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Introduction

Whenspeakingof his friend andco-authorin 1983,shortlyafter what would have

beenKonrad Bayer'sfiftieth birthday, GerhardRUhm madethe following statement:

''Die Faszination,die von Bayerausgeht,ist der Ausdruckeinesvollig unangepaBten

Lebens,umgesetztin eine vollig unangepaBteLiteratur" (Bromme Kultur 11). For

Konrad Bayer life and literaturewere, aboveall, an experiment;·an experiment,as

Riihm's statementsuggests,in which life and literatureoverlapped,and in which it is

often difficult to separateonefrom the other. Although not all the detailsof Bayer's

life are known, thereis enoughevidenceto suggestan indisputablelink betweenthe

biographicalandtheliterary.

The experimentalnature of Bayer's life is describedby RUhm as follows: "er

experimentierte,auchmit sich,mit seinemkorper. seinewUnschewarengrenzenlos,er

wollte tliegen, sichunsichtbarmachen,er wollte alleskonnen"(SamtlicheWerke 18).

TheexperimentalnatureofBayer'swork resultedin textsthat often challengereaders

to the point of disorientationand leave them with more questionsthan answers.

Oswald Wiener's descriptionof a typical encounterwith Bayer could equally be

appliedto his literary texts,whicharecharacterisedby thesametendencyto disrupt,to

challenge,to question:

Wenn Konrad eintrat, befiel eine gewisse Spannung,die Situation
gestattetenicht mehreinRuhenin ihr odereineBewegungmit ihr, man
war nunmehr gezwungen,sie immer wieder, ihre Einzelheiten, die
Moglichkeiten ihrer Interpretation, der Interpretation der eigenen
Erscheinung in ihr, die konkreten Anblicke und ihre moglichen
Bedeutsamkeiten durchzugehen und die Moglichkeiten von
Veranderungenvorwegzunehmen.("Einiges"39)

Commentsby Riihm, thecompilerandeditorofBayer'sSamtlicheWerke,alsogive

someindicationof the unusual,experimentalcharacterof Bayer'sliterary work. He
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refers, for example, to "das bei den arbeitenbayers eher fragwiirdige mittel der

gliederung nach gattungen" (Samtliche Werke 826) and describesthe editorial

difficulties hefacedasfollows:

konrad bayer hinterliessein zum Dicht geringentell fragmentarisches
werk: einigeswar begonnenund Dicht odernicht ganz zuendegebracht
worden, das meiste von dem, was ungedrucktblieb (und das war
ziemlichviel), hatteer zweifellosnochuberarbeitetund abgerundet- er
hat seinetexte, auchdie Hingst abgelegten,immer wiederhervorgeholt
undverbessert(esgibt im allgemeinenurn so mehr lesarten,je alter ein
text ist). endgiiltige fassungen("sauberereinschriften"existierenDicht
ebenviele) hat konradbayermeist fUr die akutepublikation oder, bei
theaterstiicken,fUr eine konkret geplanteauffiihrung hergestellt;aber
auch in bereitsgedrucktetexte hat er zuweilen noch veranderungen
eingetragen . . . was die entscheidung eines gewissenhaften
herausgebersfUr eine verbindliche druckfassung immer wieder
verunsichemmuss.
(SamtlicheWerke820-821)

The above quote which, to a certain extent, characterisesBayer's literary texts as

works-in-progressalso gives some idea of the difficulties facing the Bayer

commentator.

f This thesis is a study of Konrad Bayer'sdramatictexts. It has evolved out of

variousattemptsto readthosetexts,somefailed andsomemoresuccessful.It doesnot

claim to beauthoritativeor complete,sincethenatureofBayer'stexts,aswill become

clear in the course of the ensuing chapters, means that they resist such an

interpretation.To acceptthis was an important prerequisitefor the writing of this

thesis,but a difficult oneto fulfil becausefor the Bayercommentatorit constitutesa

certainacceptanceof defeatevenbeforeone �b�e�g�i�n�~ empathisewith Kurt Strasser

who, in the introductoryremarksto his doctoralthesis,states:"SchlieBlichmochteich

nocherwahnen,daB die vorliegendeArbeit zwangslaufigm einemExperimentwurde,

bei demeskeineswegsfeststand,ob esabgeschlossenwerdenkonnte,oderwie dieser
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AbschluBaussehenkonnte"("Die Kunst" 4). Thesameis trueof this thesis,which was

alsoforced to bendto the radical, experimentalnatureofBayer'swork. However,the

chaptersthat follow do, I believe,makeup a valid study, which looks at aspectsof

Bayer's dramatic works that have hitherto received little or no attention from

commentators.Thetitle of thethesis- "BehindtheParavent"- wasinspiredby Bayer's

referencein stagedirectionsfor oneof his dramatictextsto theparaventas"zentrales

requisit" (SamtlicheWerke764). The directionsdescribehow a sceneis to be played

behindscreens,from behindwhich.variouspartsof the actors'bodiesemerge.As will

becomeevident,theparaventcanfunction asa useful imageofBayer'sunconventional

methodof text production,a methodwhich ensuresthat the readerof his dramatic

texts always has the sensethat helshe is not privy to the "full picture" because

somethingalways remainsconcealed.This dissertationis thus an attempt to look

behindtheparaventthatBayerplacesbeforehis dramatictexts.

Outlineof thesis

K Chapter1 will begin by providing some introductory information about Konrad

Bayer, including details of his life and his membershipof the Wiener Gruppe, a

formative phasein his developmentasa writer. It will alsoconsiderthe historicaland

cultural climateof 1950sAustriathatprovidedthebackdropfor Bayer'sliterary work.

The phenomenonof theWienerGruppewill thenbeexaminedagainst the background

of precedingexperimentalmovements,for the purposeof situating Bayer's work

historically and artistically. The aim of this historical and artistic surveyis to prepare

for theconfrontationwith Bayer'stextsthatmakesup theotherchaptersof thethesis.
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Chapter2 will constitutea closetextual study of one of Bayer'sdramatictexts

using criteria from the field of text linguistics. Sucha studywill offer an entry point

into Bayer's texts and will supply material which will form the basis for the

interpretativeinvestigationsof the chaptersthat follow it. Chapter3 will considerthe

influenceof languagephilosophyand the ideasof Max: Stirner on Bayer'sdramatic

works andwill usethe findings of theseinvestigationsto examinea centralconcernof

Bayer'stexts- the relationshipbetweenlanguageandthe individual. In Chapter4 the

figure of theLion ofBelfort, a recurringfigure in Bayer'sdramatictexts, is discussed.

The final chapterof this thesis will examinethe recurring motifs of violence and

cannibalismandwill considerthemin termsofthefindingsofprecedingchapters. �~

Reviewof secondaryliterature

At this stageI shall give a brief overviewof the existing secondaryliteratureon

KonradBayer,which I subsequentlyengagewith in moredetail in therelevantsections

throughoutthe thesis.Following variousshorterpublications,including, for example,

the proceedingsof the 1979 Konrad Bayer Symposiumpublishedin 1981, the first

comprehensivesurvey of KonradBayer'swork, Ulrich Janetzki'sAlphabetund Welt.

QberKonrad Bayerappearedin 1982. Also the authorof severalarticleson Bayer,

Janetzkiremains,to date,his mostprolific cOmmentator,with therelationshipbetween

language,theindividual andrealitybeingthemain focusofhis studies..

The only other publication of considerablelength that deals exclusively with

Bayer'sworksandnot, for example,with thoseofthe"WienerGruppe"asa whole,1 is

1 Of the studiesof the "Wiener Groppe" only A.ndre Bucher'sDie mnischenTexte del Wiener
Groppedevotesanyattentionto Bayer'sdramatictexts.
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Kurt Strasser'sExperimentelleLiteraturansatzeim Nachkriegswien.KonradBayerals

Beispiel, published in 1986. As its title suggests,this study uses Bayer as a

"Beispielsfall" (ExperimentelleLiteraturansatze2) of experimentalliterature in the

Austriaofhis time andmuchof it concentrateson placingBayer'sworks in a historical

andcultural context.

There are two sourcesof collected materials about Bayer and his work: the

publishedproceedingsof theKonradBayerSYmposiumreferredto aboveanda 1983

edition of the journal protokolle dedicatedto the author, which includes personal

memoriesand impressionsof Bayer from Ernst Jandl and OswaldWiener as well as

critical essays.

If the corpusof literatureaboutBayer'swork is not all that substantial,the part of

it dealingwith his dramatictexts is lessso, and is restrictedto the shorterscholarly

forms.2 KarlheinzBraun'spaperentitled"Konrad Bayerund dasTheater",presented

in 1979at theKonradBayerSYmposium,marksthe first attemptby a commentatorto

confront Bayer'sdramaticworks. The 1983 Bayer edition of protokolle featureda

. pieceby WolfgangMax Faustbearingthe title "Fleisch, Blut und Sprache.Notizen,

Texte, Kritiken zurn Theatralischenvon Konrad Bayer". It was 1991 beforeBayer's

dramatic texts received further attention, this time in a paper given by Wendelin

Schmidt-Denglerat a Stanford SYmposiumon avant-gardeliterature of twentieth-

century Austria. Schmidt-Dengler'spaper, entitled "Die Einsamkeit Kasperls als

2 Janetzki'sAlphabetund Welt concentrateson Bayer'sproseand while a sectionof Strasser'sstudy
treatsBayer's"Dramatik", its mainconcernis not with Bayer'sdramatictextsbut with the useof his
literary works to exemplifyfeaturesof theexperimentalliteratureof the Austria of his day. SonjaKaar
notesthat, despiterevived interestin the WienerGroppein the 19805and 19905,little attentionhas
beenpaid in secondaryliteratureto the dramatictexts of Bayer,H. C. ArtmannandGerhardRiihm
anddescribesthesetextsas"emRandgebietderForschung"(3, 49).



Langstreckenlaufer.Ein Versuchzu H. C. Artmannsund Konrad BayersDramen",

seemsto haveinspiredtwo recent"Diplomarbeiten"on Bayer'sdramatictext kasperl

am elektrischenstuhl by studentsunderhis supervisionat the University of Vienna:

"Die GestaltdesKasperla1s IdentifikationsfigurfUr dasTheaterKonradBayers.Eine

Untersuchunganhand'kasperlam elektrischenstuhl", by Ulrike Huber, submittedin

1996, and "verbrechenoder wunder: ein vollstandigermensch. zu konrad bayers

'kasperlamelektrischenstuhl"" submittedby LieselotteSpaltin 1997.

AndreBucher'sDie szenischenTextederWienerGruppe,publishedin 1992,is the

only lengthy study of the dramaticworks of the "Wiener Gruppe", but only one·

chapterof it is devotedto Bayerandit focusesontwo ofhis texts.

Thedearthof secondaryliteratureon Bayer'sworks andthe insubstantialnatureof

the existing criticism on his dramatictexts point to the needfor a more substantial

studyof this area.With this thesisI hopeto makesomecontributiontowardsmeeting

this need.
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Chapter1

1.1 KonradBayerandtheWienerGruppe- A Prorlle3

KonradBayerwasborn in Viennaon 17 December1932.His fascinationwith the

artsbeganduringhis schooldays,whenhewrotepoetry,drew, foundedanartists'club

called"genieund irrsinn" andplayedthe banjo in a band.After his "Matura" in 1951

his parentsrefusedto allow him studyart; insteadBayerattendedcommercialcourses

andhis fathergothim ajob in a bank,whereheworkedfor six years.

It wasin Vienna's"Artclub", originally foundedin 1946anddescribedby Gerhard

Riihm as "sammelbecken aller - damals noch splrlichen - fortschrittlichen

kUnstlerischentendenzen"·(WG7) thatBayermetup with H. C. Artmann andGerhard

Riihm, whom he calls "gleichgesinnte"(SW 7). Thesethree were later joined by

Oswald Wiener and Friedrich Achleitner and the Wiener Gruppewas born. Riihm

points out that the membersof the Vienna GrOUp4 did not invent this name for

themselvesandthat theGroupwasnot foundedon thebasisof a defined,thought-out

programme.Its memberswere simply friends, united in their radical, experimental

attitudetowardsart, who found in eachother respectand encouragementinsteadof

3 As many aspects of Bayer and the Wiener Groppe'sbackgroundand work are treatedin later
sectionsof this chapter,this profile is intendedto give an introductory outline to the above. The
profile drawson three main sources:GerhardRilhm's "vorwort" to KonradBayer'sSmtlicheWerke
(Wien: K1en-eotta,1996),referredto in thefollowing asSW, Bayer's"autobiografischeskizze" (SW
7-8), and Rilhm's foreword in Die Wiener Groppe. Achleitner. Artmann Bayer. Riihm, Wiener.
Texte. Gemeinschaftsarbeiten.Aktionen (Reinbekbei Hamburg: Rowohlt, 1985), referredto in the
following asWG. Riihm'srole in the documentationof the ViennaGroup'shistoryandwork has been
described by Gisela Steinlechner as follows: �~�~�A�1�s NachlaB-Verwaiter unci Herausgeberdes
grt>6tenteils unpublizierten Materials der Wiener Gruppe hat Gerhard Riihm deren legendares
Nachlebennicht unwesentlichbeeinflu8t, zumaI er sich in seinemvielzitierten Vorwort in del'
FunktioneinesldentiWSStiftersbetatigt,dervor allemdie Gemeinsamkeitenhervorhebt"(70).
.. In an essayentitled"the viennagroup" which appeared in �~�T�h�e TimesLiterary Supplement"of 3
September1964, Bayer refersto the Wiener Groppeas "the vienna group" and "the group", terms
which I will also usein this thesis(SW 724-725).
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thedisinterestandrejectionto whichtheyhadbeenaccustomed.Not until 1958,when

Dora Zeemannreferredto them as "die Wiener Dichtergruppe"in an article in the

NeueKurier, did theybecameknownby this name(WG 12,26).'

In the post-war Austrian climate of restorationand provincialism Achleitner,

Artmann,Bayer,Riihm andWienerweredrawntogetherby their commoninterestin

precedingexperimentalartistic movementssuch as Dadaism,Futurism, Surrealism,

ConstructivismandExpressionism,which fuelled their discussionsin cellars,cafesand

each other's homes late into the night and inspired them in their own literary

endeavours.1956sawthe productionof the Group'sfirst collaborativeworks and in

1957 Bayer gaveup his job at the bank and also his brief study of psychologyto

dedicatehimselfto his literary work. At this time he alsoran thegalleryof his painter

friend, ErnstFuchs.1957wasalsotheyearof theGroup'sfirst public performance,a

"Monsterlesung"of someof their work to date,entitled"dichtung",which wasforced

to acloseat midnightbecausetheaudiencealmostcameto blows.Otherperformances

followed, including in December1958 and April 1959 the Group'stwo "literarische

cabarets",Happening-typeperformancesduringwhich theGroupmembersread,sang,

actedanddanced.Despitethe successof its two literary cabarets,the Group'sfailure

to obtainfinancial supportfrom thestateandtheway in which its otherliterary efforts

5 In an interviewwith Michael KrOgerH C. Artmanndisputesthe existenceof the WienerGmppe,
claiming it was a journalistic invention and that while it was a convenientmarketingploy for its
supposedmembers,thatauthorssuchasJandl,MayrOckerand othersshouldalso havebeenincluded
(Fuchs and Wischenbart 15-16). Kaar highlights Artmann's ambivalent attitude to the Group,
pointing out that while distancinghimselffrom it, he is associatedwith Rilhm's 1967 anthologyand
the 1985 Walter Buchebnerproject. Kaar attributeshis stanceto his involvementwith all sorts of
artistic groupsandhis aversionto any typeof categorisation(25-26). It shouldbe notedthat the term
"Wiener Gruppe" hasnot beenused exclusively to refer to Achleitner, Artmann, Bayer, Rilhm and
Wiener,but that it was also used in the pressto refer to a groupof youngfilm-makersaroundFerry
Radax. The term also featuresin the full title of publikationen,AndreasOkopenko'savant-garde
journal,whichwas, in fad, DUblikationeneinerwienergruppejungerautoren(Fuchsand Wischenbart
71).
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wereconstantlymockedin thepress,left its membersfeeling rejectedandisolatedand

forcedthemto searchfor recognitionoutsideofAustria.

The secondliterary cabaretsignalledthe beginningof the Group'sgradualbreak-

up. Artmann had alreadyceasedto collaboratewith the othersin 1958 and after the

secondliterarycabarettheotherGroupmembersbeganto go their separateways,with

occasionalcollaborativework continuingin smallergroupS.6 Bayerspentthewinter of

1959/60in Italy acting in a film by Ferry Radax,whom he had alsoworkedwith in

• 1955.He got marriedandtravelledwith his wi(e to France,wherethey spenttime at

the houseof Friedrich Hundertwasser,beforeBayer went to Switzerlandto act in

anotherRadaxfilm. In 1962he becameeditorof GerhardLampersberg'savant-garde

magazineedition62, ofwhichonly two issuesappeared.

In searchof therecognitiondeniedthemin Austria,BayerandRiihm went in June

1963to �v�i�s�i�~ Artmannin WestBerlin, wherehehad lived since1960.A morereceptive

publicawaitedthemin Germanyandtheymadeimmediatecontacts,readingfrom their

workson radio. Bayerwasinvited to read at the"TagungderGruppe47" in Saulgau,

wherehemetLedig-Rowohlt,who offeredhim a contractfor his unfinishednovel der

sechstesinn. For an authorwho hadenjoyedlittle recognitionthis must havebeena

significantbreakthrough,but asRiihm pointsout, it seemedto cometoo late: "daseis

6 Beckerdiscussesthe Group members'differing opinions regardingArtmann'sdeparture.While
RUhm is discreet,and writes in his "vorwort" of Artmann's inconspicuousdetachingof himselffrom
the Group's activities due to his new-found popularity as a dialect poet, Bayer refers to
"Thronstreitigkeiten"betweenArtmannandWiener, and the latter's"Machtiibernahrne"(Fuchsand
Wischenbart62). According to Becker: "Die eigentliche'Wiener Gruppe',wie Oswald Wiener sie
versteht,ist eineohneArtmann" (Fuchsand Wischenbart60). Group membersalso seemunableto
agreeon the exactdateof its break-up:for Wiener the literary cabaretssymbolisedthe end (1959),
while for Rilhm this wasmarked by the premiereof die kinderoper(1964) (Fuchsand Wischenbart
63). This indicatesthat while the collaborativework of the ViennaGroup is important, its members
shouldalso be consideredasseparateand individual entitieswhosework was not dependenton the
Group.
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sehiengebrochenzu sein. dochkonradbayerstrahlteeine steigendeunroheaus,man

hatte das geftihl, es ginge ibm alles noch nicht sehnell genug. dabei litt er immer

haufigerunterdervorstellungdersinnlosigkeitvon allem" (SW 19).

RUhmalsotells usthatBayerwasanxiousthattheWienerGruppeshouldmakeone

final appearancetogetherin a performanceof die kinderoper,which Achleitner,Bayer,

Riihm and Wiener had written in two nights in 1958, and in which they played

themselves.Bayerorganisedthe publicity and invitations for what was to be, on 10

April 1964,theGroup's"absehiedsvorstellung"(WG 36).

Only a few weeksbeforehis deathBayerreadagainfor the Gruppe47, this time in

Sweden,a readingwhich HansMayer,who knewBayerpersonally,describesasbeing

"ein eklatanterMiBerfolg von durchausbedenklicherArt". This, he explains,wasdue

to "unverkennbareSpiele mit wohlbekanntenJudennamen. . . mit judischen

Lebensformen"which those presentfound offensive (212). Janetzki recountsthat

Bayer'sreadingfrom der sechstesinn, which containsJewishnames,was interrupted

by hecklesaccusinghim of anti-Semitism(Alphabet und Welt 129). Mayer stresses

that it is possiblethat this reactionwas basedon a misunderstandingthat could have

beenput right had Bayer takenthe opportunity to explain himself(212). Friendsof

Bayer seemto be in disagreementas to the effect that this experiencehad on him.

Britta Hutter describeshim asbeing"schlechtgelaunt" and "recht niedergeschlagen"

on his return from Sweden,while Oswald Wiener assertsthat the criticism of the

Gruppe47 did not upsethim (Janetzki,Alphabetund Welt 129, 191). On Sunday10

October1964Bayercommittedsuicideby gas,in what his friendsRuhmandArtmann
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havedescribedasanaccident,partof anongoinggameof Russianroulettethat Bayer

wasplaYingwith his life.7

It is helpful to studytheliterarywork ofBayerandtheViennaGroupin the context

of the particularset of historicaland cultural circumstancesout of which it emerged.

The next section therefore aims to supply background information that will

contextualisethephenomenonof theGroup. It is alsoapparentthat the ViennaGroup

playedan importantpart in Konrad Bayer'slife and in his developmentas a writer.

SinceBayerwasnot a theoreticiananddid not fonnulatehis thoughtsandtheoriesin

manifestosor other suchdocuments,althoughof coursehis literary texts reveal his

ideasin their own way, statementsandmanifestosby otherGroupmembersassistthe

readerof Bayer'stexts in gaining additional insight into his and the Group'sliterary

works. What also emergesfrom the aboveprofile is that an enthusiasmfor previous

experimentalmovementswas central in the Vienna Group's formation and in its

activities. An understandingof the Group'sjoint undertakingsagainstthe background

of precedingmovementsshould, therefore, preparethe reader to better confront

Bayer'stexts. For the purposeof this thesis,I will limit the investigationthat follows

thehistoricalsectionto consideringthesimilaritiesbetweentheViennaGroupandtwo

precedingmovements- DadaismandSurrealism.

7 In conversationwith Dse BrOmmefor an article commemoratingwhat would havebeen Bayer's
fiftieth birthdayin 1983,Riihm describesBayer'sdeathasfollows: "Wohl warerein suiciderTyp, der
seineSelbstmordversueheaber immer so angelegtbatte,daB er aufgefundenwerdenkonnte. - Eine
Art russischesRoulette.Aueh am 10. Oktober1964war die WohnungstiireDieht versperrt.SeinToo
war gewissennaBenein Unfall", andArtmannsays of Bayer'ssuicide: "FOr mieb war esein Unfall,
eine fUr BayertypischeShow" (BrOmme Kultur 11)
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1.2 AustriaaftertheSecondWorld War: A historicalandculturaloverview·

In 1945 Austria wasa country in searchof an identity. Sincethe collapseof the

Habsburgmonarchyin 1918 and the massiveterritorial lossesthat ensued,it had

sufferedan identity crisiswhich its variouspost-Empireincarnations- First Republic,

"Standestaat"and"Ostmark"- hadfailed to resolve.

After the SecondWorld War Austria desperatelyneededto distanceitself from

Nazi Germanyandestablishitselfasan independentnation. Apart from defining itself

in termsof what it wasnot, i.e. German,it found it difficult to statewhat it wasand

what it represented.As PeterMelicharputsit: "Die neueosterreichischeIdentitlt war

alsoeineex negativo:manwuBte nur, wasmannicht mehr sein wollte" (Weibel and

Steinle508). This problemwasexacerbatedby the fact that for tenyearsAustriawas

occupiedby Allied forces.Between1945and 1955theAllied Commissionfor Austria

exercisedsupremeauthorityoverthecountry,despitetheexistenceof political parties

and elections.While in. practiceAllied control dependedon the cooperationof the

populationandits political leaders,thefact thatultimateauthorityrestedwith external

forces meant that Austria's activities had a provisional quality about them, which

furtherdelayedtheformationofanAustrianidentity.

Another important factor in this regardwas "Austria's confusedand confusing

situationas a crossbetweendefeatedenemyand liberatedvictim" (Bushell 63). The

Moscow Declarationof 1943 had describedAustria as "the first victim of Hitlerite

aggression",while alsoremindingit of its responsibilityfor its participationin thewar

andthenecessityof its owncontributionto its liberation.After thewar Austriaclaimed

8 The following is by no meansanexhaustivestudyof this periodin Austrianhistory,but ratheran
outlineof theprevailinghistoricalandculturalclimate,thepurposeof which is to establisha context
for the WienerGruppe.
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the statusof collective victim (Bushell 12) and set about distancingitself from its

former "oppressor"by denying any active involvement in the Nazi regime. In the

opinion of the coalition governmentsof the post-war period, this could be best

achievedthroughtherestorationof anolderAustria. This was�f�a�c�i�l�i�t�a�t�~ by continuity

in the personnelof the two main political parties,the AustrianPeople'sPartyand the

SocialistParty,manyofwhoseleadingfigureshadbeeninvolved in the administration

of the"Stindestaat".9 This, coupledwith the re-implementationof the Constitutionof

1929,meanta speedy,ifcosmetic,restorationof thepre-WorldWar 2 stateofaffairs.

The main concernsof the three-partygovernmentformed after the electionsof

November1945 were the rebuilding of Austria after the ravages<?f the war and the

negotiationofthe"Staatsvertrag"whichwould heraldAustria'snewindependenceand

nationhood.Sincestability was of great importanceto both, Austria'smain political

partiescametogetherin a spirit of cooperationwhich, while being conduciveto the

quickerachievementof theseobjectives,effectively meantthe lack of any meaningful

opposition.The three-partygovernmentwas replacedin November1947by a Grand

Coalitionof thetwo main partiesthat remainedin poweruntil 1966.

TheAustro-AmericanMarshallPlanagreementof 1948signalledthebeginningofa

new periodin Austrianhistory, namelythe"Wiederautbau",which lastedwell into the

mid-1950s,andalsothealignmentofAustriawith theWesternpowers.Theongoing

negotiationson the "Staatsvertrag"took placeagainstthe backgroundof rising Cold

War tensions.The Soviet Union, reluctant to withdraw troops from their strategic

positionin Austria, succeededin prolongingthenegotiationsby makingunacceptable

9 SigurdPaulScheichlpointsout that this continuitywasdueto the lack of othersuitablecandidates
for such positions, since many young Austrians had died in the war and most middle-class
intellectualshadcollaboratedwith theNazi regime(167-168).
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demands.This delayedthe formationof an independentAustria, and as they watched

the EasternEuropeandemocraciesof Poland,Czechoslovakiaand Hungarybecome

Sovietsatellites,Austriansbeganto fear a similar fate or, at best,the division of their

country betweenthe Soviet Union and the WesternAllies. Thus, Austria's political

leaderswere anxiousto treadcarefully, but were also determinedto prove Austria's

rightful claimto independence.

A problemfacedby the political partiesin trying to gain voters' supportwas the

Allies' strict denazificationpolicy and the "Verbotsgesetz"of 1947,which prevented

National Socialistsfrom working and disenfranchisedthem, affecting half a million

Austriansor onefamily in four (WeibelandSteinle180).Thisbecameanissuein 1948,

with electionsduethe following year. The partieswereawarethat therewerevotesto

be gained from former membersof the pre-war nationalist camp and the OVP in

particular tried to establish links with less incriminated National Socialists. The

"AmnestiederMinderbelastungen"ofJune1948madethis exerciseworthwhile. It also

demonstratedAustria's eagernessto return to normality and forget about its

unpleasant recentpast.

Reluctanceto acceptanyresponsibilityfor thehorrorsofNationalSocialismis also

evidentin oneof the few governmentstatementson culturein the immediatepost-war

period, which declaredthe need to lead "die vom nazistischenGeist verseuchte

Jugend"back to the "Austrian idea" (Gutkas32). The implication is that National

Socialismwasessentiallya problemonly for theyouthandessentiallyabhorrentto all

thingstruly Austrian.

Michael Mitchell points out that the "osterreichischeIdee" and its incarnationin

cederosterreichischeMensch"weretwo conceptswhich werecentralto the formation

of an identity for Austria at this time andsaysof them: "Thesewerepresentedasthe
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distillation of 'Austrianism'as it had developeddown the centuries. . . asobjective,

value-freeexpressionsof the essentialAustriannature. . ." (Bushell 59).10 While the

cultural "Wiederaufbau"was hamperedby lack of finances, especially since many

importantcultural buildings had beenpartially or fully destroyedduring the war, the

institutionsthat embodiedAustria'scultural fameinternationally- the Philharmoniker,

the Wiener Symphoniker,the ensemblesof the Burgtheaterand the Staatsoper,the

Vienna Boys Choir and the artistic treasuresof the large collectionshad remained

intactandAustriamadeextensiveuseof themin orderto reassertits cultural standing,

sendingits artistic treasureson a tour of Europe and North America in 1948 to

promote the Austrian idea (Gutkas 55). Greiseneggernotes that when invited to

appearin Europe,the soloistsand musiciansof the Staatsoperwere almost always

accompaniedby leading politicians, "die die Chancenutzten, in durch Mozart und

StraussverkUirter AtmospharefUr dasneuentstandene,nochlangeum seineExistenz

ringende, in der Staatenfamilie isoliert bleibende Osterreich zu werben. Das

StaatstheaterhattederStaatspolitikzu dienen"(Aspetsberger,Frei andLengauer237).

In post-warAustria the role of cultureand educationwas to "foster and promotean

ideaof Austriannationhood"(Bushell 6); it wasnot a questionof art for art's sake,

insteadart wasexpectedto "play its part in the forming of thenationalconsciousness"

(Bushell 6). This patriotic cultural ideologywasbasedvery muchon continuity with

the moredistantgloriouspastof the Austro-HungarianEmpireratherthan on a fresh

10 Egon Schwarzrefersto the abundanceof secondaryliteratureabout the Austriannessof Austrian
literature,muchof which relieson theundisputedexistenceofanAustriannationalcharacter,without
any attemptto documentor prove the contentionsmaderegardingtypical Austrian characteristics.
This, Schwarzclaims, leadsto a mystificationthatcontinuestheprocessof restorationinitiated in the
1950s (106-108). The fact that such articles dubbed authors with connectionsto the Habsburg
monarchyas representativeof Austrian literatureand of the Austrian idea (Bushell 58-59) inspired
the Italian Germanist Claudio Magris to coin the phrase "Habsburg Myth" to describe this
phenomenon,which Barkerdefinesas"the tendencyto celebratea societywhich existedfar more in
the imaginationof thewriter thanit had everclonein reality" (Bushell43).
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start.11 Thus, in the midst of a housingcrisis, the Stephansdomand the Burgtheater,

symbolsofanolderAustria,wererebuilt.

Educationwasalsoto assistin the promotionof the Austrian idea. ErnstFischer,

memberof the CommunistParty and first Minister for Educationafter the Second

World War, tried to ensurethat the school curriculum emphasisedAustria'sunique

culture and instilled a love of "Heimat" in young Austrians(Robertsonand Timms

181-183). In an attempt to dissociate Austria from Nazi Germany, on school

certificates"Deutsch" was substitutedby "Unterrichtssprache".12 Fischerwas soon

replacedby Felix Hurdes of the OVP, who in 1949 introduced a subject called

"staatsbOrgerlicheErziehung" into the national curriculum. The aims of this subject

were "Heimaterziehung",the cultivation of a consciousnessof Austrian culture, and

"politische Erziehung", the educationof children to becomeloyal citizens of the

Republic. No referenceis made in Hurdes's document to Austria's recent past

(RobertsonandTimms 188).

As theeconomybeganto improve,morefundsbecameavailablefor cultural

expenditure.In 1954 Dr. Heinrich Drimmel becameMinister for Educationand he

concentratedmainly on the cultural representationof Austriaabroadandthe fostering

of what was deemedto be representativeculture. By the 1950swhat Mitchell calls

"collective amnesia"(Bushell 56) aboutwhat hadhappenedin Austria between1938

and 1945hadsetin. In historiesandliterary historiesthatreceivedofficial supportand

It This attitude is epitomizedby Alexander Lemet-Holeniain his 1945 statement:"In der Tat
brauchenwir nur dort fortzusetzen,wo uns die Tdiume einesIrren unterbrochenhaben,in der Tat
brauchenwir nicht voraus·,sondernnur zurtickzublicken... wir sind ... unsereVergangenheit"
(qtd. in Aspetsberger,Frei andLengauer245), and echoedby the historianHeinrich Benediktin his
1954 Geschichteder Republik Osterreich:"In del VergangenheitOsterreichs liegt seineZukunft"
(qtd. in AchleitnerandFetz17).
12 Knight pointsout that this measureis oftenwrongly attributedto Fischer'ssuccessor,Felix Hurdes,
who was consequentlyridiculed for tIying to invent a new languagedubbed "Hurdestanisch"
(Robertsonand Timms 189).
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were distributed by the Ministry of Education as gifts to �f�o�r�e�i�~ universities,

embarrassingfactsfrom theHitler periodwereglossedoveror simply ignored.Official

policy seemsto havebeento emphasiseAustria'scontinuitywith theEmpireanddeny

that Nazismhad anythingto do with Austria. Thiswas aU part of what Kurt Bartsch

hascalled"die offiziose 'austriakischeRenaissance'" (Bushell57).

As in politica1life, in cu1turallifethosewho had"stoodby their country" after the

"AnschluB" werefavouredabovethosewho had goneinto exile, andsoreturnedexiles

felt excludedfrom the Austrianculturalarena,into which, by the 1950s,collaborators

with theNationalSocialistregimehad beenrehabilitated.This stateof affairs prompts

Aspetsberger,Frei and Lengauerto refer to the literature of this period as "eine

Literatur der Reichsverweser"(5). The re-establishmentin 1948 of the "GroBer

OsterreichischerStaatspreis"in accordancewith the sameprinciples as before 1938

representsfor Amann a missedopportunity:

OsterreichischeLiteraturpreisewurdenalsounmittelbarnachdemKrieg
nicht, wasja durchausim BereichdesDenkbarenlage- und was auch
fur ein neuesstaatlichesSelbstbewuBtseinSignalfunktionhatte haben
konnen-, als Instrumentder Wiedergutmachungoder als Anreiz zur
Heimholung der vertriebenenund emigrierten Autoren verwendet.
ReprasentativeOsterreichische Literaturpreise gingen im groBen
Umfang gerade an jene Autoren, die entweder bereits unter dem
Austrofaschismusoder unter dem Nationalsozialismusoder unter
heiden Systemen gefordert und ausgezeichnet worden waren.
(Aspetsberger,Frei andLengauer47)

Amann goeson to namewinners of state-fundedprizes for literature in the 1950s,

severalof whom were included in the "BekenntnisbuchOsterreichischerDichter" of

1938 which contained"die z.T. hymnischenBekenntnissevon 71 Osterreichischen

Autorenzum 'AnschluB',zu Hitler und zumNationalsozialismus"(Aspetsberger,Frei,

Lengauer47). TheseincludeMax Mell, FranzKarl Ginzkey,RobertHohlbaum,Paula

Grogger,EmaBlaasandKarl HeinrichWagged.As Amann ironically putsit: " ... fur
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all dieseAutorenwar die Teilnahmean lubel-Anthologienzum 'AnschluB' an Hitler­

Deutschland, war die Teilnahme an irgendwelchen 'Bekenntnisbiichem',waren

Wahlaufrufe fUr Hitler und Fiihrergedichtejedenfalls kein AusschluBgrund von

alsbaldigenoffentlichen Ehnmgenim befreiten Osterreich" (Aspetsberger,Frei and

Lengauer47). Hackl, when referring to the awardingof prizesalmostexclusivelyto

writers who had beenwriting in the First Republic and during National Socialism,

emphasisesthat the compatibility of such authors withthe statevision of Austrian

culturemeantthat their murky pastswereoverlooked:"Doch die literarischeTatigkeit

im Dienste der Nazis wurde verdrangt und verziehen, soweit Autoren in das

literarische Konzept der Ata DRIMMEL 13 paBten. Preiswilrdig war nicht die

literarischeQualitat oderder Erfolg . . . sondemdie ideologischeVerwertbarkeitim

SinnedesneuenOsterreich-BewuBtseins..." (21).

Furtherevidencethat this wasthe caseis the fact that HermannBroch, who had

beenforcedto flee Austria in 1938,wasnot awardedan honorarydoctoratefrom the

Universityof Viennabecausehis work was"zu wenig osterreichverbunden"(Scheichl

163) - the samereason,Broch suspected,for his not being awardedthe Wiener

Literaturpreis."Osterreichverbundenheit"was, it seems,the most importantcriterion

in all matters cultural in post-war Austria. Thus, while in West Germany and

Switzerlandauthorsweretrying to cometo termswith the horrorsof World War 2,

official Austrianculturalpolicy was trying to ensurethatwriters andthereadingpublic

would forget it ever happenedand concentrateon adheringto the official versionof

Austrianidentity which offereda muchmorepleasantalternative.Recenthistory was,

therefore, ignored or reinterpretedto fit in with Austria's current vision for itselL

Mitchell points out that the convenientinterpretationof the "Stindestaat"not as a

13 Hackl is referringhereto Dr. HeinrichDrimmel,Minister for Education(1954-1964).
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semi-fascistauthoritarianstate,but asoneopposedto Hitler andthereforeanti-fascist,

facilitatedtherehabilitationofwritersfrom that periodwho couldnow bepresentedas

model Austrian patriotsand "pillars of official cultural policy", despitethe fact that

manyof themhadsupportedtheNazi regime,which resultedin an atmospherewhich

''wasnot conduciveto anymeaningfulprocessofdenazification"(Bushell60-61).

Mitchell also reportsthat while in the yearsimmediatelyafter 1945 the Austrian

PEN Club screenednew membersandthoseapplYing for readmissionfor connections

with the fascist regime, it found it difficult to go againstpublic opinion and official

attitudes,especiallyin view of the fact that thereweremany more writers in Vienna

who had remained in Austria under Hitler than returned exiles, and the Club's

denazificationpolicy was gradually relaxed. The Club's president,Franz Theodor

Csokor,who returnedto Viennafrom exile in 1947,did organisereadingsoftheworks

ofwriterswho hadbeenkilled by theNazis,but these,like othersimilar ventures,ran

contraryto the official propagationof the conservativeAustrian idea and were met

with indifferenceonthepartof a public thatpreferrednot to beremindedof therecent

past(Bushell68-70).

The successfulcompletion of the "Staatsvertrag"negotiations,due in part to

Austria's acquiescenceto the Soviet demand that it become a neutral state,

consolidatedthe official versionof Austriannationalidentity, asAustria'snationhood

wasrecognisedby the internationalcommunity.The opportunityat the last minuteto

omit from the "Staatsvertrag"the part of the preamblethat dealt with Austria's

participationin World War 2 andthe responsibilitythat accompaniedit wasgratefully

seized.On May 15 1955the statetreatywassignedby the Austrian governmentand

the foreign ministersof the Soviet Union, the USA, Great Britain and France,and

Austria proudly took her placeamongthe Europeannationsas an independentstate
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with a clearconscience.Melichar characterisesthe significanceof the "Staatsvertrag"

asfollows:

Durch das verwirrrendeProcederedes diplomatischenHin unci Hers
und durch die zehnjahrigeVerhandlungsdauerwurde der Staatsvertrag
bereitsamTageseinerUnterzeichnungtiber seinepolitischeBedeutung
hinaus gleichsamein mythischesGewebe,in dem die osterreichisehe
Identitat fUr ewige Zeiten konserviertsehien.Osterreich- Opfer einer
Freiheitsberaubung- war wieder frei ... Gleichzeitig bildete der
StaatsvertrageinensymbolisehenDamm gegendie Vergangenheitund
vermittelte den Eindruck, ein fUr allemal reinen Tisch gemacht zu
haben, das Vergessenlegitimierend, die Erinnerung als Nostalgie
freigebend.(WeibelandSteinle509)

Thus, the achievementof independenceseemedto legitimise the policy of national

identitypursuedby thestateandlendcredenceto theHabsburgmYth.

A frequently-usedimageduringthetenyearssincethe endof thewar hadbeenthat

of the "Hausbau".After the ravagesof the war and the hardshipsof the immediate

post-war period, most Austrians yearned for the security and comfort that an

independent,well-organisedstatewould grantthem,a houseof their own, so to speak,

that waswarm andcosy. This had resultedin yearsof hardwork and sacrificeon the

part of the ordinarypeopleandin compromiseandconsensusamongpoliticians,asall

pulled together to rebuild Austria. This, at least, was the version propagatedby

officialdom and summedup by BundesprasidentKomer in 1955 as follows: "In zehn

Jahren harter, opferbereiter, gemeinsamer ArbeitalIer ist das Haus des neuen

Osterreicherbautworden . . . Trotz mancherMeinungsversehiedenheitenhabenwir

uns immer wieder fiber den Bauplangeeinigt, wei! dasBauenwichtiger war als das

Streiten"(qtd. in JagschitzandMulley 174). With the signingof the "Staatsvertrag",

thebasicstructureof thenewhouseofAustriaseemedto becomplete,thenext taskof

governmentand peoplewasto decorateand furnish it, and ensureits standingin the

Europeanneighbourhood,a taskrequiringfurthercooperationandhardwork.
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Thegovernmentof the new Austriastroveto ensurethe continuingcooperationof

its citizenswith the so-called"Produktivitatssteigerungskampagnen"of the 1950s.In

view of decreasingUS aid, these campaigns were aimed at making Austria

economicallyviable andat consolidatingits positionamongthe westernindustrialised

countries.The key word in the advertisingusedwas "Lebensstandard"and the idea

was to motivate ordinary Austrians to work harder, produce more and thereby

contributeto thegeneralandindividual economicgood.Handin handwith striving for

a better standardof living went social peace and harmony, without which the

achievementof the former would be impossible.The campaignswere successful,and

while in 1954 the standardof living in Austria was 40 percent below Western

Europeanlevel, by 1961 it wasonly 20 percentbelowit (JagschitzandMulley 22).

