mutter Ludm il la is also 

st rangely remo te from its Berl in sett ing: 'Es war so still; 

unmöglich, da p sich dieser Raum in Be rl in befand. Wo befa nd er sich 

d e nn ? Ich weiß es nicht. ln ei nem o r t l os en Raum bin ich auf Keirs 

Gehe im ni s gestoßen' < E T , p.256).

It is pe rhaps this ex pe r i e n c e  which ho lds the key to the elusive 

Or en z 1 and between jour na li sm and literature. Initially Efraim shares 

Keir 's dislike of literature, as an inferior, undisc ip li ne d form of 

writ in g (EE, p.37), and as he beco me s involved in his book, his 

su spicion of the novel form does not diminish. Instead, he becomes 

increasingly aware of the du plicity of the narrative, and strives
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repeatedly to d r a w  at tention to its textual nature (EF, p.36). The 

impr ession g a i n e d  thro ughout is that of being present at t h e gene si s 

of a literary work, not at its completion, as E f ra im tries to 

disc over why t h i s  new approach to writ in g is a quäl en de s Vergnügen'

(p .90) and t r a u r i g e  Lust (p.71), as distinct from jenem ei nfachen 

Spaß' of j o u r n a l i s m  (EF, p.70). He frequently expr es se s his regret 

at ever having emba rk ed on this painful exercise: Es ist Unsinn, ein 

Buch schreiben z u  wollen. Ich habe Lust auf einf ac he j o u r na li st is ch e 

Arbeit. Ich m ö c h t e  ein Stück klarer Zeitungs pr os a sc hr eiben, nicht 

dieses s u b j e k t i v e  Zeug' (EF, p.96>. The du plicity of th e novel is 

presented in ter its of a card game, a sustained image which su ggests a 

diminishing d e g r e e  of authorial autonomy:

Das Ka p i t e l  nähert sich sein em Ende, und es wird Zeit, daß 
ich m e i n e  Karten aufdecke. Es ist sinn los, so zu tun, als 
s c h r i e b e  ich noch immer im Spätherbst 1962, unmi tt el ba r 
n a c h d e m  ich in Berlin bego nn en hatte, zu schreiben. In 
W i r k l i c h k e i t  ist seitdem ein Jahr verg angen. Ich habe 
t a t s ä c h l i c h  für die Nied er sc hr if t (...) ei n voll es Jahr 
g e b r a u c h t  (EF, p.86).

ln repeated si m i l a r  revelations, he uncovers the many layers of his 

narrative, t h e r e b y  hoping to retain the trut hful in tegrity of 

ob jective re po r t i n g .  The fu tility of th e at tempt is itself reve al ed 

when he q u o t e s  his own words in the dist an ce d to nes of the 

subj unctive: Die List des Romans habe sich in meinem Fa lle der 

Wahr he it de s Be r i c h t s  zu beugen' (EF, p.120). The very use of the 

word Ro»ah h a d betrayed his true intentions, but only much later does 

he be co me r e s i g n e d  to hi s literary proj ect: ‘He ute weiß ich, d a ß ich 

dem Buch ni cht en trinnen werde' (EF, p.198).

The p r o s p e c t  of assuming the id entity of a no velist fi lls him



371

with abhorrence, at first r e m i n i s c e n t  of Sartrean nausée: Wörter wi e 

St off und Kapitel g e b r a u c h e n d ,  fühle ich «ich schon ganz als 

Romancier, das heißt als ein Me nsch, der mit Worten ein Ze it- 

Ko ntinuum herstellt. Wi e s c h w i e r i g  das ist! Und wie degoutant! Es 

wird mir fast Übel, (...) W a r u m  erst d i e Täuschung un d nachher ihre 

Aufklärung? Warum diese g a n z e n  Zeit-Spiele?' (ff, p .151). On closer 

consideration, E f r a i m s  d i s g u s t  can be seen to be simp ly a r e ac ti on 

to the deception inhe re nt in tr an sf or mi ng lived ex pe ri en ce into 

prose. Yet he real izes t h a t  this deceit is necessary, beca us e in 

order to capture the i m m e d i a c y  of co ns ciousness, he needs to u s e  the 

present tense; Ich kann n i c h t s  weiter beschreiben al s die Wa h r h e i t  

meine» Existenz (ff, p . 1 5 1 ) .  This is in line with Mer 1e a u - P o n t y 's 

view of the aim of art, to m a k e  re fl ection emulate the pr e - r e f 1 ec ti ve 

life of cons ci ou sn es s, m a k i n g  ac ce ss ib le to the sens es and the 

imagination unformulated a n d  inexpres si bl e truths. However, the 

writing process involves p a i n f u l  s e if - e x p o s u r e , and on one oc c a s i o n  

Efra im has reason to be th a n k f u l  that Meg is u n ab le to read his 

German manuscript: Immer i s t die Wahr he it im Besi tz des Bu ches. 

Niem al s kann der S c h r i f t s t e l l e r  mit der Wahr he it gegen d a s Buch 

spielen (ff, p.198). T h i s  struggle with his own creation finds 

echoes in Julien Green's J o u r n a l , wh ere he writes:

Le vrai romancier n e  domine pas son roman, il devient son 
roman, il s'y p l o n g e .  Entre lui et ses pe rsonnages, la 
complicité est p l u s  profonde qu'il ne le croit et s ’ils 
p e c h e n t , il p è c h e  au ssi de q u el qu e manière. 11 est tout ce 
qu'e st son roman, s'il y croi t, s'il se laisse prendre, et 
s il ne subit p a s  lui-même l'envoûtement de ce tte ch ose 
monstrueuse qui s o r t  de son c e rv ea u - car le roman est un 
monstre - il n ' é c r i t  pas de romans, il en f a br iq ue ,57



37 2

The book ultimately ho lds the ' Trumpf kar t e ' (EF, p.281> and 

dete rm in es when the painful process of sei f - r e v e l a t i o n  will end: 'Ich 

b e tr ac ht e die Karte, d i e endlich auf d e m  T i s c h  liegt, und plötzlich 

ergreift mich na me nloses Entsetzen. D i e P a r t i e  ist zu Ende (EF, 

p . 284).

E f ra im 's avowed surprise at the e n d i n g  of his novel is the 

cu lm ination of his repeated in si stence that h e  does not know what the 

outcome will be: Aber noch in d i es em A u g e n b l i c k ,  be inahe drei Jahre 

nach jenen Tagen in Berlin und London, w e iß ic h nicht, ob Esther lebt 

oder tot ist, was aus Anna wurde, (...) Und indem ich meinen Gang zu 

Keir (...) nun endlich fortsetze und zu E n d e  führe, schwöre ich, daß 

ich, noch während ich ihn beschreibe, k e i n e  A h nu ng davon habe, wohin 

er mich fuhren wird' <£F, p . 243-44). This is also Juli en G r e e n s

experience, as suggested in his J o u r n a l : 'Nous sommes des personnages 

de roman qui ne comprennent pas t o u j o u r s  c e  q u e  veut 1 'a u t e u r '.38 In 

apparent exasperation, similar to that felt by Efraim, he writes, 

comment cela va-t-il fini r? '.39 In phenom en ol og ic al terms, the 

unce rt ai nt y of the auth or is fundamental to crea ti ve writing, because 

li te ra tu re is more than the mere transii ter at ion of re ad y- co ns ti tu te d 

t h o u g h t s :

Si la parole pr ésupposait la pe n s é e ,  si parler c' était 
d' abord se joindre à l'ob je t par une intention de 
co nnaissance ou par une r e p r é s e n t a t  i on , on ne co mprendrait 
pas pourquoi la pens ée tend v e rs l ' e x pr es si on comme vers son 
achève ment, (...) pourquoi le s u j e t  pensant lui-même est 
dans une so rte d'ignorance de ses p e ns ée s tant qu'il ne les 
a pas formulées pour soi ou m ê m e  d i t e s  et écrites, comme le 
montre l'exemple de tant d ' é c r i v a i n s  qui commencent un livre 
sans savoir au juste ce q u ' i l s  y m e t t r o n t -.40

Herl ea u- Po nt y also describes the wa y in w h i c h  realist prose takes
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account of the immediacy of the real, lived e x p e r i e n c e  of wr i t i n g ,  

en a f f i r m a n t  la transcendance effe ct iv e et 1 e x is te nc e en soi du 

m o nd e et d e s idées .41 This is prec is el y die L i s t  des Romans' which 

E f r a i m  s e e k s  to expose, and to which he succumbs in his novel.

He s t ru gg le s against the tendency of realist fiction to effa ce 

the na rr a t o r ,  just as words themselves tend to be  as sumed tr an sp a r e n t  

and n e ut ra l. He aims to render himself c o n s t a n t l y  visible to the 

reader: Beispielsweise bin ich Brillenträger, u n d  ich hä tte e s  gern

g e s c h a f f t ,  mein ganzes Buch hind ur ch B r i l le nt rä ge r zu se in' (EF, 

p .21 à >. He has already established that n a m i n g  is an in ad e q u a t e  

d e s c r i p t i v e  device, but so is the mere a c c u mu la ti on of o b j e c t i v e  

facts , which he disc ards with hi s j o u r na li st ic approach. He is 

d i s s a t i s f i e d  with his de piction of Keir, which is 'unvollkommen' and 

'f r a g m e n t a r i s c h '. Just as Merleau- Po nt y in s i s t s  that we do not

p e r c e i v e  peop le and things by an alysis of their c o n s t i t u e n t

ch ar a c t e r i s t i c s ,  Efraim di scovers that e n um er at io n of Keir's 

d i s t i n c t i v e  features does not make him 'sichtbar' in his b o ok : 'Zum

Beis pi el habe ich, als ich mein berliner Telefonat m i t ihm

s c h i l d e r t e ,  noch angenommen, es genüge, se ine Ha u p t m e r k m a l e  

a u f z u z ä h l e n ,  um ihn zu zeigen' (EF, p.261). Ev en t u a l l y  he real iz es 

that it wo uld take a whole novel adequately to  know and desc ri be 

Keir: Urn dies es Leben zu erkennen, müßte ich ein n e u e s  Buch

be g i n n e n .  Ich erkenne das Leben des Mann es , den ich am  besten

ge k a n n t  ha be, jedoch so wenig wie die Ex istenz - be is pi e l s w e i s e  

S a n d b e r g s  (EF, p.270>. The prob le m of de sc r i p t i o n  is a l s o  one of 

k n o w l e d g e ,  for if we do not ob ta in ob je c t i v e  truth by n a m i n g  or 

a c c u m u l a t i n g  detail, how can we account for our know le dg e of the

w o r l d ?  For Merleau-Ponty art is a means of g a in in g a c ce ss to the
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world because it s u s p en ds r e c o gn it io n of the familiar, a n d  by 

ex pl oiting the suggestive, crea ti ve fo rce of language, l i t e r a t u r e  can 

appr ox im at e to our im me diate, pre-1ing ui st ic experience of the world. 

It is in the attempt to make hi mself visible to the reader that 

Efra im feels compelled to desc ri be even the habits which make u p  his 

ev eryday life. Howe ve r triv ial, objectively speaking, t h e y  are 

cr ucial to his subj ec ti ve mode of existence: 'Ich merke vor, d a ß  ich 

mir in diesen Blat tern einmal meine Gewohnheiten ausführlich selb st 

da rs tellen muß, sie n e hm en ja den größten Teil meines L e b e n s  ein, 

aber sie sind nicht nur qu an t i t a t i v  von Bedeutung, sondern b e s i t z e n  

auch eine Qualität für sich selbst, eine entweder a n ge ne hm e oder 

unheimliche, auf jeden Fall das Leben fressende Macht' <£F, pp. 

176-177). His everyday h a b i t s  ar e the parameters of his s u b j e c t i v e  

life, which lend to it c o n s t a n c y  and security of identity.

If Efra im is c o nc er ne d always to be present as narr ator of  his 

text, he is also in cr ea si ng ly cons ci ou s of the presence of a re a d e r ,  

not merely the real reader, but an implicit presence in t h e dual 

di st an ci ng pr ocess of the book. This sceptical onlooker -conditions 

the tone of his wr iting from the start: Das Schielende, w e l c h e s  mein 

Text angenommen haben muß, weil ich vom erst en Satz an z u g l e i c h  auf 

mich und auf ein a n de re s Wesen geblickt habe, das mir s p ö t t i s c h  

zusah! Ekelhaft!' <£F, P.96). The implied reader is a c h a r a c t e r i st i c 

of literary prose, and as much a part of the text as the na r r a t o r .  

This becomes more obvi ou s to Ef ra im as he writes: Diese S ä t z e  und 

der unwillkürliche G e br au ch von Wörtern wie verstecken, z e ig en oder 

ande uten lassen mich er kennen, daß me ine Schreiberei endgültig ihren 

privaten Charakter verl or en hat. Sie ist für andere bestimmt' <EF,

p . 79).