The protection of the fledgling state was also a matter of concern for the

government.Thus, the "Wehrgesetz"of 1955 mademilitary serviceobligatory for all

malesbetweeneighteenandfifty and,despiteinitial financial difficulties, Austriabegan

to rearm so that it would be able to defend itself should the need arise. On the

internationalfront, Austriabecamea full memberof theUN in 1955andjoinedEFTA

in 1959.At home,theongoingissueof Siidtirol continuedto occupypoliticians.

Culturally speaking,theauthoritieswereanxiousto continueto promotewhat they

deemedrepresentativeculture,andsomany of the oldermuseumswererenovatedand

becametourist attractions,one of the most popularbeing the "Schatzkammer",the

Habsburgs'treasury.The propagationof the Habsburgmyth continuedand took an

ironic turn when, in 1961, the governmentrefusedDr. Otto Habsburg-Lothringen

entry into Austria, as they fearedthat his return might prove to be a threat to the

Republic. In the new state's theatresan older generationof dramatists reigned

supreme,dueto the fact, asBuddeckeand Fuhrmanexplain, that dramais a literary
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genre which needsthe public institution of the theatre for its realisation (182).

Therefore,the work of playwrightsborn in the last two decadesof the nineteenth

centuryandnow approachingthetwilight of their careersprovedmostpopular.These

dramatistsincluded somereturnedemigrantssuch as Franz TheodorCsokor, Felix

BraunandFerdinandBruckner,someauthorsjust out ofNationalSocialistquarantine

like Arnolt Bronnen,Rudolf Henz and AlexanderLernet-Holeniaand others,whom

BuddeckeandFuhrmanndescribeasattempting"eineneueAnpassungsvolte",suchas

Max Mell, Richard Billinger and Friedrich Schreyvogel(183).14While Heimito von

Dodererwasthe favouredwriter of prose,in the theatreFranzTheodorCsokorwas,

in the immediatepost-war period, initially hailed as the most important Austrian

contemporarydramatist.However, this popularity was short-livedbecauseAustrian

audiencesof thetime weresimply not interestedin thecontemporaryissuesdealtwith

in his plays:"Audiencesandtheatreslookedbackto thepast,eitherto avoid havingto

faceup to thepresent,or aspartof the ideologyof the 'AustrianIdea' " (Bushell74).

Csokor'scriticism of "der osterreichischeMensch", implicit in the criticism of "der

romischeMensch" in his play CaesarsWitwe, certainly did not go down well with

thoseanxiousto ensurethe survival of that particularbreedof Austrian.U And so,

Greiseneggerrecounts,the programmesof the statetheatreswere dominatedby the

classicsandplaysoffering light entertainment,workswhich oftenalludedto thegolden

14 That playwrights favouredunderNational Socialismwere successful in the SecondRepublic is
evidencedby the fact that Mell and Billinger both had plays performedin the Burgtheaterin 1951,
while Schreyvogel'swork was performedfifty-nine times in the Ak.ademietheaterin the sameyear
(Aspetsberger,Frei andLengauer263-264,267)
IS Csokor'sCaesarsWitwe is in sharpcontrastwith Billinger's play DasHaus(1949), perfonnedin
theBurgtheaterin 1951. In DasHausa celebrationof the three-hundredthanniversaryof thebuilding
of a houseis combinedwith the engagementparty of its owner, whosebrother, an officer in the
Americanarmy,happensto return unexpectedlywhile the party is in progress.The returnedemigrant
is contrastedunfavourablywith his brotherwho enduredthe difficult war yearsin �A�~ defending
the three hundred-yearold houseagainstevil and ensuringthe survival of those who lived in it
(Aspetsberger,Frei andLengauer264-266).Thus, the text clearlyechoes the Austriangovernment's
post-war interpretationof Austria'srole in World War2.
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ageof the monarchy.The experimentalworks of the inter-waryearswere studiously

avoided,aswerereferencesto the presentor the immediatepast(Aspetsberger,Frei

andLengauer227).

Meanwhile,in the cinematheHabsburgmyth alsodominated.While Americanand

Europeanfilms of this time featured sex goddesseslike Marilyn Monroe, Jayne

MansfieldandBrigitte Bardot,amongstthemostpopularhome-grownAustrianfilms

were Ernst Marischka'sthree "Sissi-Filme", which revolved around the romantic

legendof theEmpressElisabeth,affectionatelyknownasSissi,andtheEmperorFranz

Josef:who ruledtheHabsburgEmpirefor sixty-eightyears.16 Leinfellnerattributesthe

successof this trilogy to Austrians'needto escapethe reality of post-warAustria and

to its glorification of an old familiar orderandthe monarchyin a time of changeand

uncertainty(JagschitzandMulley 55-56). Leinfellnerpointsout that Austrianfilm of

this time differs greatly from that of other countriesboth in content and in the

charactersit portrayed: .

Die uberwiegendeMehrheit der OsterreichischenFilme wich dec
Auseinandersetzung mit der Gegenwart oder unmittelbaren
Vergangenheitausundfluchtetein die DarstellungeinerheilenWelt; sie
verlegtedie Handlungin das kaiserlicheWien, oder in eine idyllische
Gegend,die eine Traum- oder Urlaubswelt war. Die Sentimentalitat
dominierte . . . Die Welt des osterreichischenFilms hatte kaum
Betiihrungspunktemit derRealitat.KaumeinFilm spiegeltdie Tatsache
wider, daB dieses Jahrzehnt eine Zeit der Verunsicherung und
Orientierungssuchewar ...
(JagschitzandMulley 56)

Suchfilms fitted in very well with official cultural policy and its notion that all was

right with the Austrianworld. Oneof the things the authoritiesfearedmost was art

16 It is interestingto notethat in his dramatictext altHaanteportas H C. Artmann indicatesthat the
role of "chaperonrouge" is to be playedby theactressRomySchneider,starof the Sissitrilogy (406).
PerhapsArtmann, by indirectlyassociatingtheEmpressElisabethwith a fairy-tale character,is subtly
ridiculing thefairy-taleversionof Austria'spastconcoctedby the governmentin thepost-warperiod.
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which forcedthepublic to questionthe statusquo andmight causecracksto appearin

thewalls of theedificethatwastheSecondRepublic.

However,thehouseofthenewAustriawasnot ascosyasits architectswould have

the inhabitantsbelieve.PeterHandkedescribestheAustriaof 1955asfollows:

Als der Staatsvertragerreichtwurde,war ich 13 Jahrealt, und eshieS,
daB Osterreichnun frei sei und daB die Besatzungsmachtedas Land
verlassenwOrden. Ich aber. . . fiihlte mich in dembefreitenLand alles
sonst als frei, und es gab andere Besatzungsmachteals die so
genannten,weitausrealere,weitausbedrtickendere. . . ein Osterreich,
in dem man sich auchohneRussenund Englanderbesetztfiihlte, von
den Besatzungsmachtender materiellen Not, der Herzenskalteder
Religion, der Gewalttatigkeit von Traditionen, der brutalen
Gespreiztheitder Obrigkeit, die mir nirgendsfetter und stumpfsinniger
erschienalsin Osterreich.
(pasEndedesFlanierens56)

This descriptionof Austria correspondsto the way in which the membersof the

Vienna Group and the avant-gardeperceivedthe climate of the time. They were

exposedto what Handke calls "die morderischeGewalt dieser doch eigentlichen

Besatzungsmachte"(pasEndedesFlanierens58-59),to thebrutality of theauthorities

andthepublicwho wereoutragedat andterrified by whattheyperceivedasdangerous

attempts to rock the very foundations of the house they had so painstakingly

constructed.

Yet, a generationof youngerwriters born after the First World War, who lacked

the confidenceand certaintyof previousgenerationsof writers and found no placein

the cultural arenaof the SecondRepublic, felt comPe"edto questionthe statusquo.

As DseAichingerwrotein thejournalPlanin 1946:"Wtr muBtenanallemverzweifeln,

ehewir glaubendurften, und alles, waswir schrieben,ist erzeugtwordenim Dunkel

derVerfolgung undderVerlassenheit"(qtd. in Aspetsberger,Frei andLengauer352).

AndreasOkoPenkodescribesthis Persecutionandabandonmentasfollows:
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Mit der IntensivienmgmodernistischerBestrebungenin Osterreich. . .
verscharfte sich der Widerstand verschiedenerKreise gegen diese
Tendenz... Immer wieder wurde fUr die Modernenhalbernstdie
Zwangsjacke oder das Fallbeil und ganz ernst ein
Veroffentlichungsverbotdurch elastischeVerwendung des Begriffs
"Schmutzund Schund"gefordert.Es gab Bildersmrme,Krawalle und
Prozesse... JamesGordon(Morning News,Wien) hatteschonam 18.
Janner1947geschrieben:"A surrealistin Viennamustfeel aslonely and
misplacedas an Eskimo in DarkestAfrica, for in this city, probably
morethanin anyothercapitalin Europe,art is conventionalto a picture
postcarddegree."(8-9)

The marginalisationof thosewho did not conformwith the official "Osterreich-Bild"

meantthat young experimentalwriters and artistswere ignoredor ridiculed, or even

condemnedas criminals: "Wer eine sprachkritische,sinnliche, ,destruktive' Kunst

machte,die nicht mehr in den sanktioniertenBereicheiner hoherenWelt desOuten,

Wahrenund Schonenverwies, der wurde als kommunistisch,pathalogisch,kriminell

oderzumindestalsunfahigdenunziert"(JagschitzandMulley 284). Evidencethat this

was indeedthe caseis the fact that in 1963 GerhardRUhm becamea suspectin a

murdercasebecauseparallelswith the crimehadbeenfound in oneof his texts. Such

treatmentat thehandsoftheauthoritiesforcedmanyyoungartistsandintellectualsout

of their unwelcoming home, prompting Hans Weigel to write of "das geistige

Femweh-Syndrom":"Fort, nur fort! Das ist fast zum nationalenSloganOsterreichs.

geworden,das ist vor allem dasLosungswortder JugenddieserZeit . . . Die Ideinste

deutscheBUhnewird fUr unsereSchauspieler,die obskursteamerikanischeUniversitat

wird fUr unsereGelehrtenzum Mekka. NIX wie auswandernf"(Jagschitzand Mulley

179-180).Thus, in its own insidiousway, theculturalpolicy ofpost-warAustriacould

be said to be almostas ruthlessas that of the GermanDemocraticRepublic, in that

culturewasvery muchthe instrumentof the state,with the aim of indoctrinatingits



citizens and the consequenceof excluding those who did not conform who,

subsequently,oftenfled theirhome.17

Thosewho stayedat homein Austriawereexpectedto complywith therulesof the

new housethat hadbeenso carefully erected.PeterHuemerchoosesthe story of the

lady in thebathandthegentlemanwho, uponinadvertentlybarginginto the bathroom,

says to her "Pardon, Monsieur" as a metaphorfor 1950sAustria, claiming that it

reflectsa decadein which sexualitywassuppressedalongwith the past.The manwho

pretendsnot to be able to differentiatebetweena nakedman and a nakedwomanis

held up as an exampleof the perfectgentleman:"Denn gutesBenehmenin diesem

Jahrhundertist Ubersehen,Vergessen,Verdrangen"(Jagschitzand Mulley 208), all

elementsnecessaryfor rebuildingAustria. At a time ofgreatinsecurity,Huemerargues

that new formalities, rules and mannersgaveAustrianssomethingto cling to, while

their inability to mourn the atrociouseventsof the recent past gave rise to "die

geradezumanischeSehnsuchtnach gutem Benehmen"(Jagschitzand Mulley 210),

which, in turn, gavethemanexcuseto forget thepastandfocuson thefuture:

"Anstand" wird zum SchlusselworteinerosterreichischenGeneration,
die nichtsdamrkann, die nirgendsdabeiwar, die nie etwasbemerkthat,
die den Abscheuder Welt nicht ganz begreift und die notgedrungen
nach den Nazigreueln versucht, neue Respektabilitatzu gewinnen:
Warenwir anstandiggeblieben,waredasallesnie passiert,sindwir jetzt
undbleibenin Zukunft anstandig,wird unsdie Welt wiederachten.
(JagschitzandMulley 210)

This accountsfor the successof the many "Anstandsbiicher"that appearedin the

19505. The emphasison mannersand good behaviourwas also, of course,another

17 Robert Menasseattributes the developmentof an "Anti-Heimat-Literatur", a literary genre
particularto Austria, to the fact that after the SecondWorld War Austria becamea nation,but not a
"Heimat", the conceptof "Heimat" having beendestroyed by Austria's Nazi past, the economic
miracle,masstourismand "die SelbstdefinitionOsterreichsatsNaturreservatundMuseum" (Weibel
andSteinle481-482).It seemsthat, insteadof creatingan authenticnational identity for its citizens,
the cultural policy of the first phaseof the SecondRepublicsucceededonly in creatingwhatMenasse
calls "die Anti-Heimatparexcellence"(Weibeland Steinle484).
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componentof the generalprocessof restoration,in that it reflectedthe restorationof

olderandnoblertraditions.

However,as Huemerputs it, "AnpassungproduziertWut" (Jagschitzand Mulley

210),andthis wastrue of theyoungergenerationin Austria, manyofwhomrefusedto

conformto the expectationsplaceduponthemby their parentsandby the authorities.

Theyrebelledandprotested,throughtheir behaviour,dress,hairstylesandthemusicof

rock and roll. II Among their idols wasJamesDean,star of RebelWithout A Cause.

Like Dean's character in the 1955 film, these young people, many of them

"Halbstarke" or teddy-boys, believed themselvesmisunderstood.To the older

generationtheir �p�r�o�~�e�s�t seemedpointless, now that the world, despiteeverything,

seemedto be in orderagain, andthe authoritiesregardedit asdangerous.Thus, these

"angryyoungmen" tendedto becriminalisedso that the questionsthey poseddid not

haveto beanswered.

Accountsof 1950sAustria frequently describeit as a decadeof contradictions,a

paradoxicalcombinationof exciting changeand progress,a spirit of discoveryand

adventureanda desireto openup to and explorethe outsideworld on the onehand,

and reactionaryclaustrophobiaon the other, a decadewhich Huemer describesas

beingcharacterisedaboveall by thefearoffreedom(JagschitzandMulley 218).

11 Siegfried Matti analyses the paradoxicalattitude of the Austrian statetowards American mass
culture �w�h�i�c�~ on the one hand, was thoughtto have"eine sinnauflosendenod sozial desintegrative
Wirkung", but, on the otherband,gaveAustriaaccessto the know-howit needed to becomepart of
the Europeanconsumersociety, somethingwhich politicians and economistsgreatly desired.This,
Matti claims, gave rise to a extremelypeculiarbrand of modernity, a curious mixture of popular
culture and (Catholic) stateritual which he terms"regressive(n)Modemisierung",a modernity that
favouredconformityabove individualism(Achleitnerand Fetz18).



1.3 Dadaism,SurrealismandtheWienerGruppe

As mentionedin the introductoryprofile of Konrad Bayer, thereis no doubt that

the membersof the Wiener Gruppeidentified themselveswith certain experimental

movementswhich had gonebefore. Indeed,there is much evidenceto supportthis,

partly in the form of statementsby membersof the Group, and also in the Group's

activities, techniquesand theoriesaboutart. This sectionaims to examinein general

terms the connections, similarities and differences between such experimental

movementsasDadaismandSurrealismandtheViennaGroup.

When recountingthe genesisof the Group, GerhardRiihm describeshow, after

World War2, progressiveartistsin Austriatried to piecetogetherfrom patchysources

a pictureofmodemexperimentalart:

nachsiebenjahrengewaltsamerabsperrunggalt esaufzuholen,wassich
inzwischendraussengetan hatte, fUr UDS junge, die bisher verfemte
modemekunst zu rekapitulieren.sie hatte, geradein Osterreich,auch
vor 1938 nur eine k1eine minderheiterfasst;die grossenbibliotheken
hattenesversaumt,rechtzeitigihre wichtigstendokumentezu sarnmeln
oder sie waren 'gesaubert'worden. wir warenauf verstreutedUrftige
privatbestandeangewiesen.die bruchstiickhafteninformationen uber
expressionismus,dadaismus,surrealismus,konstruktivismus wurden
gierig aufgenommen, herumgereicht, muhsam zu einem bild
zusammengefugt;es hatte fast etwas sektiererischesan sich. man
musstezunachsteinmal die wichtigstennamenund titel herausfinden,
urn uberhauptzu wissen,wonachmannahersuchensollte, das machte
jeden hinweis, jedes k1einstezitat zu einer aufregendenentdekkung:
(WG7)

He explainshow in the yearsimmediatelyfollowing the removalof the Nazi regime

Austrianswereplaguedby confusion,uncertaintyand the fear "sich durch irgendeine

lusserungalsnazi zu entlarven"(WG 7). Sincemostpeopleavoideddrawingattention

to themselvesat all costs,thosewho did, throughtheir interestin modemart, were

consideredby themajority to be''verru.ckt,abwegig"(WG 7). Riihm describeshow, in

such a climate, like-minded peoplegravitatedtowardseachother and towards the
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"artclub", which he describes as "die einzige international bedeutendewiener

kiinstlervereinigungder nachkriegszeit"(SW 10): "in einer atmospharevon ignoranz

und wiitender ablehnungwar man aufeinanderangewiesen,urn nicht ganzisoliert zu

sein" (WG 7).19

In thesedays before the Wiener Gruppeofficially cameinto existence,when its

membersweresimply like-mindedpeople,friends who enjoyedmeetingin the artclub

anddiscussingart andliteraturelateinto thenight, Ruhmreportshow they poredover

anyavailablematerialon earlierliteraryventuresto which theyweredrawn:

artmann besassein schon ziemlich mitgenommenesexemplar von
soergels'dichtungunddichterderzeit - im bannedesexpressionismus',
das fUr uns eine wichtige informationsquellewurde, vor alIem die
kapitel uber den 'sturm', august stramm und 'dada'. auch die
'anthologieder abseitigen',herausgegebenvon carolagiedion-welcker
(bern 1946), hattenwir uns beschaffi:. im amerikahausentdecktenwir
die 'last operasand plays' der gertrudestein. holz, scheerbart,carl
einstein, stramm, schwitters, nebel, behrens, roul [sic] hausmann,
semer,arp, gertrudestein - das waren dichter, die, sofem iiberhaupt
bekannt, kaum zur kenntnis genommenund als zurecht verschollene
aussenseiter abgetan wurden. fUr uns repra.sentierten sie die
aufgefundene,eigentliche tradition, der sich unsere bestrebungen
organischanschlossen.wo soil esweitergehen,wennnicht sinngemass
bei den'endpunkten'?(WG 9)

Clearly, for the membersof the ViennaGroup the sourcesmentionedaboveactedas

stimuli for theworksthattheywould produce.TheGroupmemberssawthemselvesas

taking up the last threadsof a tradition which they had missedout on andwishedto

continue.As is evidentfrom the previoussection,this traditionwasvery muchat odds

with theoneespousedby thestateauthoritiesat thetime. Riihm revealsthathehimself

19 Okopenkois anxiousto clarify thatalthoughthe ViennaGrouphas becomesynonymouswith "die
Moderne" in Austria, there was more to the Austrian avant-gardeof the 19505. Borrowing a
geologicaltenD, he refersto the Wiener Gmppeas "die vierte Formation" (6). He identifies three
earlier''formations'',including the groupof authorsaroundOtto Basil'sjournal �P�I�~ thoseinvolved
in the journal NeueWege,with EdgarJene'sandMax HOlzer'sSurrealistischePublikationen,Hans
Weigel'sStimmender Gegenwan.Okopenko'sown journal publikationenand the circle of writers
around HermannHakel(1-14).
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was most interested in the Constructivists, while Artmann preferred Black

Romanticismand Surrealism,the latter being the movementwhich enjoyedgreatest

popularity in the artclub and provided"wertvolles material" (WG 9) for the Wiener

Gruppe.

When writing of the Vienna Group'sactivities, both Riihm and Oswald Wiener

makereferenceto the earliermovementsto which the Groupwasdrawn. In his essay

entitled"das'literarischecabaret'derwienergruppe"(WG 401-418),Wienerexplains

why the Group chose"literarischescabaret" as the title for its performanceof 6

December1958:

diskussionen gab es urn den namen unserer veranstaltung. wir
entschiedenuns fUr 'literarisches cabaret' aus sentimentalenwie
praktischengrtinden;eserionertean zOrich im erstenweltkrieg und gab
uberdiespotentiellenbesuchemein gefiihl von qualtinger,der zu dieser
zeit in wien mit seinem'brett'l vor demkopf etc. grossenerfolg hatte,
undweiterswurdedernamedemnummeraufbauunserersoireegerecht.
'literarisch'hiesses,urn unsebenvon qualtingerscrewzu distanzieren.
.. (WG404io

With his referenceto ZUrich, Wienerclearly meansthe "CabaretVoltaire", formed by

Dadaiststhere in Februaryof 1916 as a centrefor artistic entertainment.However,

commentsby both Wiener and Riihm make it clear that the Vienna Group, while

stronglyinfluencedby movementssuchasDadaismandSurrealism,in no way sawits

endeavoursasmerereplicationsof the activitiesandworks of thesepredecessors,but

wasanxious,while drawingon·suchsourcesfor inspiration,to achievesomethingnew

andoriginal. In theessaymentionedaboveWienerdescribeshow heandRUhmtired of

thesesourcesof inspiration:

20 Here, Wiener is referring to the cabarettistHelmut Qualtinger, whom Schwarzdescribesas a
"moral philosopher".His brilliantly satiricalcharactersTravnicekandHerr Karl embodytheailments
of the SecondRepublic, in particular "Austria's unresolvedrelationship to the Fascist past". In
Schwarz'sview, Herr Karl "representsa high point of post-war literature, the culmination of the
Austrianversionof Vergangenheitsbewaltigungor coming-to-terms-with-the-past"(119).
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1958hattensichunserequeUensoziemlicherschopft... unserstudium
desexpressionismusunddesdadaismusresultierte- jedenfallswasmich
betrifR - in langeweileund iiberfiitterung. besondersriihm hattesich da
ein wissenerworben,daseinemfachgelehrtenalle ehregemachthatte,
aberer beganndie sachefur tot zu halten,und ich hattedeneindruck,
er bemiihesichimmerbewusster;diesenhintergrundabzubauen.
(WG402)

Riihm describes how the Group discovered spoken language and the surreal

figurativeness of dialect: ceder differenziertere klang gesprochenersprache, der

umgangssprache,wurde entdeckt,die transformationendes dialekts, seine 'surreale'

bildlichkeit, etwa wenn man redensartenwOrtlich nimmt" (WG 13). While

acknowledgingherethe Group'sdebt to Surrealism,he goeson to point out that the

potential surreal quality of dialect was something which the Surrealists had

overlooked:

der surrealismus,der sich stetsauf das unterbewussteberuft, hat die
nicht unwesentlichetatsacheiibersehen,dassder dialekt in unserem
"taglichen" denken unddaherauch in unseremunterbewusstseineine
eminenterolle spielt. seinewirklichkeitsnaheund unmittelbarkeitdes
ausdrucksschliesslichlasstdie chance,durchneuegegeniiberstellungen
der worte eine verfremdungund damit eine neuwertungderselbenzu
erzielen,besondershoch erscheinen.so glaubenwir, dem dialekt ganz
neueseitenabzugewinnen.(WG2oi1

This points,on thepartof theViennaGroup,to theachievement,by newmeans,of an

end similar to that of the Surrealists:namely, the breakingdown or making strange

21 While Artmann'sdialectpoetryendearedhim to the Viennesepublic, someof whom, hecomplains
in a conversationwith WendelinSchmidt-Denglerandothermembersof the WienerGruppe,still ask
him, "Wann schreibenSiewiedereinmalso was Liebes?"(Fuchsand Wischenbart27), thesepoems
are, in a different way, just ascritical of the post-WorldWar 2 Vienneseas Qualtinger'sHerr Karl,
emphasisingastheydo "thecruelty, thesadism,thedemonism,thecynicalbrutality anda dozenother
propensities"of the lower middle classof Vienna ". . . which history has recordedbut which the
legendrefusesto acknowledge"(Schwarz118). In the conversationmentionedabove,Rilhm refersto
the"reicheTraditionauchdes BOsenund auchdes formal sehrEigenartigen"of Viennesedialectand
its usein nineteenth-century"WienerVolkstheater" (FuchsandWischenbart20). Therefore,by using
dialectin their works the membersof the ViennaGroupweredrawingonanolderAustriantradition.
The influenceof VienneseVolkstheateron Bayer'sdramatictexts is examinedin Chapter3 of this
thesis.
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("vernemdung")of the usual structuresof the world in order to recomposethem

("neuwertung")on anotherlevel.

It is clear from the above evidencethat the membersof the Wiener Gruppe

identified themselvesto a largeextentwith precedingexperimentalmovementsin art

and literature. It is also clear, however, that they saw themselvesas taking up, in

Riihm'swords,the"endpunkte"of this experimentaltradition,not in orderto repeatit,

but to continueandadvanceit. I now wish to outlinethe similar setsof circumstances

surroundingtheorigin ofDadaismandSurrealismandtheViennaGroup.

1.3.1 Historicalandculturalbackground

All threegroupsof artistsemergedin the shadowof the World Wars: Dadaism,

which startedin ZUrich in 1916, becamepopularin Parisimmediatelyafter the First

World War, andby 1921 hadbeensubsumedby Surrealism,while themembersof the

WienerGruppebegantheir activities in the post-WorldWar 2 Austria of the 1950s.

The threegroupsfaced similar political and cultural climates.After the First World

War, Europestoodin the shadowof dramaticevents,its populationhavingwitnessed

extreme devastationover which it had no control. There was an atmosphereof

widespreadincomprehensionas peopletried to cometo termswith the fact that the

valuesthey hadbelievedto be absolutehadbeenoverturnedby the war. The Dadaist

andSurrealistmovementsemergedin an attemptby artiststo reflect in someway the

radical changeswhich the Europeanconsciousnessand society had undergone,and

which left a world in which nothingwas thesameasit had been.Dadaismin particular

wasa movementof protestagainstthe senselessnessof the war and againsta society
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which had allowedit to happen.This promptedDadaiststo rejectthepastsoasto start

anew.

In post-WorldWar 2 Austria, the Vienna Group raiseda similar voice of protest

againstthe statusquo. The reactionaryandrestorativemoodthat held swayin Austria

in the 1950shasbeendescribedin the precedingsectionandit wasagainstthis mood

that the membersof the Wiener GruppereVOlted, settingthemselvesapart from the

traditional, conservative,provincial literaturefosteredby the state,and engagingwith

the Establishmentin what Kurt Strassercalls a "Kulturkarnpf' ("Die Kunst" 18), a

battlewhich calledfor extrememeasuresif the mighty Establishmentwereto feel any

oftheblowsdealtby theminnowsoftheViennaGroup:

Die protestierendenAutoren griffen zu recht drastischenFormendes
Protestes.In der Literatur sprachman schamlosvon "scheissenund
bronzen" (Bayer und Ruhm WG S. 298 t). Bekannt ist, daB Oswald
Wiener in der Aula der Wiener Universitat seineNotdurft verrichtete
etc.. Letzten Endes ging der Kampf mit einer Niederlage des
Establishments aus . . . Der monolithische Charakter des
asterreichischenNachkriegsliteraturbetriebeswurdeaufgebrochen.
Siegergabesin diesemKampfDicht; die WienerGruppelastesich auf;
KonradBayerstarb.("Die Kunst" 19)

As Strasserpoints out, the membersof the Vienna Group were not only protesting

againsta provincial "Literaturbetrieb",but also againstthe societythat had produced

it, a society that did not take kindly to the new literature producedby the Group,

which offendedthe "Austrian idea" and the Habsburgmyth being propagatedby the

stateandthreatenedto rock the foundationsof the new, carefully-constructedAustria.

The extentto which the averageAustriantook offenceat this literatureis clear from

RUhm'saccountof the audience'sreactionto a readingby Artmann, Achleitner and

RUhm himselfon 9 December1959from hosnrosnbaa,their hardhittingcollectionof

poemsin dialect:
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derspiesserfuhlte sichhier tatsachlichaufseinwienerschnitzelgetreten
und reagiertedementsprechendbeleidigt. fur einen vortragsabend(9.
12. 59) wurde ein beliebter burgschauspieler,der komiker richard
eybner, gewonnen,gemeinsammit den autoren·im mozartsaaldes
konzerthauses(zyklus 'die beriihmte stimme')aus 'hosnrosn baa' zu
lesen.solangeeybnerdie unverfangiicherengedichtevortrug, ging noch
allesgut, dochals die reihean uns kam, entstandim publikum unrohe,
die sich zu einem kleinen pfeitkonzert und rufen wie "in die
gaskammer", "kulturschande" steigerte, einige besucherverliessen
emportdenentheiligtensaal.(WG 30)

This reactioncharacterisesthe rejection,outrageandoften ridicule which moreoften

thannot met the ViennaGroup'svariousendeavours.Due to the radicalnatureof its

literature,the WienerGruppefound itself in a moreandmoreisolatedposition,which

themembersof theGroupperceivedto betheresultof thecontinuationof the

'''gesunde'kulturpolitik" promotedby the Nazis against"entartetekuost" (WG 7).

Thus,while "NS-belasteteAutoren" suchasBillinger, Mell, Nabl andSchreyvogelhad

their work publishedwithout controversyin Wort in der Zeit, the literary journal

subsidisedby the Ministry for Education,the publicationin 1964of works by Riihm

and Bayer was met with what Ruhm and Wiener call a "sturm der entriistung"

(AchleitnerandFetz32). ThepoetryeditorofNeueWegelosthisjob whenin 1957he

tried to feature the Vienna Group (Schmid-Bortenschlager121). In 1958 Doderer

resignedbis positionaseditorof the cultural sectionof the"Kurier" newspaperout of

protestafter the paperforbadehim to publish works by the Group. The concerted

effort of theEstablishmentto quashall attemptsby theGroupto gaina wider audience

for its work led to increasedfrustrationamongits members:

eine gewisseunrohe machtesich bemerkbar.eine fast beklemmende
ungedulddariiber, noch in wien festzusitzen;zumindestbei bayerund
mir. artmann hatte osterreich 1960 verlassen.wir fiihlten uns hier
abgeschnitten,auf verlorenemposten.von einigenwenigenabdrucken
in zeitschriften und deutschenanthologien abgesehen,haufen sich
unsereunpubliziertenmanuskriptein der schublade.wir haben bier
keine chance. rundfunk, fernsehen, verlagswesenbeherrscht ein
arroganter provinzialismus. "avantgardisten" sind von vornherein
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suspekt,die sollendochgleich ins auslandgehen,in Osterreichbrauch
rnadesned. (WG 33)22

Thus, Dadaism, its successorSurrealism,and the Vienna Group sharea voice of .

protest,a revolt againstthe statusquo and a rejectionof the past. Justas in the first

DadaistmanifestoRichardHuelsenbeckdemanded"die ZertIiimmerungder deutschen

Kultur-Ideologie" (Erdelyi 233), it could be said that in 1950sAustria the Wiener

Gruppe demandedthe smashingto pieces of the "Osterreich-Ideologie" and the

cultural policy thatwentwith it, a demandsymbolisedby the"Klavierzertriimmerung"

of the Group'ssecondliterary cabaretwhich Fetz describesasan"Attackegegendas

starre,konservativ-burgerlicheKulturverstlndnis"(AchleitnerandFetz10).

It is in the joint undertakingsand performancesof the movementsthat the group

dynamic,suchanintrinsic partof their endeavours,canbe bestseenat work. Someof

theseundertakingsandperformancesaretreatedin thefollowing section.

1.3.2 Activities andperformances

Similar patternscanbeidentifiedin theactivitiesandlife cyclesofDadaismandthe

Wiener Gruppe. Both consistedof individuals who supportedeach other in an

experimentalapproachto literature in the face of outsideopposition.Both enjoyed

intenseperiodsofproductivitywhich wereto befollowed by theeventualbreaking-up

of the groups, and both groups of writers met with rejection and ridicule, their

contributionto twentieth-centuryliteraturebeingacknowledgedonly muchlater.Both

22 In their 1970 protestagainstthe treatmentof experimentalartists and themselvesin particular,
Rilhm and Wienerchronicleyearby yeartheir rejectionandridicule at thehands of Austriancultural
officialdom andobjectto its attemptto reclaimtheseartistswhich it forced into exile "filr denmhm
derkulturpolitik ihrer 'heimat' " (Achleitnerand Fetz33).
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initially met in cafesand cellars, placessuited to the "underground"natureof their

activities, and both loved to perform and hold demonstrationsin order to gain the

attentionof thepublic.

The performancesof the Dadaistsin the CabaretVoltaire lasteduntil the early

hoursand often led to friction with the police and neighbours,somethingwhich can

alsobesaidof theWienerGruppe'sperformances.Eveningsat the"CabaretVoltaire"

consistedof a mixture of cabaretsongsand dramaticreadingsof plays, novels and

poems,a programmevery similar to thatof theViennaGroup's"literarischecabarets".

While the Wiener Gruppeintendedwith these"cabarets"to provoketheir audiences

into reflectionandpossiblya new awarenessof languageandtheworld aroundthem-

"habenwir vor, unserpublikumzu erziehen,danndam,seinenwahrnehmungskreiszu

erweitem" (WG 419) - the Dadaists had taken this idea further by holding

"provocation-demonstrations",during which they provokedthe audienceby jangling

keys for hours and bangingon tin cans. Like the demonstrationsof the Dadaists,

performancesby the Vienna Group were rarely free from controversyand Riihm

describeshow the Group'sfirst public appearanceon 20 June1957 almostendedin

violence:

wir brachteneinen querschnittdurch unserebisherigearbeit - einzel­
und simultanlesungen,tonbanderund projektionen, eingestreutauch
theoretisches., bis wir durch den nicht mehr zu iiberhorendeneintritt
der sperrstundeurn mitternacht(dasprogrammlief ohnepausedurch)
zu einemendekommenmussten.im zuschauerraumgirte esund war
mehrmalsamrandeeinerschUigerei.(WG 25)

While not going to quite the sameextremesas the Dadaistsin their provocation­

demonstrations,the ViennaGroup employedsimilar provocativetactics. In his essay

on the Group'stwo literary cabarets,OswaldWienerdescribeshow they ensuredthe

audience'sattention:
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well wir meinten,das publikumvon zeit zu zeit wieder in trah bringen
zu mussen,dachtenwir an eine 'erregungder aufmerksamkeit'.wir
stiirmtenalle miteinanderdie buhneundversuchtensoviellannwie nur
irgend moglich zu erzeugen.wir arbeitetenmit schreien("achtung!!"),
trillerpfeifen, trompetenstossen,getrampelund gekreisch.eswar nicht
viel schlechter als die urspIiinglich in erwagung gezogenen
presslufthammerundsirenengewesenwaren,allezuschauerstarrtenauf
diebuhne.schlafererwachten.(WG 409)23

Both Dadaistsand the Wiener Gruppe alike wanted not only to provoke their

immediateaudiences withtheir artistic activities,but also hopedthat this provocation

would spill out onto societyat large. This desireand the radical, anti-establishment

flavour ofbothgroupsled themto meddlein a minor way in political affairs. It should

benoted,however,thatsuchinvolvementin politicstook secondplaceto bothgroups'

artisticactivities.

Both protestedagainst war, the Vienna Group through Artmann's manifesto

againstAustrianrearmamentin 1955,in which thefollowing linesappear:

wir protestierenmit allemnachdruck
gegendasmakabrekasperltheater
welchesbei wiedereinfiihrungeiner
wie auchimmergeartetenwehrmacht
aufosterreichischemboden
zurauffiihrunggelangenwOrde...
(WG 18)

Dadaists,someof whom had experiencedwar first hand, raiseda similarly outraged

voiceagainstmilitary activity through,amongstothers,GeorgeGrosz,who mercilessly

satirised and caricaturedthe military and assumedthe role of "Propagandada",

distributinghis notoriousstickerslogansall overBerlin.

FurtherevidenceofDadaism's interestin political affairsis to befound in theBerlin

23 RUhm and Wiener point out that the Vienna Group's literary cabaretsconstitutedthe first two
Happeningsin Europe,precededonly by thoseof the Gutai group in Japan,of which the Vienna
Grouphad no knowledgeat thetime (Achleitnerand Fetz31).
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Dadaists'supportfor the Spartacistrevolutionof 1918andthe preoccupationof their

publication Der Dada with social revolution. One edition of Der Dacia featured a

manifesto by Richard Huelsenbeckand Raoul Hausmannthat contained serious

demandsfor revolutionarysocialreforms,alongwith suggestionsfor makingtheworld

moreDadaist,·suchas,for example,theestablishmentof the simultaneouspoemasthe

"Communist state prayer" and the use of churches for Dadaist performances

(Grossman71). This calls to mind the WienerGruppe'splansto stagea coup d'etat

with the help of the rebellious"Halbstarken",who werecausingthe authoritiesmuch

concernat the time. Their aim wasto oust"die saturierte,nochvon dernaziideologie

verseuchtealteregeneration"andreplaceit with a "diktatur der progressivenjugend"

(WG 16). Plansweremadeto takecommandof the pressandradio andto permeate

societywith theliteratureof theWienerGruppe:

leuchtreklamensollten Dicht mehr der werbung dienen, sondem
rhythmische 'konstellationen' blinken, kilometersteine semantische
signale tragen, die sich beim vorbeifahren zu einem weitraumigen
textgebilde zusammenfiigen, dusenjager sollten 'laut- und
wortgestaltungen'in den himmel zeichnen. wiener war bereit, das
gesamteerziehungswesentotal zu reformieren.bei unswarea1lesnach
zweck-und profitfreien, asthetischengesichtspunktengegangen.da uns
alle institutionen hofthungslosreaktionarerschienen,hatten sich die
umwaIzendenaktionengegenso gut wie aIles bestehendezu richten.
(WG 17)

However, for both groupstheir artistic endeavourswere, in the final analysis,more

importantthan any political activities. This is confirmedby Riihm, who saysof the

ViennaGroup'splansdescribedabove:"uns gefiel diesevorstellungso gut, dass wir,

schonim hinblick auf die fadeorganisationsarbeit,garDicht mehrdarandachten,sie in

die tat umzusetzen(was utopischwar). die vorstellung war uns immer schon ein

ziemlich vollwertiger ersatzfUr den nachttopf... die verwirklichung einer idee war

unsoft als ihre reproduktionlangweilig..." (WG 17).
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1.3.3 Theoriesaboutart

Emergingas they did out of similar climates, it is not surprisingthat Dadaists,

SurrealistsandtheViennaGroupsharedacommonattitudeto art, believingthat it had

to be reinventedto reflect the new world where nothing was as it had been. In

Malcolm Cowley's words about Dadaism:"Here were new subjectswaiting to be

described,machinery,massacre,skyscrapers,urinals, homosexuality,revolution - for

Dada nothing could be too commonplaceor novel, too cruel or shocking, to be

celebratedby thewriter in his own fashion" (qtd. in Grossman116). This attitudeto

art was sharedby the membersof the Vienna Group, as is clear from RUhm's

descriptionof their earlydaystogether:"gemeinsameswurdesichtbar:eineprogressiv

radikale einstellungzur kunst, die uns von ausgetretenenwegenwegfiihrte. fUr die

anderenIiteratengingenwir entschieden'zu weit' ... nun standaIleszur verfiigung,

unsergeschmackhattediewahl. wienerund ich erklartenaIlesmoglichefUr Iiteratur..

. der schockwird als unmittelbarstereindmckin die kunst eingefiihrt" (WG 12-14).

Dadaists,Surrealistsandmembersof theViennaGroupalike shareda radicaldesireto

shock,to pushart and literatureto their limits andtakethemfurther than othershad

ever done. From this it becomesclear that all three groupswere also devotedto

experimentsandinvestigations.

In the threegroups'theoriescommongroundcanalso be found. All wereof the

belief that the writing of literature was not somethingsacred, reservedfor the

extremelytalentedchosenfew, but thatanyonecouldbeapoet.TristanTzara,theself­

proclaimedleaderoftheinternationalDadaistmovement,statedthefollowing in 1931:

"It is perfectlyevidenttodaythat onecanbeapoetwithout havingeverwritten a line"

(qtd. in Grossman21). The samesentimentis echoedin H. C. Artmann's"acht­

punkte-proklamationdes poetischenaetes" of 1953: "es gibt einen satz, der
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unangreitbarist, nimlich der, dassmandichtersein kann, ohneauchirgendjemalsein

wort geschriebenodergesprochenzu haben"(WG 9-10).ForDadaistsandSurrealists,

poetrywasmorethana way of communicatingthoughtsandemotions.It was,rather,

a way of life, that reflectedtheveryexistenceof its creator- to quoteTzaraagain:". .

. we repudiatedall distinctionsbetweenlife and poetry, our poetrywasa mannerof

living" (qtd. in Grossman151). Artmann's"acht-punkte-proldamationdespoetischen

actes"stressesthat to be a poetit is not necessaryto producepoetryin written form.

More importantis the desire"poetischhandelnzu wollen" (WG 10). Poetryis thus

regardedas a certain way of thinking and living. Points 2 and 7 of Artmann's

proclamationupholdthepurity of thepoeticact,which shouldnot becontaminatedby

personalambition:

2) derpoetischeactist dichtungum derreinendichtungwillen. er ist
reinedichtungundfrei vonaIlerambitionnachanerkennung,lob
oderkritik . . .

7) derpoetischeactist materiellvollkommenwertlosundbirgt deshalb
von vomhereinmedenbazillusderprostitution.seinelautere
vollbringungist schlechthinedel.(WG 10)

Surrealistsweresimilarly warnedto turn awayfrom thetemptationto abuseSurrealism

for their own gain or with intention of publication, for fear that this might warp or

compromisethepurity of themessage(Carrouges138-139).

In their art Dadaistsand Surrealistselevatedthe freedomof the individual above

anythingelse,andrevoltedagainstany externalauthority that might interferewith it.

This wasa reactionagainstthe lossof freedomexperiencedduring thewar, when,for

example,conscriptionforcedyoungmento fight for theircountry,andpeoplefelt shut

into a systemover which they had no control. A blossomingof individualism took

placein art asartistsreactedagainstthis senseof having been treatedlike cogsin a

machine.A lack of trust in the authoritiesandthe systemthat hadculminatedin such
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destructionanddevastationresultedin a turningto theselffor newpossibilities.As has

been illustrated, in the 1950sin Austria the membersof the Wiener Gruppe were

confronted with a climate and society that allowed the experimentalartist little

opportunityfor self-expression,somethingwhichwasat oddswith theViennaGroup's

lifestyle and literature,wherethe individual was all-important.RUhm'sdescriptionof

the Group'sfirst poetic demonstration- "une soireeaux amantsfunebres"- retIects

this situationwell:

bezeichnendan dieser(ersten)manifestationwar . . . der protestgegen
daskonventionelle,anonyme,normative,der sichjedochwenigerdurch
eine aggressionnach aussen,als mehr durch ein subjektiv bedingtes
anders-,eigenseinausdriickte,provoziertdurchdasbelastendeargernis,
dasmanschondurchdie kleinste abweichungvom ublichenhervorrief.
(WG l1i4

The historical and cultural backgroundout of which Dadaism,Surrealismand the

WienerGruppewereborn andtheir attitudesto andtheoriesaboutart outlinedabove

had significant consequencesfor the way in which thesegroupsof writers produced

their texts. The next section attemptsan overview of the three groups' various

methodsoftext production.

24 Wolfgang Kos describessuch "poetic acts" as gesturesof "selbstinszeniertenAuBenseitertums"
(Jagschitzand Mulley 180). Pfoser-Schewigand Weyrer note that becauseof its spontaneousand
fleeting naturethepoeticact consciouslyresiststhedemandof whatthey call"normativePoetik" that
art shouldhavea lastingvalue (Jagschitzand Mulley 288), while Fuchspoints out that the Wiener
Grnppe'sremovalof artistic productionfrom the "Schreibstube"onto the street,asa consequenceof
the beliefthat the writing of literatureis a way of life, canbe regardedasa deliberateprovocationof
theprevailingbourgeoisattitudeto art (169).
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1.3.4 Experimentswith languageandtext production

As outlined above, central to Dadaism was its break with the past and the

destructionof the old order.Dadaistsrejectedall links with this old orderandoneof

their journalsboreon its covertheDescartesquote:"I don't evenwant to know that

thereweremenbeforeme" (Grossman166). Their breakwith the pastdemandedthe

overthrowing of all previous aesthetic conventions in favour of new forms of

representation.Thus,all formsofpunctuation,includingtheuseofcapitalletters,were

systematicallydone away with, and typography was violently disjointed. Tzara

challengedhis followers to brushasidethe very foundationsof society- morality, art,

religion andthefamily andto destroyeverylast traceof history. He attackedthebasic

conceptsof his society,including languageandlogic. In his "manifestedada"of 1918,

Tzaraclaims that logic is alwayswrong and kills independencewith its chains: ''La

logique est une complication. La logique est toujours fausse.Elle tire les fils des

notions,paroles,dansleur exterieurfonnel, versdesbouts,descentresillusoires. Ses

chainestuent,myriapodeenormeasphyxiantl'independance"(31).

Surrealism,anoutgrowthofDadaism,likewisecondemnedall art that reflectedthe

notion that everything was logical, rational, and in harmony with the universe.

Surrealistspreferred to entrust the freedom of the individual to dreamsand the

subconscious.Like Dadaists,they believedthe task of poetry was to break normal,

logical thought patternsand crush habitual ways of thinking and feeling. Unlike

Dadaists,however,their destructionhadasits purposeconstructionor reconstruction.

Bothmovementswereintentoncapturinglife's essentialspontaneitybeforeit couldbe

frozeninto rationalform, becausetheyfelt it would thusberepresentedmoretruly.

Theanti-reason,anti-logicstanceof theDadaistsandSurrealists,andtheir rejection

of thepastled, by necessity,to thecreationofnewformsof language,which werenot
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"tainted"by logic or by thepastwith which theyweresodisillusioned.Therefollowed

in the works of Dadaistsand Surrealistsa consciousrule-breakingand a playfulness

that thumbed its nose at conventional languagewith its constricting forms. The

membersof theViennaGroupalsodespisedthefixed natureof conventionallanguage

and saw, for example,in spokenlanguageand dialect the opportunity to avoid its

confiningrestraints:

wir habenden dialekt fUr die modernedichtungentdeckt.was uns am
dialekt interessiert,ist vor allem sein lautlicherreichtum(besondersim
wienerischen),der fUr jedeaussagedie typischennuancenfindet. selbst
ein einziges wort kann in verschiedenentonungen auftreten, also
individualisiert sein (wir versuchendies, soweit es mit 26 buchstaben
mog1ichist, durch eine phonetischeschreibungdarzustellen),wahrend
in der "schriftsprache"- der dialekt ist eine "gesprochenesprache"­
jedeswort objektiviertundstarrerscheint... (WG 20)

Just as the Dadaists and Surrealistsrebelled against the traditional hierarchy of

meanings,believing that anythjng can be the subjectof a poem, for example, the

membersof theViennaGroupadopteda similar attitude(WG 13). For all threegroups

of artists form, along with the creation of new forms of expression,was more

importantthan thematiccontent.Ruhmwrites of "die starkebetonungdesformalen"

(WG 23) with referenceto theViennaGroup'sworks, anothercharacteristicthey had

in commonwith thoseofDadaismandSurrealism,andwhich is reflectedin theuseof

similar techniquesoftext productiondiscussedbelow.25

Dadaistswanted,in thewordsofHugo Ball, to "renouncethe languagedevastated

. and made impossible by journalism" and wished poems to "discard languageas

paintinghaddiscardedtheobject"(qtd. in Grossman117). This desirefor poetryto go

beyondwordsresultedin variousexperiments,includingthe"Lautgedicht"or sound

2S Fora moredetailedcomparativestudyof the linguistic::experiments ofDadaistsand the Wiener
Gruppe,seeDrosch125-83.
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poem. Other experimentsinclude, for example,in the poemsof Tristan Tzara and

FrancisPicabia,the ''wordsin a hat" approachwhich relinquishedthepoet'spowerto

manipulatelanguage.The newspaper-clippingmethodinvolved cutting words out of

newspapers,picking themat randomfrom a bagandcopyingconscientiouslythe text

that thu:semerged.This juxtapositionofunrelatedwordsto createverbalcollageswas

anattemptto destroytraditionallanguage,undermineits hierarchyofvaluesandput an

endto theresultantconventionalformsoforder.

Surrealists invented similar automatic techniquesof expression, the aim of

surrealismbeing, accordingto Breton in his definition of it in his Manifestcs du

surrealisme,to expresspure thought, freed of all controls'imposedby reasonand by

moral andsocialprejudices:"SURREALISME, n. m. Automatismepsychiquepur par

lequel on se proposed'exprimer,soit verbalement,soit par ecrit, soit de toute autre

maniere,Ie fonctionnementreelde la pensee.Dicteede la pens6e,en I'absencedetout

controleexercepar la raison,endehorsde toutepreoccupationesthetiqueou morale"

(36). OneSurrealisttechniqueaimedat the expressionof purethoughtwasautomatic

writing, a processdescribedas follows by Breton: "Faites-vousapporterde quoi

ecrire,apresvousetreetabli enun lieu aussifavorablequepossibleala concentration

de votre esprit sur lui-meme. . . Ecrivezvite sanssujet �p�r�e�c�o�n�~ assezvite pour ne

pas retenir et ne pas etre tente de VOllS refire" (41). Here, Breton advisesthat to

practiseautomaticwriting oneshouldsettlein a placeasconduciveaspossibleto the

turning inward of the mind upon itself: write quickly and without any preconceived

subject,soquickly asnot to retainor betemptedto rereadwhatonewrites.

Suchexperimentsformed someof the "endpunkte"to which Riihm referred(WG

9) and which the membersof the Wiener Gruppetook as their startingpoints. They

too experimentedwith language'- Oswald Wiener calls them "sprachingenieurs,



sprachpragmatiker"(WG 401) - theytoo setno limits onwhatcould beusedto create

literature.Like Dadaists,Riihm experimentedwith soundpoen-y26and createdpoetic

collagesout of words found in crosswordpuzzlesand on blotting paper. With his

"konstellationen",which hedescribesasfollows, healsotried to free wordsfrom their

conventionalassociations:"anfang1954hatteich begonnen,'konstellationen'(wie sie

spatergenanntwurden) mit isolierten begriffen zu machen. eine art "punktueller"

dichtung,in derdie einzelnenwOrtereigenstindigkeitgewannen"(WG 14).

"der methodischeinventionismus",a montagetechniquediscoveredby the Vienna

Group which employedmathematicalformulae,canbe likenedto the Dadaist"words

in a hat" approach,in that both enableall to write poetry - in keeping with both

groups'beliefthatanyonecouldbea poet- andresultin the relinquishingofconscious

control on the part of the poet, who allows the laws of chanceto replacehim. Riihm

describesthis techniqueasfollows, acknowledgingits debtto Surrealism:

der "inventionisrnus"wurde entwickelt, eine art systematisierungder
alogischenbegriffsfolgendesradikalensurrealisrnus- wie desvon UDS

besonders verehrten benjamin peret. m081ichst dissoziierte
begriffsgruppenwerdenvon einerarithmetischenreihe(am beliebtesten
war die fibonacci-reihe)permutativgeorOOet.das sprachlichematerial
sollte auf dieseweiseausdem kausalenbegfiffszusanunenhangin eine
art semantischen schwebezustand gebracht werden, auf
"mechanischem"wegeuberraschendewortfolgenund bilder erzeugen.
(SW 11)

Riihm alsocalls this methodofproducingliterature"einemethodischehervorbringung

von literatur, die es jedem ermOglichen sallte, zu dichten . . . dichtung als

gebrauchsanweisung"(WG 14) and Bayer describesit as "dichtung als volkssport"

(SW 718). Justas Surrealistsrejectedall forms of mediation,and aimedwith psychic

automatismfor the dictationof thoughtwithout the control of themind, the members

26 Alfred Dopplerhighlightssimilaritiesbetween the soundpoems ofHugoBall, PaulScheerbartand
Kurt Schwittersand thoseof GerhardRiihm (61-63).
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of the Wiener Gruppefavouredspontaneityand rejectedmediation.This is evident

from Artmann's"acht-punkte-proklamationdespoetischenactes",which stressesthe

improvised, irrational natureof the poetic act: "die alogischegesteselbstkann zu

einemactausgezeichneterschonheit,ja zumgedichterhobenwerden... derpoetische

act ist jene dichtung, die jedewiedergabeauszweiterhandablehnt,dasheisst,jede

vermittlungdurch sprache,musik oderschrift . . . der poetischeact ist starkbewusst

extemporiert"(WG 10).27

Like the DadaistsandSurrealistsbeforethem,themembersof the WienerGruppe

enjoyedworking togetheron collaborativeworks, andjust as their predecessorshad

usedcollage for this purpose,the membersof the Vienna Group usedmontage,a

techniquethey found particularlysuitablefor groupwork andwhoseplayful element

also brought the group closertogether.28 ROhm gives an interestingaccountof the

process:

1956entstandendie erstengemeinschaftsarbeiten.artmannstobertein
seinen grammatiken herum (worterbOcher und fremdsprachige
grammatikengehortenzu seinerIieblingslektiire), kramteein 'lehrbuch
derbohmischensprache'einesgewissenterebelskiausdemjahre1853
hervor(oderwar esbayer?),in demsicheinesammlungeinfachersatze
fand, die dem durch den inventionismusgeschultenblick in ihrer
willlctirlichen aneinanderreihungals poetischeverfremdungenauffallen
mussten.artmannund bayerbegannendie reihung in diesemsinnezu
spezifizieren,wihlten aus, gruppiertenurn - die erste 'montage'war
fertig ... die entdeckerfreudefeuerteunszu weiterenmontagenan . . .
jeder brachtegeeignetesmaterial an (bevorzugtwaren anfangsaltere
konversationsbticher),wir spieltenunsaufeinanderein, warfenunsdie
satzewie ballezu. wenndanebenauchjederfur sichdenerschlossenen

27 It is somewhatdifficult to reconcilethis emphasison spontaneityand lackof �m�e�d�i�a�t�i�o�~ particularly
throughlanguage,with thefact that, from a purelypracticalpoint of view, Altmann'spoeticacts(for
example,"nne soireeaux amantsfunebres") must have, at least to someextent, beenplannedin
advance,andwith the fact that he, alongwith the othermembersof the Group,usedlanguage,albeit
with a varying degreeof scepticism,to give expressionto their art. This passionatedesireto reject
�'�~�e�d�e wiedergabeaus zweiter hand" was, nonetheless,a desiresharedby Bayer, and the paradox
implicit in a writer rejectingthe mediumthatheworkswith is a centralaspect of his work.
28 The fact that theseartists engagedin collaborativecreativeprocessessuch as demonstrations,
performances,collageandmontageis indicativeof their situationas minority groupsof like-minded
individualswho revoltedagainsttheculturalEstablishmentand who perhapsthoughtthat theirefforts
might makea greaterimpactifcombinedwith those ofothers.
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moglichkeitenweiter nachging,war geradedie montageeine technik,
die die gemeinschaftsarbeitbesondersbegiinstigte.(WG 22)29

AnnamariaDroschl, when comparingthe Dadaistcollageand the montageof the

Wiener Gruppe points out that centnil to both techniquesis the inclusion of real

elementsor "Realitatsfragmente"(28), suchaswood or glassfor theartist, andfor the

author, words or sentencesnot originally written for artistic purposesfrom, for

example,newspapers,signs or advertisements.This combinationof life and art, in

which the objectsor words are removedfrom their usual context, resultsin a clash

with the world picture that is normally consideredto be "reality". For the person

confrontedwith the collageor montagepartsof it are at the sametime familiar and

strange.In thecaseof themontage,readersrecognisefragmentsof it that form part of

their everydayreality. However, when removedfrom their everydaycontext, these

elementsno longer make senseand while understandingon a semanticlevel seems

possible, when readerstry to grasp the content of the text, they fail due to the

unknown word and sentence combinations whose individual elements are

understandable(Droschl32). Sincereadersare left with few pointsof referencefor a

conventionalunderstandingof the montage,other meansof interpretingthe text are

freed. Therefore, the developmentof such techniquesas collage and montage

correspondsto thedemandofDadaists,Surrealistsandthe ViennaGroupfor changes

in the readingor perceptionhabitsof the spectator/reader.When normal readingor

perceivingpatternsfail, the imagination is stimulatedas those confrontedwith the

work of art or literary text are forced to consider alternatives, not only for

understandingit but for looking at reality itself:

29 HarriettWattscomparestheViennaGroup'5 montagetechniqueto similar techniquesused by
Dadaists,Surrealistsand Constructivists(213-216).
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Droschlalsoinvestigateshow themontagesoftheWienerGruppedivergefrom the

collagesof the earliertraditions.An essentialdifferencebetweenDadaistcollagesand

the montagesof the Vienna Group is, in her estimation, that while Dadaists

relinquishedall controlof theauthorin favourof spontaneityandchance,themembers

of the ViennaGroup systematicallyconstructedtheir montages,rearrangingwhatever

pre-existingmaterialtheyhappenedto beworkingwith with a specificpurposein mind

- that of presentingfamiliar, readymadelanguagein varioussituations,in the hopeof

makingthe readerawareof the dangerofusinglanguagein anautomatic,unretleeted,

conventionalway (Droschl40-42).30Out of suchexperimentsdeveloped,accordingto

Ro.hm, "eine bewusstegemeinsameauseinandersetzungmit dem material sprache

o.berhaupt"(WG 23). Droschlclaimsthat it is the ViennaGroup'.studyof language

philosophyandits effectson their linguistic experimentsthatdifferentiatestheir works

from thoseofDadaism.Shepointsto their studyof WittgensteinandMauthnerandto

the developmentamong some of them of a "Sprachskepsis"directed not just at

conventionallanguage,but at all languageor languageas a mediumto supporther

beliefthat,while themembersoftheWienerGruppeadoptedsomeDadaistmethodsof

text production,they did so with different aims in mind (Droschl 51, 101-102, 106,

109).31Aware of the similaritiesbetweenthe ViennaGroup'smontagetechniqueand

30 The following commentsby Riihm seemto confinnDroschl'sassertion:"die bezeichnung'collage'
habenwir Ubrigens- als nur fi1r bildendekunst zutreffend('collagieren'heisst 'kleben') - in der
dichtungabgelehnt;auchwollten wir unsdurchdentenninus'montage',cler starkerdas konstnlktive
momentOOtont, unmissverstandlichvon cler mehr spielerischzufiUligen 'dada-collage'abgrenzen"
(SW 827). Riihm also speaks of "bewuBte auswahl und umgruppierung" and of the
"stimmungsgebendefunktion" of the montages' titles, which helped create "ein bestimmtes
assoziationsfeld"that gave banal sentencesa certain unreal quality and poetic transparency("zu
gemeinschaftsarbeiten"190, 194).He stressesthat, contraryto whatmanycritics think, the methodof
text constructionwas often not themostimportantconsideration,but that it was oftenjust a meansof
creatinga moodor atmosphere:"unseremethodikhatte alsoDie etwas mechanischformalistisches,sie
war Die selbstzweck,sondemstandimmer in bezugm einem thema im weiterensinn, zu eineridee"
("zu gemeinschaftsarbeiten"194).
31 Chapter3 of this thesisinvestigatesthe influenceof language philosophyonthe VleIlD8 Groupand
onBayerin particular.
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similar techniquesof its predecessors,Rillun is quick to point out that the Group's

techniquediffered, for example,from the oneusedby the DadaistJeanArp to create

the poemswhich hecalled"Arpaden":."irn unterschiedzu dendadaistischen'arpaden'

wurdevorgefundeneswortrnaterialnicht in eingedichteingesponnenoderals 'anreger'

verwendet,sondernganzesatzewurden als fertige bestandteilezueinanderin neue,

poetischebeziehung gesetzt; darnit stand praktisch das gesarnteschriftturn zur

verfiigung" (WG 22). Suchanobservationindicateson thepartofRiihrn anawareness

of traditionsthat precededthe WienerGruppe,but also a definite desireto point out

the fact that the Group's efforts were not merely slavish copies of the works of

previoustraditions,but aimedto usesuchtraditionsfor their ownnewdepartures.32

Instead of using a familiarity with precedingliterary movementsto help them

understandtheworksof theWienerGruppe,somecritics haveusedthe Group'sself-

acknowledgeddebtto suchmovementsto dismissthem,in onecommentator'swords,

as"groBmauligeStorenfriedeund Hochstaplerirn WindschattenDadas"(Steinlechner

70). Alfred Dopplermakesa similarobservation:

Artmann, Achleitner, Bayer, Riihrn und Wiener haben darauf
hingewiesen, daB sie sich durch die literarischen Techniken des
Expressionismus,desDadaismusund des Surrealismushabenanregen
lassen.Das war der literarischenKritik, die von dieserLiteratur nicht
viel mehralsdenNamenkannte,ein willkornrnenerAnlaB, die Autoren
der "Wiener Gruppe" als Nachahrnerund Nachlaufer einer lingst
"iiberwundenenStromung"zu kennzeichnen.(60)

It is my belief: however, that an understandingof similarities betweenthe Wiener

Gruppe,of which Bayer was an integral part, and someof its predecessorsbetter

equipsthe readerto approachBayer'stexts.Readinghis textsagainstthebackground

32 Fuchsarguesthat the ViennaGroup'sinnovations,coupledwith the fact that, in the contextof the
post-wartraditionalismdominantin 19505Austria, their receptionof earlieravant-gardemovements
canbe regardedas a "Neuentdeckung"(181), meansthat oneis justified in using the term "avant­
garde",and not"neo-avant-garde"whenreferringto it (180-181).
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ofpossibleinfluential traditionscanprovidethedisorientedreaderwith essentialpoints

of orientationwhich help illuminate Bayer'smethodsof text constructionand the

philosophybehindthem, as well as enablingthe readerto identify Bayer'sdeparture

from, andfurtherdevelopmentofthesetraditions.
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1.4 ReviewofCbapter1

The aim of this chapterwas to placeKonradBayerhistorically and artistically. It

beganby providing biographicalinformationaboutBayerand outlining the formation

oftheWienerGruppe.A historicalandculturaloverviewof post-World War2 Austria

outlined the circumstancessurrounding the formation of the Vienna Group and

revealedthat the SecondRepublicwas characterisedby a restorativeand reactionary

mood that madelife difficult for experimentalauthorssuch as the membersof the

Group.

Drawingon statementsfrom membersof the Group, I proceededto highlight their

consciousidentificationwith the precedingexperimentalmovementsof Dadaismand

Surrealism.In the sectionsthat followed I pointedout similaritiesbetweenthe Wiener

Gruppeandtheseearliermovements.Their historicalandculturaIbackgroundsproved

to bevery alike, all of thegroupsemergingin the shadowof thetwo World Warsand

sharingthe position of outsidersin an atmosphereof rejectionbecausetheir artistic

experimentsprovedto be too radical for the Establishment.A closegroup dYnamic,

intensiveperiodsof productivityfollowed by inevitablebreak-upsanda love of public

performanceand provocationwere shownto be commoncharacteristicsof the three

groupsof artists.Similar theoriesaboutart and literature,which wereno longerto be

regardedas the domain of an elite, also united thesegroups, who declaredthat

anythingcouldbethesubjectofapoemandthatanyonecouldbea poet. Suchtheories

and their rejectionof the pastand of conventionallanguageled Dadaists,Surrealists

andmembersof the WienerGruppeto experimentwith languageandmethodsof text
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production, experimentswhich included sound poetry, verbal collage, automatic

writing andmontage.

Thus,this chapterhasservedasan introductionto KonradBayerandhasprovided

points of orientationwhich will be referredto in later chapters.By placing Bayer's

literaturein a historical contextand by highlighting his involvementwith the Wiener

Gruppeand his debt �t�~ earlierexperimentalmovementsit was my intention to better

preparethe readerto engagewith Bayer'sdramatic texts. This engagementis the

concernofthenextchapter.
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Cbapter2

2.1 ReadingKonradBayer- an introductionto Bayer'sdramatictexts:der
analfabefJ -

An important point to emergefrom my introduction to Konrad Bayer and the

Wiener Gruppein Chapter1 was the preoccupationwith languageand experimental

methodsof text productionthat was centralto their literary pursuits.This promptsa

moredetailedinvestigationofBayer'sworksona textuallevel. A closestudyofoneof

Bayer'sdramatictexts would seemto offer the possibility of a concrete,hands-on

approachandseemslike a goodentrypoint into Bayer'stheatre.34 Sucha studyshould

highlight characteristicsof Bayer'sdramatictextswhich, in tum, may providea point

of departurefor further investigationsof a more interpretativenature.With the useof

scientific criteria from the field of text linguisticsI hopeto showthe extentto which

Bayer'sdramatictextsdepartfrom conventionalliterary textsandto identify features

which mayaid furtherexplorations.

Forthepurposeofthis analysisI havechosenthetext ofderanalfabet,writtenby

33 In the most recentedition of Bayer'sS!mtliche WerkeRUhm notesthe following aboutthe text's
title: "esgibt von diesemstUckmehreregeringfiigigvoneinanderabweichendeabschriften.einigesind
als 'der analfabet'dberschrieben,anderetragenden IAngerentitel 'der analfabettritt in mdeln und
einzelnaufI er i1berflUlt ausfldgler'.dadieserauchin einemwerkverzeichnissowiein bayersaufsatz
'hanscarl artmannunddie wienerdichtergroppe'aufscheint,babe ich mich nun- entgegenfr1lheren
ausgaben- fUr den lAngerentitel entschieden"(SW 765). For the sake of brevity, I will refer to the
text by its shortertitle.
34 Throughoutthis thesisI referto Bayer'sdramaticworks not as"plays" but as"textsfor the theatre"
or "dramatic texts", and describethosewho peoplethem not as "characters"but as "speakers"or
"figures". I favour suchtermsbecausethey acknowledgesomeof the distinctionsbetweenBayer's
texts and conventionalplays. Someof Bayer'sdramatictexts are hardly recognisableas such. For
examplein diskurstiber die hoffnung(1961), apartfrom the division of the text amongfour women
speakers,thereis no otheracknowledgementthat this is a text written for performance.Thereare no
stagedirections- the speakers'numbers,not namesareplacedbeforetheir lines. Eventhis sharingof
the text amongspeakersis dispensedwith in dersee(I) (1961)and the text is precededby the simple
instruction "von einem mann und einer frau zu sprechen".The use of the verb "sprechen" is
significant, becausein Bayer'stexts one doesnot encountercharactersin the traditional dramatic
sense,but rathervoicesor speakers.
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Bayer in 1956. I chosethis text firstly becauseits title seemedto hint at a language­

relatedcontentandalsobecauseof the fact that, asnotedin Ruhm's"Anmerkungen"

(SW 764-765),Bayer preparedit for performanceand publication. This makesit as

close to a "finished product" as any of Bayer's texts was ever likely to be. The

inclusionof the"beilagefur alle feindedesanalfabetismus"which, accordingto RUhm,

Bayerwrote for a plannedperformanceof der analfabetalsomakesthis text unique.It

is thustheideal text for sucha study.

My analysisof deranalfabetwill proceedas follows: it will beginwith a discussion

of the "beilage" and a detailed descriptionof the dramatic text itself: This will be

followed by ananalysisof the text usingcriteriafrom the field of text linguistics,after

which I will returnto the"beilage",with abetterunderstandingof thetext, to ascertain

its importance.My review of this chapterwill considerthevalueof suchan approach

to readingBayer'stextsandwill summarisethefindingsthatemergefrom it.
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2.2 "beilagefur aile feindedesanalfabetismus"

The dramatic text der analfabet consists of a "beilage fUr alle feinde des

analfabetismus"and seventeenclearly indicated scenes.The "beilage" servesas an

introductionto the scenesthat follow. It readsalmostlike a "Gebrauchsanweisung"or

"instructions for use" and its purpose is, presumably, to aid "alle feinde des

anaIfabetismus"in reading the text. The "beilage" is, relatively speaking,the most

accessiblepartof thetext andwarrantsvery closestudy, somethingwhich critics have

not grantedit to date. Commentatorsrefer to it, usually quoting partsof it without

systematicallyexaminingit andconsideringits implications.35

The"beilage"is for "aile feindedesanalfabetismus"and"hat seinenfreundennichts

zu bieten"(SW 148). Thus,alreadyin the openinglinesof his introductionto thetext,

Bayer divides his readershipinto friends and enemiesof "analfabetismus".He has

includedthe "beilage" for its enemies,who presumablyneedhelp in negotiatingthe

paths of analphabetismor maybe need to be persuadedof its merits. Only those

opposedto anaIphabetismneedto read on. This leavesthe careful readerwith the

question:"Am I an enemyor a friend of anaIphabetism?"It is a questionwhich at this

point cannot be answeredbecausethe reader does not yet know exactly what

"analfabetismus"meansin Bayer'sterms.

Bayernext informsthese"feinde" thateleven"figuren" changetheirpositions.This

sentencestandsalone,separatedfrom therestof thetext, andseemsto stateconcisely

3S This is true of Karlheinz Braun, for example,who does not evenpoint out that what he quotes
belongsnot to the main bodyof the dramatictext but to the "beilage" (19). Andre Bucherdescribes
the "beilage" as "[die] Reihevon verschachtelten�E�r�U�l�u�t�e�n�m�g�e�~ die der Autor dem Text beigelegt
hat" (141) and seemsto find it more of a confusinghindrancethan a help in understandingder
analfabet:"Man kOnntebier eineKonzeptionin der Art von Ri1hms 'neuemtheater'vermuten,eine
Mascbinerie,die die Gnmdelementedes Theaterskorreliert, doch im StUck selbst werden keine
weiterenAnweisungenin dieserRichtunggegeben"(142).
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the contentof the text. The choiceof elevenfigures, ratherthan an evendozen,may

suggestthatBayeris avoidingtheuseof even,nicely-balancedcombinationsof figures.

The fact that Bayer calls this a �p�~�p�u�l�a�r party gameis also significant. Party games

involving the changingof positionsusuallywork on the premisethat, with eachround

ofthegame,somebodyis left without a placeor a partner,is theoddoneout andso is

eliminated.The popular party gameof peoplechangingpositionsis, Bayer tells us,

what the following play is about, and not without sufficient reasons- "nicht ohne

hinreichendegriinde" (SW 148). This, we are told next, is an explanationand, to

emphasisethatpoint, it is repeated:36

diesesbeliebtegesellschaftsspielbeschaftigtnachfolgendesstUcknicht
ohnehinreichendegrunde.
dasist eineerkUirung.
nicht ohnehinreichendegrOnde.
dasist eineerklarung.(SW 148)

However, just when he has affirmed his "explanation" of the play, albeit without

elaboration,Bayerstatesthat, apartfrom this oneexplanation,thereareotherswhich

areequallyapplicableor appropriate:

dasist eineerkUirung.
anderesindebenfallszutreffend.(SW 148)

Having providedthe readec7 with what seemsto be an explanationof the text, Bayer

then makesit relative by throwing the text opento others.He goeson to make a

generalstatement aboutexplanationswhich calls into questiontheirveryvalidity: "alle

erklarungenbleibenmangelhaft;so lasseich esbei dieserbewenden"(SW 148). Since

36 I havettied throughoutthis thesisto maintain, wherepossible,the original typographyof Bayer's

texts.
37 I usethe tenn"reader"throughoutmy discussionof the"beiIage"becauseit is difficult to seehow it
couldbe incorporatedinto a performanceof deranalfabetandalsothroughoutthis chapterbecausemy
commentsarebasedonaclosestudyof thetext, possibleonly throughreading it, asopposedto seeing
it in performance.
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all explanationsareinadequate,Bayersaysthat theonehehasprovidedwill do. In his

beliefin theinadequacyofexplanationswhich arebasedonlogic andrationalthinking,

Bayerdisplaysa rejectionof logic which resemblesthat of Dadaistsand Surrealists

outlined in Chapter 1. Ruhm confirms this rejection by Bayer of rational order:

"rationaleordnungenbetrachteteer als willldirlich und einschrlnkend,versuchtesie

aufzuhebenoder zu ignorieren. argumentationenwies er schon zurtick, weil es

argumentationenwaren"(SW 18).

The next sectionof Bayer's"beilage" is a "postscrlptum"to it, in which Bayer

providesfurther"instructions"on how to readthe play. He startsby referringbackto

thepositions("standorte")which hementionedthefigureswould changeandherelists

thesepositions,which arepossibleby themselvesor in combinations,as:

personen
charakter
geschlecht
zeit
ort (SW 148)

The figures in the text will, therefore,changetheir personalidentities, characters,

gender,timeandplace.Thesearefundamentalpointsofreferencewithin thetraditional

theatre,as well as outsideof it. It is taken for grantedthat identity, characterand

genderare inherentpartsof the make-upof individualsand for Bayerto makethem

variable is to call into question the precePtson which the construction and

conservationof identity, personalityand characterarebased.The fact that time and

placearealsosubjectto changeis not only a radical invalidationof the classicunities

of time andplace,but a withdrawalof the mostbasiccoordinatesfor coherentaction.

Othervariationsofpositionusedinclude:

entfemung
entfemungundrUckkehr
addierteformenobigerbewegungen
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sowieunverandertzu bleiben.(SW 148)

Thesevariationsarespatial,referringPerhapsto the figures' positionsandmovements

onthestageor Perhapsto theirchangingrelationshipsto oneanother.

Changesin characteror in the personas a whole is, Bayergoeson to explain, a

known occurrence,but one that is scarcelynoticed or perceived.An occurrence,

however,which, accordingto Bayer, deservesto be looked at more closely. It is in

orderto makethis phenomenonclearthathehasmadegendera variablefactor. This is

probablythe variation that he thinks will takethe readermost by surprise.He states

that he could alsohaveusedelevenwomen,elevenchildrenor elevenhermaphrodites

but thata mixtureofgenderswasimpossible.38 In explainingwhy, Bayerusesthe"Sie"

form, with theword "Sie" appearingin capitallettersthat differentiateit from the rest

of the text. Here, he is presumablyaddressingthe "feinde des analfabetismus"for

whom this introductionis written. He claims that if confrontedwith figures of both

sexes,these"feinde" would havecoveredup thetheatricalactionswith sentimentality

and surrenderedthemselvesto them in undesiredidentification. So, Bayer doesnot

want his readersto identify and sympathisewith the text's figures or eventsand

instructsthemonthis beforeallowing themto readthe text. He preventsthem from

doing so by withdrawing the possibility of male/femalelove affairs, normally a major

sourceof sentimentalityand emotionalidentification. Deprivedof suchrelationships,

the readeris forced to remainobjectiveandto concentrateon the text without being

distractedanddivertedby emotionalconsiderations.

This couldproveproblematic,however.Havingeffectivelywithdrawnthe

38 Thehermaphroditeis alsooneof thesymbolsofalchemy,a subjectwhich greatlyinterestedBayer
(SW 18) and which is discussedin Chapter4.



possibility of rational explanationsand understanding,Bayeralso excludesemotional

involvement,leavingoneto wonder whatremainsthat canbe drawn on to approach

thetext. In brackets,asanasideto his friends,Bayerstatesthefollowing:

(fUr meinefreunde:
"meinmannhatsichgestemauchaufgehangt"oder"hObschesmadel")
(SW 149)

This statementabout a husbandhanging himself foreshadowsa scenein the play

(Scene4), where one figure claims that another has hung himself: This perhaps

explainswhy this piece of the text is directedat Bayer'sfriends, who perhapsare

. alreadyfamiliar with the play. The fact that both sentencesappearin quotationmarks

meansthat Bayer attributesthem to someoneother than himself: This is, perhaps,

Bayer'sprivatejoke with his friends regardingthe sympatheticemotionalreactionhe

would expectofalphabetisedreaders,hadheallowedsuchidentificationto be possible.

The femaleswould, in Bayer'sopinion, andto takean extremeexample,comparethe

captain'sallegedsuicidereportedin Scene4 with the imaginedsuicideof their own

husbandsand the malescould, for example,allow themselvesto be distractedby the

physicalbeautyof femalefigures. Thementionof suicideis ominous,giventhatBayer

himselftook his own life.

After this aside,Bayer returnshis attentionto the enemiesof analphabetismby

usingagainthe"Sie" form in capital letters.He continuesto describewhat might have

happened,had he allowed them to identify with the text's figures: ''vielleicht hatten

SIB an den zusammenhangenund betrOblichensowie herzerquickenden,grauenhaft

lyrischen, sowie grossartig banalen ereignissenvorbeigelauert,ohne den nOtigen

abstandzu wahren, der nun IHREN abendanzugals ein geflochtenerrauhreif so

wunderbarzieret" (SW 149). The useof the verb ''vorbeilauern''is interestinghere.

The verb "lauern" meansto lurk, to lie in wait for, and to combineit with the prefix
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"vorbei" is unusual.Bayerusesit to get acrossthe almost predatoryway in which

alphabetisedreaderslie in wait for connectionsin orderto satisfytheir expectationsof

a logical storyline.However,theuseof"vorbei" with this verb suggeststhat in hunting

down connectionsin the eventsof the text, be they sad,refreshing,terribly lyrical or

magnificentlybanal, readersare missing out on somethingor passingsomethingby

becausethey are not keepingthe necessarydistancefrom theseevents. In what is

perhapsan exampleof the terribly lyrical, Bayer maintainsthat this distancenow

decoratesthe readers'dinner jacketslike a hoarfrost, signifying, perhaps,that they

now approachthe text with the icy coolnessand disaffectionrequired.This sentence

seemsalsoto illustrateBayer'sapproachin the "beilage": anythingthat soundslike a

comprehensibleexplanationmustbeundermined,in this instanceby the highly poetic

languagein which it is expressed.

Bayer'suseoftheword"abstand"hereis significant.His aim in denYinghis readers

rationalexplanationsandemotionalidentificationis theachievementof this "abstand",

a distancefar more radical than, for example, the rational distanceachievedby

Brecht's"Verfremdungseffekt".By withdrawing the possibility of explanationsand

forcing the suspensionof emotions, Bayer refuses to meet the expectationof

understandingthat goeswith the readingof any text. The readersof the "beilage",

strippedof their usual tools in approachinga text must, it seems,face der analfabet

with minds wiped clean and feelings suspended.Thus deprived of any frame of

reference,readersmay confront the "auftretenderealitit" of the text, havingattained

the necessary"abstand"from their own reality. I will discusslater if and how Bayer

achievesthis "abstand"in thetext.

Bayer next calls upon the reader'sdelight in the beautyof the absurdand in its

truth. It seemsthat sucha delight is somethingone must bring to readingthe text.
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Truth is normallyassociatedwith reason,logic andwith explanations,which Bayerhas

invalidatedwith his earlier statements.He is suggestingthat in his text the absurd

replacesthe reasonable,the logical, theexplicableandtruth is to be found in it. Bayer

seemsto be overturningsomefundamentalpreceptson which our reality hinges.His

"beilage" is perhapsan effort to prepare readersunversed in and opposed to

analphabetismfor theradicalnatureof thetext.

This statementaboutthe absurdis linked to the onewhich follows it by the causal

conjunction"denn":

ich bitte SIE femerund gemeurn IHRE freudean der schonheitdesabsurden,
an seiner wahrheitetc.
DENN DERFOTOGRAF(pAAR oderBAR) SAGT: (SW 149)

The conjunction"denn" normally denotesa logical conclusion,but the connection

between these two sentencesis far from logical, since this is the first time a

photographerhasbeenmentionedandwhat he has to do with the beautyandtruth of

the absurdis also unknown. Perhapsthis is an examplefrom Bayer of the type of

absurdity one can expect in the text. The fact that this sentenceintroducing the

photographeris written in capital letters suggeststhat it is to be linked to Bayer's

referencesto the enemiesof analphabetism,addressedas "SIE", with the possessive

pronoun "lliR" also appearingin capitals. Is the photographeralso an enemy of

analphabetism?The statementswhich follow andareattributedto him, would seemto

confirm this:

"kunstmussimmerundallenverstmdlichsein"
oder
"dermenschist alswesenbekannt"(SW 149)

Thesestatementscontradict someof Bayer'searlier assertions.He would certainly

disagreewith the notion that art must alwaysbe understandableto all, as he would
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with theclaim that thehumanbeingis a knownentity. He hasmadesomeeffort in his

"beilage"to stresshow peoplearechangingall thetime, thateventheir very character

is unstable.He hasmadehis figures' gendervariableto illustratethis point in the text.

This statementof the photographeris thereforein direct contradictionwith Bayer's

own beliefs about the nature of human beings. Then why not attribute it to a

photographerwho believesthatthecameraneverlies, thatit cancapturehumannature

on film andexposeit for all to seeandknow?The photographer,with his beliefthat

humanbeingsandtheir world canbe revealedandexplainedin picturesthat arestatic

andrepresentonly onemomentandoneangleof reality, is to betaken,therefore,asan

enemyofanalphabetism,oneofthosewhomthe"beilage"addresses.39

In thefinal sectionofthe"beilage",headed"femer",Bayergiveshis readersfurther

instructions.He would like this text to beinterpretedkeepingin mind the fact that the

humanbeing is "komisch". It is unclearwhether"komisch" meansfunny or strange

here.He recommendsthat readersdo not getworkedup or excitedaboutthatfact. He

seemshereto be trying to control their reactions.He is perhapsremindingthemto

havea senseof humourandadvisingthemnot to get too incensedby what they read.

He is possibly,predicting theoutraged and confused reaction of readerswhen

confrontedwith thetextandalreadypokingfun at it.