3 7 5

Th e read er of literature is the subject of the essay The Patr on 

and the Crocus' by Vi rginia Woolf, wh ich Ande rs ch once singled out as 

his Lieblingstext' in a b r oa dc as t inte rview. Referring to the 

G e re an translation by Hans BUlo w, Ande rs ch says Der Gönner und der 

Krok us ist ein Aufsatz für Leser - er weist Ihnen, »eine Zuhörerinnen 

und Zuhörer, die Rolle zu, di e Sie i« Spiel der Literatur s p i e l e n ' . 42 

In fact, the essay expresses a co nventional view of language and 

literature, as primarily a meth od of communication, but it also 

co n c e r n s  the limitations of jo ur na li sm as literature, stating 

c a t e g o r i c a l 1 y that 'Journalism em b a l m e d  in a book is unreadable'. It 

d o es not stand the test of time, wher ea s the preservation of the 

lite ra ry text is guaranteed by th e re ader: The patron we want, then, 

is one who will help to pres er ve our flowers from d e c a y ’.43

She de scribes a theory of reading not unli ke that of the 

ph en om enological school, a te leological ap proach which conspires with 

the text in openness to its re ve la ti on s, not a sceptical approach of 

s u s p ic io n and de my stification of s u rf ac e appearances. For Efraim,

the real act of reading is a form of co-creation, a meeting of 

su bj ectivities, the co ns ci ou sn es s of the reader bringing back to life 

the au thorial co nsciousness lying dorm an t in the words on the page. 

When he re ceives his ma nu script back from the publisher and Dr. 

He ckmann, he finds it somehow ch anged: 'Es ist jetzt ein ge lesenes

Manu sk ri pt , und ma nchmal, wenn ich es zur Hand nehme, scheint es mir, 

als hätten die Augen, di e meine Wört er und Sä tze gelesen haben, auf 

ihnen Spuren hinter lassen' < £ F , p.242). The experience of

BUcherekel in L o n d o n 's Di llons book sh op can be understood in te rms 

of the fear of be ing an unread author, rather than any di st inctly 

Sart re an fear of l i t r e  en soi (E F , p.!97>. He deli berately disp el s
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any impression of existential a n g o i s s e , emphat ic al ly distancing 

hims el f from Sartre; Ich bin b e ne id en sw er t unab hängig und weiß 

d u rc ha us das Leben zu genießen. Ich bin alles andere als ein 

Ro qu entin, ein exis tentiell A n g e e k e l t e r - (£f, p.216). Sartre's

p h i l os op hy of absurdity, while supp or ti ng E f ra im 's belief in chance, 

o f fe rs no real explanation of a p r e d is po si ti on and destiny to write.

Ef raim's lite rary tastes reflect this dilemma. He admires 

experimental and modernist texts for the radical ideas they 

re pr esent, but for personal enjoyment he c h oo se s more conv entional 

novels: "Mein persönlicher Geschmack ist frei li ch eher konservativ 

was di e schöne Literatur betrifft, so s u c h e  ich immer nach 

Er zählungen, in de nen Menschen zu Menschen in Be ziehungen gesetzt 

w e rd en <££, p.193). His admiration for Beckett seems to be based on 

an inte llectual interest, 'solche Litaneien der Gleichgültigkeit aus 

einer Welt des Chaos und des Zufalls sagen mir außerordentlich zu 

<£f, p.194). It is only in c o nn ec ti on with the words of Virginia 

Woolf, 'How I feel in my fingers th e we ig ht of ev ery w o r d ’ <££, 

p.194), that he articulates the real meaning which th ese authors have 

for him. Indeed, this qu otation bears more re se mblance to Sartre's 

wr i t i n g s  on phenomenological p s y c ho lo gy than to his existentialist 

polemic. He describes the p r oc es s of w r it in g in similar terms: 

L e x i g en ce des mots que je trace est immédiatement présente, pesante 

et sentie. Ils tirent et co nd uisent ma m a i n ' . 44

In this, Sartre is very cl ose to Me rl eau-Ponty, describing 

w r it in g as an unreflected, automatic act, until we stop taking it for 

g r an te d and regard it as a phenomenon; 'En réal ité, l'acte d' écrire 

n est nullement inconscient, c' est une st ructure actuelle de ma 

conscience. Seul ement, il n'est pas c o ns ci en t de lui-même'.45 It is
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more than an intellectual activity, and not simply an author's 

ma ni pu l a t i o n  of Mords. Literature is as much a co nstruct of lang uage 

as of the wr iter's imag ination, so that no crea ti ve writ in g is 

to t a l l y  in the control of its author: ’Je suis dans un état spécial 

d at t e n t e  créa trice, j'attends que le mot que je sais à l'avance 

em p r u n t e  la main qui écrit et les jambages qu'elle tr ace pour se 

r é a l i s e r ' . 46 The originality which Efraim sens es in the w r it in gs of 

B e ck et t and Woolf lies in their attempt to a p pr ox im at e to an 

i n ex pr es si bl e meaning, located in some inarticulate r e al m of human 

expe ri en ce , and inaccessible to obje ct iv e thought:

Irgendwie (...) hatte ich, als ich die ersten Bruchstücke 
von Becketts Werk las, die Hoffnung gehegt, dieser 
Schriftsteller würde sich dem entziehen, was ma n die 
Liter atur nennt; die u n er hö rt e Formel, di e dieser Mann für 
die ab solute Sinnlosigkeit der Welt ge funden hatte, würde 
verhallen, in einem niemals schweigenden Echo aus einer Welt 
jens eits aller Literatur. Welcher Welt? Ich weiß es nicht 
( f  F ,  p . 1 9 4  > .

Zufmlls th eo rl e

Das Los ist mir ge fallen aufs Lieblichste'.

E f r a i m  5 Zufallstheorie is an intellectual strategy which ostensibly 

l i be ra te s hi m from abstract systems of thought, all of which he 

c o n s i d e r s  to be suspect in the latter half of the 20th Cent ur y. It 

c o m m i t s  him, however, to a belief in utter contin ge nc y, which he 

f i nd s increasingly untenable as his book progresses. Andersch 

d e p i c t s  in Efra im a man stubbornly clin gi ng to an artificial system 

of thought which has become no more than a psychological necessity.
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It merely suspends the need to e x pl ai n an d cone to terms with th e 

horr or s of the National So cialist pa st. A parallel «ay be drawn with 

the enthusiastic re ception of Fren ch Ex is te n t i a l i s a  in West Germ an y 

after the war, and its in fluence on A n d e rs ch 's own early literary 

career. The systeaatic af fi r a a t i o n  and underaining of th e 

Zufallstheorie could be seen as A n de rs ch 's atteapt to d i s t an ce 

hiaself froa this phase of his l i t e ra ry deve lopaent. It is also 

incompatible with an incr ea si ng ly ph enomenological philosophical 

po sition.

The strongest ar gument supp or ti ng E f r a i m ’s belief in chance is 

related to the question of human suffering. Whether co nf ronted with 

the Nazi holocaust or a schoolgirl suicide pact, he refutes the 

po ss ibility of any explanation. In his obje ct iv e analysis of world 

ev ents, he rejects any idea of ca us al it y, seeing hiaself as the 

observer of chaos, and un willing to dr aw conclusions or at tribute 

mean ing. Espe cially when di sc us si ng the slaughter of the Jews, he 

feels vindicated in his theory, tell in g Hornbostels 'Ich mag das Wort 

Schicksal nicht, ich weig er e mi ch, in der Einrichtung von Ga sk am me rn 

eine FUgu ng zu erkennen - nein, sie wa ren das Ergebnis verschiedener 

Zufalle' <£F, p .140) . However, a r e f e r e n c e  to this co nversation in 

•E fraims Besuch* expo se s the th eo ry as a mere re nunciation of 

explanation: 'lamer, wenn dieser Herr in seinem Buch an A r gu me nt e 

gerat, spielt er sie we g mit sein er phänom en ol og is ch en Methode'. 

This certainly suggests the iron ic dist an ce with which E f ra ia 's 

Z u fa l1s t he orie should be viewed.

In fact it could be seen to represent a ne cessary work in g 

hy po thesis in journalism, enabling h i m to write with the requ ir ed

degree of detachment:
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Die Reda kt io ne n ha ben Überall ihre Korrespondenten, die 
ihnen Be r i c h t e  in A r ti ke ltor* lietern, - im besten Falle 
be kommen si e kluge an al ytische Wa hrnehmungen mitgeteilt 
wahrend di e großen alten R e p o r t e r  nichts be schrieben als 
das, was sie gesehen und g e hö rt hatten, weder mehr noch 
weniger. Sie waren einfache und ehrliche Leute. Was es 
mir, der ic h kein ei nfacher und ehrlicher Mann bin,
er mö glicht hat, ihre A r b e i t s w e i s e  zu überne hmen, ist mein 
Glau be an den Zufall (FF, p.39).

One of the major factors in the decl in e of hi s care er seems to be the 

w e ak en in g of this belief, as he s u cc um bs to the sear ch for meaning in 

the e v e n t s  he reports: 'Ich be treibe Nachri ch te n- Ch em ie als einen

Zweig der He il sg eschichte; ich habe mir angewöhnt, den Regen der 

I n fo rm at io ne n unwillkü rl ic h auf seinen Gehalt an Glücksverheißungen 

zu an al ys ie re n, oh ne frei lich zu wissen, welche Art von Rettung ich 

e i g e n t l i c h  erwarte' (FF, p.14). Through the lens of Meg's camera, 

sh e sees his face in terms of a parched landscape, awai ting 

delive ra nc e. E f r a i m  is intensely in te rested in other people's 

systems of belief, b e  it Meg's s u p e rs ti ti on , Keir's Weltherrschaft 

Sa ta ns ', or the simp le belief of a J e w i s h - Italian artisan in an 

un re d e e m e d  Creation. He himself laps es into su perstitious

a s s u mp ti on s and lo ngs for a spiritual, as well as a geographical 

home. E v e n tu al ly he admits to the provisional nature of his

2u fallstheor i e , and in the face of h i s inability to come to te rms 

with the chaos of hi s personal life he confesses: So kann ich,

na c h d e m  ich Meg ve rloren habe, auf n i c h t s  weiter warten als auf das 

Heil, auf d i e Erlösung' (FF, p.277).

Th e theory is undermined in m o r e  subt le ways, even by the 

lang ua ge itself, when Efra im's c o n v i c t i o n  appears to be at its 

strongest. In one of his most vehe me nt tirades on chance, stating in
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r e f l e c t e d  and logical teres that t h e r e  can be no meaning in a world 

w h i c h  has ex pe rienced Au sc h m i t z , t h e us e of a Berlin idiom wh ich he 

has p r e v io us ly criticized s u d d e n l y  underlines what he says. 

Inad ve rt en t language use su bverts the substance of his statement:

Ich glaube nicht, daß wir für irgend etwas bestimmt sind. 
Wenn ich bedenke, wie a b s u r d  es ist, daß ich Deutscher war 
und danach Engländer wurd e, während ich iaaer noch Ju de bin, 
konat es mir vor, als kttnnte ich ebensogut R u ss e oder 
Ma ssai-Neger oder ein Mo lf oder ein Auto sein (...) Es gibt 
keine Ursa ch e für uns und kein Ziel. Wir existieren. 
Schluß. Aus. Mehr ist n i ch t drin' (Ef, p.lll).

A simi la r instance of the power of la nguage to cut across logically 

c o n s t r u c t e d  argument occurs when E f r a i a  is aaused by the paradoxical 

ep i t a p h  on the gr ave of Luise Zoufal, 'Das Los ist ait gefallen aufs 

L i e b l i c h s t e  <££, p.204). Anna imme di at el y o f fe rs an alte rn at iv e 

expl an at io n, based on the am biguity of the word ¿os, which is both 

fate and a lottery ticket. The r e s u l t  is no longer paradoxical but 

c o n s i s t e n t  with a ph en oa en ol og ic a 1 view of existence. We are 

fo rt ui t o u s l y  plunged into the world, but free to take up the 

c h a l l e n g e s  of our situation and i n fu se it with significance: Sie 

läßt sich ihr Schicksal als Los zieh en , aus der Lo tterie des Gottes, 

an d e n sie geglaubt hat. Ganz b e s t i m m t  hat sie s so geme int. Sie 

hat gewußt, das es ein Zufall war, aber gl eichzeitig hat sie den 

Zufall als ihr Schicksal hi ng en om me n. Das wa r für si e ein und 

d a s s e l b e ’ <£f, p.204). A mere linguistic aabiguity is enough to 

e x p o s e  the vu lnerability of E f r a i m ' s  intellectual hypothesis.