Bayerthenreturnsto thechanges(''veranderungen'')which he mentionedearlierin

the postscript.He saysthat he is awarethat suchchangesmostly take placemore

slowly but that he has skilfully concentratedthemin a helpful allegoryin ordernot to

39 The type of closetext studyengagedin heremust, as in this instance,be somewhatspeculativeat
times,somethingwhichdoes not, however,detractfrom the overallvalidity of such anendeavour.
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maketoo manydemandson the attentionof his readers:"mir ist femerbekannt,dass

sichveranderungenoft, sogarmeistlangsamervollziehen.femer: obwohlbei intensiver

beobachtungdasoriginaltempogenausointeressanterscheint,bringe ich derartigesin

gefalligem gleichnis, kunstfertig konzentriert, um IHRE aufinerksamkeitnicht zu

ermuden" (SW 149). He further notes that the numberof possiblepoints of view

("standpunkte")has been reduced to a piquant minimum in order to facilitate

understanding:"da arbeit gespartwird, bei fast gleichemergebnis,wurde femer die

anzahl der mog/ichenstandpunkteauf ein pikantesminimum reduziert. die daraus

resultierende geringe ·anzahl von schichten oder ebenen soli femer allflilliges

verstlndniserleichtem"(SW 149). Bayer seemsto be doing all he can to help the

readerapproachthe play. He emphasiseshis attemptsto make things as easy as

possiblefor the readerby the repetitionof "femer", which occursfive times in this

sectionof the"beilage".Heappearsto becontradictinghimselfbyprovidingthereader

with explanations,with a view to reachingan understandingof the play. However,

Bayer prefacesthe word "verstlndnis" with the adjective "allfallig", implying that

understandingmay not alwaysariseor comeinto question.His final commenton the

text, placedon its own at the endof the "beilage", is that it is very funny. This is the

last thing the readeris told beforebeingconfrontedwith the play Properandprompts

thequestion:why mustthereaderbetold thatit is funny?

I will now summarisethe mostimportantpointsto emergefrom Bayer's"beilage"

to deranalfabet.Distinctionis madebetween"feinde" and"freunde"of analphabetism.

Although Bayer does not clarify what "analfabetismus"means,his division of his

readershipinto its enemiesand friends suggeststhat it standsfor more than just the
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inability to readandwrite. Theuseof the termsenemiesandmendsof analphabetism

signifies in eachcasea consciousposition on the alphabetand with this distinction

Bayer seemsalmost to be differentiating two opposing world views. One could

conjecturethat "analfabetismus"representsa rejection of the alphabetand so of

conventionallanguageand conventionalmeansof representation,a rejection which

would resemblethatofDadaismandSurrealism.40

All explanationsare"mangelhaft".It follows that understandingmaynot alwaysbe

possibleandthereforeshouldnot be expected.Change/variationis a major concernof

the text. Bayer is anxiousfor his readersto becomeawareof the fact that they, like

theirworld, areconstantlychanging.Hewantsthemto embracethis sideof themselves

insteadof denying it. It is absolutelynecessaryfor readersof the text to maintaina

distancefrom its eventsand figures. Without this distance("abstand")readerswould

become too caught up. in the text, too intent on making it cOnform to their

expectations.Instead,a fresh approachto readingthis text, and presumablyall Bayer

texts, is desired. A senseof humour, and pleasurein the truth of the absurd are

requiredto confrontthetext.

In the "beilage" Bayer thus introduces the reader to some of the principles

accordingto which thetext of deranalfabetis constructed.Theyare: change/variation,

distance, the absurd, humour, understanding/explanationand reduction. It is my

intention, after an examinationof the text itself: to considerhow these principles

manifestthemselvesin thetext andhowthe"beilage"canbelinked to themaintext.

40 Thesignificanceof"analfabetismus"is discussed furtherin Chapter3.



The "beilage" to der analfabetdescribesthe placefrom which the readingof the

text must start. Readersare told to suspendtheir usual expectationsof action and

charactersand to expect insteadconstantchangeand absurdity; to put away their

desirefor explanationsandtakeout their senseof humourand,aboveall, to maintaina

distancefrom thetext'seventsandfigures. All ofthis, Bayerhopes,will enablereaders

to let go of their usualexpectationswhenapproachinga text andreleasetheir hold on

thereality theynormallyacceptunquestioninglyin orderto confrontsomethingnew.
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2.3 deranalfabet:outlineof figuresandscenes

The aim of the following descriptionis to preparethe reader for the detailed

linguistic analysisthatmakesup thesectionthat follows.

Before the dialogueof der analfabetbegins, there appearsa list of its dramatis

personae,the "elf figuren" which Bayer refersto in his "beilage". They are listed as

follows:

1
2
3
4
5
matrose1
matrose2
baumschulgartner
(falscher)analfabet
lion von belfort
capitln(SW 150)

1, 2, 3, 4 and 5 remainunnamed.In his notesto Bayer'sSarntlicheWerke, Gerhard
,

ROhm refersto handwritten"regievorschUige"which appearon Bayer'smanuscript:

"1-5: fussballer mit nummern?matrosenmit nummern wie fussballer, sonst sehr

altmodisch ." (SW 764).41 This perhapsties in with Bayer's use of the word

"gesellschaftsspiel"in his "beilage", and the ideaof the text as a gamewherepeople

are constantlychangingplaces,like footballerschangingpositionsduring a gameof

football. 1, 2, 3, 4 and5 speakindividually andat timesin twos, threesor all together.

The fact that they sometimesspeakin unisonindicatesa samenessaboutthemand at

times it seemsthat they are almost interchangeable.In Scene16, for example,the

numbersof thefiguresareplacedbeforetheir linesasusual,but thenumberofanother

41 Elsewhere,Ri1hm refers to Bayer's"schwlchefilr das maritime" \zugemeinschaftsartell" 194),
whichperhapsexplainshisuseof sailorfiguresin deranalfahet,
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figure often appearsin bracketsalongsidethesenumbers,asif eitheronecould speak

theline whichfollows. Forexample:

3 (1) er soll nicht solaut sein...
3 (2) komm,wir wollen unsins graslegenunddenmatrosengeniessen
2 (3) sehrgem,abergib mir deinehand(SW 164)

This ideathatthefiguresareinterchangeablewould seemto beborneout in Scene17,

where lines previouslyspokenby 1, 2, 3 and 5 are repeatedand insteadspokenby

others,namelythe"matrose"andthe"capitan".

Sailor 1 andsailor2 aredescribedby occupationandnumber.Again they seemto

be interchangeablebecausein somescenesit is not specifiedwhich sailor is meant,

with "matrose"appearing,with no numberafter it. As one would expect,there are

somereferencesto seafaringin thetext, but thereis no evidenceof thetwo sailors"at

work" so to speak,and they are not distinguishablein other ways from the other

figures.42

The "baumschulgmner"is describedin Bayer's"regievorschlage"as havingwhat

might becalledthetypical appearanceofa gardener:"baumschulglrtner:schOrzeblau,

strohhut,giesskanne,sehrgross,athletisch,schon,-" (SW 764). He is mentionedin

Scenes1 and2 by the others,who intendto go to him, andwe learnthat he hasused

up his last savings: "3 wir gehen zum baumschulgartner.er hat seine letzten

ersparnisseverbraucht"(SW 150).He appearsin onesceneonly, Scene9. The setfor

this sceneis a particularone, describedas "Odes felseneiland"(SW 158). It would

appearthat the others have arrived at their destination, that is the tree nursery

42 The interchangeablenatureof these figuresconfirmsthat theyarenot developedinto charactersin
the traditionaldramaticsense.Bucherhas alsocommentedon this whenreferringto the "elf figuren"
of der anaIfabet: "Sie sind . . . nur schwachdetenniniert,verdichtensich nicht zu ausgepdigten
Charakteren"(143). In view of this, theuseof the terms"speakers"and "figures", which arecloserto
Bayer's original choice "figuren", seems,as I suggestedat the beginningof this chapter, more

appropriate.
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gardener'shome.It is, however,almostthe exactoppositeofwhat onewould expect.

Insteadof finding the gardenersurroundedby lush vegetation,he is on a bleak, rocky

island. In this scenehe seemsto declarehis passionfor the Lion of Belfort and does

not subsequentlyappearagain.

Like the "baumschulgartner",the "(falscher) anaIfabet" appearsonly once - in

Scene6, a scenewhich seemsunconnectedto the others,in which "matrose1" and

"matrose2" talk of machines,night swallows, foundlings and drunk children. The

"(falscher) analfabet"makesa brief appearanceand one discoverslittle about him,

except that he usually sleepsuntil midday, has got up an hour earlier than usual,

remindsoneof a machine,seemsratherbad-temperedand speakswith an accentor

speechimpediment.The questionof his relationshipto the "real" anaIphabetis not

addressed.Perhapsheis animpostor?This issueis dealtwith in Chapter3.

TheLion ofBelfort is a favouritefigure ofBayer'sandalsoappearsin someof his

other dramatictexts.43 He featuresin four scenesof der analfabet.In two of them,

Scenes8 and9, theotherfiguresdeclaretheir love, or at leasttheir admirationof him.

In the classroomof Scene9, however,he is the objectof their scorn.The Lion then

appearsasa nastyfigure in Scene15,whereheseemsto be torturing 5 andthreatening

to eathim. How his situationcould changeso radically is not explainedandneitheris

his appearance.He is givenhumancharacteristicsbut it is not clearfrom the text if he

alsohasahumanform.

The readermeetsthe captainin Scenes14 and 17 and is probablysurprisedto do

so, sinceit is hinted in Scene4 that he has hung himself: However,he appearsin an

elaboratecostumein Scene14 to apparentlyarrangea funeral with "matrose2". His

43 This figure will be treated further in Chapter4.
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costume is described as follows: ceder capitan (tritt mit leichenbestatterhut,

kindermatrosenanzug,einem fa/schen bart, scharpe, offizierspatent mit siegeln,

gehangemit degenund gedrehtemsilberstockauf..." (SW 161). The descriptionof

his hat, rapier and stick is reminiscentof a grim reapertype figure and, indeed,the

captainis almostalwaysassociatedwith death.Whenheappearsin Scene17, which is

composedof extractsfrom Scenes3;4 and 16, the talk is of deathandburial. At the

end of the text, he and one of the sailorsknock down a hired spectatorwho jumps

onto the stage.This "gemieteterzuschauer"is not one of the elevenfigures listed

beforethetext andthis is his only appearance.

The analphabet,who has, it would initially appear,the play's title role, never

appearson stage.He is, accordingto Bayer's"regievorschUige", "eine allegorieder

dummheitunddestodes"(SW 764).He is referredto in thefirst line ofthetext andat

randomintervalsthroughoutthe play, seemingto rise from the figures' subconscious.

Thefigureshonourhim asonewould a king, but it is very clearthat theyalsofearhim.

He is describedasa wolf-like figure with a "tleischmagen"(SW 160), whom nobody

knowsandwho has manyforms. Thoughneverseen,or perhapspreciselybecauseof

that andthe manyarbitrary referencesto him, he dominatesthe text.44 The figure of

theanalphabetis examinedin Chapter3.

In der analfabetthere is no developmentof the dramaticfigures. Their function

seemsto be to speakthe text ratherthan to becomefully fonnedcharacters.This is

supportedby their lack of proper names(in Scene16, 2 saysceder nameist nicht

wichtig" (SW 165»andtheway in which their identitiesseeminterchangeable.All of

44 RQIun's referenceto the "umschlie8endstimmungsgebendefunktion" ("zu gemeinschaftsarbeiten"
194) of the titles of the montagesof the Wiener Gruppeseemsparticularly apt in the caseof der
;!Da1fabet.whichBayer himselfrefersto as"quasiem DlOntagetheater"(SW 764).
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this is also linked to Bayer'sconceptof "veranderung"asexplainedin the "beilage".

Likewise,their relationshipsareinconstantandnot developed,althoughtherearemany

words, especiallyin the stagedirections,which refer to the figures' emotionalstate.

Instead,various relationshipsare touchedupon and any changesin them or in the

figures' emotionsare not explained.This is undoubtedlypart of Bayer'sdesirefor

"abstand"as outlined in the "beilage", wherehe statesthat he wantsto preventhis

readersfrom surrenderingthemselvesto emotional identification and sentimentality.

Referringagainto his "regievorschlage",thereis moreevidenceofthis:

. jederspielt filr sich, in sich hinein, keinemenschlichenbindungen.our selten
£lammendiese auf (direkte ansprache).- . . . vielleicht fur die nummem:
fixierte standortefur jede szene(auch fur mehrere), sprechende,setten
beweglichestatuen,wenn sie nicht verwendetwerdenstehensie regIoswie
inventarherum,tragennummern,fixiert an bezeichnetepunkte,die sie kaum
verlassen.(SW 764)

It is clearfrom this statementthatBayer'sfiguresarelike props("inventar")to beused

("verwendet"),propsthatspeakbut rarelymove.4'

lust as thereare no "characters"in this dramatictext, neithercanonespeakof a

plot or storyline. The text is divided into seventeensceneswhich areclearly marked.

Theendofall but threescenesis signalledby thephrase"(endeder...tenszene)"and

the other scenesclosewith the following statements:"(die sechsteszenemert ein)"

(SW 156),"(betretenesendederneuntenszene)"(SW 158)and"(die sechzehnteszene

schliesst,alsob dasstOckzu endesei)" (SW 165).After thehiredspectatoris knocked

down, a performanceof the dramatictext would endwith the falling of the curtain:

"vorhang"(SW 166).

45 This againjustifiesmy choiceof theterm"figures" ratherthan"characters".
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Thescenesofderanalfabetarelinked by their figuresandby recurringthemessuch

as death/suicidelburial/mourning,cannibalism,the analphabet,violence, relationships

andundercurrentsof unhappinessand fear, ratherthanby a sequenceof events.The

effect is that of a collageof conversationfragments- in Bayer'swords "quasi ein

montagetheater"(SW 764)ratherthana progressionof theaction.Thesameis trueof

the treatmentof time in the text. The time-frameof the text andthat of its readersis

not the same.Neitherdoesthereseemto be a linear time continuum.Thereare big

leapsin time which arenot denotedby stagedirectionssuchas"two monthslater". As

this areawill beenteredinto in moredetail lateron in this chapter,at this stageI shall

do no morethanreferto it.46

der analfabetis, evenon a visual level as it appearson the page,a dramatictext

written for performance.The text is clearly divided amongspeakersand there are

manystagedirectionsin brackets.Thesestagedirectionsaremostly usedto indicate

entrancesand exits, pauses,the endof scenes,the speakers'emotions,how they say

their lines and how they move around the stage. Very rarely do descriptionsof

costumeor set appearin the stagedirections. As mentionedabove, the captain's

costumeis describedin somedetailin Scene14andin Scene15 it is suggestedthat the

Lion of Belfort and 5 are wearing sou'westers.Apart from this, we know nothing

aboutthe speakers'appearancein the otherscenes.In most scenesit is not specified

wherethefiguresareand,apartfrom threescenes,theset is not describedin thestage

directions.Thethreescenesin which someindicationofthespeakers'locationis given

46 As outlinedin Chapter1, montage,muchindebtedto DadaismandSurrealism,was a techniqueof
text productionused by the WienerGruppe.In my reviewof this chapterI discuss del analfabetasan
exampleof the"montagetheater"mentionedby Bayer.
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are Scenes9, 11 and 15. Scene9, in which the "baumschulgirtner"appears,is set

againstthe backdropof "Odesfelseneiland".Scene11, in which the Lion declareshis

desireto be a "stadtschiiler",is set in aclassroomshapedlike an amphitheatreand in

Scene 15 various suggestionsare made regarding the set: "5 (als OPFER; alIer

wahrscheinlichkeitmit derbenstrickengefesselt,stehend,im sudwester?esregnet?das

wasser Uiuft in stramen uber die sOdwester?in einem schlafzimmer? in einem

badezimmer?aufeinerkommandobIiicke?in einemaquarium,vor einemaquarium?. .

. )" (SW 162).Thequestionmarks whichoccasionallyappearafterstagedirectionsare

explainedby Bayerin a note in Scene11: "die mit (?) versehenenregieanweisungen

sollenals anregungverstandenwerden"(SW 159). Clearly,Bayerwantsto leavea lot

to the director'sandindeedtheaudience'simagination.Thesetis to remainfluid. This

is confirmedby Bayer'sreferencein his"regievorschlage"to "beweglichedekorationen

undstatischeschauspieler"(SW764).

In his "regievorschlage"Bayeralsodescribeshow hewantsonesceneto beplayed,

without specifying which scene it is to be: "eine szene wird von einer

herrengesellschaft(englischer club?) aus zeitungen herausgelesen,wobei man in

fauteuilssitzt.-I szenehinter einzelnenparavents.mansetzteinmalein bein vor, hebt

denkopfdarOberund spricht,oderbeidehiindezur seite,dasssie sichtbarwerdenund

spricht.-Ider paraventist zentralesrequisit.-" (SW 764). However,sucha scenedoes

not appearin the words of the text, nor is a paraventmentioned.The paravent has

alreadybeenmentionedin the Introductionto this thesisand is consideredfurther in

the reviewofthis chapter.
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My discussionof the"bei1age"of der analfabet,which highlightedsomeprinciples

accordingto which thetext is constructed,andmy summaryof thetext andits figures

havegiven someideaof its unconventionaland experimentalnature.In the linguistic

analysisthatfollows I will illustratehowthis is achievedonalinguistic level.

73



2.4 deranalfabet: a linguistic approach

The RussianstructuralistJurij Lotman summarisesthe relationshipbetweenthe

form ofanartistictext andits contentasfollows:

The literary scholarwho hopesto comprehendan ideaindependentof
the author's system for modeling the universe, independentof the
structureof a work of art, resemblesan idealist scholarwho tries to
separatelife from thatconcretebiologicalstructurewhosevery function
is life. An ideais not containedin any quotation,evenonefelicitously
chosen,but is expressedin the whole artistic structure. . . the dualism
of form and content must be replacedby the conceptof "idea" as
something realised in a correspondingstructure and non-existent
outsidethat structure. . . The artistic text is an intricately constructed
thought.All its elementsare meaningfulelements. . . The languageof
an artistic text is, in essence,an artistic model of the universe;in this
sense,by virtue of its entire structure,it is a part of "content" and
carriesinformation.(12, 18)

Lotman advocatesthe eliminationof the separationof form and contentin favour of

the conceptof "idea". He arguesthat thelanguageof anartistic text is anintrinsic part

of its content.With this in mind, particularlyin the caseof an authorso preoccupied

with languageand a dramatictext entitled der analfabet,a linguistic analysisof the

languageof Bayer'sdramatic texts should provide a point of departurefor further

interpretativeinvestigations.

In the analysiswhich follows I havedrawnheavily on RogerFowler'sapproachto

literary textsasoutlinedin his bookLinguistic Criticism.47 In it Fowler illustrateshow

consistentstylistic choices, that is choicesat a linguistic level, "signify particular,

distinctive, orderingsof experience;different outlookson the world" (9). Fowleruses

theterm"mind-style"or "world-view" to describethis phenomenon.

41 I choseFowler'sLinguistic Criticism becauseof the comprehensiveandworkablecharacterof its
approach.Onecouldequallyuseothersourcessuchasde Beaugrande/Dressler'sIntroductionto Text
Linguistics (London: Longman, 1981), whosecategoriesfor text analysisare similar to thosethat
Fowler uses,or M. A. K. Halliday's An Introduction to FunctionalLinguistics (London: Edward
Arnold, 1985), as Fowler basesmuch of his approachon Halliday's, or Maximilian Schemer's
SprachealsText (Tiibingen: Nieymayer,1984).
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I
The notion of mind-style is basedon Halliday's theory that languagehas an

ideationalfunction, thatis thatspeakersor writersembodyin languagetheir experience

of the real world and of the internal world of their own consciousness.As this

experienceand its coding in languagediffer from one individual to another, one

individual'smind-styleor world-view will differ from another's(Fowler 148). In the

courseof readinga text, the readeris exposedto a cumulativebuilding of this world­

view or a cumulativeideationalstructuringof the text that dependson regularand

consistentlinguistic choiceswhich build up a continuousandpervasiveinterpretation

of the world asrepresentedin the text. Ideationalstructuringinvolvesdifferent types

of linguistic featuresincluding transitivity, collocationand deixis (Fowler 150-151).

Thus,anexaminationof thetransitivity, collocationanddeixis of deranalfabetshould

illuminatetheworld-viewrepresentedin thattext.

2.4.1 Transitivity

The transitivity systemof a. languageis comprisedof "8 small set of presumably

universalcategorieswhich characterisedifferent kinds of eventand process,different

typesof participantsin theseevents,andthevarying circumstancesof placeandtime

within which eventsoccur" and". . . consistentselectionsfrom thetransitivity system

cansuggestdifferent world-views" (Fowler 156). Fowler elaborateson this point by

explainingthat the semanticnucleusof a propositionis a predicateand oneor more

nounsassociatedwith it, thatpredicatesconveysomesortofactivity or statein which

theassociatednounsareinvolvedandthat therearedifferenttypesof predicate.These

include:actionproper,"a movementor deliberateactionwith consequences,underthe
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control of the principal noun" (e.g. The horseswamacrossthe river); states,"which

simply attributepropertiesto objects" (e.g. The road is wide); processes,eventsor

changeswhich "happen"to things without their control (e.g. John fell) and mental

processesor stateswhich areassociatedwith the senses,thoughtsor emotionsof the

noun(e.g.Henriettalistened.Brianwasblissful). Fowlerconcludesthat different types

of mind-stylesareassociatedwith a dominanceof onesort of pattern.For example,a

predominanceof action predicates may go with strong physical activity, the

foregroundingof mentalprocesseswith an introspectivemind-styleandso on (Fowler

156-157).

On initial examination,thetext of der analfabetseemsto aboundin verbsdenoting

action proper. Verbs which appear include the following: "zerfleischen", "sich

vordrmgen","heiraten"(Scene1), "trinken", "ldissen"(Scene2), "tressen"(Scene3),

"sich aufhangen","retten" (Scene4), "einschlagen"(Scene6), "geben" (Scene10),

"auftreiben" (Scene 12), "sich entIeiben" (Scene 13), "eingraben" (Scene 14),

"garnieren" (Scene15), ''bestrafen'',''treiben'' (Scene16), "begraben"(Scene17),

"niederschlagen"(at end of play). Even this limited selectionsuggestsmuch strong

physical activity and gives the impressionthat the text's figures are very active.

However,whenexaminedmoreclosely, it becomesclearthat this is not so. Someof

the action verbs have as their subjectsother figures not on stageat the time of

utterance (e.g. In Scene 1 the "baumschulgartner"is the ·subject of the verb

''verbrauchen'')or indefinite,unidentifiedsubjectssuchas "man"("manmussdenkopf

zwischendie heinebindenund aile lampenausIOschen",Scene1 ), "die trauen" ("die

frauenfressendie totenfrauen", Scene3), "er" ("er hat sich aufgehangt",Scene4) or
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''wer'' (''wer ein glasan denmund setzt,bOsstseinelippenhautein", Scene1). Often

thoseaction verbs usedby the figures in referenceto themselvesare framed in the

future or conditional forms or are combinedwith modal verbs indicating desiresor

intentions,asis seenin the following examples:''wenndu vor angstumkommst,werde

ich denmatrosenheiraten"(SW 152); ''wennich dich wiedernehme"(SW 153); "ich

werdedir helfen" (SW 157); "ich will meinekeuschheitauspatriotismusopfern" (SW

158); "ich werdedich mit frischensalatblatterngarnieren"(SW 163); "ich werdeeuch

(ganz) exemplarischbestrafenlassenl" (SW 163). Therefore these verbs, whose

infinitives denoteaction proper, do not always represent"real" action that actually

happens"live" on stage, but more often signal actions which the figures imagine

themselvesdoingin thefutureor would like to do.

Even thoseaction verbs used in the presenttensewith "ich" as subjectare not

always reliable indicators of actual occurrences,since a pledge or threat to do

somethingis oftenfollowed by a failure to do anything:"4 ja ja ich gehschon"(SW

152); "2 ich kratze euch die augenaus (SW 152); "baumschulgirtner ich...

schweige" (SW 158). Having promised to go, 4 stays where he is and, having

threatenedto scratchout the eyesof the others,2 doesnot do this, nor doesthe tree

nurserygardenerfall silent in Scene9. Scene7 is a scenein which noneof the figures'

statementsarefulfilled. The statement"dannsingeich mit dir" is repeatedfour times,

and the statements"ich werde dir helfen" and "singen wir was anderes"are both

repeatedtwice, but arefollowed neitherby singingnor by help. This is combinedwith

the repeateduseof the construction''wenn+ Konjunktiv II". Absolutely no physical

activity takesplacein this scene,despitethe figures' verbal attemptsto initiate some
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type of action. Herewe seethat figures' useof verbsof action in their speechis no

guaranteethat that action takes place and, indeed, that speakingand action seem

unconnected.

Actions which the figures of der analfabetactually Performinclude sitting down,

standingup, turning, moving various parts of the body, walking aroundthe stage,

singing, shouting, pushing, grabbing, applauding, looking, pointing to objects,

adjustinganitemofclothing,handingoversomethingand,right at theendof thetext,

knocking down an enthusiasticmemberof the audiencewho jumps onto the stage.

Apart from the actionmentionedlast, theseactionshaveno real consequences.They

do not greatlyaffect thosewho performthemor otherpeopleanddo not bring about

any significant changes.The high density of predicatesdenoting states, simply

attributingpropertiesto objects,supportsthis notion of the figures aspassiveentities

with little control over their environment.This type of predicatepresentsthe noun

�g�~�i�n�g with it not as an agentacting deliberately,but ratherassignsto it the role of

object or experiencer,someoneto whom somethingoutside of hislher voluntary

controlhappens.Thefollowing examplesaffirm this: "5 ich bin verloren"(SW 151);

"matrose mit mir ists aus" (SW 155); "capitan du bist verzweifelt" (SW 161);

"matrose2 ... urn die wahrheitzu sagen, bin ich genausoblind wie du" (SW 162);

"der lowe von belfort deinekniescheibensind zerschlagen"(SW 162); "3 (2) du

wirst alt" (SW 164). Again the figuresareportrayedasinactive.Thus,havingstudied

only a small part of the text's transitivity system,someconclusionsaboutthe world­

view presentedin thetext canalreadybedrawn.
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Despitethe dominanceof verbsdenotingactionproper,it hasbeenillustratedthat

this impressionof activity is deceptiveand that many of theseactionstake place in

wordsaloneand lack correspondencein deeds.Undercloserscrutiny, the figures are

shown to be mostly inert and passive,and rarely carry out effective actions with

consequences.Theyoften talk of action,but seldomput their words into practicein a

way which will affect the world aroundthem. This is linked to the fact that the text

does not have an event-drivenplot and that the figures are not charactersin the

traditional sense.Their function is that of presentinglanguageratherthancompleting

actions.Theyarespeakers,not doers;voices,not agentsofaction.

Moving on to a different type of predicate,namelythat of the mental processor

state, adds a further dimension to this world-view. While there are many verbs

denotingemotion and sensoryperception(e.g. "weinen", "sich schamen","lieben",

"angsthaben","sich verlieben","schmollen","sehen",which appearsmanytimes, and

"zuhoren"),verbsindicating figures' thoughtprocessesareoften in questionform or

framed in the negativeor, using modal verbs, in the form of a desireor wish: "2

kennstdu unseresittenund gebrAucheDicht mehr?"(SW 153); "matrose2 niemend

kennt ibn", "matrose1 ich mochtewissen", "matrose2 ja das mochtenviele

wissen" (SW 160); "matrose2 glaubensie?", "matrose2 ich weissnicht", "der

lowe von belfort "... verstehstduT' (SW 162); "3 (2) was verstehstdu unter

hand?"(SW 164);"3 meinstdu dasim ernst?"(SW 165); ''2 wer weiss. . ." (SW

163;repeatedby captainSW 166). In additionto this, only oncedoesa stagedirection

describea figure in thought- in Scene16 the stagedirection"(iiberlegt)" (SW 164) is

placedbeforeoneof 2's utterances.This suggeststhat thesefigures reflect little on
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their situationandenvironmentanddo not engagein muchintrospectionor evaluation.

The examplesquotedabovepoint to an uncertaintyand uneasein the useof verbs

indicatingcognitiveprocessesand a lack of understandingon the figures' part of the

world around them. The frequency of verbs of emotion complementsthis by

illustrating that the figures tend to rely on their instinctive reactions to their

surroundingsrather than attempt to decipher them logically through reasonand

understanding.

2.4.2 Collocation

Fowler statesthat the vocabularyspeakersuse is "a strong influence on, and

indicator ot: the rangeand structuringof their experience",and that the lexis of a

speaker"can be regardedas mapping the conceptualrepertoire of the speaker

concerned"(151). Dueto "overlexicalisation"(154), " ... theextensiveandrepetitive

use of setsof terms . .'. particular lexical systems,and the ideasthey symbolise,

becomeforegrounded"(155). The term"collocation" meansthat "setsof words tend

to tum up togetherin textsbecausethey relateto the sameidea" (64). Thesesetsof

wordsarealso referredto as"word fields". Fowler quotesthe exampleof a weather

forecast,where"a very high densityof meteorologicalterms is expected"(65) and

explainsthat "a proliferation of terms in somesemanticfield indicatesan unusual

preoccupation... with apartof theculture'sexperience"(Fowler155).

In der analfabetword fields with the highestfrequencyof terms relatedto them

include the field of emotions.Verbs, adjectivesand adverbsreferring to the figures'

emotional stateappearin almost every scene.This reiteratesthe conclusiondrawn

from the text'stransitivity patternsthat the speakerstendto react emotionallyrather
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�.�~."
�~ than act intellectually. The speakers'emotional reactions often point to violent

tendenciesandviolenceis anotherword field which featuresin the text, as is evident

from thefollowing lexical items:"zerfleischen","stoBen"(x2), "packen",�"�a�u�s�k�r�a�t�z�e�n�~�'

(Scene1); "amfitheater"41(Scene11); "kriegskiinstler", "sich entleiben"(Scene13);

"mit derbenstrickengefesselt","zerschlagen"(Scene15) and"niederschlagen"(endof

text).

Vocabularyrelatingto literacy/teachinglknowledgeforms anotherword field in the

text. The words "analfabet" (x3), "gescheit","weisheit" and "lehrreich" appearin

Scene 1; "narr", "verstehen", "Dicht kennen" in Scene 3; "richtigstellend",

"verstehend","erkennend"in Scene4; "(falscher)analfabet"in Scene6; "stadtschiiler"

(x2), "vergessen" (x2) in Scene 11; "analfabet" (x2) in Scene 12; "studium",

"analfabet"(x2), "vergessen","beweis","fragen", "verstehen"(x2) in Scene16. AB is

evidentfrom the above,this field is dominatedby theword "analfabet"andthe figure

oftheanalphabetis consideredin Chapter3.

The word field of the body is anotherimportantsemanticfield. Partsof the body

arefrequentlymentioned:"kopf', "beine","mood", "lippenhaut","hinde", "augen"all

appearin Scene1; "hand"and"tleischherz" in Scene2; "kopf', "hand", "ohr", "herz",

"magen"(x2), "hinde" in Scene4; "hand","augen"in Scene6; "lippen", "augen"and

"narbe" in Scene 8; "brust" and "gesichtsausdruck"in Scene 9; ££za.hne",

"tleischmagen"and "bart" in Scene 12; "mood" in Scene13; £'kniescheiben"and

"arme" in Scene15 and"herz" (x4), "ohren"and"hand" (x4) in Scene16. Thesebody

partsoftenappearin stagedirectionsthat describefiguresmovingparticularpartsof

.. Associatedwith violencebecauseit was,in ancientRome,thesceneofbattlesbetweengladiators
and strugglesbetweenChristiansand lions.
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the body: "matrose(schwerhorig,blick nachvorn, neigt kopf seitlich, handansohr)"

(SWI 154); "matrose(beidehandein denmagenkrampt)mit mir ists aus"(SW ISS);

"matrose1 (hand Ober den augen,sonnenschOtzend,femblickend) leb wohl" (SW

155). Sometimesa partof thebodyappearsin connectionwith a participle,ratherthan

with afinite verb: "1 (verlasstangeekeltmit vor demmundgehaltenerhanddie szene)"

(SW 161);"capitan(nahertseinenkopfdemdesmatrosenundblickt zu ibm auf. leicht

geoflhetermund, zerf1iessend)"(SW 162); "matrose2 (schliesstdie augenoder halt

die hlnde vors gesicht. er richtet seinenkopf dem capitan mit gehobenemkinn

entgegen)"(SW 162).Especiallyin thestagedirections,the foregroundingof partsof

the body results in the backgroundingof the whole human as agent and as

consciousness.At times,partsof thefigures' bodiesseemto bemoving aboutoutside

of their consciouscontrol. This effect is createdparticularlyby the useof participles

which lackanamedsubject,asin theaboveexamples.

The frequentreferencesby the figures themselvesto partsof the body and their

combiningof "herz" and"magen"with "tleisch" to create"tleischherz" (Scene2) and

"tleischmagen"(Scene12) ties in with anotherof the text's importantword fields,

namelythatoffood, eatingandcannibalism,whichalsoappearsin otherBayertexts.

This word field is one that featuresin Scenes2, 3, 4, 6, 15 and 17 and is

characterisedby the following words: "tleisch" (x3), "gebraten"(Scene2), "fressen"

(x5), "pfeffer" (Scene3); "gefressen","zwiebeln" (Scene4); "saucen","gewOrzen",

"suppe"(Scene6); "mit frischensalatblatterngarnieren"(Scene15) and"fressen"(x2)

in Scene17. Thefiguresseemto view oneanother'sbodiesasmeat:

4 suppemit tleisch
2 wennich aberandeinfleischherzdenke
4 zumal gebraten(SW 152-153)
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Thefact that it is linked to wordslike "gewohnheit","sittenund gebrauche"(Scenes3

and 17) suggeststhat cannibalismis not only practisedby thesespeakersbut that it

forms partoftheir culturearid tradition.

Words suchas "begraben",''umkommen'',"sterben"(Scene1); "tod", "tot" (x2)

(Scene2); "trauef', "begrabnis","sich aut'hangen"(x3), "trauerkleidef', "krepiert"

(Scene 4); "sich entleiben" (Scene 13); "leichenbestatterhut","erdbestattung",

"bestattungsverein","eingraben"(x2) (Scene14) build up a word field relating to

death.This conveysthespeakers'preoccupationwith dying andtheritualssurrounding

it.

Theseword fields, which feature not only in der analfabetbut also in someof

Bayer's other dramatic texts, provide the impulse for more detailed thematic

explorations and the word fields of violence and cannibalism receive closer

examinationin Chapter5. However,their dominationof the lexis of der analfabettells

its own story. The vocabulary of the text reveals speakerswho are emotionally

motivated,who seemincapableof acting as agentssincethey lack consciouscontrol

overtheir ownbodies,andwho areobsessedwith cannibalismanddeath.

While the instancesof collocationindicatedabovelenda certainunity to thetext of

der analfabet,Bayer'sdistortionof the SYIltagmaticrelationships(wordswhich occur

togetherin a certaincontexte.g. A QQg barks)betweenwordshas the oppositeeffect

in examplesof what Fowlerwould term"defamiliarization",to which he opposesthe

term "habitualization". Fowler defines habitualizationby explaining that "meanings

becomefirmly establishedin the minds of membersof a societyin so far as they are

codedin conventional,often usedand familiar forms of expression".He goeson to

explain that "various . . . linguistic practicescan breakthis conventionalcoding and

promote defamiliarization" (8). To achieve defamiliarization linguistically involves
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breakingthe tie betweena linguistic sign and its concept,somethingwhich caIls into

question the validity of conventional linguistic codes (40-42). By distorting the

sYntagmaticrelationshipsbetweenwords Bayerachievesjust this, as, for example,in

Scene1 lampsaretom limb from limb anda sharkscreamswith all its might: "3 so

lasst uns die lampen zertleischen"(SW 150); "5

leibeskraften"(SW 152).

hart, ein haifisch schreit aus

In Scene3 "fressen", a verb normally associatedwith animals, is given both

"frauen" and "manner" as its subjects.Humansare given animal characteristicsand

animals are given human ones (e.g. the Lion of Belfort's desire to become a

"stadtschiiler" in Scene11). Deathandmourningaretreatedratherdifferently than one

would normallyexpect,asthesequotesfrom Scene4 illustrate:

S die trauerscheintiiberaIl in modezu sein;
ein wahresfest fur aIle die daleidenwollen

matrose(hell, nachoben)er hat sichaufgehangt
5 (freudig) aIle achtung,er hatsichaufgehangt(SW 154)

The combination of words like "trauer" and "in mode" is unusual and perhaps

disturbingfor thereader,asis the ideaofmoumingasa festiveoccasion("fest"). This,

along with the levity with which a suicide is treatedby the "matrose" and S (one

announcesit brightly, while the other repeatsthe announcementjoyfully), completely

overturnsthe reader'sexpectationsandassumptionswhendealingwith death.Bayer's

descriptionof price lists as "rachsiichtig" in Scene1S also breaksthe conventional

linguistic code.

What Fowler terms"defamiliarization" is the "abstand"of Bayer's"beilage", the

"making strange"of the conventionalandof that which is perceivedas normal. With

suchdefamiliarizing techniquesBayer succeedsin calling into questionconventional
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linguistic codes and in making the reader reflect on their construetednessand

artificiality andtheir influenceonhowwe seereality.

2.4.3 DeWs

Theuseof deixis is alsoa way of characterisingthemind-styleor world-view of a

text. It is concernedwith anyreferencesto ''theorientationof the contentof a text in

relationto time, placeand personalparticipants"(Fowler 57). Deictic words include

adverbssuchas ''there''and "now" and demonstrativeand possessivepronounslike

"our", ''their'', ''this'', ''that''etc.. In deranalfabetthedeicticword which appearsmost

often is "jetzt". It occurseleventimesin total andfive times in Scene1 alone.Thus,

right from the start, the emphasisof the text is on the here and now. Other time

markersinclude "heuteabend"(Scenes4 and 17), "diesenmorgen" (Scene4) and

"heute" (Scenes12 and 14), all of which are directly linked to the present,and

"morgen" (the sentence"morgenist aIles vorbei" appearsfour times in all, twice in

Scene4 andtwo moretimesin Scene17), which refersto the immediatefuture. The

predominanceofsuchdeicticadverbsandofthepresenttenseindicatesthatthefigures

of der analfabetare primarily concernedwith now and with what will happen

immediatelyafterthepresenttime. Therepetitionof "morgenist aIlesvorbei" andthe

figures' preoccupationwith deathgives the text a senseof immediatedangerand

impendingdoom.Thefiguresrarely usethe pasttenseor refer to the past.They also

seemunableto think very far into the future. Theyseemlockedinto the presenttime,

incapableof reflectingon or learningfrom the past(somethingwhich maybe positive
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or negative)or determiningthefuture. Thequestionof time andthetime-frameofdm:

analfabetis consideredin moredepthlaterin this chapter. .

The possessivepronoun"unser" is usedonly in relationto "sittenund gebriuche"

(Scene3, in thecontextofwomeneatingdeadwomenandmeneatingdeadmen)and

"erdbestattung"(Scene14). Sincetheseareimportantelementsof a cultural nature,it

is clearthat cannibalismandthe rituals of burial bind the figures togetherin a group

with definite customsand traditions. It is significant that it is cannibalismand death

thatarethedominantuniting factorsfor thefiguresofderanalfabet.

Other points worthy of mention in the context of deixis include the use of

"hierzulande"in Scene10 by the figure referredto as 2. The readerautomatically

wonderswherethis country is. Could it be Bayer'sAustria?However, there is no

evidencein thetext to substantiatethis. Theonly indicatorsofwherethe figuresmight

be situatedin geographicalterms include referencesto "die alpenvolker" and "die

schweizer" in Scene13 and to "die provence"in Scene15. However, apart from

situating the figures on the planet earth, a specific location is not given. Another

interestingpoint is that, althoughthe figuresappearfixed in the presenttime andthe

readeris underthe impressionthat time is not really passing,somereferencesto the

weatherindicatechangingseasons.In Scene12 the figures refer to the ice and snow

outside,while in Scene14 it is "schrecklichheiss"aAd in Scene15 theLion ofBelfort

and5 aredressedin sou'westers.

Thusthedeixisofthetext locatesthefiguresfirmly in thepresent,yet refersto the

passingof time, doesnot provide a definite location for the eventsand unites the
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figures through cannibalismand death. The world-view presentedis a somewhat

confusingandsinisterone.

2.4.4 Context

The next areaI wish to examineis context. Fowler distinguishesbetweenthree

different types:"contextofutterance","contextof reference"and"contextof culture"

(86). The contextof utteranceof a text is "the situationwithin which the discourseis

conducted. . . the physicalsurroundings;the locationof the participantsvis-a-vis one

another" (Fowler 86). Fowler points out that "settingsand participantscometo be

recognisedas stereotypes.The placeswhere discourseoccursare perceivednot as

individual sites but as instancesof institutions or routine settings like 'church',

'classroom','sitting-room','TV studio',etc." and that "people... communicatenot

just as individuals but in accordancewith ascribedroles and statusesderiving from

their functions within social structure: 'clergyman', 'teacher', 'child', 'salesman',

'boss', and so on" (Fowler 88).. Such stereotypingis the consequenceof cultural

categorisation,anessentialdevicefor simplifying andmaking recognisablethematerial

andsocialworld, butwhich resultsin cultural conventionsthat sortout theobjectsand

activitiesof societiesinto fixed categorieswith their distinctsignificances.

As mentionedearlierin this chapterin my initial descriptionofthetext, for themost

part der analfabetlacksanycontextofutterance.In the majority of scenesthereis no

information given which would help the reader to construct a context. This is

presumablydeliberateon Bayer'spart, as it preventsidentificationwith a stereotyped,

routinesettingandautomaticcategorisationof the situationto facilitate understanding
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andinterpretation.(Bayerpromotes"abstand"in his "beilage"to the text.) Without an

obviouscontextofutterance,oneis left with a seriesof isolatedutterancesby speakers

who, for the most part, also lack a nameor contextthat would assignthem a social

function. -\ " ,-

In the few caseswhen Bayer does indicate a definite context of utteranceby

identifying a specificlocationor by assigningrolesto his figures, it seemsthathe does

so with the sole purposeof confusing and irritating the reader. In Scene9 the

"baumschulgirtner"of whom the other figures have spokenin preceding scenes

appears.Bayerspecifiesa particularsetfor this scene:"dasbUhnenbilddieserszeneist

ein bestimmtes"(SW 158). This set is one of "Odesfelseneiland"(SW 158), which

conjuresup a pictureof a bleak, barren,rocky isle - all in all, not whereone would

expectto meeta gardener.It is as if Bayerplaceshim in sucha settingto frustrate

readers'expectationsanddenythema comprehensiblecontext.

Bayeralsodemandsa specificset for Scene11, this time a classroomarrangedin

the shapeof an amphitheatre.Into this setting he placesthe Lion of Belfort. The

classroom, the domain of human knowledge and instruction, is likened to an

amphitheatre,in ancientRomea placeofviolent conflict, and is invadedby a lion who

wishesto become"ein stadtschiiler",but is teasedby the otherfigures andtold to go

off to thecircus.Herea familiar contextofutteranceis madestrangeandunfamiliar. It

is a successfulattemptby Bayerto deautomatisethe reader'sapproachwhenreading

thetext.

For Scene15, thescenein which 5 appears"als OPFER",tied up andthreatenedby

theLion of Belfort, Bayerin his[stagedirectionsproposesvariouspossiblelocations:
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"in einemschlafzimmer?in einembadezimmer?aufeinerkommandobliicke?in einem

aquarium,vor einemaquarium?"(SW 162).He seemsto besuggestingthatanyof the

abovesettingswould be suitablefor the scene.This refusal to fix on one location

withdrawsthepossibilityofautomaticassumptionsbasedoncontext.

Theendof thetext, which is neitherincludedin Scene17nor considereda scenein

itself (it is not numberedScene18), is given a definite context,namelythat of the

theatre.But againthis is not straightforward.The stage,normally the preserveof the

actors, is invaded by an enthusiasticspectator,and, instead of basking in his

appreciation,theactorsofthepreviousscene,thecaptainandsailor 1 or 2, knockhim

down. Again thereader'sexpectations,it: at this stageanyremain,arenot fulfilled but

frustrated.

As statedabove,somefigures of der analfabetbear numbersratherthan names.

However,theotherfiguresaregivenspecificfunctionsby Bayer.Theyareidentifiedas

"matrose1" and "matrose2", "capitan", "baumschulglrtner","(falscher) analfabet"

and"lion von belfort" andsothereis a certain expectationofwhatsuchfiguresshould

be like - for examplethat the sailorsand captainshouldpatrol the seasand perhaps

evenengagein navalbattles.Although thereareoccasionalreferencesto military or

naval life (e.g. "stramm stehen", "exaktes unisono", "seemann" in Scene 1;

"steuerruder"in Scene4; "matrosenanzug","scharpe","offizierspatentmit siegeln",

"gehangemit degen"in Scene14; "seemannshut","kommandobliicke"in SceneIS;

"studium dec marine", "ozeane" in Scene 16), these are, more often than not,

incidental,andthesefiguresarenot engagedin seafaring.Likewise, our expectations

of the "baumschulglrtner"arenot fulfilled - thereis no talk of gardeningin the text
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and,asalreadymentioned,the"baumschulgirtner"appearson a barren,rocky island.

Thus, it seemsthat when Bayer providesa contextof utterance,an opportunityto

recogniseafamiliar situationor characterrole, hedoessoonly to misleadandconfuse.

The contextof referenceof a text is, accordingto Fowler, its topic or subject

matter(89). As becameclear in my analysisof the vocabularyof der analfabet,its

topicsincludeviolence,cannibalism,deathand the"analfabet".Fowlerpointsout the

importanceof the relationshipbetweenthe text'scontextof referenceand its context

of culture,which consistsof "the whole networkof socialandeconomicconventions

and institutions constituting the culture at large" (88). Although Bayer does not

providea definitecontextof culture,readerstendto automaticallyassumeonesimilar

to their own sincethereis no evidenceto suggestthat thetext is set in anotherworld.

According to Fowler, "defamiliarization occurs when the context of reference

introduceselementswhich deviate in any way from the expectedcultural context"

(89). Instancesofdefamiliarizationofthis kind canbeidentifiedin deranalfabet.

In Scene13 the figures talk about"die alpenvolker",and the fact that they carry

alpenstocks is mentioned many times (context of reference). However,

defamiliarizationoccurswhen2 statesthat the alpinepeopletaketheir own lives with

thesealpenstocks,somethingwhich clasheswith the expectedcultural context(or at

least the typical tourist imageof it) of the "alPenvolker" happily going about their

businessin the Alps. A similar clashoccurswhencannibalismis discussedin termsof

the "sittenund gebrluche"of a seemingly"civilised" society. Also defamiliarizingis

the fact that a lion talks and even wants to be educatedand the "analfabet", an

illiterate, shouldbehavewolfishly andbe fearedby all. Theseclashesbetweencontext
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of referenceandcontextof culturehighlight the familiar andyet unfamiliar aspectsof

the world of der analfabet,which is a possibleworld, partially understandableon the

basisof our own world, but not actually experiencedby the reader.KarlheinzBraun

draws a similar conclusion,basedon his readingof der analfabet:"So schaffi der

Autor, ohne die erfahreneWirklichkeit zu kopieren,aesthetischeGebilde, fUr die es

nichts Vergleichbaresin der natiirlichen und gesellschaftlichenWelt gibt. In seinem

KopftheaterentstehteineneueWirklichkeit mit demMaterial der Alltagswirklichkeit,

jedochihrernormativenLogik entzogen"(19).

I have repeatedly referred to the disorienting, confusing, defamiliarizing and

unconnectednature of der analfabet. I now proceedwith an examinationof the

structureof the text to ascertainhow cohesiveit is, in order to identify specific

linguistic deviceswith which cohesionis achieved.

2.4.5 Cohesion

The passageI havechosenfor the purposeof this analysisis Scene1 of the text

(SW 150-152),which I will examinein detail. I will, however,alsorefer to the restof

the text whererelevant.I haveusedFowler'scriteriafor the constructionof texts. He

seescohesionas being fundamentalto the organisationof textsandexplainsthat it is

foundedon a very simpleprinciple: ". . . eachsentenceafter the first is linked to the

contentof oneor more precedingsentencesby at leastonetie" (61). He goeson to

identify five kinds of cohesiverelationshiplinking sentences:reference,substitution,

ellipsis,conjunctionandlexical cohesion.

Thereareseveralexamplesof reference- "a word in a subsequentsentence,usually

a pronoun. . . or a demonstrative. . . refersto someentity or action that has been
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designatedby anotherterm in a precedingsentence"(Fowler62) - in Scene1 of the

text. For example: "3 wir gehenzum baumschulgartner.m: hat seine letzten

ersparnisseverbraucht"(SW 150).Here,thepersonalpronoun"er" andthepossessive

pronoun"seine" both refer back to "baumschulgan:ner"mentionedin the previous

sentence.

alleausser3 manmussdenkopfzwischendie beinebindenundaile
lampenauslosehen.

2 �~ darfnicht sein.(SW 150)

In this example,the demonstrativepronoun"das" refersbackto thewhole preceding

sentence.

5 einzahnim schuhist dernamedesanalfabeten
1 scbamdieh.dM sollstdu nicht sagen(SW 150)

Hereagain, "das" refersbackto a completesentence.The abovearetypical examples

of the use of referenceto avoid needlessrepetition and createa cohesivetext.

However, there are other exampleswhere referenceis usedwith quite a different

effect.

When5 and1togethergive thecommand"umannteuch"(SW 151)it is unclearto

whomthe"euch"refers.

5 ich bin verloren
2 ich will, dassdu zumbaumschulgartnermitgehst

weinenieht.
4 (dringt sichvor, briillt) hilfe!
2 m: wird ewighinken,erhinlet
1 ich bin �~ ungluckliche(SW 151)

In this example,oneis unsurewho "er" is. Is 2 referringto 5, thegardeneror 41 The

useof"dieser"in 1'ssentenceis alsounclear.Why does1usethedemonstrativehere?

Doesit imply that heis theunhappyonewho will alwayslimp? This is not madeclear.

In Scene2 and again in Scene4 "sie" (plural) is used by the figures 2 and 5



different from themselves:"2 �~ kommenund wollen dich holen" (SW 152); "5

... ja ltigen konnensieaile" (SW 154). Althoughit seemsto beobviousto the figures

themselvesto whom "sie" refers, the readerremainsignorant and is left with the

impressionthat it alludesto somesortof mysteriousanddeceitfulenemyforce which

is waiting to pounce.

Severalunclearreferenceshingeon theuseof thepronoun"er". In Scenes4, 5, 14

and17"er" is usedseveraltimesin relationto someonewho has hunghimselfandis to

beburied.In Scene4 thereaderis led to believe,althoughwithout completecertainty,

that"er" refersto thecaptain:

matrose heuteabendwird m: begraben
5 dercapitan
matrose(schwerhorig,blick nachvom, neigtkopfseitlich,handans

ohr) wer?
nirnmdirs nicht sozu herzen
erhatsichaufgehangt
aile achtung,erhatsichaufgehangt

5
matrose(hell, nachoben)
5 (freudig)
(SW 154)

Thereaderpresumesthatthecaptainis the"er" referredto above,despitethefact that

thesailor,who seemsto knowthedetailsoftheman'sdeath,asks5who hasdied. One

againmakesthisassumptionin Scene5, whichconsistsofonly oneline:

matrose2 (tiberdieboonespazierend,verbindlich)
m: wird sichschonnicht aufbingen(SW 155)

However,in Scenes14 and 17 this no longerseemspossible,asthe captainis oneof

the figures who appearsin thesescenes. In Scene14 when"matrose2" says: "du

grabstibn ein" (SW 162),nobodyknowswho exactlyis meant- not thereader,nOf the

captain,to whomthis is said,nOf, for that matter,the sailorwho saysit, asis seenin

therestofthepassage:

capitan (alshofratmit hOrrohr)
wie bitte?

matrose2 (zu capitlnaberohneseinenstandortzuverlassen,
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capitan
matrose2
capitan
matrose2
(SW 162)

vorgebeugt,wie fiber einenfluss rufend)
eingraben!
selbstverstandlich
g}aubensie?
von wemsprichstdu eigentlich?
ich weissnicht, esist schrecklichheissheute

The passagein Scene4 quotedaboveis repeatedin Scene17, but this time with the

captainsayingthe sailor'slines and the sailor sayingthoselines saidby 5 in Scene4.

Again the readeris at a lossasto who "er" is. It surelycannotbethe captain,sincehe

is presentandthereforenot dead.Werewe thenwrong to assumeit was he in Scene

47 If the captainwas not the personwho committedsuicide then who was it? The

readeris baffled and left with the feeling that he/shehas somehowmissedout on

somethingwhile readingthe text. The fact that onecannotevenbe surewho is dead

andwho is alive is very unsettlingandshakesthefoundationsof thesystemwith which

one normally dealswith the world. Thus, in der analfabetBayer usesthe accepted

systemof pronounsfor referencebut, insteadof having its usualcohesiveeffect, this

system has a destabilising effect becausethe rules of the system (i.e. that the

person/thingreferred to is evident from another part of the text) are not always

adheredto. The result is confusion,disorderand a certain senseof anarchy,all of

which, along with the rule-breakingthat gives rise to them, are reminiscentof the

anarchyandrule-breakingpromotedby Dadaistwritersasoutlinedin Chapter1.

I havebeenunableto find in the text an exampleof substitution- "a word in the

secondsentencerefersnot to exactlythe sameentity as doesthe relatedword in the

first, but someotherentity to which the sameterm would be applicable.Halliday and

Hasan'sexample: 'Would you like �t�h�i�s�~�? - No, I want a square�~�.�'�" (Fowler

62).



Examplesof ellipsis - "A part of a subsequentsentencewhich would repeata

phraseor ideaexplicitly statedin a precedingsentenceis omitted, makingthe second

sentencedependfor its completenesson the first." (Fowler 63) - canbe found in the

text. (In theseexamplesI haveplacedemptysquarebracketsat thepointsofellipsis):

5 + 1 umarmteuch
2 darfich [ ]1
4 + 1 nein. nicht jetzt (SW 151)

5 ein zahn im schuhist dernamedesanalfabeten
1 schamdieh. dassollstdu niehtsagen
5 (uberzeugt) ich weissest

(entfemtsieh,bleibt aberaufderbuhnesiehtbar)
4 (traurig) [] niehteinmalblumen[ ]
5 (singt) wer ein glasandenmundsetzt,busstseinelippenhaut

ein (SW 150-151)

In the first example, the words omitted from 2's sentenceare presumably"dich

wnarmen". This information is suppliedby the previous sentence,thus making the

secondsentencedependenton the first for its completeness.In the secondexample,it

is clearthat the phrase"nieht einmal blumen" needssomethingmore to completeits

meaning. Normally this would be explicitly stated in a precedingsentence.Here,

however, the precedingsentencesfail to supply the missing information neededto

completethe meaningof the phraseand 4's utteranceseemstotally unrelatedto the

text surroundingit. Theresultis a gapwhich thereadercannotfill.

Similar gapsare createdin Scenes2, 3 and 4 and are indicatedin the examples

belowby emptysquarebrackets:

4
2
4
2
4
2
4
2
4

fein, jetzt seheich, dassdu michwiederliebst
sokUssemir die hand
ich werdemich huten[daszu tun]
dannwill ich dir nocheinmalverzeihen
[ ] suppemit fleisch
wennich aberandeinfleischherzdenke
zumal gebraten
wasist dasfleischgegendie liebe
ebendeswegen(SW 152-153)
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1
2
1
2 (betont)
1
(SW 153)

s

matrose
S

ich lebewiederauf
dasist allerdingseinvorrecht
dercapitanwird dochkein narrsein?
[ ] yom ganzenherzen
fressen?manfrisst dochnur gemeinematrosen

die trauerscheintuberallin modezu sein;
einwahresfest fUr alle die daleidenwollen
ojat
[ ] grOssgott wird auchgefressen?[ ]

matrose(wendetsichmatrosenzu)

ich kommeurn dich zumbegrlbniseinzuladen
(SW 154)

It is clear that the aboveexamplesgo far beyondthe ellipsis outlined by Fowler. In

eachcase,thegapwhich occursis not anticipatedin a precedingsentence.In the first

example,"suppe mit fleisch" is linked to the succeedingpart of the text through

"fleischherz"but it still standsapartfrom themainbodyof thetext. Thesameis trueof

the other examples.All three examplesintroducenew elementsthat have not been

anticipated.Theresultis thecreationof islandsin the text which areconfusing,at least

initially.

I considerit importantto havea closerlook at the term"gap". While in linguistics

it refersto "a missingunit or valuein thesystem,beit phonetic,lexical, or semantic;an

absencepossibleaccordingto the rulesof the language"(asin Fowler'sexample),"in

literary theory and in receptiontheory, gaps or blanks arise in a discussionof the

informational content,and the readingprocess"(Wales 201). The examplesquoted

abovefrom der analfabetare thus instancesof gapsin informational content.While

suchgapsactivatereadersand demandthat they work harder,more often than not

readers,by drawing on their commonand cultural knowledgeor the context of the

situation,candeduceor infer what is unspokenor unwrittenandso fill thesegapsfor
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themselvesto makethetext coherent(Wales201, 248). Since,ashas beenillustrated,

Bayermostlydenieshis readersanycontextin deranalfabet,andsincetheworld of the

text seemsin manywaysdissimilarto their own, readersof thetext lack theframesof

referencenecessaryto supplythemissinginformationandsothesepassages,at leastat

first sight, are simply incoherentand very frustrating. When read more closely and

examinedtogether,however,thesesectionsof text arejoinedby a commonthread-

namelyeatingandits moresinistercorrelatecannibalism.Theway in which this theme

involuntarily andunconsciouslysurfacesin the speakers'conversationshighlightstheir

obsessionwith it. This gapping, therefore,can draw the more determinedreader's

attentionto oneoftheimportantthemesofderanalfabet.

Thereseemsto be nothingunusualaboutBayer'suseof conjunctionsin this text.

Theadditiveconjunction''und'' is theonemostoftenused(twenty-fourtimesin total),

the conditionalconjunction"wenn" is usedtwenty timesand"dass"ten times. Six of

the "dass"-clausesintroduceobject clausesand four indirect speech.49 Interestingly,

thereareonly nine final conjunctionsor conjunctivaladverbs,expressingthe purpose

of an action/event(e.g. "damit", ''urn . . . zu", "dam"). No causal conjunction,

denotinga logical conclusionis used(e.g."denn")andonly oneconjunctionindicating

thecauseofanevent/stateapPears(e.g."da", "weil"). It is ''weil'' that is usedin Scene

16. Onesingleconsecutiveconjunctiongivestheconsequenceof anaction/event(e.g.

"so ... dass",used in astagedirectionin Scene9).

49 Theobjectclausesintroducedwith "class"areasfollows: "du siehstan meinembeispiel,classMeine
weisheitunergrftndlichist"; "ich will, classdu zumbaumschulg!rtnermitgehst"(SW 151); �'�~�e�t�z�t sehe
ich, dassdu mich wiederIiebst" (SW 152); "wir verzeihendir, class du es nie gewesenbist" (SW 159);
"00 meinst wohl, class die schweizerdas alphorn in ihrem wappenfilhren" (SW 161); "hast du
bedacht,class wir den anaIfabetenvergessenbaben?"(SW 165). The instancesof indirect speech
introducedby �"�d�a�s�s�"�~ are: " ... erzahltibm, class ich krepiertsei" (SW 154); "ich werdeallen
erzahlen,dass du schnarchst"(SW 163); "gehst du so weit, zu bebaupten,class aile capitaneden
matrosengefllhrlich werden?"(SW 165);" ... erzahltmir, dassergestorbensei" (SW 166).



The speakers'discourseis thereforelinked mostly additively, almost in list form,

through extensiveuse of the conjunction"und", and not in terms of time, cause,

purposeor consequence.This showsthe speakers'inability to relatepast,presentand

futureactions,to detenninewhy actionshappenor howoneactionaffectsanother,and

to perform actionswith a particularaim or purposein mind. This ties in with the

indicationsof transitivity patternsmentionedearlierthat thesespeakersare incapable

ofeffectiveactionandthattheyarechiefly presentersof text.

Lexical cohesion,consistingof lexical reiterationand collocation,also contributes

to textual cohesion.Lexical reiterationinvolves the repetition of words and occurs

many times in der analfabet. Among the words most repeatedin the text are

"analfabet", "begraben", "sich aufhangen", "fleisch" and "fressen". This lexical

reiterationvery muchcomplementsthe collocationalword fields of death,cannibalism

and the analphabet(and its associatedfield of literacy and knowledge).Indeed,this

lexical reiteration and the text's word fields are what lends the text most of its

cohesionby identifying thematic areasthat the readercan focus on and use to

tentativelyinterpretthetext.

Thereare scenesand sentences,however,that arecompletelyunconnectedto the

rest of the text. Scene6, during which "matrose I" and "matrose 2" mention

"nachtschwalben","findelkinder" and "betrunkenekinder" (SW 155-156) and the

"(falscher)analfabet"makeshis only appearanceis one, as is Scene7 wheresailor 1

andsailor2 bemoanthedarkandsuggestsinginga duet,but neverdo (SW 156-157).

Sentenceswhich arenot linked to surroundingsentences,or evento any of the text's

word fields include the underlinedamongthe following which I haveselectedfrom

variousscenesin the �p�l�a�y�~



3

3
4+5

wir gehenzumbaumschulgartner.erhatseineletzten
ersparnisseverbraucht.jetztmerktauf

alle ausser3 manmussdenkopfzwischendiebeinebindenundalle
lampenausloschen

2 dasdarfnicht sein.
I (laut rhythmischakzentuiertundeinfallend)

EIN MUND 1STIN KURZERZEIT MIT EIS
BEDECKT.
solasstunsdie lampenzerfleischen
esist wahr(Scene1, SW 150)

baumschulgartnerich seufzeundschweige.dieseleidenschaft
verschlossich in meinerbrust,
dochwaresvergebens.bravo,bravo

(vor ibm liegt regungslosausgestreckt,alsob er tot ware,derlion von
belfort)
I er ist nochschanergeworden
baumschulgartnerer ist gewachsenundgutgewachsen
1(springtauf) ich will meinekeuschheitauspatriotismusopfem
(Scene9, SW 158)

derlOwevonbelfort (beil!ufig)
deinekniescheibensindzerschlagen

5 (dieannesindnicht gebunden.erziehtandenkrempenseineshutes.
die Mnlichkeit mit einembabyhiitchenist dadurchunvermeidlich.er
erinnertaneine40jahrige
gutgehendepraxisarztensgattinvoropemballig,erschmollt,erspruht
gift)

ich werdeallenerz!hlen,dassdu schnarchst
derlowevonbelfort keineschlechteidee,ich werdedichmit

frischensalatbl!ttemgarnieren
5 (eineclat) ich haberoteln
derlowevonbelfort .(schliessteingrosseresgeschaftab)

nehmenwir unsererersteneingebungfolgend
dennachstenzugin die provence

5 wennwir dagegendenselbstkostenpreis
betrachten(Scene15, SW 162-163)

Theabovesentencesandscenesstandout from therestofthetext andcreategapsin it

which the readercannotfill. It is asif thesesentencesbelongto othertexts or other

conversationsand accidentallyappearin the text of der analfabet.However, their

presenceis far from accidental.While leavingthe readerperplexed,they do not have

theeffectofmakingthetext totally incomprehensible.Theimpressionthatoneat times
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gets of snippetsof different conversationsstrung togetheris evidenceof Bayer's

"montagetheater"referredto earlier and discussedin more detail at the end of this

chapter,andof his principleof reductionandhis anti-logic, anti-explanationstanceas

outlinedin the"beilage".

In conclusion,therefore,der analfabetcancertainlynot be categorisedasa highly

cohesivetext, but asa ratherfragmentedone.Bayer'suseof referenceandgappingis

destabilisingand confusing.He usesthe acceptedsystemof pronounsfor reference

without adhering to its rules and.createsgaps in informational content, without

providingthereaderwith thecontextor frameof referencenecessaryto fill them.The

.result is incoherencein many parts of the text. The predominanceof the additive

conjunction"und" meansthat the text is not connectedin termsof cause,purposeor

consequence.Although the text is not highly connected,there is, however, some

lexical cohesion,chiefly dueto the repetitionof certainwordsand the emergenceof

word fields which allow thereaderto gainsomethematicfootholdsin thetext.

Having completed a linguistic analysis of der analfabet, it seemsuseful to

summarisemy findings in this area. An examinationof the transitivity system,

vocabularyanddeixisofthetext in anattemptto discoverits mind-styleor world view

yieldedthe following results.The speakersof the text arepresentedfor the mostpart

aspassiveexperiencers,lackingcontrolovertheir environment:primarily presentersof

text ratherthan fully formed characterswho, as active agents,are capableof acting

purposefullyandwith consequences,andofdriving theplot ofa traditionalplay. They

are motivatedby emotionand not thought. Thereis a senseof urgencyabouttheir

concentrationon the presentand immediate future. An obsessionwith violence,

100



cannibalismand the "analfabet"presidesover their existence.Most of the time Bayer

provides no context for their verbal exchangesso that they are suspendedin an

unidentifiable space for which readershave no correspondentin their range of

stereotypicalcontexts.Thediscourseof the figures is fragmentary,but deliberatelyso,

andyet cohesiveenoughto providesomeguidelinesor pointersfor thereader.

At this point in my linguistic approachto readingder analfabet,it seemstimely to

returnto its startingpoint, the "beilagefUr aIle feindedesanalfabetismus",in orderto

assessits relationshipto themainbodyof the text, andconsider whyBayerdeemedit

necessaryto include itin deranalfabet.
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2.5 Evaluationof the"beilage"

The "beilage fUr alle feinde des analfabetismus"may be seen as a kind of

"instructionsfor use"not only for thescenesthat follow it andmakeup thetext of der

analfabet,but also for other Bayer texts. It is by no meansa text in which Bayer

abandonshis programmeof defamiliarization.As wasevidentfrom my treatmentof it

earlierin this chapter,like themaintextofderanalfabet,the"beilage"is alsodisjointed

andis not alwayscoherent.My readingof it thereforeoftenconsistedin attemptsto fill

thegapsleft by this incoherence.However,the"beilage"is, in general,moreaccessible

than the rest of der analfabetand the useof the "ich" form makesclear that Bayer

wishes to addressreadersof the text directly in order to preparethem for their

confrontationwith it. In the"beilage"heoutlinestheprinciplesaccordingto which his

textsareconstructed,andattemptsto instructon how onecanbest approachthemand

what one canor cannotexpectfrom them. Theseprinciplesof constructioninclude:

change/variation;understanding/explanation;distance; the absurd and its truth;

funlhumourandreduction.I will now demonstratehow theseprinciplesareappliedto

the structureof the text and why it is importantto be awareof them when reading

Bayer.

The principle of changeis the first to be introducedwith the line: "elf figuren

wechselnihre standorte"(SW 148) and is repeatedlyreferred to in the following

phrases: ''u.a. verwendetevariationen des standortes","die verlnderungendes

charakters","... babeich das geschlechtals variablenfaktor eingefUhrt" (SW 148)

and"... dasssich verlnderungenoft, sogarmeist langsamervollziehen" (SW 149).

Bayeralso lists the "standorte"or positionsthat theseelevenfigures will changeas

"personen","charakter","geschlecht","zeit" and"ort" (SW 148).

102



I havealreadynotedthatthefiguresseemto haveno constantidentity andthat they

aresubstitutedfor oneanotherin variousscenesof thetext, leadingoneto believethat

they are almost interchangeable.In Scene14, Bayer also illustrateshow one person

canchangeandadoptmanydifferentroles. In that scenethe captaintakeson the roles

of "marktschreier","priester", ''vertreter eines bestattungvereins"and "hofrat mit

hOrrohr" (SW 161-162).The role of the Lion of Belfort has alsobeenshownto vary

greatlyfrom sceneto scene.He goesfrom beingtheobjectof theothers'admirationin

Scenes8 and9 to the objectof their scornand ridicule in Scene11, while he himself

assumes,in SceneIS, the role of tormentor.He is an exampleof what Bayer terms

"die veranderungendescharaktersoderauchderganzen person"(SW 148).

Gender,Bayer tells us, is another"standort" that is subject to changeand is a

variablefactor in the text. Although by the end of the text all of the elevenfigures

except 3 and "matrose 1" have been designatedas being male by personal or

possessivepronouns,in keepingwith his desireoutlined in the "beilage" to prevent

emotionalidentificationonthepartof thereader,Bayerexplodesthewholeconceptof

thepossibilityofa singlestablegenderwith thefollowing two sentencesin particular:"

matrose er war meinefrau" (SW ISS); "capitan dieserherr.istMeine braut" (SW

166).

Since"zeit" alsoappearsin the list ofpositionswhich thefigureswill change,it can

also be expectedto vary. In my analysisof the deixis of the text I highlighted the

speakers'preoccupationwith thepresentandthe immediatefuture, evidentfrom their I

extensiveuseof the deictic word ''jetzt'' and the presenttense.However, there are

indicatorsin the text that suggestthe passingof time, althoughthe readermay not

initially be awareof this. Theseindicatorsdo not appearin thestagedirections,where

onedoesnot find phrasessuchas,for example,"onehour later", ''thenextday", "two
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monthslater" andso on. Neitheraretheredirect referencesin thetext to times,days,

dates,monthsor years.Despitethe speakers'repetitionof "morgenist allesvorbei",

tomorrow neverseemsto come, and the analphabet,who is frequently referredto

duringthetext andwhosearrival thereaderconstantlyawaits,neverappears.Yet, the

time frameoftheplayis not thatofthereader.In Scene1it appearsto bedaytimeas2

refersto "ein verfluchtertag" (SW 152). Scene4 seemsto takeplacein the afternoon

since"heuteabend"(SW 154) is referredto in the future and "diesenmorgen"(SW

155) in the past.In Scene6 it is againmorningtime asthe"(falscher)analfabet"has

got up beforemidday,which is unusuallyearlyfor him. It is unclear,however,if this is

themorningofthefollowing dayor someothermorning."matrose1" and"matrose2"

complainaboutthedarkin Scene7, sopresumablyit is night-timein this scene.

Timealsoseemsto progresson a largerscale,from seasonto season.In Scene6 it

is sunny,as sailor 1 has to put his handover his eyesto shield themfrom the sun­

"matrose1(handtiberdenaugen,sonnenschiitzend,fernblickend)"(SW 155).While in

Scene12 sailor 1 and sailor 2 talk of ice and snow, in Scene14 it is, accordingto

"matrose2" "schrecklichheiss"(SW 162)andin Scene15 thestagedirectionssuggest

that it is pouring with rain. Thesechangesin. the weather,if not necessarilyin the

season,alsoconfirmthepassingoftime.

Time canalsobecalculatedaccordingto theprogressionofevents.Forexample,in

thefirst andsecondscenes1 and2 talk ofgoingto the''baumschulgartner''and,when

he appearsin Scene9, it seemsthat they have reachedtheir destination,indicating

progressionof time and plot. However, the samecannotbe said of the suicideand

burial (of presumablythe captain)referredto in Scene4. In that scenethe"matrose"

saysthat he (the captain?)will be buried "heute abend" (SW 154). However, the

captainhimsel( whomwe presumeto be dead,appearsasanundertakerin Scene14
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and the burial never seemsto take place. If a figure presumeddeadcan appearto

organisewhat seemsto be his own funeral, this confirmsthat the time continuumof

the play is not a forward-moving, linear one. Anotherexampleof the time sequence

being disruptedis SceneS, in which "matrose2" saysthat he ("er") will not hang

himseIt:usingthe future tense,whenScene4 hasalreadyreferredto this suicide. It is

clearthat time in der analfabetis not divided up into orderly sectionsandthat it does

not progressin what is perceivedto be the normalway. The result seemsto be that

time, althoughfrequently referredto, providesno context,no frame of reference,no

orderandoffersanotherexampleofBayer'sradicalrule-breaking.

As alreadyoutlinedin my discussionofdeixis andcontext,the speakers'locationin

placeis, for the mostpart, unknown,exceptfor certainscenesdiscussedabovewhere

a specificplaceis identified. In thesescenes,the speakersmovefrom a barren,rocky

isle to a classroom,to oneofvariouspossiblelocationssuchasa bedroom,bathroom,

commandobridgeor an aquariumin Scene1S, with no apparentphysicalmovement,

or at leastnonethat is specified,betweentheseplaces.Theconnectionsbetweenthese

placesdo not exist for the readerand they seemto be linked only through being

inhabitedby thesamespeakers.Thereis in the speakers'incidentalreferencesto place

also a subtle juxtaposition of sea (representedby the words "mOven", "ozeane",

"wasser","capitan","matrose")and land (representedby the words"gras", "strasse",

"klassenzimmer""felseneiland" "baumschulgartner")with the borderbetweenthem, , ,

referred to in Scene4 by the word "ufer". Bayer, thereforemakes"ort" another

variationof"standort".

As promisedby Bayer in the "beilage", the principle of changeprovesto be an

intrinsic part of the structureof dec analfabet,with the figures indeedchangingthe

"standorte"of "personen", "charakter","geschlecht","zeit" and"ort" (SW 148). The
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principleof changeperhapsalsoexplainsthemanygapsin the text, mentionedearlier,

which the reader,unableto keepup with thechangesoutlinedabove,cannotfill.

Another principle of constructionhighlighted in the "beilage" is reduction.Bayer

warns, perhapswith a degreeof irony, that the changes("veranderungen")outlined

have been concentratedand that the number of possible"standpunkte"has been

reducedto a minimumsothat the resultingmodestnumberof layersandlevelsshould

makeunderstanding,shouldunderstandingarise,easier.Thesereferencesto reduction

and concentrationexplain many of the difficulties with regard to the text of der

analfabetand a familiarisationwith this principle of reductionis essentialfor reading

the text. Suchconcentrationexplains,for example,the changein the otherspeakers'

attitudeto theLion ofBelfort. Thereaderwho mayhavewonderedwhy, havingbeen

admiredby the othersin Scenes8 and 9, the Lion is ridiculed by them in Scene11,

should realise on consulting the "beilage" that the text is merely a concentrated

summaryofevents,whosecausallinks havebeenomitted,it: indeed,theyeverexisted,

so asnot to wearythe reader'sattention.This reductionalsoaccountsfor theabsence

of a definite storylineand for the apparentleapsin time and placealreadydiscussed.

But doessuchreductionandconcentrationof the possiblelayersandlevelssucceedin

makingunderstandingeasier,asBayerclaims it should?From the point of view that

the text consistsof a reducednumberof possiblelayers and levels, it must; for if

confronted with any more in such a format, the reader would surely flounder.

However,the reductionandconcentrationof eventsasa style of writing is something

which readers,especiallyif unawareof it as a deliberatedevice, say, for example,if

they havenot reador understoodthe "beilage", find initially confusingand irritating.

Theymust"forget" their usualexpectationsof a text and learnto processit in a new
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f
f way. This is, perhaps,Bayer'saim: to re-educatereadersby overturningtheir normal

1f text-processingpatterns.

In the "beilage"Bayerpoints out that he wishesthe text to be understood''unter

dem aspekt . . . , dassder menschkomisch ist" and he also makesthe following

statementaboutit: "diesesstUckist sehrlustig" (SW 149).He is, therefore,at painsto

point out the humourin the play. So, is the play funny? In Scene3 the word "spass"

appearstwice, but in thecontextofdeathor cannibalism:

1 ftessen?manmsstdochnurgemeinematrosen
2 (hahnisch)ein spassvorm tod?
1 haraufmit solchenspassen... (SW 153)

In Scene14 it is perhapshumorousthat the captainseemsto be arrangingwhat the

readerregardsashis own funeral. In Scene15 the descriptionof 5 is comical: "5 (die

annesind nicht gebunden.er zieht an den krempenseineshutes.die ihnlichkeit mit

einem babyhutchen ist dadurch unvermeidlich. er erinnert an eine 40jahrige

gutgehendepraxisarztensgattinvoropemballig,er schmoUt,er sprUhtgift.)" (SW 162-

163). However,this is in the somewhatsinistercontextof theLion threateningto eat

him. Takingthesefew examples,thehumourofthetext is, ifanything,a blackhumour,

associatedas it is with deathand cannibalism.Again one wondersif this is irony on

Bayer'spart and if his use of the word "lustig" adheresto the acceptedcode of

meanings.

Bayercalls upon the reader'sdelight in the beautyof the absurdand its truth. In

doingthis in the"bei1age",heseemsto behinting that thetext maybeabsurd,but that

it containstruth. In my examinationof cohesionin the text I havealreadyidentified

some scenesand sentenceswhich, in the tradition of the absurd, seem totally
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unconnectedto the restof the text. It is Bayer'sinstructionto delight in this absurdity

andto considerits truth.

Distanceor "abstand"andthe possibility/impossibilityof understanding/explanation

are otherprinciplesaccordingto which der analfabetis constructed.This hasalready

beenreferredto in this chapterwhenconsideringdefarniliarization.Bayerstatesthathe

wishes to avoid sentimentalityand emotional identification and so does not use a

mixture of gendersamonghis figures in order to ensureemotionaldistance.I have

alreadyarguedthat by denYing the readerreliableexplanationsand understanding(all

explanationsare "mangelhaft"and understandingis "allfallig" (SW 148-149» Bayer

ensuresthat this distanceis also a rational one. Bayer's"abstand"thus, in effect,

requiresa suspensionof the conventionalmethodsof text processing.Readersshould

not expectmeaning,explanationsand understandingand should not feel entitled to

them. The desireto explainandunderstandmust initially give way to the eventof the

text, which the readeris forcedto engagewith. It hasbeenshownthat the distanceor

"abstand"desiredby Bayerin his "beilage"is achievedandmaintainedthroughoutthe

text by variousmeans,including the numberingof somespeakers,the absenceof a

recognisableplot, the "veranderungen"of character,gender,time and place already

discussedandthroughlinguistic andstylistic devicessuchasthe useof reduction,and

Bayer'sparticularuseof referenceandgapping.

My discussionandevaluationof the"beilage"to deranalfabethasshownthat it can

be regardedas an indispensabletool, a valuable map for negotiatingthe paths of

KonradBayer'stexts. It is theclosestthing to a manifestothatBayerproduced,in that

onecandeducefrom it his radical,experimentalapproachto literature.
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2.6 Reviewof Chapter2

The aim of this chapter wasa closetextual study, using criteria from the field of

text linguistics, of oneof Bayer'sdramatictexts. Its purposewasto identify features

that would illustrate the extent to which his texts departfrom conventionalliterary

texts and also assist in reading and exploring them further. der analfabet,for the

reasonsoutlinedat the beginningof this chapter,waschosenasthetext which formed

thebasisfor this study.

My initial discussionof the "beilage" to the text identified principlesaccordingto

which Bayer constructshis texts, and the evaluationof the "beilage" demonstrated

theseprinciplesat work in the dramatictext itself: illustrating how a familiarity with

themcanhelpin readingderanalfabetandBayer'sotherdramatictexts.

The linguistic analysisof der analfabetservedto highlight someof the linguistic

devices used by Bayer to disrupt conventional language. It was discovered,for

example,that he usesthe conventionalsystemof pronounsfor reference,but that he

doesnot alwaysadhereto its mostbasicrule - that the nounreplacedby the pronoun

can be easily identified by the reader. It emergedthat the creationof textual gaps

initially disorientsthe reader,but also servesto focus attentionon specific themes.

Bayer'srefusal to provide a contextof utterancefor his speakers,a definite setting

within which the reader can place the text, was also identified as having a

defamiliarizingeffect. The resultof suchdefamiliarizingdevicesis that readers,while

ableto recognisefragmentsoftext which theycanunderstand,cannotcomprehendthe
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text asawhole.so

I mentionedin my initial summaryof the text Bayer'sallusion in his handwritten

"regievorschlage"to theparaventas"zentralesrequisit" (SW 764)andI referredin my

introductionto the paraventasa useful imageof Bayer'smethodof text production.

Justashis "regievorschlage"suggestthat in onescenevariousbodypartsemergefrom

time to time from behindthe paravent• "man setzteinmalein beinvor, hebtdenkopf

datiiberund spricht,oderbeidehandezur seite,dasssiesichtbarwerdenund spricht.."

(SW 764) • the way in which Bayerconstructsder analfabeton a textual level ensures

that the readeralwaysseesonly fragmentsandthat the"full picture" is neverrevealed.

In my linguistic analysisI concludedthat the abovelinguistic techniquesand others

wereemployedby Bayerto achievedefamiliarization,the"abstand"hementionsin the

"beilage". This "abstand"challengesreaders'expectationsof what a dramatic text

shouldor shouldnot beandtheir normalapproachto readinga text.

Another principle of construction for der analfabet is not mentioned in the

"beilage",but is referredto in Bayer's"regievorschlage",wherehe describesthe text

as "quasi ein montagetheater" (SW 764). This description is also useful in

understandingmany features of the text discussedin this chapter. My linguistic

analysis, for example, identified examplesof incoherencein the text, createdby

seemingly inexplicable informational gaps that cannot be filled and sentences

completelyunconnectedto the restof thetext thatcreatetheimpressionof snippetsof

so The following commentby Okopenkoregardinghis own work revealsjust how radical Bayer's
rejectionof conventionallanguagewould havebeendeemedin 1950sAustria, whereany sortof rnle­
breakingor deviationfrom the norm was frowned upon: "Aber mindestensebensowie auf sexuelle
und religiOse Keimfreiheit wurde zuweilen auf grammatikalischegeachtet: ich sa8 anderthalb
Stundenbeim Grunderdes 'Theatersder Jugend',urn die BeistrichlosigkeiteinesSatzeszu retten"
(9).