The guestion of national id entity, and Ef raia's ro otlessness also 

p r o v e  to o co mplex to be ex plained in te rms of ch ance. Al th ou gh he 

c l a i m s  to have no national alle gi an ce , the si gnificance of his
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writing in Germ an is reco gnized im me di a t e l y  by heg: Ach George, ich 

b e gr ei fe auf einmal, da ß du ein Frem de r bist!' (FF, p .175>- He 

desc ri be s the If e r l a g s l e k t o r ,  Dr. H e ck ma nn , on tw o occasions as sehr 

deutsch' (ff, p. 239, p.240), h u rr ie dl y co rr ec ti ng himself by

recalling, auße rdem gibt es ke ine N a t i o na1 ei ge n s c h a f t e n ' (FF, 

p.241>. There is no doubt, ho wever, that he attributes H e ck ma nn 's 

th or ou gh ne ss to his being German. It is followed up by a m o di fi ed 

rest at em en t of his Z u f a l l s t h e o r i e : D a ß ich als Deutscher zur Welt 

kam, betr ac ht e ich jedoch als Zu fall. Und ich we igere mich, d i e 

Folgen dieses Zufalls als Sc hicksal zu betrachten' (FF, p.241). 

However, his fascination with the E t t i g e r  J u d e , inherited from h i s 

uncle, and with the Frau mit dem bd sen Blick' locate Efraim, and 

An dersch, in a highly specific cu ltural tr ad i t i o n . 40 In seem in g 

c o n t ra di ct io n of the contingency of his birth, Efraim states: 'Ich

bi n da s typische Produkt einer bllr ger 1 i ch-jüdi sehen Familie aus d e m 

alten Preußen: ein Puritaner in Reinkultur' (FF, p.248). It then 

appears to him to be the ex ce pt io n, rather than the rule, to 

deter mine one's own life independently, as Keir has done: Man kann 

sich also auch gegen das Mili eu entw ic ke ln , aus dem man stammt <FF, 

p.248>.

E f ra im s cons tant flat-hunting in Rome, and general inte rest in 

es ta te-agents' windows are the external manifestation of a

me taphysical malaise: Wohin bin ich g e r a te n? Ich habe mein k l ei ne s 

Wo hn un gs pr ob le m zu Ibsen, stat td es se n b e sc hä ft ig e ich mich mit g r oß en 

abst ra kt en Theorien' (FF, p. 161). The ques ti on of locality is a 

co nstant preo ccupation, as Efraim tr ies to e n vi sa ge not just hims el f, 

but other people in alternative environments. Anna exposes the 

su pe rf ic ia li ty of his affected in di ff e r e n c e  to domicile: 'Sie h a be n
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so ei ne Art, einen glauben zu wachen, daß es ganz einfach ist, 

He gz ugehen. Dabei ist es natü rl ic h gar nicht einf ach, auch für Si e 

nich t' <£F, p.143). He wants d e s p e r a t e l y  to know what it is that 

wakes B e rl in wore iwportant to her even than her re lationship with 

Horn bo st el . She knows that he pl ans to leave the city, but is 

un eq uivocal in her response to E f r a i m ’s question: ’"Sie würden also 

gerne ait i h m gehen?" "Nein, das wU rde ich ganz bestiwwt nicht tun. 

Ich will auch gar nicht, daß er wich auffordert (...) Er gefällt wir 

näwlich nur hier, glaub' ich, in dieser Jazz-Kneipe, in seinew 

Keller. K ö nn en Sie das verstehen?" Ich nickte. Ich ve rstand das 

sehr gut' (£F, p.144).

A l t h o u g h  Anna is decidedly un - f r e e  in Sart re an terws, even her 

vo ca b u l a r y  betraying enslavewent to Marx is t ideology, in terws of 

Mer 1 e a u - P o n t y  ' s philosophy she enjo ys the only true freedo®. 

A c co rd in g to his notion of op er a t i v e  i n t e n t i o n a l i t y ', wç are all 

proj ec ts of our world, and are t r ul y free only when we choo se that 

c o ur se of acti on which is a n t i ci pa te d an d invited by our relati on sh ip 

to the world:

Ou est-ce que donc la libe rt é? Na ître, c'est à la fois 
n a î t r e  du wonde et n a î t r e  au wonde. Le mo nde est déjà 
constitué, mais aussi ja ma is c o m p lè te me nt constitué. Sous 
le premier rapport, nous somm es sollicités, sous le second 
n o u s  sommes ouverts à une infi ni té de poss ibles. Mais ce tte 
anal ys e est encore ab st raite, car nous existons sous les 
deux rapp orts Ä Ja fois. Il n'y a donc jamais d é t e rm in is me 
et jamais choix ab s o l u . 49

Anna li ves at home with her father, in perfect harmony with the local 

w o r k i n g - c l a s s  en vironment into w h ic h she has been born. She has 

accepted t h e aspects of her s i tu at io n wh ich are given' and elec te d
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to t a ke on their ch al le ng e, as de s c r i b e d  by Mer 1eau-Ponty in the 

term s: 'L ex istence h ú m a m e  (...) est le changement de la c o nt in ge nc e 

en n é ce ss it é par l'acte de  r e p r i s e ' E f r a i m ' s  instinctive approval 

of her lifestyle in dicates its philosop hi ca l consistency, but also 

the fundamen ta ll y c o n s e r v a t i v e  na tu re of his philosophical stance: 

Ich bin ein kons er va ti ver Mensch; Frauen, besonders junge, sollten 

mein er Ansicht nach nicht allein leben, sondern von Fami lien umge be n 

sein, sie sollen io E l t e r n h a u s  leben, bis sie heiraten' <£F, p.208). 

She is free to move to t h e  capitalist West, but chooses not to take 

this alternative, her expe ri en ce of a student de monstration in 

Fran kf ur t only co nf irming her worst suspicions. Ever ything comb in es 

to co nv in ce Efra im that Berlin is her natural home: Si e weiß 

na tü rlich, da p sie nach Berlin gehört, da ß Rom für sie nur ein 

Abst ec he r ins Exotische wäre, nichts weiter' (£F, p.SO).

The dist an ce s e p a ra ti ng Efra im from Anna be comes clear in the 

c o ur se of his c o nt em pl at io n of Israel as a possible home. It would, 

he muse s, be a co ngenial environment for both Meg and An na, for 

political and ex is tential reasons, whereas he rejects it as an 

in st it ut io na li ze d ghetto. To the sceptical reader, howe ver, it is 

clear that his p r e f er en ce for Rome is based on aesthetic criteria, 

and far from arbitrary: 'Ich habe bei Rom nur an mich ge dacht, an 

d i es es alte rote Licht, von dem ich gesc hr ie be n habe, es li eße einen 

vermuten, auch das sc hä rfste, das s i nn lo se st e Leiden würde am Ende 

ei ng es c h m o l z e n  in eine S u m m e  des Schmerzes, in eine Dämmerung aus 

Rot, so daß mir also R o m  als Platz zum Leben noch immer möglich 

erscheint' <£F, p.162). The magical effe ct of the light in Rome 

ov e r r u l e s  even Berlin's im pr essive re co rd of tolerance for op pressed 

mi no rities, and his f a m i l y  origins in old Prus si a <£P, p.203, 209).
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U l ti ma te ly it is Efraim s g r o w i n g  awareness of his literary 

potential w h ic h most c o n v in ci ng ly u n d e r m i n e s  his belief in chance. 

M e  is initially indignant when Meg s h o w s  no surp rise at the idea of 

his writing a book. When he p r o t e s t s  that he has only recently 

st arted his Aufzeichtiungen, and that t h ey ha ve nothing to do with his 

decline as a journalist, she o v e r r u l e s  him with comp le te 

self-assurance: 'Unsinn (...) das Bu ch h a t eben schon lange in dir 

gesteckt' <££, p.183). He fights ag a i n s t  the idea that she wants to 

objectify h i m in her gaze, mich ein fü r allemal festzulegen' <£f, 

p . 184). Reluctantly, howe ve r, he  f i n d s  her words irre st is t i b 1y 

co nvincing: Ich überlege mir, ob sie r e c h t  hat, in gewi sser Hi nsicht 

hat sie na türlich recht, das Bu ch steckt in mir, aber es ist 

keineswegs erwiesen, da ß es so u n b e d i n g t  heraus muß' <££, p.183).

Increasing certainty of hi s l i t e r a r y  project leads Efrai* to 

start making connections wh ich s o m e t i m e s  even appear curiously to 

reverse the sequ en ce of ca use and ef f e c t .  Although he can ha ve had 

no idea at the time that his first m e e t i n g  with Anna would unleash in 

him this flood of narr ative, in r e t r o s p e c t  it takes on an air of 

inevitab il it y quite in compatible with h i s  Z u fallsth e o r i e : Aber heute 

weiß ich, w a ru m ich Anna Krystek in j e ne r Nacht nicht mehr nach Hause 

gebr ac ht habe. Ware ich ihr nicht b e ge gn et , so ha tte ich in den 

Stunden d e s Sonntagnachmittags, in de nen ich sie vergaß und 

versetzte, nicht mit diesen A u f z e i c h n u n g e n ,  diesem Bericht begonnen. 

Soviel ist klar' <£F, p.150). He attributes meaning in 

ph en om enological fashion, o b se rv in g h o w appa rently chance events 

coalesce and take on a de finite o u t l i n e .  Existence absorbs random 

even ts an d transmutes them into a rati onal framework. With 

hindsight, he sees that his c r ea ti ve t a le nt was merely activated by
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c i r c u m s t a n c e s , but the circ um st an ce s b e c o m e  explicable in terms of 

the talent, no t vice-versa: Irgendein anderes E r e i g n i s  hätte es

irgendwann e i n m a l  ausgelöst, doch ist es mir angenehm, zu denken, daß 

gerade d i e s e s  g r o ß e , schatten ha ft e Mädc he n mich dazu d i s p on ie rt hat, 

gewisse Z e i c h e n a no rd nu ng en einzul ei te n, mit deren H i lf e es mir 

hoff en tl ic h möglich sein wird, me ine Position auszum ac he n' <£f, 

p . 132).

The p h e n om en ol og ic al ur ge to seek and confer mean in g is seen in 

E f r a i m s  l o n g i n g  for cohe rence: 'Die Welt mu ß doch n o ch etwas anderes 

sein als e i n aus Zufällen z u s a m m e n g e s e t z t e s  Chaos' <£F, p.74). 1t

also finds expr es si on in a longing for distance, as in an aeroplane, 

from which t h e  world acquires the pe rs p e c t i v e  of a work of art: 

Noch in F l u g z e u g  dach te ich, man könne die Welt vo n oben sehen. 

Zwar als C h a o s  auch von oben, doch imme rh in so, als sei sie in ein 

At la sblatt zu bannen und als feines, ge st ochenes Relief zu

Ü b er sc ha ue n <£F, p.75).

Yet if o r de r is only to be achi ev ed by a c o ns ci ou s control of 

perc ep ti on , Zufall must re present a more fundamental aspect of 

ex istence t h a n  a mere Ar be it shypot h e s e . It is p r es en t everywhere, 

even in t h e  idealized, th re adbare ge nt i l i t y  of Lond on , wh ere the 

sight of a Selfridges coat worn over a sari seems to typify the 

random j u xt ap os it io n of sense i m p r es si on s <£F, p.75 ). His revolt 

against t h i s  Unordnung' could be seen as the reaction of an arti st's 

sensitivity to the ex pe rience of be ing p l un ge d into the world. Zufall 

would then represent real it y as e x p e r i e n c e d  from the cent re , not from 

any p r i v i l e g e d  vantage poin t. It is a l so the fa i n t l y  th reatening 

aspect of h i s  own sensuality, sugg es te d by the gr im a c i n g  'Silen' in 

Rome, with its ev ocation of Dionysos. Overwhelmed by the apparent
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chaos surrounding, and pe r h a p s  e m an at in g from him, he feels unable to 

cope with hi s immediate situ ation: 'Ich werde verwirrt und gänz lich 

un vo rb er ei te t zu Heg komm en . So un vorh er e i t e t , wie ich an ge wisse 

Pa ssagen in dies en B l ä t t e r n  geriet' <££, p.76).

Art alone, he d i s c o v e r s ,  has the power to suspend Zufall. Seated 

at hi s desk in the A l b e r g o  Byron in Rome, re fl ecting on the ar bitrary 

natu re of nationality, E f r a i m  watches the painstaking work of some 

st on emasons on the h o u s e  op posite. He admires their skilled 

artistry, and sees it in terms a n al og ou s to the writing of a novel. 

On ce complete, the w o rk of art is subject to th e ch aos of market 

forces, but while u n d e r  constr uc ti on its creator still has some 

de gr ee of control. It stands as an aesthetic monument to his

temporary victory o v er the inex pl ic ab le wo rkings of chance: Die

S t e i n -Einfassung des F e n s t e r s  mir ge genüber sieht schön aus. Erst 

jetzt, da sie gelegt w o r d e n  sind, werden die Tr av er tin-Balken dem 

Zufall überantwortet. (...) Wie ein unzer störbares Ornament zieht 

sich die Arbeit durch d a s  Chaos' <£F,p.ll7). T h e  tr an sition from 

journalism to li te r a t u r e  both pres up po se s and requires abandonment of 

his philosophische M a r o t t e  <££, p.206); he no longer ne eds it to 

emul at e the r e p o r t e r s  who write with an in st inctive objective 

detachment, and it c o n f l i c t s  with his altered ph ilosophical position.

Conclusion

N'importe q u oi ... Ecrire n'im po rt e quoi est peut-être le 
meil leur m o y e n  d'aborder les sujets qui comptent, d a l l e r  au 
plus profond pa r le chemin le plus c o u r t . ..dl

This study has u n d e r t a k e n  to show, with specific re ference to Maurice

Merleau-Ponty, the me taphysical de ve lopment informing Ef raim's
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exploration of the obscure G r e n z g e b i e t  between journalism and 

literature. With respect to h i s  perception of tine, the ab ove 

quotation from Julien Green's a u t o b i o g r a p h y  could well be applied to 

E f r a i m ’s bool:, with its no n- c h r o n o l  ogical narr at iv e and then atic 

association of ideas. Although l o o s e l y  circular in stru cture, it 

does seem to imitate the workings of th e memory, seen as an integral 

dimension of hu man consciousness. An d e r s c h  adopts th e same approach 

in his own last Aufzeichnungen: 'Zum Teufel, wohin bin ich ge raten? 

(...) Die Literatur, diese A r c h ä o l o g i e  der Seele, besteht natürlich 

auf der Gegenwart der Ve rg angenheit. Romane und Gedichte entstehen 

aus Erinnerungen, der sc höngeistige Schrif ts te ll er fühlt sich als der 

HUter des Gedächtnisses, doch e i n e s  ganz anderen, als es der 

Historiker im Sinne hat'.^2 The m e m o r y  in question is part of lived 

experience, not the dry material of hist or y books.

A tentative experiment with m o d e r n  ling uistic theories resolves 

itself into a conventionally e x p r e s s i v i s t  view of language and the 

psychological integrity of the s u b j e c t .  Indeed, it is tempting to 

see in Efraim s altercations with h i s  pu blisher and the V e rI ag s1ektor 

the anguished appeal of an author ag a i n s t  the methodical ravages of 

modern structuralist criticism. T h e y  force him to emerge from his 

imaginative world and regard e v en a piece of autobiog ra ph y as a 

text', a na rrative construct w h ic h has no ex istence beyond the words 

on the page.

Ab ove all, howe ve r, in his a t t e m p t  to isolate the char a c te r istics 

of a specifically lite ra ry text, E f r a i m s  problems are ma ni festly of 

a more than practical nature. W h i l e  pondering th e limitations of 

authorial autonomy and modes of a d eq ua te description, it becomes 

obvious that writing literature d e p e n d s  on an aesthetic perception of
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the world. This a t ti tu de can be inhumane an d e v e n  self-deceptive, 

but is vindicated by it s unique c r ea ti ve p o t e n t i a l .  The delayed 

realization of A n d e rs ch 's own lite rary talent l i e s  at the heart of 

this attempt in Efraia, die Schatten a u f z u h e l l e n  (...), die Uber dem 

noch i inner uner f or schten Grenzland z w i s c h e n  Literatur und 

Jour nali smus s p ie le n' .53 In the light of his p r o t ag on is t E f r a i m s  

deliberations, and gr adual abandonment of h i s  Z u f a l l s t h e o r i e , the 

delay might be at tr ib ut ed to a philosophical s t a n c e  which inhibited 

rather than promoted his lite rary en de av ou r. In Efraia we see 

reflected An dersch s own move ment away from a r a d i c a l  Existentialism 

towards Her 1 eau-Por.t y ' s more pragmatic p h e n o m e n o l o g i c a l  position.
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CHAPTER FOUR

H0TE8

The cr itical debate over EFraia is well do cu me nt ed b y  Erha rd 
Schütz tAlfred A n d e r s c h , pp. 69 -71), in p a r t i c u l a r  the 
c o nt ra st in g Jewish reactions to the novel. He ci tes Robert 
Ne umann's d e fe nc e of the novel in a lett er to Die Z e i t  (No. 
46, 17 Nove mb er 1967), in response to Harcel Re ic h - R a n i c k i ' s  
review "S entimentalität und Ge wi ss ensbisse", Die Z e i t , 
N o . 44, 3 No vember 1967. See also: Jean Améry, " E f r a i *  oder 
di e kl uge Skepsis", first in Tages Anzeiger (Zur ic h) , 4 
November 1967, also in i/4, pp. 123-127; Lu dw ig Marcuse, 
“Efraim - Ein Erstlings-Roman", first in Tuen (Munich), 
N o . 12 (1967), also in Ü A , pp. 121-122, Wern er Weber, "Alfred 
Andersch. Zu seine* Buch Efraim “ , f i rst in Neue Zürcher 
Z e i t u n g , 15 October 1967, also in Ù A , pp. 118-121; Irène 
Hei del b e r g e r - L e o n a r d , "Schein und Sein in Ef raim", Etudes 
Ge rm an iq ue s, Vol. 36 (1981), 188- 197, a l s o  in
In terpretationen, ed. W e hd ek in g, pp. 49-56; Wi lly Michel, 
"Rollendistanz, Entwurfsmöglichkeit und Erin ne ru ng ", 
In te rp retationen , ed. Wehdeking, pp. 39-48.

Michel, "Roi 1e n d i s t a n z ", I n te rp re ta ti on en, p.38.

The te rms 'histoire and 'récit' are derived f r o m  the 
narr at ol og y of Géra rd Genette (Fi gures 1 1 1 , Paris, 1972), 
and are partic ul ar ly useful in d i s c us si ng the complex 
narr at iv e stru ct ur e of Efraim.

An dersch, "Notiz Uber E f r a i m ” , ÙA, pp. 117-118 (p.117). 

Schütz, Alfr ed Andersch, p.77.

Re inhold, Alfred Andersch, p.173.

Schütz, Alfred Andersch, p.72.

The i m p o rt an ce of this appa rently mi nor figu re can be 
inferred from the existence of a dr aft ma nu s c r i p t  for a 
sequel to Efra im which bears the same title as H o r n b o s t e l 's 
musical co mposition, "Efraims Besuch" (N a c h l a ß , Marb ach, 
accession No. 80.566). It is sub-titled, "A uf ze ic hn un ge n 
des Werner H o r n b o s t e l s “ , and was to trace his e x p e r i e n c e s  
after leaving Berlin. Andersch's plans reve al that 
Ho rn bostel, the co mmitted communist, wa s to travel t o  Sweden 
as a jazz musician, and to discover 'die sc hw ed i s c h e  
La nd schaft wichtiger als Revol ut i on - fühlt s i c h  als 
Verr äter'. Once more, the re nu nc ia ti on of comm un is t 
alle gi an ce s is asso ciated with a feeling of b e tr ay al . There 
can be little doubt that the character is based on Erich 
Maria von Hornbostel, author of Das rifumliche H ö r e u, Berlin,
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1962, and co -f ounder with Professor Carl Stumpf of the 
gr am op ho ne ar ch iv es of pr imitive music in Berlin. Andersch 
may ha ve cote across th e name in Mer 1eau-Ponty ' s 
Ph én oménologie de la P e r c e p t i o n , where he is me ntioned in 
connection with his theory of the co nstancy of sounds 
(p.362). The alteration of th e name im plies some degree of 
identification re turning to the Werner' of A n d e r s c h s  early 
nor k .

Mer 1e a u - P o n t y , PP, pp. 475-476.

Ib id., p . 481.

Julien Green, Partir ayant le j o u r , (Paris 1977), p. 469.

Andersch, "Auf den Spuren der F i n z i - C ont i n i “ , BK, 87-102 
(p.92).

Merleau-Ponty, PP, p.477.

Ib id., p . 101.

“Efraims Besuch". See note 8, p. 2 of manusc ript. This is 
Werner H o r n b o s t e l 's description of Efraim's lite rary style.

Andersch, "Notiz Uber Efra im ", ÙA, p . 117-118.

Michel, p .48. Michel notes a Lacan quotation, found on a 
draft ma nu s c r i p t  of Chapter 7 of i f r a i m , as evid ence of 
Andersch's awar en es s of the problems Wir mUss en uns der 
Illusion von der Autonomie des Subjekts entledigen'.

Merleau-Ponty, PP, p.218.

1b l d ., p .448.

Erich Maria vo n Hornbostel, “ The Unity of the Senses", 
Willis D. Ellis, A Source Book of Ge stalt Psycho l o gy, London 
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C O N C L U 8  I ON

Hans Magnus E n z e ns be rg er dete ct s in An de r s c h ' s  political views ein 

antizy kl is ch es De nken', an essential opposi ti on al attitude to the 

pr ev ai li ng Zeit ge is t. ^ Th e inferences dr awn from this reappraisal of 

Ande rs ch 's work, however, po int to in herent political contradictions, 

arising fro« the tension betw ee n his c o ns ci ou sl y held views and his 

philosophical po sition. A brief su*»ary of the conclusions reached 

will se rve to il lu s t r a t e  this point.

The pattern detected in An de rsch's autobiographica 1 prose has 

been seen to c o r r e s p o n d  e x ac tl y to hi s changing intellectual position 

in the p o st -w ar years. The latent ir rationallsm of the early 

fictiona li ze d st o r i e s  of Werner Rott an d Albert Gradinger gives way 

to the sober, first person na rrative of Die Kirschen der Fr e i h e i t , 

with its em p h a t i c  as sertion of se lf -d ef in it io n through existential 

choice. The r e t u r n  to third person narr at iv e in the Franz Kien 

stories signals a re di s c o v e r y  of the past, a subordination of hu*an 

endeavour to envi ro nm en ta l factors and the predisposition to art. 

Oonal Mc La u g h l i n  has p o in te d out that "Flucht in Etrurien" is »ore 

ch ar ac te ri st ic of A n d e rs ch 's later au to bi ographical fiction than that 

of the 1 9 5 0 ’s, bu t it is not necessary to conclude, on the basis of 

this, that th e Dericht prec ed ed the Er z'Ah 1 ung Die Kirschen der 

Freiheit c l e a r l y  re pr e s e n t s  a devi at io n fro» a pattern already 

established, in A n d e rs ch 's co nscious attempt to distance hiaself fro» 

his literary orig in s un der Nati onal Socialism. The documentary 

ev idence of h i s ea rly work now avai la bl e demonstrates, however, the 

re la tively e a sy t r a n si ti on from the irrationalism of Inner e 

E m g r  at ion to that of the ph enomenological Hesenschau.
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The re tu rn to an increasingly ph enoaenological stance brought 

with it a new acceptance of formative infl ue nc es in the past, as 

A n d e rs ch himself acknowledged in later yearsi 'Den Vorwurf, ich könne 

•ich ni cht von der Vergangenheit lösen, a k z e pt ie re ich. Ich denke gar 

nicht dara n, auf die Erörterung der Gesc hi ch te des deutschen 

Fasc hi sm us , die «ein ganz es Leben best im mt hat, zu verzichten .5 

Also in keeping with the phenomenological position, howe ver, is the 

r e n u n c i a t i o n  of analysis in the Franz Kien stories, which co uld in 

some r e s p e c t s  be said to shelve the issue of true c o n f ro nt at io n with 

the past.

The travelogues of the 1940's are p e rh ap s the best illustration 

of the direction of Andersch s intellectual and political 

deve lo pm en t. Evocations of the ex treme, uninhabited arctic 

l a nd sc ap es coincide with his political re ti ce nc e, even in the face of 

the stud en t unrest of 1968. At this time he develops a certain 

po litical re lativism, calling into question the relationship of Right 

and Left wing politics to notions of ’p r og re ss and reaction'. The 

more po litical landscapes of the 1 9 7 0 s  c o r r es po nd to an increasingly 

radical and ou tspoken commitment to Left w i ng politics, but there is 

no fundamental change in the way in which the la ndscape is perceived. 