110



different conversations strung together.'! The predominance of the additive

conjunction"und", I concluded,meansthat the text presentsnot a logical world view

whosepiecescan be explainedin relation to one another,as would be the caseif

causal,purposeor consecutiveconjunctionsabounded,but rathera seriesof imagesor

impressionsalmost in the form of an experimentalcinematicmontage.In my initial

discussionin Chapter1 of the montagetechniqueaspractisedby the WienerGruppe,

its effecton the readerwasnotedasfollows: while understandingseemspossibleon a

semantic�l�e�v�e�~ whenreaderstry to graspthe contentof the text they fail due to the

unknown word and sentence combinations whose individual elements are

understandable.This is preciselywhat the readerof der analfabetexperiences.The

following definition of the term montage, taken from Gero von Wilpert's

SachwOrterbuchder Literatur, could equally serveas a descriptionof the text of �~

analfabet:

Begriff aus der Filmkunst: die schon im Drehbuch vorgesehene
kUnstierischeAneinanderfugungeinzelner Bildfolgen und Szenenin
raumlich und zeitlich verschiedenenSituationen,die Dicht sachlich­
handlungsmaBig oder gedanklich verbunden sind, durch die
Assoziationsfiigung einzelner konkreter Gegenstlnde; als
Darstellungstechnikauf Roman,LYrik und DramaiibertragenfUr die
verfremdende Zusammenfiigung versch. Wirklichkeitsebenen oder
Wort-, Gedanken-und SatzfragmenteunterschiedlicherHerkunft ...
(438-439)

Bayer'sinvolvementin experimentalfilm - he worked with Ferry Radaxon a few

occasions- may also explain why montageremainedfor him, long after the Vienna

Group'searlycollaborativeworks, an importantmethodof text constructionright up

to his latestworks. Riihm tells us: "fUr bayerblieb die montageeine bestimmende

51 This tiesin with Bayer'sowndefinitionof montage:"die montage:(= vorgefundenetextteiJe
werden neugeordnet...)" (SW 721).
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technik. zu einemhohepunktbrachteer sie wohl mit seinem'vitus bering'. aberauch

'dersechstesinn' ist in seinerfonnalenanlagedurchdiesetechnik bestimmt"(SW 12).

Returningto der analfabetin light of the above definition, further montage-like

featurescan be identified. I noted in my linguistic analysisof the text that no real

developmentof the dramaticcharacterstakesplace, and that their primary function

seemsto be to speakthe text. Like the camerain themediumof film, their function is

to presentthe montage,the sequenceof imageswith which the readeris confronted.

Bayer'suseat the endof almostevery sceneof the verb "einfiieren" to indicatethat

thesceneis nowoveralsohascinematicassociations.As pointedout in Chapter1, this

methodof text constructionis one which has its roots in the Dadaistand Surrealist

traditionsof collage- thejoining togetheron a singlesurfaceof variouspre-existing

elementsto createsomethingnew.52

Whendiscussingder analfabet,commentatorsremarkon its defamiliarizingeffect.

Braun,for example,describesit asfollows: "Diesesfiiihe StUckBayers. . . enthaltin

nuceaile spaterenVersuchedesAutors: der Versuch,mit Hilfe desAlfabets(alsoder

Form) demAnalfabetenzu seinemRechtzu verhelfen,oderandersausgedriickt,einer

durchrationalisierten,sich entfremdetenWelt das entgegenzusetzen,wassich unsere

Schulweisheitnicht traumenUiBt" (18). Buchercommentsontheway in which thetext

seemsto resistinterpretation:

... der analfabetenfaltet eine poetischeSpontaneitat,die rein zu
bleiben, zu werden versucht, indem sie sich auf allen Ebenen den
Zwangender Reprasentationentzieht. DiesesSprechenentfaltet den
Text, gelost von einem leitendenPrinzip, je aus Moment und je im
Hinblick aufdie Totalitat der Moglichkeiten,die in ibm angelegtsind.

52 DIrike Huberidentifiesanotheruseof the montagetechniqueby Bayer, illustrating that kasperlam
elektrischenstohl consistsof parts of other dramatic texts, namely die pfandleihe, die begabten
zuschaueranddie boxer(16-28) and Walter Ruprechterdescribesthis characteristicof Bayer'stexts
as"Intertext" (120-123).I alsonotedin my initial summaryof cleranaJfa¥in this chapterthat Scene
17 is a collageofsectionsof three other scenesin thetext
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Es eroffneteinenassoziativenRaum,der in fortdauemderAmbivalenz
allesin derSchwebelasst.(148)

With my linguistic analysis I have illustrated how this defamiliarization and this

"assoziative[n] Raum"areachieved.In thenextchapterI considertheconsequencesof

this approachfor thereaderand,in particular,for theinterpreterofBayer'stexts,who

is confrontedwith anever-changingreality.

This chapterhashighlightedfeaturesof Bayer'sdramatictext der analfabet,all of

which point to arejectionofconventionallanguageandmethodsoftext production.At

this stageI havenot attemptedan interpretationofBayer'sapproachto producinghis

dramatictexts,norconsideredtheaim of his radicalexperimentalmethods.This taskI

leaveto theremainingchaptersofthis thesis.
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Chapter3

3.1 Linguistic experimentationandlanguagephilosophy

In Chapter2 I illustrated by meansof a linguistic analysisof the text of dm:

analfabet how Bayer's texts depart radically from conventional literary texts. I

highlighted the linguistic devicesused by Bayer to disrupt conventionallanguage,

deviceswhich set in motion a chain of disintegrationand lead to the disruption of

conventionallinguistic codes. The achievementof such defamiliarization, or what

Bayerterms"abstand",meansthatthereaderofderanalfabet,while ableto understand

fragmentsof the text, cannot comprehendthe text as a whole. In Chapter 2 I

concludedthat this linguistic experimentationrepresentsa rejection of conventional

languageand methodsof text production and is designedto challengereaders'

expectationsof and approachto literary texts. In this chapter,by consideringthe

motivationbehindtheseradical linguistic experiments,I hoPeto be able to begin to

interpretBayer'sdramatictexts.53

Bayer'suseor, more precisely,his abuseof languagein dec analfabetis a clear

rejectionof its conventionaland logical use.This characteristicof Bayer'swork as a

whole wasalsooutlined in Chapter1, whereit was identified as somethingwhich he

and the other membersof the Vienna Group had in common with preceding

experimentalliterary movementssuchas Dadaismand Surrealism.In that chapterI

alsoreferredto AnnamariaDroschl's claim that theViennaGroup'sstudyof language

53 Theprecarioussituationof thecritic who tries to interpretBayer'stexts will havebegunto become
evidentasa resultof Chapter2's linguistic investigations.Thepositionof the critic will bediscussed
later in thischapter.
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philosophyand, in particular, the works of Wittgensteinand Mauthner,distinguishes

their works from thoseof Dadaistwriters. Strassermakesa similar observationwhen

analysing Bayer's place in twentieth-centuryexperimental literature: ''Er [Bayer]

reagiertin eineranderenZeit auf einenspaterenZustandderselbenKrise. Er befindet

sich aufdemWeg, denseineexperimentellenVorgangerbeschrittenhaben,ein StUck

weiter. Dnd er konnteauchschonweiter fortgeschritteneReflexionen,beispielsweise

die Ludwig Wittgensteins,zur Uberwindung der 'Realitat' miteinbeziehen"("Die

Kunst" 59).

It is clear from statementsby membersof the Wiener Gruppethat the Group's

preoccupationand experimentswith languagehad a theoreticalbasisthat led to the

developmentofa "Sprachtheorie",or rather"Sprachtheorien",because,aswill become

clearin thecourseof this section, differentGroupmemberssubscribedin lateryearsto

different theories about language.The first task of this chapter is to attempt to

delineatethedevelopmentof thesetheorieswith particularreferenceto Bayer.

3.1.1 LanguagephilosophyandtheViennaGroup

When writing of the Vienna Group'searly collaborativeworks Riihm makesthe

following remark: "nicht zuletzt aus diesen 'poetischengesellschaftsspielen'...

entwickeltesich schliesslicheine bewusstegemeinsameauseinandersetzungmit dem

materialspracheiiberhaupt,wie siedannachleitner,bayer,wienerund ich in sitzungen

intensivbetrieben"(WG 23). OswaldWiener, in his essayon the ViennaGroup'stwo

literary cabarets,entitled"das 'literarischecabaret'der wienergruppe",describesthe

aforementionedGroupmembersas"sprachingenieurs,sprachpragmatiker"(WG 401),

a descriptionwhich againpoints to a conscious,almostscientific preoccupationwith
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theworkingsof language.A furtherstatementby Riihm revealsthat this preoccupation

wasaccompaniedby theoreticalinvestigations.Hedescribesthe year1958asfollows:

als "gruppe" wurde es dasjahr der engstenzusammenarbeit.weitere
gemeinschaftsarbeitenentstanden,die theoretischearbeitwurdeintensiv
vorangetrieben. . . theoretischbeschaftigtenwir uns vorallem mit
sprachwissenschaft,denkrnethoden,wittgenstein,den neopositivisten,
der kybernetik; am eingehendsten wiener, bei dem diese
auseinandersetzungsich auchunmittelbarin seinenliterarischentexten
abspielt.(WG 26_27)54

Ruhmgoeson to outlinewhat canbeunderstoodasthe first stageof the Group's

languagetheory,which relieson Wittgenstein'sTractatuslogico-philosophicusfor its

inspiration.This first theoreticalpositionof the Groupis foundedon the beliefin the

possibilityofa functionalistreformof language.At this time themembersof theGroup

concernedthemselveswith thequestionwhethera languagecouldbe constructedthat

was''vollkommenfunktionell" (WG 27) in thatit avoidedmisunderstandingsandcould

produceclarity. Following Wittgenstein'sTractatus,theybelievedthat the boundaries

of languagewere the sameas the boundariesof the world, and that an alterationor

extensionoftheboundariesof language,for examplethroughnewformsofexpression,

would meanabroaderexperienceoftheworld:

eine vollkommen funktionelle sprache(eine fiktion, wie wir bald
meriden) musste auch vallig neue, eben nur durch sie magJiche
einblicke geben; denn wir gingen davon aus, dass das denken des
menschen dem stand seiner sprache entspreche, daher die
auseinandersetzung mit der sprache die grundlegendste
auseinandersetzungmit dem menschen sein musse. neue
ausdrucksformenmodifizierendie spracheund damit seinweltbild. das
besagtnatUrlich aucb,inwieweit unseredichtunguberihre aesthetische
bedeutunghinauswirksamseinsolI. geradein ihrer unabhangigkeitvon
einer sanktionierten gebrauchsweisebesteht die chance, neue
anschauungsformenzu provozieren,zu 'verandern'.(WG 27 - 28)

54 Haller identifies Heine DominanzsprachkritischerReflexion" (S8) as one of the main featuresof
Austrianphilosophy.It is, therefore,perhaps notsurprisingthat a more intensepreoccupationwith
languagecan be ascribed to Austrian, as opposed to German,authors.Thus the Vienna Group'5

fixation with languageplacesit in the traditionof manyotherAustrianauthors,for whomlanguageis
alsoa centraltheme- Hugo von Hofmannstha1,Karl Kraus, IngeborgBachmann, lise Aichingerand
PeterHandke, to namebut afew.
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Wieneralso refersto this initial phasein the essayreferredto above: ''wir warenalle

uberzeugtdavongewesen,dasswir in einerobjektivenwirklichkeit lebten,unddasses,

in diesemsinnenanntenwir unsja schliesslichdichter,unsereaufgabewar, die sprache

zu eineroptimalenannaherungandiesewirklichkeit zuzwingen"(WG 402).

This period of hope and enthusiasmwas followed, Ruhm tells us, by one of

criticism and language scepticism, especially for Bayer and Wiener: "einer

uberschatzung,moglicherweise, der sprache und des funktionalismus, der sich

bedenklichder ideologienaherte,folgte, besondersbei Bayerund Wiener,ein stadium

der kritik und sprachskepsis"(WG 28). This marksthe secondphasein the Group's

languagetheory: disillusionment following its members' initial idealistic hopes for

language.Wiener sums up this disillusionmentas follows: ''vielfach hattenwir das

gefiihl, mit den reduktionsversuchenunserersprachean die grenzendes moglichen

gegangenzu sein, ohneallzuviel erreichtzu haben,und ich erinneremich, dassbayer

einmal meinte, wir wOrden noch beim blossenvorzeigenvon gegenstandenlanden"

(WG 402)." The Group'sdoubtswereconfirmedwhenWittgenstein'sPhilosophische

Untersuchungencontradictedhis Tractatusand the theoreticalbasisof the Group's

effortsheretoforewaslost.

In his PhilosophicalInvestigations,Wittgensteinrepudiateshis earlierassertionthat

the meaningof a word is the object for which it stands,thus making languagethe

meansby which the world is depicted,and insteadmaintainsthat the meaningof a

word is its use in language,which is made up of many different activities which

Wittgenstein calls "language-games".Like all games, these language-gamesare

governedby ruleswhich are,Wittgensteinclaims,not imposedon usfrom outside,but

SS"reduktion"was identifiedin Chapter2asoneofBayer'sprinciplesof text production.
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are establishedby agreement,custom, training and collective use. Participationin

language-gamesand the adherenceto their rules that this participationrequiresis a

habitual practice in which we are trained as juvenile membersof our linguistic

community (Grayling 67-83). If one remembersthe Vienna Group'sstanceagainst

logic and conventional languageand their radical, rule-breakingmethodsof text

productionasdescribedin Chapter1, it is not difficult to understandtheir frustration

and disillusionmentwith what they must have seenas Wittgenstein'saffirmation of

conventionallanguageasa systembasedon the commonconsensusof its users. To

quoteWiener: ''vollendswarenmeineprivatgOtterins wankengeraten.wittgensteins

'untersuchungen'... fegtenfUr mich seinen'tractatus'vom tisch. dennochwurdemir

klar, dass seine bemerkungen,ibm seiber vielleicht Dicht ganz bewusst, auf eine

interpretationder spracheals prototyp der politischenorganisationhinausliefen,und

salcheswar mir, dem studenteneiner neuenanarchie,zuwider" (WG 402). Wiener

presumablyunderstandsWittgenstein'sinterpretationof languagein termsof a game

played according to rules agreedby the membersof a linguistic community as

"prototypeinerpolitischenorganisation"in thesensethat it imposesontheindividual a

fixed linguistic systemwith ruleswhich mustbe rigidly adheredto if the systemis to

function. His descriptionof himselfas"studenteneinerneuenanarchie"marksthe end

of this secondphaseof the Group's"Sprachtheorie"and a split betweenWiener and

BayerandtheotherGroupmembersregardingtheir theoriesaboutlanguage.

Earlier in this sectionI includeda quotefrom ROhmwhich referredto Bayerand

Wiener's particular scepticismand criticism of language.The two seem to have

pursueda philosophyof languagethatcausedtensionwithin theGroupandwhich, to a

certainextent,cut themoff from its othermembers.This is documentedby ROhm:
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etwavon 1959/60an hattesich die kollektive zusammenarbeitin sich
uberschneidendeco-gruppenaufgelost. wiener distanziertesich von
seinen bisherigenarbeitenin einemstadiumaIIgemeinerskepsis,die fUr
eine "konstruktive" zusammenarbeitDicht geradeforderlich war. er
lehnte damaIs ab, uberbaupt noch etwas und schon gar Dicht
"literarisches"zu produzieren.bayerwirkte vermittelnd.wihrender mit
mir an der operette'der schweissfuss'zu arbeitenbegonnenbatte,die,
wenn auch mit grossemvergnugen,einer gewissen"angefTessenen"
stimmung entsprang, animierte er wiener zu gelegentlichen
gemeinschaftsarbeiten ('starker toback', 'folgen geistiger
ausschweifung')und zur fortsetzung seinesende 1962 begonnenen
romans 'die verbesserungvon mitteleuropa' . . . wiener und bayer
huldigten zuletzt einem extremen individuaIanarchismus(sie selbst
lehntenaile bezeichnungenab), dem ich mich nur bOOingt anschliessen
konnte. die kritik, die skepsisan der sprachebewog mich nicht zur
vemeinungder kommunikation,sondemzu einer neueinschatzungder
moglichkeiteninnerhalbihreraufgeworfenengrenzen.(WG 34)

Here Ruhm clearly attributesto both Bayer and Wiener an extremescepticismand

criticism of languagetending towardsa radical individual anarchismto which he, at

any rate, could not subscribe.'6Elsewherehewrites of Bayer: "er zweifeltemehrund

mehr an einer kommunikationsmogllchkeituberhaupt, steHte die sprache als

brauchbarenvermittIerin trage..." (SW 16)." In view of theseremarksby RUhmand

the two texts that Bayer and Wiener producedtogetherexamined below, Wiener's

reactionto Wittgenstein'sPhiloSQphischeUntersuchungenandhis subsequentremarks

about the further developmentof his attitude to languagecan be assumed(in the

absenceof any statementsby Bayerhimselfto confirm this) to have also influenced

B ' . . I ,.ayers positionon anguage.

The new anarchyof which Wiener claims above to be a studentrefers to the

philosophyof Fritz Mauthner: "ich [Wiener] interessiertemich neuerdingsfUr fritz

56 Thetenn "Individualanarchismus"is consideredin moredetail laterin this chapter.
S7 As a writer, andsoa dedicateduserof language,this positionamountsto anexistentialcrisisfor
Bayer,a crisisthat is examinedlaterin thechapter.
sa Analysisof the two Bayer-Wienercollaborationsandsomeof Bayer'sown dramatictexts later in
this chapterwill confirm this assumption.Bayer himself �~�s of �'�Y�i�e�n�e�~�, �'�'�u�n�b�e�m�e�~ ist er �~
theoretikerder gruppe geworden.er gibt anregungen.semetheonenbilden das 1iickgrat Vleler
versuche"(SW 723).
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mauthner,einenautor dessenschriftendamalsvallig verschollenwaren (sie sind es

heutenoch)undmir nur in unzureichendenbruchstiickenzurverfiigungstanden"(WG

402). IfWittgenstein'slanguagephilosophydominatedthe first andsecondphasesof

the Vienna Group's "Sprachtheorie",it is Mauthner's languagecriticism which

dominatesthe third phase,which sawBayerandWienerfollowing a different pathto

the other Group members.At this point a brief outline of Mauthner'sphilosophyis

necessary.For this I turn to Markus Paul's Sprachartisten- Weltyerbesserer.

Bruchlinienin der asterreichischenLiteraturnach1960,which alsodevotesa chapter

to OswaldWiener's"Sprachkritik".

Paul outlines Mauthner'sphilosophy as follows: "In Mauthnersdreibandigem

Hauptwerk 'Beitrige zu einer Kritik der Sprache'(1901/02), an dem er 27 Jahre

gearbeitethat, ist die Spracheder Ur8lUIld allen Ubels, dasGefangnis,ausdem sich

die MenschheitbefreienmuB" (58). According to Mauthner, languageis a whip, a

weapon,an instrumentof torture.His centraltheoryis that languageis of no valuefor

aknowledgeof reality, andis usefulonly for socialcommunicationamongpeople.The

aim of his-"Sprachkritik" is to revealthis andsobreakthespellof languagein orderto

free thinking from it. PaulexplainsthatMauthnerviewedlanguageassomethingfixed

andstatic,unsuitablefor representingtheflowing, changingnatureof reality. Mauthner

maintainsthat languagedevelopsmore slowly than the world, and thereforeis an

inadequatemeansof representingit. He speaksof the corpsesof the pastthatwe carry

around with us in our language(paul 58-61). Some of Mauthner'sideas about

languageare clearly incorporatedinto die folgen geistigerausschweifung,Bayerand

Wiener'sfirst collaboration,wherethe threestagesof their "Sprachtheorie"can be
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traced. Thesethree stagescan be summarisedas follows: an initial belief that a

reformedlanguagecould facilitate a betterunderstandingof the world, followed by

disillusionmentwith languageasa meansof depictingreality, culminatingin extreme

language criticism and the view that, instead of extending the individual's

understandingof reality, languageacts as a trap which restricts individuals and

prevents them from attaining this understanding. As well as illustrating the

development of Bayer and Wiener's "Sprachtheorie", die folgen geistiger

ausschweifungprovides textual evidence of how Wiener's interest in Mauthner

influencedhis collaborator.59

3.1.2 die folgen geistigerausschweifung:BayerandWiener's"Sprachtheorie"

In die folgen geistigerausschweifung.vortrag fUr zwei personen, Oswald and

Konrad,"zwei kinder,deslesens(,wennvom blatt gelesenwird,) oderdessprechens-

viel besser'- (,wennfrei gesprochenwird,) ebenmlichtig geworden- alsoim altervon

6 bis 7 odervon 2 bis 3 Jahren"(WG 319), climb onto high chairsbehinda largedesk

anddiscusslanguage.Thetext wasbegunon 14 October1960,continuedon October

16 and22 ofthesameyearandfinished"in einernraptus"on 21 April 1964(WG 326),

shortlyaftertheViennaGroup'sfinal appearancetogether.

Markus Paul, in the book referred to above, explains that the philosophical

discourseofthis first collaborativetext dealsinitially with Wittgenstein'sTractatusand

the relationshipbetweensentenceand thought(66). Pauldrawscomparisonsbetween

BayerandWiener'sliterarytext andWittgenstein'sphilosophicalone:

Die Uberlegungendrehen sich urn das Verhaltnis von Satz und
Gedanken.Die MoglichkeitenderSprachesindbegrenztdadurch,"dass

�~ The secondBayer-Wienercollaborationstarkertoback is consideredlaterin thischapter.

121



ein satz eine erscheinungsformeines gedankensist, ein abbild, eine
analysedesgedankens."(WG 319) Dasklingt unuberhorbarnachdem
fiiihen Wittgenstein, fUr den der Gedanke das logische Bild der
Tatsacheist (T 3), der sich im Satzsinnlichwahrnehmbarausdmckt(T
3.1). Auch die Feststellung,"der satz verpacktden gedanken"(WG
320), findet sich fast wortlich im "Tractatus":"Die Spracheverkleidet
denGedanken."(T 4.002).(66)

However, although Konrad and Oswald start out from Wittgenstein'sposition as

outlinedin the Tractatus,theysoonbecomecritical of theWrttgensteinianrelationship

betweenthe thoughtand the "sinnvolle Satz", becausethey realisethat the thought

containsmorethancanbeexpressedthroughlanguage:

oswald:wenndergedanke- beiUwfig - in einensatzgepresstwird,
verliert eraspekte,dadersprecherseinensatzversteht.

konrad:dersatzist nicht nur analysedesgedankens,sondernauch
ubersetzungin die sprache...

oswald:die gedankeneinesanderenhabennur sprachliche
erscheinungsform;die eigenengedankenhabenwohl auch
sprachlicheerscheinungsform,aberdochetwasmehr.die
sprachestellt fUr die gedankenubermittlungstereotypenzur
verfUgung;diesestereotypenhabenihrenOlsprungin der
tatsache,dassmanche"gedankeninhalte"weitaushaufiger
ubermitteltwerdensollenalsandere.siesind"kUrzel". seltene
("unwahrscheinliche")gedankenhabennur diesestereotypen
zur verfiigung. die sprachefolgt denstatistischenhaufigkeiten
derstattgefundenhabendengedankengange.

konrad:eswird immer schwieriger,zu sprechen,wennessichum
gedankenhandelt,die nochnicht in die spracheubersetzt
wordensind. (WG 321)

In this passage,as Konrad and Oswald philosophiseabout the inadequacy of

language,the secondphaseof Bayer and Wiener's"Sprachtheorie",namely that of

disillusionmentwith language,can be identified. The idea that the thought must be

squeezedor forced ("gepresst")into a sentenceconveyswhat the two perceiveasthe

constrictingnatureof language,just as the use of the phrase''Ubersetzungin die

sprache"conveysits indirectness.Translationinto languagemeansthat thoughtslose
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the "etwas mehr" which Oswald claims one's own thoughts have. The two see

languageas somehowreducingthe individual's thoughts,which contain more than

their linguistic formscanconvey.Theselinguistic forms aremerely"klirzel", shorthand

forms which do not contain the full meaning. With the phrase "stattgefunden

habende[n] gedankengange"and the statement"die sprache ist ein system von

gedankenbahnen"(WG 322), Oswald presentslanguageas a very confined and

confining systemthat regulatesthe individual's thoughtsalong existing and clearly

demarcatedpaths.This ideais elaboratedonby Konrad:

konrad:... ist dergedankeeineverbindungvonbegriffen?ist Dicht
vielmehrdergedankeein anlassbegriffe,worte, namenzu
produzieren,besser:herbeizuschleppenausdenabgegriffenen
schubladendervorratskammer,die mit demvom ahnlgeerbten
proviantgefiillt ist, denderahnlvom ahnlgeerbthat . . . also:
begriffe,worte, meinetwegenauchgesten!- ja, gesten!zu
produzieren,eheralsoherbeizuschleppen,derenanzahl und
bestimmtheit,alsounbeweglichkeit,- ja fixiert, fixe idee,
eingerostet,konsequent,ja! 0 elend!derbegrttI: daswort, der
namesindkonsequent,kaputt,bestenfallsdreideutig,
unbrauchbar,unbeweglich,tot. meinespracheist trotz allem
(ich meine:meineausgezeichnete,fur einesprachewendige
sprache!)derfriedhofmeinergedanken!... ich mussdiese
leidigenassoziationskettenzerstoren.(WG 323-324)

In his condemnationof languageas somethingstatic, fixed and dead,a uselessand

unwantedheirloom, inheritedfrom ancestorsfrom anothertime, which regulateshis

thoughts and traps his individuality, Konrad is clearly drawing on Mauthner's

"Sprachskepsis"as outlined above, and so the third phaseof Bayer and Wiener's

"Sprachtheorie"finds its literaryequivalent.

I now wish to considerBayer'sexperimentalmethodof text production in the

contextofhis"Sprachtheorie"asoutlinedin this chapter.
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3.2 Linguisticexperimentationand"Sprachkritik"

A knowledgeof Bayer'sattitudetowardslanguageis of considerableassistancein

trying to understandthe motivation behind his experimentalapproachto producing

texts. Thus, having outlined in Chapter2 how Bayer'stexts deliberatelydisrupt the

conventionaluseof language,I cannow attemptto surmisewhy Bayerchoosessuch

defamiliarizationasa methodoftext production.

As discussedin the previoussection, in die folgen geistigerausschweifungit is

evidentthat, drawingon Mauthner,BayerandWienerview languageas an unwanted

heirloom'- a mediumthat is restricting, reductive, indirect and static. As such it is

inadequatefor representingand understandingreality, which is constantly in flux.

Becauseit regulates the individual's thoughts along existing paths and cannot

accommodateoriginal thoughts, neither does it enable the individual to express

himlhersel£ Consequently,in die folgen geistiger ausschweifunaKonrad sayswith

referenceto language,"ich muss diese leidigen assoziationskettenzerstoren"(WO

324). Bayer'smethodof text productionin deranalfabetcanthereforebe regardedas

an attemptto undertakethis destruction.The following descriptionby Elfiiede Gerstl

of Bayer'swork in generalsumsup what he attemptslinguistically in der analfabet:

"DasAufbrechenalter Sprachmuster,die BefreiungderBegriffe ausdenGefangnissen

der Semantikund Grammatik..." (43-44). Chapter2's linguistic analysishasshown

thatBayer'sattemptedattackonconventionallanguagein deranalfabetis successfulin

anumberofways.

Thanks to the various techniquesoutlined in Chapter 2, Bayer succeedsin

underminingthe usualfunction of language,namelyto enableits usersto understand
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the world aroundthem by imposing a logical order on it. In his "beilage" to �~

analfabetBayer effectively denieshis readersthis understanding.In the text of �~

anaIfabethedoesnot presenta world that is coherentandlogical, nordoeshepeopleit

with figuresthathaveclear,fixed identities.Instead,theworld of thetext is incoherent

andillogical andthe identitiesof thefiguresthat inhabit it areconstantlyshifting. What

emergesis a reality that is fragmented,disconnectedandforever in flux. Thus, instead

of allowing it to fulfil its usualfunction of imposingorderon a chaoticworld, Bayer

subvertslanguageand usesit in sucha way as to createwhat Bucherdescribesas

"einen asssoziativenRaum, der in fortdauemderAmbivalenz aIIes in der Schwebe

lust" (148). In this way, Bayerunderminesthe prescriptivequality of languagethat

presentsa fixed version of reality and createsinsteada text that, becauseof its

ambivalence,offers variouslevelsof reality and so is opento interpretation.A quote

from AndreBreton, includedby Bayer in the "vorwort" to der kQpf desvirus bering

which hewrote for a radio recordingof that textin ·1963,reflectsthis intention: "(die

wirldichkeit ist nicht die summederfakten,sie ist die summedermoglichkeiten:andre

breton.)" (SW 533). In the "beilage" Bayer stressesthat, in order not to weary the

reader, he has reduced"die anzahI der moglichenstandpunkteauf ein pikantes

minimum" (SW 149). He also refersto "die darausresultierendegeringeanzahlvon

schichtenoderebenen"(SW 149). Both commentssuggestthat the actualnumberof

possiblerealities is far greaterthan depictedin der anaIfabet.The questionI would

now like to consideris why Bayerseeksto underminelanguagein this way.

One could conjecturethat with suchexperimentsBayer is searchingfor his own,

autonomousand uniquecreativevoice, a processwhich, as a writer, he engagesin

12S



through his literary texts. His extreme "Sprachkritik", however, means that this

processnecessitatesan approachthat attemptsin variousways to free literatureand

languagefrom their conventionalforms. As I have alreadydiscussed,this approach

resultsin a languagethat doesnot define and categorise,but is open, unstableand

contradictoryand thereforeproducesa literaturethat, becauseit liberatesthe writer

and the readerfrom the limitations of conventionallanguageand literature, has the

potential to opennew possibilitiesfor art and life, for the creativeartist and for the

readerwho is confrontedwith an artistic work that challengeshimlher to engagewith

it actively and to question the reality which he/she had previously accepted

automatically.Bayer'spursuitof his creativevoice, the processthat he setsin motion

to find a modeof self-expressionoutsideof the normativestructuresof conventional

languagethus hasat least the potential to enablethe readerto engagein a similar

processofautonomouscreativity.

The reader,deprivedof the usualtools he/sheusesto processliterary texts, may,

however,often be too disorientedto rise to this creativechallenge.What then of the

critic who is facedwith the taskof interpretingBayer'stexts?Sincethe sectionsthat

follow the next onemark the beginningof my attemptsto interpretBayer'sdramatic

texts, I would like to prefacetheseinvestigationswith somegeneralremarkson this

precariouspursuit.
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3.3 "BetretenfUr Literaturwissenschaftlerverboten!"": thedifficulty of
interpretingBayer

The principle problemthat critics writing about Bayer invariably find themselves

facing is the fact that they are dealingwith texts that, as becameclear in Chapter2,

seem deliberately designedto resist interpretation. Schmidt-Dengler,for example,

refersin the contextof the WienerGruppeto the"WidersetzlichkeitdieserLiteratur"

(Bruchlinien 141) and, with specificreferenceto Bayer,notes:"In diesemSinnewird

auchjedeLiteraturpadagogikgeradeanhandder GebildeeinesKonrad Bayeraufdie

harteste,auf die unangenehmsteProbegestellt" (Bruchlinien 142). Similarly, Schuh

observes: "Einer elaborierten Interpretation setzen Bayers Texte einen Dicht

unerheblichen,wahrscheinlichkalkulierten Widerstandentgegen"(71).61 Siegfried J.

Schmidt stressesthe elusivenatureof Bayer'stexts, which ensuresthat they do not

provide the reader with consistentmaterial upon which he/shecan base hislher

interpretation:"Gleichwohl schreibter [Bayer], aberdie sprachlicherzeugtenWelten

yerfestigensich offenbarwederfUr denAutor noch fUr mich als Leser: Bayergelingt

es, sie disponibelzu halten . . . In diesenWelten kann es keine Argumentationen,

keinenDiskursunterkonstantenPramissenalsogeben"(67).

The resistanceto interpretationthat Bayer'stexts display is a consequenceof his

dilemmaof beingat oneand the sametime a radical languagecritic anda committed

author.As a languagecritic, Bayer'sbasicpremiseis thatcommunicationthrough

languageis impossible.As an author,he mustuselanguage,yet his textsmust surely

reflect this impossibility. This contradictionresultsin complexand sometimesalmost

60 Schmidt-Dengler,usingtheanalogyof the"Verbotssehild",coinsthisphraseto epitomisethe
challengethatBayer'stextspose for literarycritics ("Die EinsamkeitK.asperls"80).
61 Chapter2 of this thesis has illustrated Bayer'sdeliberatestrategyof creatingtexts that resist
interpretation. In light of this, Schuh'suse of the word "wahrscheinlich" in this context is
inappropriate.
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cryptic textsthat mirror Bayer'sattemptsto grapplewith the paradoxicalsituationhe

finds himself in. As an authorscepticalof language,Bayerusesit, but, as outlined

above,he doesso in a way that subvertsits usualnormativetendencies.Insteadof

depictinga coherent,orderedandfixed reality, the languageof Bayer'stextscreatesa

fluid reality that is ever-changing.ThusBayerforceslanguageto undermineitself.

In my discussionof the "beilage" to der analfabetI notedBayer'sdenial of the

reader'susualexpectationof understanding.It is my contention,however,that one

shouldnot takethis to meanthat thesetextscannotbeunderstoodon somelevel, or,

indeed,on severallevels.The"nachtrag"ofBayer'snoveldersechstesinncontainsthe

following statement:"man kOnntesich mit der totalenbedeutungslosigkeitabfinden.

ich kann esnicht" (SW667).Bayer'sliteraryworksultimatelydocumenthis searchfor

a self-expressionthat lendsmeaningof somekind to his writings andto his existence

andsotheyarefar from "bedeutungslos".However,whenattemptingto find meaning

in them,thecritic musttreadcarefully.

. The following extract from kasperl am elektrischenstuhl is, in my opinion, a

warningthattheaspiringBayercritic mustbearin mind:

reporter:sprechensieoft?
kasperl:sehrsetten.
reporter:undwarum?
kasperl:weil esvielebetrugergibt. manUiuft dagrossegefahr,well die

wie ordentlicheleut aussehen.die hOrenm, die merkenaut: alles
nehmensieheimwort.

reporter:dasist einerucksichtslosigkeit.
kasperl:einegemeinheit.
reporter:einefrechheit.
kasperl:eshandeltsichurnverbrecher.(SW309)

�K�a�s�p�e�r�~ a figure thatwill heexaminedin thefollowing sectionsof this chapter,is, like

Bayer, a languagesceptic.He mistrustslanguagebecauseof the way in which it is

abusedby those"betliiger" who listen to what someonesaysand then swindle the
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speakerout of what he/shewantedto communicateby imbuing the words with a

meaningof their own. Thesepeopleare, in Kasperl'swords,"verbrecher".The critic

who tries to interpretBayer'swork presumablyalsorunsthe risk of becomingsucha

criminal. However, it should be rememberedthat Bayer's languagecriticism goes

deeperthan an awarenessof the fact that somenarrow-mindedlisteners,in Kasperl's

case,andreadersin Bayer'sown case,maymisunderstandandmisinterpretwhat they

hearor read. It is clear from the "beilage" to der analfabetthat Bayer in any case

deliberatelydeniesunderstandingand that this is one of the principlesaccordingto

which heconstructshis texts.Thechallengeto thecritic, therefore,is not just to avoid

beinga''verbrecher'',but to acknowledgeBayer'sexperiment,his attemptto imbuehis

texts with instability, opennessand contradiction, to embrace the idea that

conventionalunderstandingis not always possibleand that Bayer'stexts demanda

different type of understandingandto allow the "Schwebezustand"that characterises

thesetextsto bemaintained.

For the critic the key is, perhaps,to rememberBayer'swords of warning in the

"beilage"to deranalfabet- "dasist eineerklanmg.I anderesindebenfallszutreffend.I

aile erklarungenbleibenmangelhaft;so lasseich bei dieserbewenden"(SW 148)- and

the following sentencesfrom the"nachwort"of der steinderweisen:"alles kann dies

undjenesheissen.I aIlesmagauchetwasanderesheissen"(SW 530). The critic must

concedethat hislherinterpretationof a Bayertext is not thedefinitive one,or indeed,

theonly oneandmustconstantlyacknowledgethe"Widersetzlichkeit"inherentin texts

thatmaysuddenlyblockavenuesof interpretationthathavejustbeenopened.
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Theflounderingcritic needslifelineson hislherperilousinterpretativevoyageandso

he/shetendsto graspat anythingthatpromisesto actasa guidethroughBayer'stexts.

The linguistic analysisof Chapter2 is one exampleof this. By examiningone of

Bayer'stexts at a linguistic level, I was able to illuminate his abuseof conventional

language.This, in turn, led me to an investigationof Bayer's languagetheory, an

investigationwhich revealedhim to beanextremelanguagecritic. As a consequence,I

wish now to examinethemanifestationof this criticism of languagein threeofBayer's

dramatictexts: kasperlamelektrischenstuhl,deranalfabetandidiot.

This bringsmeto my next"lifeline" - thefigure ofKasper!.Sincethis figure has its

origins in the "Alt-Wiener Volkstheater" it would seemto be a sort of signpostthat

might assistin the negotiationof the text of kasperlam elektrischenstuhl. The next

sectionsconsiderthe historical backgroundof this figure and its adaptationby other

membersof the Vienna Group. Analysesof kasperl am elektrischenstuhl and of

Bayer'sinterpretationofKasperI thenfollow.
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3.4 Thefigure of Kasperl

Whenconsideringthe significanceof the figure of Kasperlin H. C. Artmann'sand

Konrad Bayer'sdramatictexts, WendelinSchmidt-Denglerremarks:"Die Wahl des

Kasperlist nicht beliebig;er ist nicht austauschbar. . . Zu denkenist vor alleman die

Tradition des Hanswurstauf der Biihne des Wiener Volkstheaters;dieserhat vom

derbenFrel3sackStranitzkysbis zu Nestroyswelt- und wortgewandtenRaisonneuren

unzahlige Verwandlungendurchgemacht"("Die Einsamkeit Kasperls" 81). The

purposeof this sectionis to tracethe originsof Bayer'sKasperlin orderto compare

him with his predecessorsin the Viennese "Volkstheater" and also with his

contemporariesin theworksofothermembersoftheViennaGroup.

3.4.1 Historicaloriginsof the"Kasperl-Figur,,62

Kasperl is one of a numberof comic figures who appearedon the stagesof the

HabsburgEmpirein the seventeenth,eighteenthandnineteenthcenturies.Someof his

ancestorsincludeArlecchino (Arlequin / Harlekin) of the Italian Commediadell'arte,

theEnglishcomicfigure Pickelhering,HanswurstofJosephAnton Stranitzky'sWiener

Haupt-und StaatsaktionenandJosephFelix Kurz'sBemardon.Amonghis successors

arethefiguresofWurzel in FerdinandRaimund'splay DasM8dchenausderFeenwelt

andTitus Feuerbachin JohannNestroy'sDer Talisman(Scheit88, 96). While Gerhard

Scheitquestionsthevery existenceof the "A1t-WienerVolkstheater",suggestingthat

the line of successionfrom Stranitzky to Nestroy is a myth usedto constructan

Austrian identity and claiming that the origins of Stranitzky'stheatrelie in German

62 Thefollowing sectionconcentratesontheKasperlfigure of the Viennese"Volkstheater"tradition
ratherthanon theKasperlof theEuropeanpuppettheatre,astheformeris of moreconsequencefor
the figure'sadaptationby membersof theViennaGroup.
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touring companies,which, in tum, can be tracedback to English players,and that

Bernardonis not a developmentof Stranitzky'scomedybut an import from Italy and

France(29), for thepurposeof my analysisall of thesepossibleinfluenceswill emerge

ashelpful in gaininganunderstandingofBayer'sKasper!figure.

The Italian Commediadell'artewith its fixed charactersand plot outline andits

traditionof improvisationwas,in theseventeenthandeighteenthcenturies,a sourceof

inspirationfor touring Germantheatrecompanies,which adoptedthe charactersof

Pantalone(pantalon),Colombina(Colombine)andArlecchino(Harlekin) in particular

(Hinck 74). TheItalian comicfigure of Arlecchinoandits EnglishcousinPickelhering

(who first appearedin 1620) were subsumedby the GermanHanswurst in the

seventeenthcentwy (Hinck 83) - a seamlessassimilation, as the functions and

characteristicsoftheGermanvarietyof this figure remainedunchanged:

WiederholuDgund Kontrastierungdes Geschehensder hOherenauf
niedererEbene;Parodieder edlenGefuhleund der heldischenTugend
desHerrodurchdenleiblichenBedurfnissenund Genussenverhafteten,
triebgebunden-obszonenundfurchtsam-listigenDiener,die Parodiealso
des Erhabenen durch das Unanstandig-Unzulanglicheund die
Dekouvrierungdes Verstiegenenaus der Perspektivedes "gesunden

, Menschenverstandes"... (Hinck 83-84)

Hinck points out that Hanswurstwas simply a new name for a familiar figure,

characterisedaboveall by a "Polymorphismus"(84) thatmanifesteditself in the comic

figure'smanyroles.

It is Stranitzky,in his Haupt-und �S�t�a�a�t�s�a�k�t�i�o�n�~ who is accreditedwith adapting

and developing the figure of Hanswurstfor the Viennese"Volkstheater" at the

beginningoftheeighteenthcentwy.63By giving Hanswurstanewcostume- the

63 While it is uncertainas to whetherStranitzkywrote the Haupt-und Staatsaktionenthat featured
Hanswurst himself, it is undisputedthat he alwaysplayed the role of Hanswurst in these dramas
(Sonnleitner339).
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traditional garb of a Salzburgfarmer - and making him speakAustrian German,

Stranitzkycreatedaprovincialversionofthecomicfigure andendowedhim with what

Hinck calls"kraftigevolkstheaterhafteImpulse"(85).

Thecomicfigure wasby no meansa main characterat this point, but managedto

spenda lot of time on stage,as he dominatedthe improvisedscenesof the subplot

(Sonnleitner344).His chieffunctionwasthatof a contrastivefigure to the heroicand

gallantkings andcommandershe served.His comedyarosefrom his clasheswith this

world of lofty ideals,which weredestroyedby his radicalmaterialismand sensuality.

He wasconcernednot with social ideasandchanges,but with his immediateneeds­

food, drink: and women(Sonnleitner341). Scheit refers to his "maBloseFreD- und

SaufbedUrfhisse"(43)andattributesaphallicmeaningto the"Pritsche"thathecarried,

interpretingit asa symbolof his sexualurges(39). He alsodescribesscenesin which

Hanswurstwas pursuedby womenthat he had deserted(39), but recountsthat he

alwayssucceededin escapingany danger(41). He describeshim as"ein blutriinstiger

SpaBmacher"whosetask it oftenwasto chopup the bodiesof his master'svictims,

which �~�e subsequentlyattemptedto sell (42). He thus combined"die distinkten

Formen der Komik der' Herabsetzungdes hOfisch-galantenCodes unci der

HeraufsetzungdesgesellschaftlichTabuisiertenundVerdringten"(Sonnleitner344).

Stranitzky'sHanswurstoccupieda privileged position, comparableto that of the

courtjesterandalsoenjoyedasimilar ''Narrenfreiheit''.Hewastoleratedby his master

becauseheknewthatonly Hanswurstwould tell him thetroth (Sonnleitner342,346).

ScheittracesHanswurst'shistorical trail back to "geldgierige,geile und blutIiinstig­

feige Clown-Figuren"of the Elizabethantheatreand to his more distantrelative the

fool figure, citing thefool's "Wandlungsfahigkeit",his distanceto othercharactersand

his closenessto the audience,often privy to his internal reflection, as common
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characteristics(44-46). Another of Hanswurst'sfeatureswas the way in which he

repeatedlyslipped out of characterin order to stressthe illusionary nature of the

theatre(Sonnleitner345).Also, while hetook on manydifferent roles,heremainedthe

sameunmistakeableHanswurst(Sonnleitner346), profiled by Beatrix Muller-Kampel

asfollows:

VerstoBe gegendie Normgrammatik,falsches Verstandnisund
sinnwidriger Gebrauchvon Begriffen, falcale Ausdtiicke und sexuelle
Anspielungen. Charakterlich eigneten ibm namentlich Feigheit,
FreBgier, Sautlust,Gewitztheit, Verschlagenheit,Unterwiirfigkeit und
zugleich eine abstruse Respektlosigkeit gegenOber gangigen
KonventionenundTabus.(Schmidt-Dengler,SonnleitnerandZeyringer
41)

After Stranitzky'sdeath in 1726, the figure of Hanswurstlived on in the actor

Gottfried Prehauserwho, from 1737met with seriouscompetitionfrom JosephFelix

Kurz and his figure of Bemardon(Sonnleitner346, 348). With the figure of Kurz-

Bernardoncamewhat Sonnleitnercalls a "Reitalianisierungder Wiener Komodie"

(351) as, influenced greatly by the Commedia dell'arte, Kurz extended the

"Stegreifspiel"to all of theaction. Music becamean integralpartof this drama,asdid

technicaltheatricaltricks. The actionwasconstantlydisruptedby the manyspeedyset

changes and transformationsof Bernardon (Sonnleitner 351). Scheit contrasts

Bemardonwith Hanswurst,stating that the former was "kein stehenderTypus im

SinnedesaltenHanswurst"andthat for him a changeofcostumesignifieda changeof

identity (54). Like Hanswurst, however, Bemardon seemsto have succeededin

disruptingtheworld aroundhim:

Die phantastischeWelt der BernardoniadekenotkeineHierarchienund
Ordnungen,keine Handiungslogik;Himmel, Holle, Erde, GOtter, tote
und lebendeMenschenwerden durcheinandergewirbelt,das barocke
UniversumjederTranszendenzentkleidetund in dasanarchischeSpiel
integriert; kurz, ein PermanenterAffront nicht nur gegendie Ideologie
standischerHierarchienund deszentralistischenAbsolutismus,sondem
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auchgegenjedetradierteDramenpoetikmit ihrenwirkungsasthetischen
Anspruchen.(Sonnleitner352-353)

Suchwasthedisruptioncausedby Bernardonon stagethatopponentsof thecomic

figure, adherentsof Gottschedwho demandedan Aristotelianaestheticand a rational

comedy(Scheit58), fearedthat it would spill out ontothe streetsandso they did their

utmostto drive him from the Viennesestage.The so-called"Hanswurst-Streit"which

lasted from 1747 to 1769 was, as Sonnleitnerpoints out, actually a battle against

Bernardon(358). An edict from Maria Theresiain 1752 allowed only Frenchand

Spanishcomediesto be stagedand interruptedBernardon'sViennesecareerin 1760.

Within a decade,the critics of HanswurstandBernardonhad succeededin procuring

an official banon extemporisation,citing the subversiveand anarchicpotentialof the

absolutetheatreasa threatto the state,and its smuttyhumourand positiveportrayal

of vices as a dangerto public morality (Sonnleitner359-361).But the comic figure

continuedto enjoyhugepopularityand in 1776the"Spektakelfreiheit"returnedsome

freedomto theatrecompaniesand led to the openingof many small theatresand the

.. riseofnewcomicfiguressuchasThaddidlandKasperl(Scheit59-60).

In view of opposition to Hanswurstand Bernardon,Philipp Hather adopteda

compromisingapproachto his comic figure. The actionon stagewas not disrupted,

nor was the stageillusion underminedin any way. Hanswurstwas given a precise

social and professionalidentity - usually that of a servant- and did not adoptother

roles. He no longerinhabitedimaginaryor fantasticworlds like the comic figures of

StranitzkyandKurz, but wasfirmly rootedin a bourgeoissetting.His sexualcomedy

was suppressed,his gesturescurtailedand, sinceHafuerformulatedhis plays fully in

written form, his speecheswereno longer improvised.Hanswurstnow conformedto

bourgeoismorality. As Sonnleitnerputsit: "Aus demnaivenSau-und Krautschneider
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vom Land ist ein strengerSittenrichterseinerHerrschaftgeworden" (366). Scheit

describesHamer'sHanswurstas"ein braverund . . . sparsamerHausangestellter,ein

Mustereben"(63) and interpretsthis portrayalof him as"die Verbtirgerlichungoder

genauer: die Domestikation der Haupt- und Staatsaktion" (66). No longer as

humorousas he usedto be, Hanswurstwas providedwith companions,Crispin'and

Kasperl,whosetaskit wasto compensatefor this comicdeficit (Sonnleitner364-367).

Kasperl soon advancedto being the main comic figure and simply replaced

Hanswurstin manyof the old plays. Since1768the Viennesefolk theatrehad moved

out of the city into the suburbsandfrom this distance,Kasperlwasnot perceivedasa

threatto thehonourof thenationalstage.In addition,Kasperl,popularwith all classes,

had supporterswho defendedhim with the argumentthat all playswere now written

and censoredin advance.(Sonnleitner372-373).In the Theaterin der Leopoldstadt,

which soonbecameknownsimply asthe"Kasperltheater",JohannLa Rochemadethe

role ofKasperlhis own. Miiller-Kampel describesLa Roche'sKasperlas follows: "La

RochesHabitusund Erheitenmgstechnikengriindeten(darin demHanswurstahnlich)

auf einem Bauernkostiim,auf seinemvorstadtischenWiener Dialekt, auf grotesker

Mimik und Gestik, Drastik im Ausdruck... und einer kraftigen Stimme" (Schmidt­

Dengler, Sonnleitner and Zeyringer 42). Franz M. Eybl emphasisesKasperl's

physicalityandhis effecton theaudience,who clappedwhenhemadehis entranceand

laughed before he opened his mouth: "Vollig dem Publikum zugewandt ist die

Wirkung Kasperls:er 'stellt sich ganzvorne an die BOhne'und fiillt das Theatermit

seinerKorperlichkeit. Auf das Gesprochenekommt es dabei am allerwenigstenan,

ebensowenig auf lliusion" (Schmidt-Dengler, Sonnleitner and Zeyringer 25).

Comparedwith Hanswurst,Kasperlwasmore sophisticated,funnier, more articulate,

but alsomoretimorousand obsequious.Anotherchangemeantthat therewerefewer
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executionsandviolent actson stage(Sonnleitner378). In spiteof this, RogerBauer

still viewsKasperlasa symbolofresistancewho reflectedtheclimateofhis time:

Der andauerndeErfolg des KasperlsLa Roche . . . muB auch und
vielleicht vor allemin Zusammenhanggebrachtwerdenmit demdamals
in denachtzigerJahreneinsetzendenWiderstandbreiter Schichtender
Bevolkerung(nicht zuletzt der untersten,plebejischenVolksschichten)
gegendie "aufgeklarten"ReformenJosephsII., also auch gegendie
Gedanken-und Vorstellungsweltdes gebildeten- "hochdeutsch"und
literarischgebildeten- neuenBeamtenbtirgertums.(qtd. in Scheit 60­
61)

Hanswurst'slast incarnationon the stagesof the Viennesesuburbantheatrewas

Staberl,a figure createdby Adolf Bauerle.Bauerleenjoyedhis greatestsuccesswith

the play Die Burger in Wien which premieredat the Theaterin der Leopoldstadtin

1813.Staberlsignifiedthefinal phasein thecomicfigure'stransformation:

Mit Staberl hatte Bauerle die Typenkomik in die Charakterkomik
umgewandeltund den ProzeB der Professionalisierungder lustigen
Figur zum AbschluB gebracht,die sich Dicht mehr als antithetische
Kunstfigur, sondernalsMitglied derburgerlichenGesellschaftdefiniert.
Damit hat die lustige Figur zwar die Moglichkeit der lliusionsstorung
eingebuBt,dennsie wird Bestandteilder Btihnentotalitat,sie fallt aber
aus dem Ensembledurch die narrativen und spater reflektierenden
Sequenzenheraus,die Staberl,sozusagenalsEntertainer,anderRampe
demPublikumvortragt. (Sonnleitner381)

While the role of the comic figure as a fixed type had disappearedfrom the

suburbantheatresofViennaby theendoftheeighteenthcentury- "von denAufldarern

von der BOhnevertrieben"(Sonnleitner382) - the spirit of disruptionand resistance

thatheembodiedandhis comicformula of ''Kollektiv und Storenfried"wereabsorbed

by nineteenth-centurycomedy,asVolker Klotz illustratesin his analysisof Nestroy's

Der Talismanasa text in which what he calls the "Storenfriedformel"canbe seenat

work (45-55). Huber also observesthat the figure of Kasperl was adoptedby the

puppettheatre,which establishedits own Kasperl tradition (62). The Kasperl of the

puppettheatreis funny, naive and cheeky,a figure whom the audienceimmediately
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warmsto and who takeson evil which, sincehe invariably has luck on his side, he

alwayssucceedsin overcoming.A crucial differencebetweenthis Kasperlandthat of

the"Volkstheater" is, accordingto Huber,that in thepuppettheatreKasperlno longer

engagesin critical socialcommentary(63-64).

Sonnleitnerpoints out that the legacyof the comic figures of the"Alt-Wiener

Volkstheater" lastedinto thetwentiethcentury,revivedin theworksof somemembers

of theViennaGroup: ''Besondersdie osterreichischeAvantgardenach1945nahmsich

dieserFigurenin einererstaunlichenIntensitatan, GerhardRiihm, KonradBayerund

H. C. Artmann reaktivierten die asthetischenPotentialedes Hanswurstund des

Kasperl" (382). The ensuingsectionsinvestigatehow thesethree authorsadapted

thesetraditionalcomicfiguresin theirdramatictexts.

3.4.2 ThefiguresorHanswuntandKasperlin thedramatictextsorGerhard
Riihm andH. C. Artmann

Whenreferringto theinfluenceof theViennesefolk theatreontheWienerGruppe,

Schmidt-Denglerwrites: "H. C. Artmann, GerhardRiihm andKonradBayer,jederauf

seine Weise, habendiesenKasperl gleichsamneu inthronisiert" (Schmidt-Dengler,

Sonnleitnerand Zeyringer 18). The aim of this sectionis to examinethe figures of

HanswurstandKasperlastheyappearin thetextsofRiihm andArtmann.64 However,

beforeinvestigatingindividual texts, I wish to considerwhy theseauthorschoseto

identify themselveswith this particulartradition.

As was outlinedin Chapter1, theWienerGruppedid not consideritself: nor wasit

consideredby othersto bea partof themainstreamof 1950sAustrianliterature,which

64 This examinationis restrictedto aspects of the texts thatarerelevantto the discussionof Bayer's
Kasperlfigure.
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in any eventwas an artificially constructedcanonthat consistedof works that were

deemedto reflect the desiredimageof the SecondRepublic. Indeed,the membersof

the Group saw themselvesas an opposition to this official version of Austrian

literature.It is not surprising,therefore,that in the dramaticgenrethey shouldidentify

themselveswith a theatrical tradition that was not acknowledgedby the standard

works of literary history and criticism (Schmidt-Dengler,Sonnleitnerand Zeyringer

33) and earnedthe disapprovaland criticism of the proponentsof an intellectualand

moral theatre.The Viennese"Volkstheater" resistedthe pressurethat tried to force

eighteenth-centurytheatreto legitimise itself asan institution for stateand moral use

(Sonnleitner334) and insteadactedas"ein Gegensatzzu einemTheater... dassich

alsmoralischeAnstaltgebenwill" (Schmidt-Dengler,SonnleitnerandZeyringer17).

As well asidentifying themselveswith a theatrethat wasoutsideof the established

theatre- physicallyaswell asideologically, in that its homewasnot in the city centre

but in the suburbs- Artmann,RuhmandBayeralignedthemselveswith a theatrethat,

by relying on improvisation,to a large extentdispensedwith the written word, thus

placing itself beyondstatecontrol. WalterHinck, whenwriting aboutthe Commedia

dell'arte, refersto the artistic autonomythat improvisationprovidesandclaimsthat it

reflectsa moregeneralprocess,that is the self-discoveryof the individual (45). Hinck

alsodescribesthe Commediadell'arte's "Entlastungvon denAnspruchender Kultur"

andits "Lizenzierungallesdessen,wasunterdemTabuderEtikettestehtoderwasdie

Konvention zu tamenverlangt" (44). The "Stegreiftradition"of the Viennesefolk

theatreandthefreedomthat it offeredmustcertainlyhaveappealedto Artmann,Bayer

and RUhm. While they did not rely on extemporisation,choosinginsteadto produce

written versionsof their texts, the texts featuringHanswurst andKasperlretain some

of the spontaneityof the "Stegreiftheater":the useof dialect signalsa preferencefor
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the spokenword andthe often disjointedsequenceof eventsin the dramatictextsof

the Group membersthat featurea Kasperlfigure could be saidto reflect the chaotic

nature of Vienneseextemporisedcomedy. Schmidt-Dengleralludes to this in the

following statement:"Jede AuBerung der dramatispersonaewill den Schein der

Unmittelbarkeitwecken,siescheintauf nichtsundzu nichtsverpflichtetzu sein.Daher

die vielen LeerUiufe, daherder Stillstand dec Aktion, daherdas offene Ende" ("Die

EinsamkeitKasperls"82). When discussingArtmann'stext die liebe.fee pocahontas

oder kasperals schildwacheSchmidt-Denglergoeson to point out the improvised

nature of the dialogue: " . . . jeder Fixierung durch die Schrift steht der

Stegreifcharakterder Rede entgegen. Jeder Satz benimmt sich so, als ob er

unmittelbar,unabhangigvon denanderenSatzenausgesprochenwareund keinemwie

immergeartetenVorsatzoderKalkUl sichverdanke"("Die EinsamkeitKasperls"86).

Thestate'smuzzling�~�f�H�a�n�s�w�u�r�s�t andBemardonthroughcensorshipin theeighteenth

century and its subsequentbanishmentof Kasperl from the Viennesestagefind a

parallelin 1950sAustriain the rejectionandridicule to which the ViennaGroupwere

subjectedat the handsof the Austrian cultural establishment,just as the subversive

associationsof the Kasperl of the "Volkstheater" are reflected in the texts of the

authorsof theWienerGroppe.

In 1955-56GerhardRiihm wrote six "hanswurststiicke".Two of them, links ein

bisserl recht and wackeressylvesterfesthanswurstsmit colombinenoder die zuerst

gestorrtedochdanngliicklich wiedererrungeneunruh' im bette,featureHanswurstin

overtly sexualsituations.In dermit colombinacontroversierendehanswurstHanswurst

andColombinaargue,calling eachothernames.As is evidentfrom the passagebelow,

HanswurstunderminesColombina'sspeechby playing with the words she usesin

orderto frustrateher:
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colombina: ich find' dichwiderlich!
hanswurst:auchschonein fund!
colombina:du grabstdir deineigengrab!
hanswurst:du bisteinewahrefundgrube!. �~ .
colombina: papagei!
hanswurst: mamagei!...
colombina: ermachtmich rasend!
hanswurst:dabeifindenwir unsgarnetim gtiinenJ
(Ro.hm,ophelia72-73)

Thefact thatRo.hm'sHanswurstis Viennese,is clearlycommunicatedin hanswurstin

lublin whenhesays:"wannich nur in mein'wienwar'" (ophelia74). Hanswurstknows

heis in Poland,but hasno ideahow hegot there.As it snowsmoreandmoreheavily,

he becomesincreasinglyafraid and thinks he is dreaming.The text endswith him

shouting:"colombina,colombina!!- ich machtaufwachen!"(ophelia74).

Schmidt-Denglerand Zeyringer compareRUhm's "Hanswurst-Stiicke"to Kurz-

Bemardon'splay PrinzessinPumphiaand bighlight the similarity betweenKurz's

"bewuBte Zerstarungdes Dialogs" and Ro.hm'suse of one-word sentences:"Die

Sprachewird auch bier aus der Knechtschaftder Sinngebungbefreit, Sinnsucheist

nicht gefragt" (Schmidt-Dengler,Sonnleitnerand Zeyringer 18). RUhm'sHanswurst

alsohasotherconnectionswith the"A1t-WienerVolkstheater".Colombina,his female

sidekick, is a figure that datesback to the Commediadell'arte of the seventeenth

century(Hinck 18). Hanswursthimselfis fearful andcowardly,but alsoargumentative

anddifficult, andhasvery definitesexualurges,all characteristicsassociatedat various

timeswith theViennesefolk theatre'scomic figure. While, unlike his predecessor,he

doesnot inhabit a world of magiciansand fairies, he doesseemto havedifficulty in

distinguishingbetweenfantasyandreality, andin hanswurstin lublin the readeris not

surewhetherwhatit is depictedis Hanswurst'sdreamor not.
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H. C. Artmann'sKasperlfigures havemuchin common withtheir ancestorsin the

"Alt-Wiener Volkstheater".65 This is clear in die miBgluckte luftreise when Caspar,

who is desperatelybegginga lantern-lighterfor money, remindshim that he should

recognisehim: "ihr kenntmich doch'??ich bin der caspar'"(Artmann, die fahrt 190).

Artmann'sCasparis recognisableas the Kasperl of Viennesefolk theatreon many

levels.He is extremelyversatileandcanadopta varietyof roles- cook(aufbruchnach

amsterdam), lover, poet (die miBgluckte luftreise and Die ZyklQpin oder Die

ZerstOrungeiner Schneiderpuppe),bridegroom(die hochzeitcasparsmit gelsomina),

soldier(die liebefeepocahontasoderkasperals schildwache)- while alwaysremaining

himself

Artmann's Kasperl is often depictedas a victim of his sexual urges or as a

troublemakerwho clasheswith the societyhemovesin, which meansthatheoftenhas

to extricate himself from dangerous,sometimeslife-threatening situations: in die

miBgluckte luftreise he is about to be arrestedwhen a voice "von irgendwo im

zuschauerraum"calls out againand again,cedercaspardarfnicht sterben'"(die fahrt

194); in die hochzeitcasparsmit gelsominahe is trying to avoid the cannibal"herr

sapristi di mangiatutti", whose daughter he has "dishonoured"; in die liebe fee

pocahontasoder kasperals schildwachethe good fairy Pocahontasassistshim in

escapingfrom the army, wherehe is accusedof beinga spy; and in punchhe avoids

executionby outwitting andthenkilling his would-beexecutioner.He is inevitably an

extraordinarycharacterwho standsout from thosearoundhim and is consequently

6S Between1954 and 1966 Artmann wrote a number of dramatic texts featuring figures such as
Caspar,Kasper,Pierrot and Punch, all of whom can be classifiedas variationsof Hanswurstor
Kasperl.
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excluded. In die liebe fee pocahontasoder kasperals schildwachehe is reminded

repeatedlythat hedoesnot belong- ''wer nicht johannheiBt, der gehOrtnicht zu uns"

(Artmann, die fahrt 284) - and is condemnedby the captain, the leader of the

communitythat surroundshim, asa rebelandatraitor. However,neitherdoesKasper

showanyinclinationto try to belong.Instead,hecompoundshis statusasa community

outcastby removingwhat .had given him the outward apPearanceof belonging,his

uniform.

Like theKasperlof the"Volkstheater",he often disruptstheactionby deliberately

misunderstandingwhatothershavesaid- Punch,for example,duringhis conversation

with the army officer whom he subsequentlykills, pretendsto hear "salat" and

"hexenzieren"insteadof"soldat"and"exerzieren"(Artmann,die fahrt 449). Similarly,

Artmann'sKasperlalsodestroysthetheatricalillusion heis a partofby addressingthe

audiencedirectly. Althoughoften describedasstupidor foolish, moreoften than not

he managesto triumph over his adversariesby outwitting them, or thanks to the

intervention of magical forces,66 and although cowardly and whining, he is often

foolhardy andcheeky.He thus combinesopposingcharacteristics.Whatevercalamity

befalls him, he seemsto be able to survive and, as Punch, is capableof rape and

murder. Even when it appearsthat he is about to die or is alreadydead, Artmann

introducesa twist that preventshis death or casts doubt on it, making Caspar

immortal. It seemsthatthevoicefrom theaudiencein die miBgliickte luftreiseis right:

"dercaspardarfnicht sterben!"(Artmann,die fahrt 194).

66 Viennesefolk theatreabounds in magiciansand fairiesandhas asacommonmotif the"Luftreise"t

by meansofwhichKasper!is oftenspiritedaway.
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However, Artmann doesnot simply lift the figure of Kasperlout of the Viennese

folk theatreandplacehim in the twentiethcenturywithout adaptingthe figure for his

own purposes.Some of his Kasperl texts have an ending that is either open or

uncertain.For example,die hochzeitcasparsmit gelsominafinisheswith Mangiatutti,

who hasbeendancingaroundexclaiming"jetzt fressenwir denbrautigamf"(Artmann,

die fahrt 260), ominouslycomingup behind Casparand in puncll, althougha stage

direction explicitly states that Punch is dead, the following statementseemsto

contradictthis: ''punch(nr. 2 oderJ) tritt mit siegermienehervoi" (Artmann,die fahrt

456). The openend is, Schmidt-Denglerobserves,"bezeichnendfUr dasTheaterder

Avantgarde"("Die EinsamkeitKasperls"88).

Artmann'sKasperl,like Riihm'sHanswurst,sometimesseemsunableto distinguish

betweenfantasyandreality: in die hochzeitcasparsmit gelsomina.whenCasparcomes

to after fainting, the othercharactersfreeze, leadinghim to believethat he has been

dreamingand is now in a waxworksmuseumand whenPocahontasappears,Kasper

has to pinch himself to make sure that he is not dreaming. This blurring of the

boundariesbetweenKasperl's inner world and the outer world, togetherwith the

conflict that often occursbetweenKasperl as an individual and a group depicting

society,is a featureassociatedwith this figure thatwill begiven further consideration

in thenext section.

Perhapsthe most importantinnovationmadeby Artmann is the fact that he gives

Kasperl a new role - that of "Dichter". In Die Zyklopin oder Die ZerstOrungeiner

Schneiderpuppe,Artmann'sfirst "Kasperlstiick", this is particularly significant, as at

the end of this play Pierrot, described by Schmidt-Dengler as Kasperl's
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"Anverwandter" ("Die EinsamkeitKasperls"83), hangshimselfin despair,wearinga

sign with the words "pierrot a1s dichter" (Artmann, die fahrt 19). As Konrad Bayer

alsogiveshis Kasperlfigure therole of"Dichter", I will delayfurther commenton this

until thenextsection.

3.4.3 Bayer'skasperlam elektrischenstuhi

This investigation focuses on one text, kas.perl am elektrischenstuhl. Unlike

Artmann andRiihm, Bayerdid not write a seriesof "Kasperlsmcke",although,aswill

be illustratedlater in the chapter,his Kasperlfigure canbe linked to otherfigures that

do not bearthat name.kasperlam elektrischenstuhl, a text which Riihm noteswas

"nochsehrim arbeitsstadium"(SW 780)whenhecameuponit, consistsof sectionsof

otherdramatictextsby Bayer,namelydie pfandleihe,die begabtenzuschauerand �~

boxer(Huber 16).67Thetext beginswith a speechby cedersprecher",who introduces

the play. This is followed by aO monologueby a femalememberof the audiencewho

inveighsagainstthis beginning,claiming that it doesnot fulfil the "anforderungendes

modernendramas"(SW 296). The actioncontinueswith a dialoguebetween"herr a"

and "herr b", also membersof the audience,who discussthe play and what they

believeto betheset andtheactors.It emergesthatthis "set" is actuallytheauditorium

and the "actors" are, in fact, membersof the audience.The "real" action finally gets

underwaywith theentranceof"lOwe, polizeichef'and"apollo, polizist".

61 Huber illusttatesby meansof a diagram the extent to which kasj>erl am elektrischenstuhI is
composedof thesethree texts(25). I agreewith herassertionthatBayer'srecyclingof materialin this
way shouldnot be regardedas arbitrary, but "als bewu6tgesetzteDoppelungzentra1erAussagen"
(23).
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After a scenebetweenthesetwo membersof thepoliceforce, Kasperlfinally enters

and announcesthat he wishesto report that he has killed his wife. This provokes

nothingmorethanindifferencefrom thepoliceandannoyancefrom "herr a" and"herr

b". When they complain that Kasperl is holding up the action, the "sprecher"

apologises,saYing: ''tut mir leid. aberdasist ein ignorant"(SW 303).Kasperlis finally

askedto fill out someforms, to which he replies:"bittschon,i kaungoanedschreim"

(SW 304). WhenKasperlsaysthat he cannotwrite, the policemendespairof him and

want him to simply go away. Although Kasperl maintainsthat he cannotwrite, he

claimsauthorshipof theplay theyareall appearingin, in a comicalexchangewith the

policechief

lOwe: beruf'?
kasperl:wie meinen?
lowe: wie sindsietatig?wosmochnsdengaunzntog?
kasperl:a, wosi moch?jo wosmochi denn?
lowe: dasfrageich sie!
kasperl:i mochtheaterin demsiewakumman.
lowe: mochnskanewitz!
kasperl:esis woa! ollaswossiesognis vonmia.
apollo: asoafrechheid!
lowe: siesindzumtodeverorteilt! (SW 305)

Significantly, it is not thecrimeof murderthatearnsKasperlthedeathpenalty,but the

apparentlyfar more seriousone of havingcomposedthe police chiefs words. With

variousintetjectionsthat would seemto confirm his authorshipof the play Kasperl

ensuresthat the actioncontinuesor explainswhat is happening,as in the following

conversationwith "herrb" abouttheguardwho comesto watchoverhim asheawaits

execution:

herrb: wer ist denndas?
kasperl:dosist deraufseher,derpasstaufmichauf:
herrb: undwasbesseresis ihnennichteingefalln?
kasperl:ich musszugeben,oein. aberwashabensiegegenein

wachorgan?schautdochimmergut aus.oder?schauns,des
verhindertwenigstens,dassich in meinemkafig zummonologisieren
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anfaung.sowosis meistensfad' ausserdemis amit mia ind schui
gaungaundhasdfriedl. (SW 306)

The aboveleadsoneto assumethat the other figures acceptwhat Kasperl saysand

believehim to betheauthorof theplay. However,this, aswell asKasperl's claim that

hehas killed hiswife, is underminedlaterin thetext.

While awaitingexecutionKasperlreceivesavisit from Giselher,a friend ofhis who

is a reporter. Their conversation,during which Kasperl deniesever having a wife,

almost ends in GiselherstabbingKasperl, but Apollo arrives in time to stop this,

saYing: "Ohaherrjournalist,nedderjustiz wagreiful" (SW 314). Kasperl'scredibility

asa reliable sourceof information is called into questionandthe readermust doubt

whetherhelshecantakeanythinghesaysat facevalue.Doeshehaveawife or doeshe

not? Has he commitedthe crime of murderor not? Can he write or not? Is he the

authorof the play or not? Theseare all questionsthat must, in view of Kasperl's

conversationwith Giselher, remain unanswered.After Apollo's intervention the

electricchairoftheplay'stitle is broughtontothestageandtheplayendswith Kasperl

scramblingonto it, to escapethewomanin theaudiencementionedabovewho offers

him "die winne einerweiblichenmitfiihlendenbrust" (SW 315), and in effect giving

the orderfor his own executionwith the words"Iosl anfangenl"(SW 316). The final

line of the text, "apollo legt den grossenhebelschalterurn" (SW 316), leadsone to

believethatKasperlis thenexecuted.

However,evenKasperl'sultimatefate is uncertain,because,asRiihm pointsout in

his noteson kasperlamelektrischenstuhl, theplay'sendingis "nochskizzenhaft"(SW

780)dueto theexistenceof two otherhandwrittenversions.In oneof theseversions

"lowe" and Apollo, dressedas doctors,strapKasperlto the electric chair, which is
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actually"ein schockapparat"(SW 780). Whenunstrapped,Kasperlgrowswingswhich

then transporthim heavenward.The otherversionseesKasperlbelieving he is dead,

althoughtheelectricchairneedsto berepairedbecauseofa shortcircuit. I concurwith

Schmidt-Denglerwho observesthat it is not a questionof decidingfor oneof the three

endings,but ofacknowledgingthesimultaneousexistenceof all three("Die Einsamkeit

Kasperls"88), therebyalsoacknowledgingthe uncertaintyandopen-endednessof the

wholetext.

Like Rillun's HanswurstandArtmann'sCasper,Bayer'sKasperlis identifiableasa

traditional figure of Viennesefolk theatre."lowe" recogniseshim assoonashe is told

his name: "lowe ... : sie heissen?I kasperl: ich bin der kaschberl.I lowe: schon

wieder." (SW 305). Kasperlclearly speaksViennesedialectand also gives Viennaas

his placeof residence.In addition, he canadopta variety of sometimescontradictory

roles.As Huberobserves,he entersthepolice stationasan averagecitizen, but, in the

courseof the text, he is alsoa'criminal, a husbandandan authorwho cannotreador

write (74). Like the Hanswurstof the "Volkstheater",his life is complicatedby his

involvementwith women- thewife he claimsto havemurderedandthewomanat the

endof the text who seesherselfashis saviour. Initially, he seemsto be naive, stupid

anddeferentialto theauthorities- hegiveshimselfup to thepoliceandis at painsto be

polite to them,ashis repeateduseof theword "bittschon"indicates.However,it soon

becomesapparentthatBayer'sKasperlis alsomoredeviousthan heat first appears.It

seemsto be his intentionto trick the authoritiesinto executinghim. Having confessed

the crime he allegesthat he has committed, he askshopefully: "wea i jetzt schon

hingerichtet?(SW 304).
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In the tradition of comic figures that stretchesback to the Commediadell'arte,

Bayer'sKasper!is, aboveall, a socialmisfit (Hinck 18), a "Storenfried"who clashes

with the communityaroundhim. To this community,Kasperl is at first nothing more

than "ein ignorant" (SW 303), a "lastigerkerl" (SW 304) who disruptsthe actionon

stage.Evenafter he claimsto be the authorof the play in which they are appearing,

Kasperl's,charactersappearnot to take him seriously : ceder sprecher" says of his

portrayalof them: "daskann mandochneternst nehmen"(SW 305). However,at the

sametime, like the opponentsof HanswurstandBernardonin the eighteenthcentury,

they are anxious to get rid of him, somethingwhich proves difficult. Although

seeminglynothingmorethananannoYingbut harmlessnuisance,Kasperlis dangerous

not becauseheclaimsto havekilled his wife, butbecauseheclaimsto bethecreatorof

theworld that he andthe othercharactersinhabit. Like Artmann'sKasperin die gute

fee pocahontasoder kasperals schildwache,he placeshimselfoutsidethe collective

and so is regardedas threateningand treatedwith suspicion.Just as he disruptsthe

actionon stageandtearsdown the veil of theatricalillusion, Bayer'sKasperlequally

threatensthereality of theothercharacters,who, heclaims,arehis fictitious creations.

He thus not only challengesthe authorityof the policemen- "lowe" accuseshim of

"widersetzlichkeitgegendie amtsgewalt"(SW 305) - but the very reality of their

existence.This is why Kasperl must die and why "lowe" instantly condemnshim to

death.Onceagain, Kasperlfinds himselfin a life-threateningsituation.

However, Bayer'sKasperl differs from the Kasperl of the Volkstheaterand his

contemporariesin Artmann'stexts in many ways. Right from the startof the text, by

meansofthe"sprecher",thefemalememberof theaudiencearid "herra" and"herr b",

Bayerplayswith the notionsof reality and illusion. The speakerwho introducesthe

play andat variousstagesof the text interjectswith commentsbelongsto the illusion
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on stagebut is outsideof the real action of the play. The "weibliche Zllschauerin"

similarly commentson theplay from outsideof it, but shebecomespart of theonstage

action at the end of the text when shechargestowardsthe stageto try to prevent

Kasper!'s execution.Likewise, "herr a" and "herr b" are detachedfrom the play to

someextent,althoughtheir "loge" is situatedon the stageand they speakdirectly to

the characterswho act out the main drama.They introduceanotherdimensionto the

conceptsof reality andillusion by initially commentingon the actionin the auditorium

as if it werepartof theplay theyhavecometo see.Addedto theselayersof theatrical

illusion is the fact that Kasper! claims to have written the play that they all are

performingin. By blurring the boundariesbetweenactorand spectatorand character

and author,Bayersucceedsin creatingthe "variationendesstandortes"(SW 148) he

mentionedin the "beilage"of der analfabet.It is an exampleof the self-undermining

natureof Bayer'stexts that I referredto earlierwhen discussingthe position of the

critic in relation to Bayer'swork and is a processthat is continuedin the figure of

Kasperl.

Kasperl'sstatementsseemto be governedby the sameprinciple of "veranderung"

that was shown to be a characteristicfeature of der analfabet.Just as action in

languagewas shownin that text to be no guaranteeof real action and the reader

thereforecannot be sure,for example,whetherthe captainis deador alive, in kasperl

am elektrischenstuhl the readermust concedethat Kasperl's claim that he haskilled

his wife does not automatically mean that this action has actually taken place,

especiallyin view ofthefact thatKasperllatermaintains thathe inventedthis wife.
68

It

seemsthat the readercannotafford to believeanythingthat Kasperlsays.This is one

68 Ulrich Janetzkialso observesthis in relation to anotherBayer text, opposingwhat he terms
"SprachealsHandlungstrager"or "SpracbbandJung"to "aktive[r] Handlung"("Die Welt" 344-345).
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way of ensuringthat the readermaintainsthe "abstand"stressedby Bayer in his

"beilage"- the rationalandemotionaldistancethat is necessaryfor the readingof his

texts. Onceagain,as in der analfabet,Bayerseemsto presenta contextof utterance

only to undermineit. Thereadermustneitheridentify with nor acceptBayer'sKasperl

astheKasperlofthe"Volkstheater".

. ThatBayeris undenniningtheconventionsof the"Kasperltheater"is evidentfrom

the fact his Kasperlseemsto want to be executed,a desirethat transgressesthe law

regardingthe immortality of Kasperlexpressedin the phrase:"Der KaspardarfDicht

sterben'''.However, this underminingof conventionis, in turn, underminedby the

existenceof the threedifferent versionsof the end of the text referredto above.In

kasperl am elektrischenstuhI Bayer seemsto try to ensurethat the text resists

interpretation.I nowwish to considerthefindings of thosewho, in spiteof this, try to

interpretit. .

Schmidt-Denglerinterpretsthe Kasperlfigures of both Artmann andBayerin the

contextof the"SelbstverstandnisderAutorender 'WienerGruppe'" ("Die Einsamkeit

Kasperls"83) andthe cultural climateof 1950sAustria, a view essentiallysharedby

Huber (52, 72). Schmidt-Denglerarguesthat, as an author who is treatedwith

suspicion,rejectedas an outsiderand underconstantthreat,Kasperl representsthe

Group'spositionasa subversiveelementon the fringes of the literary establishment:

"DaB Kasperlin seinerFreiheitbeschrlnktund bedrohtwird, zeigt wohl an, wie sehr

sichdieseAutorenihrer prekarenLagebewuBtwaren.Kasper!,derstlndigunterwegs

ill, muD mit Fesselungund Bestrafungrechnen;bei Bayer wird er in einen Kafig

gesperrt"(''DieEinsamkeitKasper1s"92).

This is certainly one valid dimension that can be attributed to kasperl am

elektrischenstuhI, particularlyas the text containsovert referencesto 1950sVienna.
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ROhmconfirmsthat someof the namesusedare"verballhomungen"of the namesof

certain Viennesecritics whom Bayer found particularly unpleasant(SW 781). "herr

weisenpeter" is one such critic and his accusationsagainst communistsand his

suggestionthat a prayershouldprecedeall performances(SW 315) are allusionsby

Bayerto theCold War tensionsandCatholicethosthat held swayin Austriawhenthe

text was written. The audience members"herr a" and "herr b", ignorant and

unappreciative,clearly standfor the Viennesepublic and its reaction to the literary

endeavoursof the Vienna GrOUp.69 Portenkirchnerillustrates how the responseof

"herr b" to Kasperl's disruptionof the action onstage- "merkt er denn net, dasser

stOrt. die herrenwollenjaweiterspielen"(SW 303)- symbolisestherestorativeattitude

that prevailedin post-warAustria: ''Die Kontinuitit der Ordnungreprasentiertdenn

auch das im NachkrlegsOsterreichherrschendeHarmoniebestrebeninnerhalb einer

Gesellschaft,die die Verbrechender Nazizeit verdrangtund nicht die Verbrecher,

sondemdie 'Storenfiiede'isoliert und ausgrenzt"(Schmidt-Dengler,Sonnleitnerand

Zeyringer257).

Kasperl is also interpretedby Schmidt-Dengleras a guarantorof freedom("Die

, EinsamkeitKasperls"86), who almost inevitably managesto avoid the attemptsof

othersto restricthim andbind him to the rulesandexpectationsof society.The critic

claimsthat Bayer'sKasperlis very closely linked to the Kasperlfigures of Artmann's

texts,but makesthefollowing observation:"Indeswird beiBayernochdeutlicher,wie

sehr die Autonomie dieser Figur den Ubergriffen gesellschaftlicherAutoritaten

ausgesetztist" ("Die EinsamkeitKasperls"86). In view ofthis, thensurelythefact

69 That the climateof 19505Viennahada direct influenceon the literary works of membersof the
WienerGruppeis also particularlyevidentin Kein Pfeffer fUr Czermak and Erlaubent.Schas.sehr
heiB bittel (both in H. C. �~ die fahrt zur iosel nantucket. theater, NeuwiedlBerlin:
Luchterhand,1969),two dramatictextsby ArtmannwhichpresentViennain averycritical light
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that, asSchmidt-Denglerhimselfconcedes,Bayer'sKasperlmanagesto overcomethe

obstaclesthat societyplacesin the way of his autonomymakeshim more of a hero

thana victim? This, in my opinion, is a key differencebetweenBayerandArtmann's

portrayalof theKasperlfigure that deservescloserconsideration.It is oneof several

differencesthat point to a more radical interpretationof the figure on the part of

Bayer.