The s a me underlying irrationalism informs h i s respect for archaic and 

v i si on ar y wisdom, in tuitive awareness of the atmosphere' of a 

loca li ty and of the history which animates it. Werner Ross points to 

this as a source of te nsion even in Aus ei ne» r V» i sehen H i n t e n  

Alles in allem, der römische Winter und der sardische Sommer sind 

m e is te rh af t modelliert, aber in der Da rs tellung dieser südlichen 

Wi rk li c h k e i t  schleicht sich immer noch die deutsche Sehn su ch t nach 

dem u n v e rb og en en Urzustand .4



395

The landscapes of Anderseit s literary works u n de rg o a clear 

de ve lopment from th e some wh at schemat i c backdrop of S a n s ibor oder der 

letzte G r un d to the atmo sp he ri c Venetian setting of Die R o t e , the 

my steries of which a r e the real ai m of F r a n z i s k a s  quest. Similarly, 

it is R o d o lp he 's c o n c e r n  to discover the essence of Paris, in its 

se nsuous, aesthetic and meta physical di men s 1 o n 5 in Par 1 s ist eine 

ernste Stadt. B r a n d e n b u r g  is for Lothar Mitte the medi um of 

'Ges ch ic ht en ', t h ro ug h wh ich he is forced to confront the pa st, while 

the la nd sc ap es of U i nt er sp el t become the me ans of c h a r ac te ri za ti on 

itself, so closely are they bound to the figures of the nove l. This 

was clea rl y a co ns c i o u s  development in An de rsch's prose: Auch in 

meinen Erzä hl un ge n g e h ö r t  ja die exakte Sc hi lderung de s T a to rt s zur 

St ruktur: ma n mu ß ihn schmecken, riechen, spüren können. (...) Die 

Fiqur muß sich mi t ihrem Ort identifizieren, weil der Ort eine 

absolute Er 1e b m s - S t r u k t u r  des Menschen bildet .5

Even Ande rs ch 's chan gi ng attitude to public readings from his 

works b e tr ay s the ph en om en ol og ic al movement of his thou ght. Having 

declined all such invi ta ti on s in the 1950's as a di stasteful 

commercial exercise, he later regarded it in terms unequivo ca ll y 

de rived from Nilh el m Schapp: 'Der da in ei nem Kreis von Zuhörern 

sitzt ist auf einmal keiner mehr, der gesc hr ie be n hat, sond er n einer, 

der erzählt. Das G e s c h r i e b e n e  verwandelt sich in Erzä hl te s, nimmt 

zugleich einen so z i a l e n  wie einen my th ischen Charakter an; nicht ein 

Autor, sondern ei ne Ge sc h i c h t e  ist es, die sich vorträgt'.** Efraim's 

story also gains a pecu li ar autonomy during the na rrative process, as 

he o s c i ll at es be t w e e n  the geographical landscapes of hi s changing 

identity. Like L o t h a r  Mitte, Efraim is a pr of oundly ambiguous 

figure, si m u l t a n e o u s l y  a victim, as a German Jew, and a Mitwisser',



39 6

when he learns of K i e r s  guilt. He pr ofesses a ph il osophy of 

contin ge nc y, while eabarking on a l i t e r a r y  search for Meaning, thus 

mi rroring a central dichotomy in A n d e r s c h ' s  own thou ght. It is an 

intellectual co ntradiction which h a s  its political corr el at iv e in 

An de r s c h ' s  conscious self-ieage as a 'Linksl i ber a 1 er , and his 

f u n d a m e n t a l 1 y co ns er va ti ve p h e n o a e n o 1ogic al aesthetic.

This conflict is thrown into r e li ef by An de rs ch 's rediscovered 

political ra di calism of the 1 9 7 0 s ,  w h i c h  he cons id er ed to have been 

pr ec ip i t a t e d  by the death of A l le nd e in 1 9 7 3 .^ In 1976 he caused 

public o u tr ag e with th e poem “Artikel 3 (3)“ , wh ich p r ot es te d against 

the p o l i c y  of the Berufsverbot in t h e terms: "ein volk von / ex-n azis 

/ un d ihren / Mitläufern / b e t r e i b t  schon wieder / seinen 

1 ie bllngssport / di e hetzjagd au f / Sozialisten / humanisten / 

d i s s id en te n / linke'.8 Even r e l a t i v e l y  sympathetic voices, such as 

that of Bernd Je ntzsch, were r a i s e d  in protest against Andersch's 

analogy with the extermination of t h e Jews in the Third Reich: Der 

krit is ch e Punkt, an dem es An de rs ch zu widersprechen gilt, ist jedoch 

dort erreicht, wo ein ganz es Volk u n d sein Staat rund um verteufelt 

und mit dem finstersten, b a r b a r i s c h s t e n  Kapitel sein er Geschichte 

glei ch ge se tz t w e r d en '.9

Ande rs ch 's enthusiastic p r o- So vi et stance and ca mpaign for 

greater cultural exchange between t h e Federal Re public and the Soviet 

Un ion after his visit to Mosc ow in 1975 was also gree te d with some 

scepticisM, on the grounds of a c e r t a i n  political naïv et é. Franz 

S c hö na ue r cr it icizes in A n d e r s c h ' s  open co rr es p o n d e n c e  with 

Ko ns t a n t i n  Simonow die saloppe ge s c h i c h t s p h i l o s o p h i s c h e  Parallele, 

mit der der kapitalistische W e st en und die Ud SSR auf de n Unterschied 

zw ischen Spätantike und frühem C h r i s t e n t u m  gebracht we rd en sollen'.*®
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1 r «tel a Rakusa points out that ne gative critical re ception of 

soci al is t réalisa in t h e West is based on a e s t he ti c, not purely 

po litical cr iteria, and qu estions Andersch's a s s e r t i o n  that Soviet 

o p e n n e s s  to Western li te ra tu re is not reciprocated in the West: Wenn 

das Wort Kultur, nach Andersch, ein Synonym für das Wort 

Fr eu nd l i c h k e i t  ist, so schließt es doch kr i t i s c h e  Informiertheit 

nicht aus. Auch in F a l l e  eines (positiv motivierten) Nachholbedarfs 

ist diff er en zi er t v o r i u q e h e n '.11

A co nt rasting pe rs p e c t i v e  on Andersch's r e l a t i o n s h i p  to Communism 

is offe re d by Ursula R e i n ho ld 's rece nt monograph. He r basic thesis 

is that Andersch's ea rly involvement with the K P D Juçetidver b and in 

M u n i c h , 1931-33, was a crucial and formative influence, with 

co n s e q u e n c e s  which can be  traced throughout his l i fe and work. It 

was suppressed during the enforced introversion of the years under 

National Socialism, and by the subsequent i n d o ct ri na ti on of Amer ican 

re-educa ti on , but she d e te ct s an unwavering soci al is t huma nism which 

re em e r g e s  in the 1970's in his radical cr it i c i s m  of West German 

ca pi talism. Just as West er n critics accused An d e r s c h  at this time of 

political naïveté, so R e i n ho ld attributes his pr o- Am e r i c a n  stan ce at 

the end of the war to eine nur o b er fl äc hl ic he Kenn tnis der 

m a r x is ti sc he n T h e o r i e ' . *2 Similarly, when he r e j e c t s  any form of 

'r ealistische Te n d e n z k u n s t ' in Deutsche Lite ra tu r in der

E n t s c h e i d u n g , she concludes: 'Diese polemische H a l t u n g  rllhrt einmal 

au s der un genügenden Kenn tn is des Marxismus her (...) und zum anderen 

aus Vorbehalten, die au s der ideologischen K o n f r o n t a t ion des kalten 

Kr i e g e s  e r w u c h s e n ’. ^  Th e post-war years saw a co n f l i c t  be tween his 

c o m m it me nt to literary r e al is m and his 'exis t e n t i a l is t isch ge färbten 

M o r a l i s m u s  , which c o ul d conc ei ve of authentic human action only
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outs id e the re al« of concrete, po litical real it y. *4

In the development of Andersch's work she traces a process of 

ob je ctification in his notion of free dom, moving away from the 

individualistic, subj ec ti ve freedom of the early ye ars to a new 

historical realism in Hinters p e l t : 'Denn Ander schs Interesse an der 

individuellen Fr ei heits- und P e rs ö n 1 ichkei ts pr ob ie ma ti k hat sich auf 

die Frage nach den Mö glichkeiten ge sc hi ch tl ic he n Hand el ns verlagert, 

ihn interessierten jetzt Alternativen innerhalb des g e s c hi ch tl ic he n 

Ve rlaufs, die eine Wiederkehr faschistischer H e r r s c h a f t s f o r men 

re ch tzeitig verhindern k o n n t e n . 15 In the figure of the co mmunist 

Hainstock, as in An dersch s political st at ements of the 1970s, she 

dete ct s a rediscovery of his Ma rxist roots.

Reinhold does, however, encounter so me u n a v oi da bl e ob stacles in 

her political analysis, devoting t w el ve pages to the tort uo us 

explanation of A n de rs ch 's admiration for Ernst JUnger. She is forced 

to assu me that in his “Amriswiler Rede auf Ernst Jüng er", for 

exam ple, Andersch devi at es from his true beli ef in the 

in terpenetration of ae st hetics and id eology, writ ing: 'Ich g e be zu, 

dap ich dazu gekommen bin, politische Literatur "w e r t f r e i “ , oder, um 

mich drastischer a u s z u d r U c k e n , zynisch zu b e u r t e i l e n ’. 16 This is a 

less surprising st atement if a fundamental contradi ct io n is p e rc ei ve d 

between An de rsch's ou tspoken political co nv ictions and the political 

implications of his aesthetic position. It is only on e in stance of 

ambiguity in his at titude to politics and literature at this time.

In hi s revi ew of Andersch's anth ol og y eepdrt euch der hieeel ist 

blau, Armin Möhler searches in vain for indications of c o mm un is t 

sympathies in th e four poems which ev oke Soviet landscapes, c o m i n g  to 

the conclusion: 'Sie sind so g e s e h e n , dap sie sowohl von einem
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F e l lowt ra ve l1 er wie von e i n e m  A n t i k o m m u n i sten sein kö nn t e n ' . 17 

Nevertheless, in c o n v er sa ti on with En zensberger, Andersch claims to 

speak as ei nen im klassischen marx is ti sc he n Denken er zogenen

Menschen', with the re se rvation that Marxist soci et ie s fail to

reco gn iz e the need for the pr ofessional artist: Das ist die gr oße 

Überlege nh ei t der bü rg er li ch en Ideo logie, die be greift das 

n ä m l i c h ' . 18 Writing in the Left wing journal Literatur Ko nkret in 

1977, Andersch again prof es se s his political allegiance to the Left, 

claiming with c h a r a c t e r istic simplicity: 'Alles, was den Namen 

Literatur Üb erhaupt verdient, kr is ta ll is ie rt sich um einen linken 

K e r n ' . 19 He goes on to qualify this, however, by defining 'links' as 

an ontological ca tegory, not a c o n s c i o u s  political stance: '"Links'* 

ist in meinen Au gen ni cht nur ein Bewußtsein, sondern ein Sein, und 

deshalb ist Be ckett ein linker A u t o r ’.20 In the same year, Ande rsch 

writes that he rega rd s a n t ì - Co mm un ism as the single grea te st threat 

to world peace, and that peac e is the only p o ss ib le topic of 

literature in this era. The ae sthetic theo ry c o r r es po nd in g to this 

political line, however, is still based on i r r a t i o n a 1l s t ,

phenomenological criteria: Gegl üc kt e Werke sind immer Werke, die aus 

den pe rs ön li ch en Intentionen der S e h r i f t s t e l 1 er hervorgehen. Nur 

diese reißen un s mit, vermitteln u n s das Erlebnis schöpferischer 

Kraft, an dem wir t e ilnehmen k ö n n e n ' . 21

It is pr ecisely her co ncern to present Andersch as a Left wing

author which leads Reinhold to reject Ph en om en ol og y as a real

influence on his writing. She emphasizes instead his

philos op hi sc he n N o m i n a l i s m u s ' and his Wendung ge gen Be de utungen und 

Abstraktionen', wh ich coexist mo re easi ly with her Marx is t view of 

her su b j e c t . 22 Her re asons for assuming the phil os op hy of
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Her 1e a u - P o n t y  to have been un ac ce pt ab le to Andersch un derline once

«tore the i r r a t i o n a l 1 st implications of this c o nt em pl at iv e retu rn to

things', w h e n  she states, dap der Be zug auf di e D i n g e  durchaus mit

m e t a p h y s i s c h e *  Anspruch verbunden sein kann, in de m die

irrational i s t i s e h e  "Schau" gelebter M e l t er fa hr un g in Gegensatz zur

rationalen An a l y s e  tritt. (...) D i es em erkenntnis th eo re ti sc he n

S u b j e k t i v i s m u s  folgt Andersch n i ch t' .2^

This a s s u m p t i o n  must be refuted, in view of the considerable

evidence a l r e a d y  presented here to su bstantiate the claim that

Ande rs ch h a d  a profoundly ph enomenological appr oa ch to art. As

reflected in his creative and critical works, he perceived in the

ideas of f i g u r e s  such as Wilhelm Schapp and Her 1e au-Ponty the

metaphysical justification of literature itself. Thus he quot es

Schapp in 1 9 7 7  in a vehe ment defence of traditional narr at iv e forms:

U n s e r  Leben, das Leben jedes einzelnen und das Leben der 
k o l l e k t i v e  - und ich benutze hier ei nen Au sdruck aus der 
P h ä n o m e n o l o g i e  von Wilhelm Sc ha pp - ist ein in Geschichten 
v e r s t r i c k t e s  Leben, in Gesc hi ch te n ohne An fa ng und Ende, mit 
H o r i z o n t  nach allen Seiten. Ich spreche hier nicht von 
W e l t g e s c h i c h t e  als Historie, d i es e ist nur ein Aspekt jenes 
u n e n t w i r r b a r e n  Knäuels von Erzählungen, in den wir 
v e r s t r i c k t  sind. Aber gerade weil das so ist, gewinnt die 
E r z ä h l u n g  ihre vo lle Bedeutung zurück. Sie ist der Spiegel 
d e r Ex i s t e n z . 24

In the same essay, the in fluence of Gest al t ps yc ho lo gy emerges in the 

pa rallels d r a w n  be tween literature an d film. Q u ot in g Edgar Morin 

once more, A n d e r s c h  points to the u n iq ue process of To t a l i s i e r u n g ', 

achi eved by  lite ra tu re as in the cinema, indem si e nämlich erzählt 

und G e s t a l t e n  erscheinen läßt. Nur in ihr erscheint der Mensch nicht 

als A d d i t i o n  aus ge sc hi chtlichen, w i r t sc ha ft li ch en und 

p s y c h o l o g i s c h e n  Faktoren, ja nicht einmal als ihre Synthese, sondern 

- nun ja; t o t a l .  In seinem ganz en S e i n . 2**
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Andersch, " V o r l e s e n “ , Süddeutsche Zeit ung, N o .291, 17/18
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defended h i s  poem in the terms: 'Die A u s s c h e i d u n g  von 
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7, p .264.
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Heue Deut sc he L i te ra tu r, 25, No. 3 ( 1977), 5- 6 (p.5).
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1914

C H R O N O L O G Y

Alfr ed Hellmuth Andersch b o r n  4 Febr uary in 
Hunich. Fathers Alfred A n de rs ch , of a fami ly of 
Huguenot ea igrés in East Prus si a. Mother: Hedw ig 
Andersch (née Matzek) of A u s t r i a n / C z e c h  origin. 
Brothers Rudolf (b.1'909) and O t t o  Wolf gang Martin 
(b.1921).

1920-1924 Vo lk sschule in Neuhausen.

1924-1928 Wittelsbacher Gymnasium.

1928-1930 Apprenticeship with Lehaann V e r l a g  in Hunich.

1929 Death of father.

19 30-1933 Unemployment. Political involvement with 
Comaunist youth o r g a n i s a t i o n  (KJV). 
Propaganda/journalistic work. R e p o r t  on Augsburg 
textile workers' strike in H e ue Zeitung (Communist 
newspaper for southern Bavaria) published 6 June 
1931.

1933 Arrest 8 March. Interned in D a c h a u  21 Ma rch 
early May. Release obtained b y  his moth er with 
aid of influential family c o n t a c t s .  Rearrest 9 
September. Not detained.

1934 Language course in Italy. M e t  Angelika Albert. 
Employed again by Lehmann Ve r l a g .  Access to 
literary circles in Munich.

1935 Marriage to Angelika Albert.

1937 Moved to Hamburg. Birth of d a u g h t e r  Susanne.

1937-1940 Advertising manager for L e o n a r - W e r k e  in Ha mburg 
(manufacturing photographic p a p e r ) .  Met Gisela 
G r o n e u e r .

1940 Call ed up and sent to W e s t e r n  front, then to 
Northern Fran ce in army of o c c u p a t i o n  until early 
summer 1941.

1940 Birth of Michael, son of A l f r e d  Andersch and 
Gise la Groneuer.

1941-1943 Office job with cosmetics f i rm J.G. Mouson *< Co. 
in Fr ankfurt am Main.

1943 Application to join Re i c h s sc h r i f t turns*a e me r. 
Bo mbing of Hedw ig Ande rsch's h o m e  in Hamburg and 
destruction of Ande rsch's b o o k s  and correspondence 
(27/28 July). Divorce from A n g e l i k a .  Called up
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1944

again 15 September to reserve troops in Si e g e n .

3 April transferred to Denmark. 25 April 
publication of "Erste Ausf ah rt“ in K ö l n i s c h e  
Zeitung. In May sent to Italian front. 6  June 
taken pris oner by American troops and sent t o  USA 
in August as POM.

Oct 1944 - 
April 1945 POM in Camp Ruston, Louisiana. Hospital dome st ic .

April -
September 1945 POM in Fort Kearney, Rhode Island. M o r k e d  on 

production of prisoners' publication Der R u f  and 
published ea rly prose sketches, r e v i e w s  of 
contemporary US literature and music and poli ti ca l 
journalism on the future of Germany.

Se ptember - 
November 1945 Re-education in Ver * al t ungs sc hu 1 e Fort Getty, 

Rh ode Island. Boston-Le Havre c r o s s i n g  and 
release from transit camp in Darmstadt.

1945 Birth of Martin, second son of Gisela G r o n e u e r  and 
Alfred Andersch.

1946 Work ed on Muni ch Heue Zeitung with Erich Kästner. 
Founding of Muni ch Ruf.

Augu st 1946 - 
April 1947 Co-editor of Der Ruf with Hans Werner Richter. 

Dismissed by US authorities after 16th i s s u e  due 
to political differences. Project to produce 
alternative journal Der Skorpion shelved.

1947 Moved to Frankfurt am Main, worked on Fr an k f u r t e r  
Hefte.

1948-1950 Founded and ran "Abendstudio" programme of Sender 
Fran kfurt, including Ande rseits own radio 
f e a tu res.

1950 Marriage of Gisela Groneuer and Alfr ed An dersch. 
Birth of their daug ht er Annette.

1951-1953 Features editor of Send er Frankfurt and Hamburg. 
Edited the series studio fr ankfurt i n  the 
Frankfurter V e r 1a g sa ns ta1t .

1952 Die Kirs chen der Freiheit refused by R o w o h l t  but 
published by Eu gen Kogon in Fr an k f u r t e r  
Verlagsanstalt. Mo ved to Hamburg. C o n t i n u e d  work 
for Nordwestdeutscher Rundfunk.

1955 Mo ved to Stuttgart.
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1955-1957 E d it ed lite rary periodical Texte und Zeichen 
( L u c ht er ha nd Verlag).

1955-1958 Fo u n d e d  and ran series “r a d i o - e s s a y " on 
S ü d d e u t s c h e r  Rundtunk.

1957 P i az za San Gaetano and Sansibar oder der letzte 
Grund.

1958 Mo ved to Switzerland, settled in Berzona, Tessin. 
" D e u t s c h e r  K r it ik er p r e i s “ tor Sansibar.

1960 Die R o t e  .

1961 Pa ris ist eine ernste Stadt.

1962 F i l m i n g  of Die Rote by Helmut Käutner. 
R ä n d e r u n g e n  m  Horden.

1962-1963 Ten m o n t h  stay in Rome.

1963 fi rf L i e bh aber des Halbschattens.

1964 T r a v e l l e d  to Paris, London, Ireland, and spent 
three m o nt hs (January-March) in West Berlin.

1965 E K p e d i t i o n  with television film-crew (Deutsches 
F e r n s e h e n )  to Spitzbergen and the Arctic. Die 
B l i n d h e i t  des K u n s t w e r k s .

1966 Aus e i n e • römischen Hinter. Illness.

1967 Ef ra iu rejected by Fischer Verlag, published by 
Di og e n e s .  Travelled to Berlin, Italy, France, 
L o nd on a n d Sweden. "Nelly Sachs Prize" for his 
1 1 1 er ar y wor k .

1968 "Prik Charles Veillon" for ifrain. Tour of 
E n g l a n d ,  Scotland and Ireland. Sardinia in June.

1969 Hohe Breiten grade. Five weeks in Ireland in 
summer .

1970 T o c h te r. September - November USA, lecture tour 
fu nd ed by G o et he -I ns ti tu t.

1971 Hein Ve rs ch wi nd en in Providence. Travelled to 
L o n d o n  an d Sardinia.

1972 Die R o te revised edition. Horden SUden rechts und 
links. Journey to Mexico October - December. 
Swiss citizenship.

1974 Hinter spelt. Seve re illness.



4 0 6

1975 Six weeks in S p a i n  and Portugal. Hid - end
October in H o s c o w .  Li te rature pr ize of the 
Ba ye rische A k a d e e i e  der Schbnen Künste.

1976 Poee artikel 3 (3) on R a d ikale n e r 1 aß appeared in 
Fran kfur ter R u n d s c h a u  on 3 January. Operation in 
N o v e a b e r .

1977 óffent 1 icher B r i e f  an einen sottjetischen
Sc hr iftsteller. E i ni ge Zeic hnungen. empö rt euch 
der h t e n e 1 is t blau. “Der Seesack". Kidney
failure and d i a l y s i s .

1 9 7 8 File in g of h i nt er sp elt by Eberhard Fechner. Mein 
L e s e b u c h . K i d n e y  transplant in August.

1 9 7 9  Di ogenes " S t u d i e n a u s g a b e “ of A n d e r s c h s  works on
65th bi rthday. Co nt in ua ti on of au to bi o g r a p h ica 1 
work on " B ös e TrSuee". Literary papers
tr an sferred to D e u t s c h e s  1i t e r a t u r a r c h i v , Harbach 
am Neckar. C o n t i n u i n g  illness.

1980 De ath 20/21 F e b r u a r y  of kidn ey failure.
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(Schwifting, 1981)
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Hans Werner Henze, Undine. Tage buch eines B a l l e t t s , foreword by 
Alfred Andersch (Munich, 1959)



410

Elio Vitt orini, Offenes T a g e b u c h , in troduction by Alfred A n d e rs ch 
(Olten, 1959»
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translated by Alfred An dersch (Hamburg, 1962)
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Claassen Cargo Ei ne Bücherrei h e , ed. Alfr ed Andersch (Hamburg, 
1965-1967), including wo rks by Walt er Heist, Hans Curjel, Ernst 
Fisc her, Ludovic Ro bb erechts
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"Ers te Ausfahrt" Kölnische Z e i t u n g , 25 April 1944, (a slig ht ly
extended version now ap pears in EG, entitled “S e c h z e h n jä h r iger 
a l l e in“ )

"Die M ä u s e e u t t e r ", Der R u f  Zeitung der deutschen K r ie gs ge fa ng en en in 
USA. Edit ed and Pr ep ar ed for Germ an Pr isoners of War by German 
Prisoners of War (New York), 15 April 1945 (A.A.)

"MUnchner Frühlingshut", US Ruf, 1 May 1945 (Franz Achleitner)

“Abschied von Rom", US Ruf, 15 Ma y 1945

“Fräulein Christine", US Ruf, 15 June 1945 (Anton Windisch), a l s o  in 
Wehdeking, Der Nullpunkt (Stuttgart, 1971), p p .201-203

“Die neuen Dichter A m e r i k a s “ , US Ruf, 15 June 1945
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"Ein Mahn er", US R u f , 15 June 1945 (F.A.)

"FrUhlingsl a n d s c h a f t e n " , US R u f , 15 June 1945 (anon)

"Tag ebuchblatt aus der Eifel", US flu/, 1 July 1945 (Thoaas Gradinger) 

"Thomas Mann zu seinem 70. Geburtstag", US flu/, 1 J u ly 1945 (F.A.) 

“Deut sche Kunst in Am erika", US R u f , 1 J u ly 1945 (anbn)

"Sinfonie Orchester in Amerika", US R u f , 1 July 1945 (Fritz Mangel) 

"Deutsche Jugend wo hin?", US R u f % 15 July 1945 (anon)

"Deutscher Geist. In der Sicht Thoa as Manns", US flu/, 15 July 1945 
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"Pueblos und Pu ri taner", US flu/, 1 Augu st 1945 (T homas Grad inger) 
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"Scheinwerfer auf ei nen Seiltänzer", Der R u f , No. 13, 15 February
1947

"Spontaneität als No tw endigkeit", Der R u f , No. 14, 1 March 1947 

"E iskalte Kunst", Der R u f , No. 14, 1 March 1947

"Die sozialis ti sc he Situ at io n - Versuch einer synt he ti sc he n Kritik", 
Der R u f , No. 15, 15 March 1947

"Jahrhundert der Fu rcht?", Der R u f y No. 16, 1 April 1947
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"W in te rs en de in einer frierenden Stadt", Der R u f , No. 16, 1 April 
1947

"Unvor he rg es eh en e Folgen", Der Ruf, No. 16, 1 April 1947 (anon)

“Albrecht DUrer in Buenos Aires", Fr ank für ter H e f t e , 2 (1947),
743-745

“Das Un behagen in der Politik", Fr ankfurter Hefte, 2 (1947), 912-925

"Eine a t er ik an is eh e Erzählung" and "N a c h b e a e r k u n g ", Frankf urter 
Hefte, 2 (1947), 94 0-941, 976

"Hans Wa llenberg", Frankfurter Hefte, 2 (1947), 1058-1059

"Get ty oder die U m er zi eh un g in der Retorte", Fr ank für ter Hefte, 2
( 1 94 7) , 1089-1096, (also in Interview eit Aeerika 50 deutsc hs pr ac hi ge 
Autoren in der Ne uen Welt (Munich, 1962))

"Der Trick der Tasche ns pi el er ", Frankfurter Hefte, 2 (1947), 1269

“Hans Habes Bumerang", Frankfurter Hefte, 2 (1947), 1278-1279

"Die Existenz und die ob je ktiven Werte", Die Neue Zeitung, 15 August 
1947

“Ein wirklich h o c h ge bi ld et er Kritiker", Der Skorpion ( N ul1n u t i e r ), 
August /S ep te mb er 1947, 53-54

“ I n ti mi tä t“ , Der Skorpion (Nu 11n u n n e r ) , A u g u s t /September 1947, 29,
(also in Tausend Gran e. Sa eelung neuer de utscher Ge sc hi ch te n, ed. 
Wolfgang Weyrauch (Hamburg, 1949), pp.37-40; Ende un d Anfang Zeitung 
der neuen Ge ne ration, 3, No. 21/22 (1949), 136; Baubudenpoet
(1959/60), 52-53, all under the title “Di e Treue")

"Das Gras und der alte Mann ", Fr ankfurter Hefte, 3 (1948), 927-929

"Der A n t i - S y m b o l i s t ", Frankfurter Hefte, 3 (1948), 1145

"Linkes Tagebuch", Neues Europa <1948)t No. 16, 8-11; No. 17, 8-10;
No. 18, 9-11

"Unger eg el te s über ei n ge re ge lt es System", Volk und Zeit, No. 7
(1948)

"Nihilismus oder Morali tä t? ", Horizont, No. 13, 7 July 1948

“ The real thing", Horizont, No. 18, 21 Se ptember 1948

"V erfassungen und P a r t e i e n “ , Die neue Uoche, 6 No vember 1948

Re vi ew of Gott fr ie d Benn's Statische Gedichte, Die neue Hoche, 20 
Nove mber 1948
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"Rationalist und die B U c h e r “ , Die Heue Z e i t u n g , No. 120, December 
1948

"Freundschaftlicher Streit »it eine» D i c h t e r “ , Fran kfür ter H e f t e , 4
(1949) , 150-154

“Parallele der A b w e i c h u n g e n “ , Fr ank für ter H e f t e , 4 (1949), 445 

"Die Kunst der Kind er", Fr ank für ter H e f t e , 4 (1949), 892-893 

"Mutige Plän e" , Fr ankfurter H e f t e , 4 (1949), 10 81-1082 

“Profaner E i n w a n d ” , Frankfurter Rund schau, 5 February 1949 

"Sartre e r ob er t Hamburg", Fr ank für ter R u n d s c h a u , 27 April 1949 

"Schmutzige H ä n d e “ , Frankfurter Ru nd s c h a u , 31 May 1949 

“Poli tische Soldaten", Frankfurter R u n d s c h a u , 30 July 1949 

“Scharfe Z e i c h e n f e l d e r “, Frankfurter Hefte, 5 (1950), 104 

"Metaphorisches Lo g b u c h “ , Frankfurter H e f t e , 5 (1950), 209-211

"Die Stun de Go ttfried Benns. Die Gedichte", Frankfurter Hefte, 5
(195 0) , 553- 55 4

"Tradition und D o n n e r d u r s t “ , Fr ankfurter Hefte, 5 (1950), 680 

"Sehr V e r b o r g e n e s " , Frankfurter Hefte, 5 (1950), 1001-1002 

“Leon Bloy vor den T ü r e n “ , F A Z , 31 January 1950 

“Brllder - d i e S e e ! “ , F A Z , 18 February 1950

"Abenteuer mit eine» Skilift", Münchner Merkur, 25 February 1950 
(also in Die Neue Z e i t u n g , 10 January 1951, entitled "Erste Fahrt mit 
dem Sessel-Li f t ")

"Fragen zum Fall Peiner", FAZ, 28 Oc tober 1950

"Europäer i» Provinz-Al 1 t a g “ , Tr ierischer Volksfreund, 10 Ja nuary 
1951

“ Im Speisewagen. Erzählung", Die Heit, 22 September 1951 (also, a 
slightly a m en de d version appears in Süddeutsche Zeitung, 18 October 
1951, enti tl ed "Bl i c k w e c h s e 1 i» Speisewagen")

"Jugend am Sc hm elzpott einer K u l t u r “ , A u s s p r a c h e , 3 (1951), 7-13 

"Die Erde hat viele Namen", Aussprache, 3 (1951), 243-244 

"Marxisten in der Igelstellung", Fr ank für ter Hefte, 6 (1951), 20 8-210
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"Luise R i n s e r  vo rübergehend w i c h t i g “ , Fr an kfurter H e f t e , 6 (1951),
349

"Skandal d e r  deutschen Reklame", Ge br a u c h s g r a p h i k  (Munich), No. 4
(1951), ( a l s o  in Hier und H e u t e , No. 2 (1951), 11)

"Schwarzer Gent le ma n im weißen D s ch un ge l" , Hier un d Heute, No. 2 
(1951), 23

“Ein P a p p k a r t o n  wird geöffnet", Hier und Heute, No. 5 (1951), 16-18

“Das s c h w ä r z e s t e  Stück des Jean A n o u i l h “ , Hier un d Heut e, No. 0 
(1951), 1 9 - 2 0

"Fußnote z u  ei nem E l i o t - V e r r i ß “ , Hier u n d H e u t e , No. 8 (1951), 22

"Die S p a l i e r e  der Banalität", Die Liter atur (Munich), 1 October 1952 
(also in D i e  Gruppe 47, e d . Rein ha rd L e tt au (Neuwied, 1967), 340-347)

"Aus w e s s e n  Hand?", Fr ankfürter Hefte, 7 (1952), 147-148

“Zwischen d e n  D ä m o n e n - S t e i n e n " , F r an kf ur te r Hefte, 7 (1952), 200-202, 
(also in F A Z ,  21 December I960, e n t i t l e d  "Tibet. We ih nachten 1950")

"Cut Away. Glosse", Frankfurter Hefte, 7 (1952), 362-363

"Die K u n s t  ist kein Schu 1 z i mmer “ , Frankfurter Heft e, 7 (1952),
373-377

“Gedi ch te in strömendem W a s s e r “, Fr an k f u r t e r  Hefte, 7 (1952), 553-554

"Am Ä q u a t o r  des Ni hi li sm us ", Fr an kfürter Hefte, 7 (1952), 976-978

"L it er at ur und Po litik", Deutsche S t u d e n t e n z e i t u n g , 2 December 1952, 
P • 1 7

"Versuch U b e r  das F e a t u r e “ , Ru ndfunk und Fern sehen, No. 1 (1953),
94-96

"Zum Tod R a in er M. Ge rh ardts", FAZ, 15 September 1954

"Kann m a n e i n Symbol zerhauen?", Texte und Zeichen, 1 (1955), 378-384

“Der R e g e n p f e i f e r " ,  Texte un d Ze ichen, 1 (1955), 407-408

"Wenn es N a c h t  wird in Paris", Texte und Zeichen, 2 (1956), 205-211

"Antwort auf eine P r o v o k a t i o n ", Te xte und Zeic hen, 2 (1956), 318-320

" L yr is ch e Demoskopie", Texte und Ze ichen, 2 (1956), 647-649, (also
"Lyr is ch e Demoskopie 1956", Der Rabe, No. 4 (1983), 131-132)

"Der He r a u s g e b e r  teilt mit", Texte und Zeic hen, 3 (1957), 659-661

"Franz Schönauer und der l i t e r a r i s c h e  Instinkt", augenblick
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Zeitschrift fUr t e n d e n z  und experiment, No. 5 (1958), 63-64

"Ein Brief (an H e r r n  B i n g e l ) “ , St re it -Z ei t- Sc hr if t, No. 2 (1958),
370-371

“Die «oderne L i t e r a t u r  un d die A r b e i t s w e l t “ , F A Z , 24 July 1959, (also 
entitled “Die A r b e i t s w e l t  als Versäumnis der m o d e r n e n  Literatur", in 
ln fornat ionen des ös te rr eichischen F o r s c h u n gs in st it ut es für 
Wirtschaft und P o l i t i k , No. 882 (1963), 13-14)

"...und von den R a d i e s c h e n “ , Der Spiegel, No. 38 (1959), 77

“Nichts könnte mich a b h a 1te n...", Echo der Zeit, 11 October 1959, 
(also in Gibt es h e u t e  noch christliche Di ch tung?, ed. Heinz Linnerz 
(Recklinghausen, 19 60 ), p p . 10-11)

“Der u n l i te ra ri sc he O l y m p “ , FAZ, 1 Sept em be r 1960, (an almost 
identical article a p p e a r s  under the title " B e g rü ßu ng der olympischen 
Spiele durch die L i t e r a t u r " ,  DU, No. 9 (1964), 57-58)

“Ge wi ss en sf or sc hu ng en eines Hochstaplers", Herkur, No. 3 (I960),
282-286

“Süße, gekaufte G r ö ß e “ , Herkur, No. 7 (1960), 6 9 6- 70 0

“Räuberprovinz " , S ü d d e u t s c h e  Zeitung, 27 August 1960

"Religion, nur ein G e w a n d f e t z e n ? “ , Die Welt, 17 December 1960

“Das wichtigste B u c h .  Antwort auf eine U m f r a g e “ , Westernanns 
M o n a t s h e f t e , No. 11 (1961), 39-40

"Anläßlich einer T h e a t e r p a u s e  in Berlin", 7 he ater-Wahr heit und 
Wirklichkeit (Zür ic h) , 10 March 1962

“Ungleiche Welten", Bör senblatt für den deut sc he n Buchhandel, 15 June 
1962

"Der Autor und sein M a t e r i a l “ (various au th or s on Go ttfried Benn), 
Deut sche Z e i t u n g , 1 5 / 1 6  December 1962

"K on ta kt -M an n“ , F r a n k f u r t e r  H e f t e , 18 (1963), 681-682, (also under
the title “K u l t u r b r i e f  aus Rom", Konk ret, No. 5 (1963), 13)

“Für ein Fe rnsehen d e r  Autoren", Herkur, Ho. 6 (1963), 508-512

"Auf lö su ng en“ , DU, 24 , No. 4 (1964), 57-58

“Aus dem Leben e i n e s  Sc hi zophrenen", DU, 24, No. 6 (1964), 47-48

“Zu einem Vorwort von Georg Lukacs", Die neue R u n d s c h a u , No. 75 
(1964), 181-184

"Die Flammen und d i e  P o l i s “ , Heue Deut sc he H e f t e , 12, No. 105 (1965),
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83-89

“Exkurs über das bürgerliehe U n g e h o r s a m “, Süddeutsche Z e i t u n g , 13
February 1965

“Erklärung", FAZ, 15 October 1965

“Verspäteter Epitaph auf Malter Muschg", H e r k u r , No. 3 (1966),
290-291

"Notiz über die Sehr i ftstel1 er und de n Staat", H e r k u r , No. 4 (1966),
398-400, (also under the title " E x k u r s  Uber die S e h r if t s t e l 1 er und 
den Staat", in Vom Geist der Z e i t , e d . Adolf Frisé, (Gütersloh, 
1966), p p . 177-181 )

"Meiers Leute", Die H e lt uo ch e, 15 J u l y  1966

“Zeilen schinden fUr die Gruppe. Gedicht", Sprache m  technischen 
Zeitalter, No. 17-20 (1966), 2 9 4 - 2 9 7

“Vorläufiger Abschied von B a se l“ , DU, 27 (1967), 481

"Karte an G.B. F u c h s “ , Stre itbare Pegasus (Berlin), (1967), 73

“On the short list", Tines Literary Su pp le me nt, 12 September 1968

"Was hat fUr mich 1968 v e r ä n d e r t ? “ . Süddeutsche Zeit ung, 1 January
1969

"Giorgio Bassani oder der Sinn de s Erzählens. Rede zum Nelly Sachs 
Preis", (Kulturamt der Stadt Dortmund, 1969), (also printed in 
Giorgio Bassani (Dortmund, 1971), p p . 16-28, and in a revised version 
as “Auf den Spuren der Finzi C o n t i n i " ,  BK, pp.87-102)

“Der Redakteur 1952. Ein Bruch S t ü c k “ , Herkur, No. 2 (1969), 159-160

"Ehe wir g ä h n e n “ , FAZ, 27 December 1969

“Das graphische Theater", Hestdeut sehe al¡gerne ine Zeitung, 10 January
1970 (excerpts taken from "FUr e i n  Fernsehen der A u t o r e n “ and “Das 
Ki no der A u t o r e n “ )

“Bräker in E n g l a n d “ , Heue Zürcher Z e i t u n g , 1 October 1970

"Ein mieser Typ", Die Heltmoche (Zurich), March 1971, (also in PEH, 
ed. Martin Gregor-Del 1 in (T ü b i n g e n / Basel , 1971), p p . 35-38)

“Was der Autor vom Fernsehen v e r l a n g t “ , Die T a t , 25 March 1972, (also 
in Dortmunder H ö rd -H es t/Amts Z e i t u n g  , 3 May 1972. A shorter version 
of "Für ein Fernsehen der Autoren")

"Drei Mittel zu fr us tr ie re n", Scha de n Spenden (Stierstadt, 1972), 
p. 114

“Über das Wohnen von Künstlern he u t e " ,  Herkur, No. 2 (1973), 108-110
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"Achtmal zehn S ä t z e “ , Süddeutsche Zeitung. 12 /1 3 Ma y 1973

“Vo rb eh al te gegenüber de« Fe rn s e h e n “ , Die U e l t u o c h e ,  12 September 
1973 <part of "FUr ein Fernsehen der Autoren")

“Horr or vor dem Medium", Deut sc he Zeitung, 21 S e p t e m b e r  1973 (part of 
"Für ein Fernsehen der A u t o r e n “)

"Ein intellektuelles Getto", Fr ank für ter R u n d s c h  a u , 1 December 1973

“Brief an Wolf ra m S c h u t t e “, Fr ank fürter R u n d s c h a u ,  24 August 1974

"Ich re präsentiere n i c h t s “ Rede bei d e r  Überreichung des
L i t e ra tu rp re is es der Bayerischen Akademie d e r  Schönen Künste, 
München, Süddeutsche Zeitung, 12/13 July 1975

“Li te raturkritik in vier Ländern" Antwort auf eine Umfrage, Heue 
Zü rcher Zeitung, 25/26 October 1975

“ Zwei Briefe zur Verbreitung der Erklärung W a h r h e i t  über P o r t u g a l “ , 
( A nd er sc h/ Hi tz er), K ü r b i s k e r n , 4 (1975), 168

"Wolfgang Koeppen - ein humanistischer P e s s i m i s t “ , Zu seinem 70. 
Ge bu rt st ag am 23 Juni 1976, Deut sche V o l k s z e i t u n g , No. 26, 24 June 
1976, p.ll

"Deutsche S e h r i f t s t e l 1 er über Thomas M a n n “ , Text und Kritik, 
So nd er ba nd (1976), 163-164

“Bücher Schreiben und Filme machen. Zwei B e r u f e  in einem B o o t “ , 
F r ank für ter Rundschau, 7 May 1977

"Gebeten, am Friedhof mitzuwirken", Deutsche V o 1k s z e 1 1ung , 2 June 
1977

"Seine Bilder liefern das Bild des V o l k e s “ , T ag e s-Anzelger (Zürich), 
24 June 1977, (also entitled “Zeugen seiner Zeit" in Süddeu tsche 
Zeit ung, 16/17 July 1977, and in Tintenfaß, 6 ( 1982))

"festino und cervellino", F A Z , 26 June 1977

"Welche Aufgabe hat der Se hr it st el1 er h e u t e ? “ Heue Deutsche 
Lite ratur, 25, No. 3 (1977), 5-7, (also under t h e  title ‘Papier, das 
si ch rot färbt", K ü r b i s k e r n , 2 (1979), 5-6» D i e Tat, 29 February 
1980, p . 12. "Gebeten, am Friedhof mit2u w i r k e n "  is an extract from 
this essay)

"Worauf warten wir noch?", Deut sche V o 1k s z e i t u n  g , 21 July 1977, (also 
in Frieden un d Abrüstung. Ein B u n d e s d e u t s c h e s  L e s e b u c h , Verlag 
Atelier im Bauernhaus, 1977} Die Tat, 28 A u g u s t  1981, p.ll)

“Räte, Ko mmissionen und Förderungs -A ns ta lt en ersticken das Kino", 
Konkret (Hamburg), No. 8 (1977), 36
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- V o r l e s e n “ , H e ue Zürcher Zeitung, 8/9 Oc to be r 1977

“W e g w e r f - L i t e r a t u r  " , Literatur Ko n k r e t , 1, No. 1, 12 O c t o b e r  1977,
37-38

"Der gute M e n s c h  von Köln", Basler Hagazin, 17 December 1977

“Mein V e r h ä l t n i s  zu« Fernsehen", Ober hessi sc he Presse, 18 Fe bruary 
1978 <part of "FUr ein Fe rnsehen den A u t o r e n “ )

“Me in e H i m b e e r e n  und Peter Paul Zahl", Text und Kritik, No. 61/62 
(1979), 23-26

"Ich stimme v o ll st än di g z u “, Die Zeit, 9 Novenber 1979

"Phi 1 o s o p h i s c h e s  Märchen", Tintenfisch, 17 (1979), 38-39, (also in
Tint entat, 4 (1981), 99-101)

"Böse Träume", Tinten faß, 2 (1981), 43-69

"Gedichte aus d e m  Na c h l a ß “ , Tintenfaß, 2 (1981), 71-78

“An die K o m m u n i s t e n .  Gedicht", Kür bisker n , 1 (1981), 115

“Der ierr as s e n - M o r g e n  oder Variationen Uber eine z e r b r o c h e n e  
Sc ha ll pl at te ", D i e Horen, No. 125 (1983), 127-130 (i n t r o d u c t i o n  by
Volker We hd e k i n g )

"Aufruf fUr G r ü n " ,  Tintenfaß, 7 (1983), 206-210, (also in We hd ek in g, 
Alfred Ander sch ( 1983), p p . 178-180)

"Ansprache an e i n e  femme fatale", Der Rabe, 4 (Zürich, 1983), 206-210

"1789-1832", Kür b i s k e r n , 4 ( 1985), 111 (see: Donal M c L a u q h l i n ,  "Zum 
Na chleben von A l f r e d  Andersch", Ibid., p p . 111-114)

Hör«plala / Feature»
(including only those which ir> not Adaptation« of publishad work»)

“Gr up pe 47" F a zi t eines Experiments neuer S c hr if ts te ll er , Radio 
Frankfurt ( H e s si sc he r Ru ndfunk), July 1949

"Normandie, 6 Ju ni 1944“ , Hessischer Rundfunk, 6 June 1950

"Trau« als P r o g r a m « “ Ein Querschnitt durch Heil und Unhe il des 
S u r r e a l i s a u s , He ss is ch er Rundfunk, August 1950

"Biologie und Tennis", He ss is ch er Rundfunk, 23 October 1950

"Das star ke D r e i e c k “ Szenen aus ei ne « Ro«an des Sc hu m a n - P I  a n s , 
He ss is ch er Ru nd f u n k ,  10/12/14 Septeaber 1951

"Menschen im N i e m a n d s l a n d  der Zeit", He ss is ch er R u nd fu nk , Deceaber
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“St ra hl en de M e l a n c h o l i e “ , Hessischer Rundfunk, 6 March 1953

"Gegen den Dezember stur«" , Norddeutscher Rundfunk, 5 Nove«ber 1953

“Der Außenseiter ia Mi ttelpunkt", Hessischer Rundfunk, 1953

"Wind und engl is ch es E i c h e n h o l z “ , Norddeutscher Rundfunk, 1954

"Des weißen Mannes B ü r d e “ Indochinesische Bruchstücke, Norddeut scher 
Rund fu nk , 20 April 1954

"Die Feuerinsel oder die Heiakehr des Kapitäns T i z z o m “ , 
No rd de ut sc he r Rund fu nk , 22 September 1954

"Das Wunder an der M a rn e" , Hessischer Rundfunk, 20 September 1955

"A ufbruch zum A b s o lu te n" Der Beginn des “re nouveau c a t h ol iq ue“ nach 
den Memoiren der Ra is sa Maritain, Süddeutscher Rundfunk, 23 December 
1955

"Literatur und K o n v e r s i o n "  6espräch zwischen Hans Egon Holthusen, 
G e or g Böse, Martin Wa ls er und Alfred Andersch, Süddeutscher Rundfunk, 
10 January 1958

“Von Bretons Gewi ss en zu Dalis Camembert" oder Glanz und Elend des 
Su rrealismus. Sü d d e u t s c h e r  Rundfunk, 14 February 1958

"Paris, die H a u p t s t a d t  des 19. Ja h r h u n d e r t s “ Texte von Charles 
B a ud el ai re and Walter Benjamin, ausgewählt und eingeleitet von Alfred 
An dersch, Sü ddeutscher Rundfunk, 9 September 1960

"Siason fällt du rc h die Jahrtausende" Dr am at is ch es Gedicht von Nelly 
Sachs. R u n d f u n k b e a r b e i t u n g  von Alfred Andersch, Süddeutscher 
Ru ndfunk, 23 Sept em be r 1960

“Die Araen C h ri st i" Eine re li gi on sg es ch ic ht li ch e Erinnerung,
Sü ddeutscher Ru ndfunk, 27 December 1960

“Ku rd ju ko ws Brief und an de re Erlebnisse in Budjonnys R e it er ar me e“ , 
erzä hl t von Isaak Babel. In Stimmen gesetzt von Alfred Andersch, 
Sü ddeutscher Rund fu nk , 29 September 1961

“Verg eb li ch e B r a u t s c h a u “ Sudwestfunk und Radio Bremen, 1963 

"Der Pfarrer oh ne K l a v i e r “ , Norddeutscher Rundfunk, 25 March 1965 

"Bedlam oder das st il le Tollhaus", SUdwestfunk, 12 Noveaber 1969

1951
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Themtre / Optra / Fi le

“Biol og ie und Tennis" Fernsehspiel. D r e h b u c h  von Helmut Krapp nach 
de» gl eichnamigen Hörspiel von Alfr ed Ande rs ch , Frankfurt a» Main, 
1958

"Sansibar" Fe rn se hf il ». Drehbuch von Leopold Ahlsen nach de» 
gl eichnamigen Roman, Süddeutscher R u n d f u n k ,  1961

“Die R o t e “ Fil». Dreh bu ch von He lm ut Käutner und Alfred Andersch 
nach de» g l e i ch na mi ge n Ro»an, 1962

"In to l1 eranza" Oper von Luigi Nono. Ha n d l u n g  in zwei Teilen nach 
einer Idee von Ange lo Maria R i p e l l i n o .  De utsche Üb er se tz un g und 
Einrichtung von Al fr ed Andersch, 1962

"Der Tod des James D e a n “ Sz enische Au f f ü h r u n g e n  an Studiobühnen in 
Tübingen, Freiburg, West Berlin, Wien. A u ch als Schallplatte: Philips 
twen serie B 47 172 L

"Hdäkons H o s e n t a s c h e n “ Ein Film von Alfred An dersch und Martin 
Bosboo», ARD 1966

"Die En t w a f f n u n g “ Fernsehspiel von Al fr ed Andersch, Bayerischer 
Rundfunk, Munich 1969

"Winterspelt" Fi l» von Eberhard Fe ch ne r na ch dem gl eichnamigen Roman, 
1978

“Der Vater ei ne s Mörders" Fe r n s e h s p i e l  nach der gleichnamigen 
Geschichte. Re gi e Carlheinz Caspari, Dr e h b u c h  Ni colaus Richter, ZDF, 
20 October 1985

"Sansibar oder der letzte Grund" F i lm n a c h  de» gl ei ch na mi ge n Roman, 
neu verfilmt von Be rnhard Wicki, M i t a r b e i t  von Wim Wenders, ZDF, 13 
Deceaber 1987

In t e r v i e w

Horst Bienek, Uerkstattgespr'Ache mit Se hr i ft s t e 1 1er n (Munich, 1962), 
p p . 113-124

Roland Berger, "Vertragen sich Fil« un d Li te ra tu r? Eine Lanze für den 
1 i t e r a n s c h e n  Fil«", Die allgemeine S o n n t  agsze i t u n g , 22 April 1962

"Des Autors Kummer eit de» K i n o ” A l f r e d  Andersch Uber die Verfilmung 
seines Romans “Die Rote" durch Helm ut Käutner, Süddeutsche Zeitung, 
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