As I basemuchof what follows on the assumptionthat Bayer'sKasperlwantsto

die, I first wish to presentthe argumentsthat supportsuchan assumption.I referred

aboveto the scenein which Kasperl arrives at the police stationand confessesto

havingkilled his wife. It seemsthathe doesthis becausehebelievesthat it will ensure

his execution.Whengivenformsto fill out, hethinkshehas securedhis fate andasks

hopefully: "wea i jetzt schonhingerichtet?"(SW 304). When he is later told to go

away,thedisappointmentandthedeterminationto beexecutedthatheexpressesin the

following extractwould seemto confirmthisdesire:

apollo: undjetztverschwindensl
kasperl:obabittediehinrichtungl
apollo: maussrr
apollobeginntkasperlrauszudrangen.
kasperl:obabitterr
apollo SChUlgt mit kniittel auf kasperl ein, der sich verzweifelt im
tiirrahmenfesthalt.kasperlentwischtundstellt sichim raumauf:
(SW 304)

However,asI havealreadypointedout, onecannotnecessarilybelievewhat Kasperl

saYS.1OWhetherKasperlactuallydiesor not is an issuethatthelackofa singleending

to theplaywould alsoseemto leaveunresolved.On closerinspection,however,none

70 One mustalsobearin mind, especiallyin view of the fact that the illusionarynatureof theatreis
stressedthroughoutthe text, that Kasperl'sdeath,if it were to occur, would be a stagedeathand
would thereforebe a deaththat he would survive,a thoughtthat introducesyet another dimensionto
the matter.
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of the threepossibleendingsseemsto rule out the possibility that Kasperl's apparent

wish is granted.Indeed,the various"SchluBversionen"lend credenceto the argument

that he wantsto die. While the endingwhich appearsaspart of the typed manuscript

doesnot showKasper1dying, the fact that hegivesthe instructionfor Apollo to begin

the executionprocesssupportsthe hypothesisthat he at leastdesiresthis fate, while

the stagedirection "apollo schlagtden grossenhebelschalterurn" (SW 316) would

suggestthathe is electrocuted.Eventhe alternativeendingin which Kasper1doesnot

die becauseof a shortcircuit seeshim believing that he is deadand doesnot exclude

the possibilitythat this is what heyearnsfor. In the otherhandwrittenendingreferred

to by RUhmKasperlgrowswingsandascendsupwards,which suggeststhat he is dead

or at leastthatheis leavingthedomainthathehas inhabited.Sincefor thepurposesof

my further investigations itis interestingto considerwhy Bayerwould createa Kasperl

figure who seemsto want to engineerhis own executionand sincethe text doesnot

discountthis as a possibility, as I continuemy discussionof kasperlam elektrischen

JtYbI I will hypothesizethat Kasperlwantsto die. I now return to my comparisonof

Bayer'sKasperlwith Artmann'sKasper1figures.

Unlike Artmann'sKasperlfigures, who are often cowardlyand likely to burst into

tearsor faint at the first sign of trouble,Bayer'sKasperlshowsno sign of weakness,

but is uncompromisingto the end. The fact that he endsup on the electric chair

testifiesto this. While one feels that Artmann'spoet Pierrot commits suicideout of

passionatedesperationafterthecyclopsEnocchinadestroysthe"schwarzePuppe"that

he has fallen in love with (die fahrt 17), it seemsthat Bayer'sKasperl deliberately
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intendsto do SO.71 Althoughboth'authorspresentKasperlasa symbolof resistance,it

is Bayer'sversionthat is the moreanarchic.I outlinedabovethat Artmann'sKasPerl

figures seemto sometimeshavedifficulty in differentiatingbetweenfantasyandreality

or like to seetheworld from a different perspective.In kasperlam elektrischenstuhl,

Bayertakesthis muchfurtherby makingKasper1thecreatorof theworld ofthetext.72

Unlike Artmann'sCasparin die miBgliickte luftreise,who, muchto his horror, ends

up in the armsof the widow, Kasperlmanagesto escapethe womanin the audience

who offers him the comfort of her bosom.And unlike his namesakein die gute fee

pocahontasoderkasperalsschildwache,Kasperldoesnot needtheassistanceofa fairy

to achieve his goal. Nor is his identity defined in terms of other people: while

Artmann'sKasperescapesfrom themilitary collective,he is still part of a community,

theIndiancommunity,wherehewill remainuntil thewar is over, andhasanemotional

attachmentto the captain'swife, albeit one that is basedon his desire for revenge

againstthe captain.Bayer'sKasperl,who as an authoris the creatornot only of the

othercharacters'identities,but alsoof his own identity, is able,by bringing·abouthis

own executionto cut all suchtiesandbeanindividual entity.

.Anotherfeaturethat distinguishesBayer'sKasperlfrom the Kasperlfigures of the

"Volkstheater" andof Artmann andRiihm's dramatictexts is his stanceon language.

While in the"Volkskomodie"the comicfigure'sapparentlinguistic clumsinessmaybe

71 As thereasonsfor Kasperl'sapparentsuicidebid arediscussed in thefollowing section,theyarenot
f?venfurtherconsiderationhere.
2 Portenkirchnernotes this similarity, but does not differentiatebetweenArtmann and Bayer's

portrayalsof Kasperl:"Kasparfungiert in diesenStiickenDieht nuralsuagische,vonEinsamkeitnod
Too bedrohteFigur, deren Au6enseiterpositiondie Isolation der Wiener Gruppe wiederspiegelt,
sondemauchalsderSchalk,der im GewandeinernarrischenSprachedie herkOmmlieheSiehtweise
verlaeht.. Die Welt, aufgefaBtalsKasperltheater... " (Schmidt-Dengler,Sonnleitnerand Zeyringer
258,261).
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understoodas indirect criticism of the conventionallinguistic system(Huber61), and

while Riihm's HanswurstandArtmann'sPunchhavebeenshownto be inventive and

sometimessubversivein their useof language,Bayer'sKasperl is far more radical in

his attitudetowardslanguage. This is wheremy interpretationof this figure departs

from thoseof the critics mentionedaboveand why, in my opinion, Kasperlmust be

consideredin the context of Bayer's "Sprachkritik". The next section therefore

continues the investigation with which this chapter began and examines the

consequencesof extremelanguagecriticism for the individual in Bayer's texts by

discussingKasperl and two other figures with a definite stanceon language- the

anaIphabetandtheidiot.
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3.5 "Sprachskepsis"andtheindividual in Bayer'stexts

3.5.1 Thefigure of Kasperl

WhenKasperlannouncesthathecannotwrite, thereactionofLowe is unequivocal

- hewantsnothingmoreto dowith Kasperl:

kasperl(drehtsich): bittschon,i kaungoanedschreim.
lowe: daun lossnsunsin rnaundgenganszaus.(SW 304)

Kasperlis told to go homeandis thusexcludedfrom the ''una''of the police chiefs

statement.This ''uns'' consistsof the linguistic community,thosewho can read and

write. To themembersof this community,Kasperlis simply anuisance:"Uistig" is how

"herra" describeshim (SW304).WhenApollo discoversthatKasperlcannotwrite, he

threateninglyaskshim if he hassubmitteda written applicationfor a "bewilligung zur

verObungeinesmordes"(SW 304). Kasperlconfirmsthat he hasnot and is promptly

fined fifty schillings.Kasperlis punishedfor beingignorantof andnot complyingwith

therulesofthelanguagecommunity.He is beatenandpushedout of thepolicestation

by Apollo becausehe has not conformedto the rules of what Wittgensteinwould

defineasthat community'slanguage-games,althoughin this casethe ideaof applying

for permissionto commitamurderis ridiculousanyway.

In his conversationwith Giselher,thereporter,Kasperllaterrevealsthe reasonwhy

he refusesto conformin this way, expandinguponhis attitudeto language,this time

spokenlanguage,referredto as"sprechen":

reporter:sprechensiemanchmal?
kasperl:ja, abernieanders,alsmichzuunterhalten.
reporter:sprechensiegem?
kasperl:ich sprechenurzumzeitvertreib.
reporter:abermichdUnkt, das sprechenseieinesehrgefahrliche

unterhaltung?
kasperl:dasist wahr, dochnur, wennmanzuhort.
reporter:abersiesprechenjetztdoch,urnvonmir gehortzu werden'
kasperl:dasist eineluge!wennich ihnenetwasmitzuteilenbatte,wOrde

ich esseinlassen.esWOrdein densatzenhangenbleiben.
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reporter:eswtirdenurzu missverstiindnissenkommen,
kasperl:zu unstimmigkeitenfuhren,
reporter:zu schlagereien,
kasperl:zu streit,
reporter:lrgerbereiten,
kasperl:freundschaftenzerstoren.
reporter:wennmanzuhort,
kasperl:weissmannicht wie'sgemeintist.
reporter:siekonntenesnicht besserwissen,
kasperl:siekonntenlugen,
reporter:siekonntenesehrlichmeinen.
kasperl:aberwiesoli dasheraus?

wo soli dashinein?...
reporter:sprechensieoft?
kasperl:sehrselten.
reporter:undwarum?
kasperl:weil esvielebetrugergibt. manHiuft dagrossegefahr,wei! die

wie ordentlicheleut aussehen.die horenzu, die merkenaut: alles
nehmensiebeimwort.

reporter:dasist einerucksichtslosigkeit.
kasperl:einegemeinheit.
reporter:einefrechheit.
kasperl:eshandeltsichurnverbrecher.(SW308-309)

This passage,quotedin part earlier in this chapter,appearsnot only in kasperlam

elektrischenstuhlbut alsoin its entirety,with somevery minor variations,in die boxer

(SW 215-217).die pfandleihe·alsocontainsmostof the above,up to "hinein", again

with few changes.The fact thatBayerusesthis passagein threeof his dramatictexts

suggeststhat it includessomeimportantideas.

Speakingis describedaboveby Kasperlon the one handas somethingwhich he

engagesin for the sakeof amusementor to passtime, and on the other handas a

dangerousactivity that, if usedto try to communicatesomething,can only lead to

misunderstanding,disagreementandtrouble. I havealreadydiscussedthe positionof

the listeneras outlined in this extract with referenceto the critic of Bayer'swork.

From what Giselher(the reporter)andKasperlsay, it seemsthat the speakercanbe

just asmuchof a "betrOger" asthe listenerbecauseonecanneverknow if he/sheis

telling the truth, lYing or just doesnot know any better.During his conversationwith
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GiselherKasperlclaimsthat he hasvariousamountsof children, rangingfrom four to

thirty million and one. He also claims at different stagesof the dialoguethat he is a

widower, thathis wife has left him andthat he is engaged,andthentells Giselherthat

heinventedthewife heclaimsto havekilled:

reporter. . .: siehattenalsoeinefrau?
kasperl:nein.
reporter:esist gemeinvon ihnen,einetotezu

verleugnenf
kasperl:ich habesieerfunden.(SW313)

Here,in what is an exampleof theprincipleof "verAnderung"outlinedby Bayerin the

"beilage"to deranalfabet,Kasperlillustrateshowlanguagecanbeusedto createone's

own reality, a reality that doesnot necessarilyhave to correspondto that usually

depictedby conventional,normativelanguage.The reality presentedby Kasperlis not

staticandrestricting,but is in constantflux andrich in possibilities.This demonstrates

how Bayer, instead of allowing languageto restrict his thoughts and impose a

particularorderon his view of reality, subvertslanguage'snormativetendenciesand

manipulatesit in a way that unleashesits user'screativepotential.The following line

from 17. jinner 1962is thusan apt descriptionof what happensin Bayer'sdramatic

texts:"die wirklichkeit bUillt sich... aufundzerplatzt"(SW282).73

The position adoptedby Kasperl can be linked to the Vienna Group's radical

oppositionagainstwhatPortenkirchnercalls"dasOffentlicheWirklichkeitsbild":

AngesichtsderWeigerungamherrschendenDiskursteilzunehmen,wird
dasMiBtrauengegenpolitischeAuseinandersetzungen,gesellschaftliche

73 The fact that languagecan be usedto createone'sown reality is demonstratedon a numberof
occasionsin die boxer(for theseinstancesseeSW 209-211).The mostobviousexampleis when the
figure 1, who in this first round hastakena lot more punchesthan he has given, suddenlydeclares
himselfthe winner of the round: "1: es ist wahr, ich babe gewonnen.I (er hOrt seinerstimmenach,
springt hoch) I ich babegewonnen,ich babe gewonnen,gewonnen,gewonnenrrrI (springt herum,
sein betreuerlAuft in den ring und fldstert ibm ins ohr. I 2 sitzt dieweil schluchzendam boden)I
(ringrichterbeginntzu zAhlen,aberdanngong)(SW 21S). The stagedirection"er hOrt seinerstimme
nach" emphasisesthat it is languagethat makes1'5 victory a reality, a reality that is also validated
linguistically with thewords"esist wahr".
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Normenund die bloBeUbemahmekonventionellerliterarischerFormen
deutlichundzeigt, in welcheStoBrichtungderProtestging. Ein Protest,
der sich vor allem gegendie Normierungder Wirklichkeit durch die
Spracherichteteund dem mimetischenPrinzip jenesder Konstruktion
von Wirklichkeit entgegensetzte.
(Schmidt-Dengler,SonnleitnerandZeyringer237)

Justas the Hanswurstof the "Volkstheater" revealed"die Bruchigkeit desbarocken

Weltbildes"(Sonnleitner357),by exposingtheway in which reality is createdthrough

language,Bayer'sKasperl could be said to reveal the fragile natureof the reality

presentedto thepublic in 1950sAustria, a reality thatwas,at leastpartly, a myth born

out ofstatepropagandaandsupportedby astate-sponsorednationalliterature.

Kasperl'spositionis paradoxicalin that he rejectslanguageon the onehand,while

presumablyusing it to practisehis professionas an author on the other. He thus

embodiesthedilemmathatKonradBayerfoundhimselfin andsocanbe regardedasa

self-referentialfigure. I haveillustratedhow bothKasperlandBayer'screativeuseof

languagesucceedsin underminingits deficiencies,makingof it a potentiallypowerful

tool for creativeindividual self-expression.Kasperlstressesthat speakingis dangerous

only ifonelistens.Heclaimsthathespeaks,not to beheardby others,but only to pass

the time and amusehimself If one appliesKasperl'slogic to Konrad Bayer and

construesthatwriting is anactivity heengagedin not for thePurPOseofbeingheardby

othersbut solelyto amusehimself: thenhis textscanbereadasvery Personalattempts

to manifestthe selfandassertits existence,sinceit would appear to be futile to seek

suchacknowledgementfrom others.This pointsto an inextricablelink betweenBayer

the writer and Bayer the man and revealsthat, for Bayer, to write was to fulfil an

existentialneed.

In the eyesof the societyaroundhim, Kasperl is a failure becausehe doesnot

conformto its expectations.It seemsthat hehas failed or refusedto learnthewritten
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form of its linguistic systemand rejectsthat system'sspokenform. This anti-social-

behaviouris compoundedby the fact that he maintainsthat he has killed his wife.

Professionally,he is presentedas being inferior to Giselher, the reporter,who also

writes for a living, but, unlike �K�a�s�p�e�r�~ plays the language-gamesof the linguistic

communityto which he belongs.Thus Kasperl is, in society'seyes, a nonentity, a

failure, somethingwhich is, ofcourse,far morecritical ofsocietythanofKasperI.

Things take on a different dimension,however,if one hypothesizesthat Kasperl

wantsto be executed.However,it is not his allegedcrime of murderthat eventually

ensuresthat he is sentencedto death,but the fact that he sayshe is the authorof the

play in which he andtheothercharactersareappearing,that is, thecreatorof his own

linguistic reality. His reporterfriend Giselherseemsto know that this is what has

landedKasperlin trouble,andhe suggeststhat Kasperlwould not havefound himself

in this situationif he too had becomea reporterand had playedsociety'slanguage-

gamesaccordingto the rules: "no siggst,weastzu uns komman" (SW 306). Once

againKasperlis excludedfrom the"uns" of the linguistic communitythatcannotcope

with his individualisticandcreativeuseof language.This exclusion,however,appears

to be exactlywhat Kasperlwants.His position as outsideris a situationof his own

making.By rejectingthe conventionallanguageof the communitythat surroundshim,

by refusing to participate in its language-games,Kasperl cuts off the lines of

communicationand alienateshimself from others. In doing so, he escapesthe

community's linguistic ties. By killing his wife, if he actually does this, Kasperl

removesanothertie, namelythatof marriage.Theendof theplay links Kasperl's self-

exclusionandhiswishto die:

weibl. zuschauer:halt! diesermanngehortmir. eheervonunsgeht,soU
ermeinlagerteilen,meineigensein,die wlrme einerweiblichen
mitfiihlendenbrustverspiiren,getrostetsein,gefundenhabenwaser
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sucht,besitzenwaserzerstortzu habenvorgibt. er, ein elender,
diirfen wir ibm diesentrostvorenthalten,er, derdie gemeinschaft,
uns,missverstanden,soIl kostenin ihrerkleinstenform, keimzelle,
jawohl familie, wasdie sozietasbedeutet.zu mir! in meinearme!
kaspar!du! einverlorener!

sie Utuft hinauszur biihne. kasparklettert tiber die vielen stufenrettend
aufdenstuhl.
kasperl:los! anfangen!
apollo legt dengrossenhebelschalterUlD. (SW315-316)

Kasperlchoosesthe electric chair insteadof the female spectatorwho expressesher

desireto savehim in what one imaginesto be the rhetoricof the propagandistsof a

soundsocietyin Bayer'sAustria. She represents"die gemeinschaft","familie", "die

sozietas"and Kasperl's running from her signifies his rejectionof all thesethings -

community, family, society. The female spectator'suse of the verb "gehoren" is

significant. Kasperl's rejectionof her symboliseshis refusal to belongto anyone,his

rejection of all ties, linguistic and social. To society he is "ein elender", "ein

verlorener",but in his own eyeshe has securedhis salvation:"kasparklettert tiber die

vielenstufenrettendaufdenstuhl" (emphasisadded).To Kasperlsalvationmeansthat

he succeedsin escapingtheties, linguistic andotherwise,of society.He is free, a true

individual, not definedby outsideforcesbut from within. Kasperl'ssalvation,however,

also meansdeath, becausesuch an existenceoutsideof the community cannotbe

sustained.74

74 A comparisonbetweenBayer'skasperlamelektrischenstuh1andPeterHandke's�~ (1966), a
text thathas beendescribedas"the marriageofWittgensteinand Kasperl" (Bodi 74), while promising
to be useful in assessingthe influenceof Bayeron a far more well-known experimentalwriter who
expressedhis admirationfor Bayer'swork, lies beyondthe scopeof this thesis. �~ portraysa
figure who, becausehe is subjectedto the processof socialisationthroughlanguage,loseshis unique
identity andbecomesjust like everyoneelse.This is, in effect, the position in which Bayer'sKasperl
finds himself. By cuttingall ties with society,most importantlythe linguistic ties thatbind him most
tightly to it, bestrives,in a sense,to reversetheprocessof socialisationthroughlanguagedepictedby
Handke.

162



3.5.2 Thefigure of theanalphabet

The title of der analfabetsuggeststhat this text will featurea characterwith no

knowledgeof thealphabet.Like Kasperl,the"analfabet",by definition, cannotreador

write. While far from the sympathetic,�c�o�m�i�~ Kasperlof kasperlam elektrischenstuhl,

theanalphabetofBayer's text has,at least,this in commonwith him.

Fromthevery first line of deranalfabetit is clearthat theanalphabetis regardedas

someonegreatandpowerful." He is praisedasa king would be: "1 (mit feuer) es

lebedergrosseanalfabet!"(SW 150). This line is repeatedlater in this openingscene,

andagain in Scenes12 and 16. While the text'sfiguresseemto havegreatrespectfor

the anaIphabet,this respect is accompaniedby fear. Since the anaIphabetnever·

physically appearsin the play, other sourcesmust be relied on for any information

abouthim.Thetext'sfull title suppliesthe following information: cederanaIfabettritt in

rudeln und einzeln aut: I er uberfallt ausfliigler" (SW 148). The figures of the text

presenttheanalphabetasanalmostmythologicalfigure andcertainlyassomeoneto be

feared.In Scene1 heis describedas"wolfisch" (SW 150).'In Scene12 onelearnsthat

the two sailorshaveneverseenhim, that nobodyknows him - "matrose2 niemand

kennt ibn" (SW 160) - but in spite of this, they seemto know that his teeth areas

white assnowandcold asice and that he has"einen fleischmagen"(SW 160). He is

describedashaving"unzahligeverwandlungen"(SW 160). The sailorsfear him, which

is not surprisingbecausenobody surviveshim - "matrose1 niemanduberlebtibn"

(SW 160). The emphasison the predatory,animalisticnatureof the analphabet(the

referencesto his teeth, stomach,his similarity to a wolf and the fact that he goes

aroundin packs)suggeststhatheconsumesanddestroyseverythingin his path,

75 Sincethis text has been discussed in detail in Chapter2, a synopsisof it is notnecessaryhere.
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leavingnothingandno oneto survivehim. Sucha descriptionof the analphabet,whom

the figures of the text praiseas a king, explains,perhaps,why cannibalismis part of

their customsand traditions. I have shown in my linguistic analysisof the text in

Chapter2 how cannibalismseemsto regularlysurfacein thefigures' subconscious,and

thesamecanbesaidof theanalphabet,who seemsto dominatetheir existence.

In his notesonthetext, Riihm refersto some"regievorschUige"which accompanied

Bayer'smanuscript,including the following statement:ceder analfabet:eine allegorie

der dummheitund des todes" (SW 764). He also includesthe "legende"that Bayer

wrotefor theplay:

vor vielen, vielen jahren lebte ein chefarzt in seiner alten,
efeuumwuchertenheilanstalt. da kam der hilfswarter des wegs, ein
lusserstdummermensch.
nun sprach der junge, schone chefarzt, in seinen weiten, weissen,
weichenmantelgehullt: "mit ihnenhabeich zu reden,sieanalfabetf"da
bewundertendie umstehendennarren und narrinnen den hilfswarter
noch mehr, der durch die gangegehenkonnte, nach links und rechts,
nachobenund unten,der die schnallezur gittertiir in der hosentasche
trug und den grossenpark zu jedemwochenendeverliess,wie es ibm
beliebte.und noch nach vielen, vielen jahren homendie leute in der
heilanstalt, dass er wiederkommen moge, der schon solange
ausgebliebenwar, mindestenshundertjahre. und die leichten faile, die
sicli auf der glasverandasonnen undzuweilendurch die gangegehen
durfen, reissenmanchmaldie ttiren aufund dannglaubenalle schweren
flille, das ist er. (SW 763-764)

The "hilfswarter" of this "legende" is the analphabetof the dramatic text. In the

"legende" he is describedas being an extremely stupid person,which presumably

causesthe "chefarzt" to call him an analphabet.This gainshim evenmoreadmiration

from the "narrenund narrinnen",who alreadyadmiredhim for the way in which he

could move aroundfreely, both outsideand inside the institution. Over the years,he

comesto be regardedin almostmessianictermsby the inmatesof the institution who

hope,onehundredyearslater, for his return.
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Thedramatictext ofderanalfabetcertainlycontainssomeaspectsof this "Iegende".

Thefreedomandpowerassociatedwith the"hilfswarter" (he canmovefreely through

thecorridorsandholdsthe handleto the door) is alsoassociatedwith the anaIphabet,

who seemsall-powerful. Obviouslytheterm"analfabet"links thetwo; andbothfigures

seemto take on an almost mythological character.The difference betweenthem,

however,is that while the secondcomingof the"hilfswarter" is awaitedwith joy and

hope, the figures of the dramatictext seemto live in dreadof the anaIphabet,who

evokesfar more sinister associationsthan his doppelgangerin Bayer's "Iegende".

While the analphabetnever receivesa physical form becausehe never appearson

stage,he neverthelessrepresentsa definite position on language:like Kasperl he is

ignorantof its written form.

3.5.3 Tbefigure of tbeidiot

. The title idiot, like der analfabet,suggestson a first readinga figure lacking in

knowledgeof somesort and there are, indeed, many similarities betweenthe two

figures. Justastheanalphabetseemsto be moreanimal-likethanhuman,neitheris the

figure Q in idiot fully human.He is, rather,"ein menschenlhnlicheswesen"(SW 243)

known asQ. At first a victim of violence- he is attackedby othersif he attemptsto

speak- he himselfsoonlearnsto dispenseviolencewith a vigour that leavesothers

totally defencelessandcompletelyat his mercy.Theterribledeedswe suspectedof the

anaIphabetfrom thingssaidabouthim by otherfigures, areenactedby the idiot, who

seemsto be a larger-than-lifeversionof the analphabet.The destruction,cannibalism

anddeathassociatedwith theanaIphabetbecomea gruesomereality in the excessesof
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theidiot, who annihilatesothersin theextremelyviolent andgory attacksthatmakeup

thefirst scene.

In the secondscene,entitled''2. szenescheissdreck",a negatesalmosteverything

as"scheissdreck",includinghis clothesandbody, the theatre,art, science,philosophy,

religion, politics, the state,love, pride, sexuality,friendship,hoPe,fear, the economy,

chaos,nature, idealism, electricity, life and death, amongother things. The speech

culminatesin a declaringhimselfto be an idiot: "ich bin ein idiot. idiot sein heisstfUr

sich sein" (SW 249). This statementpoints to anothermeaningof the term "idiot",

derived from the original Greek "idiotes", which Wolfgang Max Faust defines as

"eigen,privat, eigentiimlich" (145). Riihm confirmsthat Bayercould not decideon a

final title for this text: "bayerschwanktezwischendemtitel 'idiot' und 'idiotes'" (SW

772).

a's speechis interruptedby the appearanceof "ein mensch",who callsa "bruder"

threetimes.Eachtimea knockshim down,but, interestingly,hedoesnot kill him ashe

did the other figures in the opening scene.In a tirade of abusedirected at "der

mensch",a objectsto his mereexistence.He finds it unfair thathehasto seeandhear

the humanbeing and accuseshim of forcing his way into his eyesand ears,and of

wantingto kill him. He alsoclaimsthathavingto look uponanotherbeingmakeshim

want to kill himself In thethird scenea continueshis harangueagainst"der mensch",

claiming that communicationbetweenthemis impossibleandthat he will speakonly

with himself "ich weissnichtsvon dir und will von dir nichtswissen,dasheisstich

kann von dir nichtswissen,dennzwischenuns ist ein unuberbriickbarerabgrunddes
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unverstandnisses... ich sprechemit mir" (SW 251). This sceneendswith a kicking

"dermensch".

Bayer'sidiot hasaclearlydefinedattitudeto language.At thebeginningof thetext,

any attempthe makesto speakis met with verbalor physicalviolenceandhe himself

soon learns to react violently to the attemptsof others to speakto him. In his

"scheissdreck"speechhe includes"scheissreden"(SW 245), but it is in his invective

against"der mensch"that his attitudeto languageis bestillustrated.He saysto him:

"ich kann nur mit mir sprechen.dennwasich sprechekannstdu nicht verstehen,wie

ich nicht verstehenkann was du sprichst" (SW 249). a believesthat communication

and understandingthrough languageare impossible. He believes that there exist

betweenindividuals abyssesof misunderstanding,which, it would seem, cannotbe

bridgedby language.This echoesKasperl's statementreferredto earlier: "wenn ich

ihnenetwasmitzuteilenhatte,wOrdeich esseinlassen.eswOrdein densltzenhingen

bleiben"(SW 308). Indeed,insteadof bridging thegapsbetweenpeopleandhelping

themto understandoneanother,a is convincedthat languagedoesthe oppositeand

results in misrepresentationand misunderstanding,becausepeople think they

understandeachother,but really imposetheirowninterpretationonwhatotherssay. It

is this convictionthaturgesa to tum to physicalviolence,which in idiot seemsto act

asanalternativeto verbalcommunication":"du kannstmich nicht verstehen.du hOrst

IRGENDWAS und treibst damit unfug, sau, sau, ich zertretedich (gibt ibm einen

fusstritt)" (SW 251). Therealisationof the impossibilityof beingunderstoodby others

76 ViolenceasanalternativetoveIbalcommunicationin Bayer'stextsis discussedin ChapterS.
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becauseof the lack of an adequatemeansof communicationleadsa to attemptto

annihilateall otherbeings.

It is becomingclear that �K�a�s�p�e�r�~ the anaIphabetand the idiot have much in

common.Thenext two sectionsthereforeconsiderthesefigures' similaritiesandtheir

significancefor Bayer'swork.

3.5.4 Kasperl,theanalphabetandtheidiot: variationson a theme?

By virtue alone of the words used to refer to them, these three figures are

associatedwith somesort of intellectual deficiency: the analphabetcannot read or

write, referring to someoneas an idiot implies that they are stupid and, as Muller­

Kampel points out, to be called "Kasperl" when arguing with somebodyis quite

insulting, sinceit infers "geistigeBeschranktheit"(Schmidt-Dengler,Sonnleitnerand

Zeyringer33). This is the most obviouscharacteristicthat links thesethree figures.

Another is the variety of forms that they assume:the analphabethas "unz!hlige

verwandlungen" (SW 160) and seems to combine both human and animal

characteristics,�K�a�s�p�e�r�~ like his predecessorsin the "Alt-Wiener Volkstheater", is

manythingsat once- a murderer,an averagecitizenguilty of no crime, an author,an

analphabet,a husbandandfatheranda singlemanwith no children- andthe idiot is

describedas"ein menschenahnlicheswesen"(SW243).

All threeareperceivedto be dangerousandinspirefear in others.This is perhaps

moreobviousin thecasesoftheanalphabetandtheidiot, but thosearoundKasperlare

veryanxiousto get rid ofhim andevencondemnhim to death.Theanalphabetandthe

idiot in particulararedepictedasdeadlyand destructive,associatedas they arewith

violence,cannibalismanddeath.NobodysurvivestheanaIphabetandthe idiot tries to
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wipe out all tracesof humanity.Thus, thesefiguresare immenselypowerful andhave

analmostapocalypticquality aboutthem.

" While Kasperlmay be potentiallyextremelyviolent, this violenceis not confirmed.

It is neveractuallyestablishedthat he has killed his wife andsincehe is a sympathetic,

comic figure, he �~�m�s quite harmlessby comparisonwith the other two. As with

�K�a�s�p�e�r�~ the violence of the analphabet,recountedby others, is never depictedon

stage.In the previoussectionI referredto the idiot asa larger-than-lifeversionof the

analphabetbecausethe atrociousdeedssuspectedof the analphabetare enactedby

him. In my opinion, this, in conjunctionwith the commoncharacteristicshighlighted

above,indicatesthat �K�a�s�p�e�r�~ the analphabetand the idiot are variationsof the same

figure, whoseever-increasingviolenceandradicalismmirrors Bayer'sown downward

spiral into extremelanguagecriticism anddesperation.

WhatalsounitesKasperl,the analphabetandthe idiot is their rejectionof language.

Kasper!cannotwrite, the ana1phabet,by definition, cannotreador write and the idiot

is extremelycritical of languageas a meansof communicationand rejectsit. In this

sense, the three embody Bayer's "Sprachtheorie",which, as Ruhm has stated,

culminated in extremelanguagecriticism. This led Bayer to doubt languageas a

mediator.If unableto communicatewith others,the individual is left in total isolation,

to speakonly with him/herselfTo quoteRiihm again:

er zweifelte mehr und mehr an einer kommunikationsmoglichkeit
uberhaupt,steUtedie spracheals brauchbarenvermittler in frage: sie
eignesichbestenfallsfUr insichbezogenedichtung- sei dichtung. . . der
einzelneist isoliert, gefangenin seinersubjektivengedankenwelt.jedes
gesprachist ein monolog, mankannsich nicht verstandlichMachen. . ..
so entwarf er einen "einmannstaat",fur sich, tluchtig auf einem
notizblatt.(SW 16-17)
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The rejectionof languageas a meansof communicationhas, as is evident from the

abovequotefrom Ruhm,seriousimplicationsfor the individual. Ifcommunicationwith

othersis impossible,howareindividualsto functionin theworld?

I now return to the three figures discussedaboveto seewhat consequencesa

rejectionof languagehas for themasindividuals.Of thesethreefigures, theidiot is the

onewho verbaliseshis positionmostclearly. In his "scheissdreck"speechhe not only

rejects language as a means of communication ("scheissreden"),but also the

cornerstonesofknowledgewhich form thebasisofcivilization aswe knowit:

a: die kunstist ein scheissdreck
die wissenschaftist ein scheissdreck
die philosophieist ein scheissdreck. . .
die erziehungist ein scheissdreck. . .
das denkenist einscheissdreck(SW246-247)

The"scheissdreck"speech,whichdeniesthevalueof humanknowledgeasrepresented

in philosophy,art, science,educationandthinking, culminatesin a's proclamationof

"idiocy", which is simultaneouslya radical rejection of knowledgeand a turning

towardsthe self: "ich bin ein idiot. idiot sein heisstfur sich sein" (SW 249).77The

idiot's rejectionof art, philosophyand science,disciplinesthat define andexplainthe

world for usandcontrolourwayofthinking, is alsoarefusalon his partto think along

their prescribedlines of thoughtandto be definedby them- a refusalfuelled by his

hopeof thenbeing free to be himself. This freedomrequiresthe destructionof the

existingorderwhich forcesthe idiot to conform,to bepartof a community,to speak

thatcommunity'slanguageandto belongto its culture.This orderis supportedby the

77 The idiot's rejection echoessimilar rebuffs of traditional knowledgefound in the Dadaistand
Surrealisttraditions, for examplein Antonin Artaud's"Letter to the Chancellorsof the European
Universities" (seeWaldberg57). Tristan Tzaraexpresseda similar rejection: "We took Descartes'
phrase: 'I don't evenwant to know that therewere men beforeme', as the motto for one of our
publications.This meantthat we wishedto regardthe world with new eyes,to reconsiderthe very
fundamentalsand test the truth of the notionshanded down to us by our elders" (qui. in Grossman
166).
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collectedknowledgeof its community,which is passedfrom generationto generation

throughthe mediumof language.7• I havealreadynotedthat the idiot perceivesthe

mere presenceof"dermensch"asa threatto his ownexistence."dermensch",with his

constantcry of "bruder", representssociety, community. In rejecting him, the idiot

thereforerejectscommunityand societyand so raisesthe individual, the "ich", above

all things. In this he resembles�K�a�s�p�e�r�~ who alsoseeksto free himselffrom the ties of

society, linguistic and otherwise,so that he will not be definedby its terms. Unlike

�K�a�s�p�e�r�~ the idiot doesnot chooseto die, but to try and survive in the world he

loathes.The consequencesof this choice are consideredlater in this chapter. It is

becoming more and moreevident that the figures of �K�a�s�p�e�r�~ the idiot and·the

analphabetnot only embodyBayer's"Sprachtheorie",but also representhis ongoing

attemptsto explorepossibilitiesfor thecreativeartistto expresshimself/herselfandfor

the individual to establishhimself/herselfas an individual entity in the face of a

languageanda communityfoundedon a 'normativeconsensus.Let usnow reconsider,

in light of what we know aboutthe figures of Kasperland the idiot, what "analfabet

sein"or "analfabetismus"couldmean.

As mentionedin Chapter2, the text of der analfabmfails to illuminate fully what

"analfabetismus"means,or in what senseBayer usesthis word. It is clear that the

usual meaningof the word analphabetdoes not adequatelyexplain the powerful,

78 This notion is, of course,not exclusiveto Bayer.Fowler, for example,makes thefollowing general
commentsaboutlanguage:

The meaningsof the words in a languagearethe community'sstore of established
knowledge . . . languageis the chief instrumentof �s�o�c�i�a�l�i�z�a�t�i�o�~ which is the
processby which a person is, willy-nilly, moulded into conformity with the
establishedsystemsof belief of the society into which sIhe happensto be born.
Languagegivesknowledge,and allowsknowledgeto be transmitted from personto
person. But this knowledge is traditional, not innovative, for language is a
stabilizing,stereotyping,modeofcommunication.(19)
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respectedand fearedfigure of the "analfabet"of the text. The text's "bellage" does

hint at theinadequacyofthis usualmeaningoftheword whenit dividesits readersinto

"freunde" and ''feinde des analfabetismus"(SW 148). The fact that people can be

classifiedasfriends or enemiesof analphabetismconfirms that the useof the term in

this text is not exclusiveto illiteracy, and suggestsa consciousattitudetowardsthe

alphabetsystem,ratherthan an inability to useit. However,this is not directly stated

anywherein the text itself: One can speculatethat, in keeping with the chaotic,

disjointedstructureof the text, anaIphabetismsignifiesa rejectionof the alphabetand

theorderit imposesontheworld andsurmisethat "analfabetismus"thusrepresentsan

usheringin of chaosand confusion.The illusive natureof the text, however,denies

confirmationof suchan interpretationand it is in idiot and kasperlam elektrischen

mili! that the conceptof "analfabetismus"is further elucidated.Thesetexts confirm

that "analfabetismus"doesnot representan inability to readand write, but rathera

deliberaterejectionof language.In rejecting language,the anaIphabet,the idiot and

Kasperl reject the collectedknowledgeof humankind,preservedin languageby one

generationfor the next. They refuse to be dictated to by the "wisdom" of their

predecessors,they refuse to have a system of ordering the world and the self

prescribedto themby a knowledgeanda languagein whosemakingtheyhadno part.

Scene11 of der anaIfabetconfirms this rejectionof knowledgeinherited through

the mediumof language.For this sceneBayersuggests,in a footnote,a particularset:

". . . ich will auchfUr dieseszeneein bestimmtesbOhnenbiidvorschlagen.ich erwarte

vielleicht ein k1assenzimmermit ansteigendenbankreihen, die einem amfitheater

gerechtbleiben" (SW 159). I have already noted in my linguistic analysisof der
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analfabethow Bayernormally refusesto providea contextfor the scenesof the play:

Scene11 is one of the few instanceswherethe set is describedin suchdetail. One

must, therefore,considerthe implications of the set descriptioncarefully. Also, the

placing of a lion in a classroomshaped like an amphitheatremust conjure up

associationswith the amphitheatreof ancientRome,whereChristianswerethrown to

the lions.

Theclassroomis, traditionally, mostchildren'sfirst contactwith formal learning.It

is theplace_wheretheknowledgeacquiredthroughtheagesis, with the help ofbooks,

passedon to the young. In Scene11 of der analfabetthe classroomis �l�i�k�e�n�e�~ to the

amphitheatre.Justas in the amphitheatreChristianswere tom to piecesby the lions,

Bayer seemsto suggestwith the set for this scenethat in sendingchildren to be

educated,to havetheir mindsfilled with knowledgewe, �~�e�t�a�p�h�o�r�i�c�a�l�l�y�, throw themto

the lions and sendthem to be attackedby the alphabet,to be tortured, beateninto

submissionand destroyedby the knowledgeandworld view it encodes.Ironically, in

Scene11 it is the humanswho torture the Lion of Belfort and not the other way

around.Theyreducehim to tearswith their teasingwhenheannounceshis desireto be

"ein stadtschuler"(SW 159). With this sceneBayerseemsto be suggestingthat it is

betternot to haveknowledge,to beananalphabet,an idiot, a fool.
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3.5.5 Thefool asaD alternativemodeof beiDg

With the figures of �K�a�s�p�e�r�~ the analphabetand the idiot Bayer is postulatingan

alternativemodeof being. Simply looking at the termsusedto refer to thesethree

figuresleadsoneto conjecturethat this alternativeexistenceis thatof thefool."

There is evidenceto suggestthat Bayer identified himself with this fool figure

which recurs in varying forms in his dramatic texts. It is significant that in the

fragmentarydramatictext Qui & qua, which Riihm estimateswas written sometime

after 1958, Bayer associateshimself with the characterof "hans wurst". Riihm

describesthe "hanswurst-szene"as "das literarisch eher harmlosebrochstiick" (SW

781) and finds it interestingmainly becauseit reflectsrelationshipsbetweenmembers

oftheViennaGroupat a certaintime. Thefigures,Riihm explains,representmembers

of the Groupandtheir femalepartnersof the time, with "hanswurst"beingthe Bayer

character.Among what Riihm calls in the SamtlicheWerke Bayer's''unbezeichnete

szenischebrochstiicke"(SW 844) are two further, rathersketchysceneswhich also

featurea "hanswurst". Riihm datesthe first versionof oneof thesescenesto about

1954,which showsthat the figure of the fool wasonewhich preoccupiedBayerfrom

anearly stageandcontinuedto do so, idiot havingbeenwritten in 1960.Kasperl,asa

dramatist, is anotherfigure who illustrates Bayer'spersonalidentification with the

figure ofthefool. Thesefigurescould, therefore,besaidto representBayer'sattempts

to constructsomeform ofexistencefor himselfasanartistandasa privateindividual.

The three figures examined in this section have in common their rejection of

languageasa meansof communicationand of representingthe sell This rejectionof

79 Thesimilaritiesbetween the Hanswurst of the Viennese"Volkstheater"andthe fool figure of the
Elizabethantheatre havebeenreferred to in section3.4.1(Scoot44-46).
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languageleadsto a rejectionof thecommunitywhich usesit, andsoto the isolationof

the fool figures who want to exist as individuals, and not just as membersof a

linguistic communityin whosetermsthey aredefined. In my linguistic analysisof der

analfabetin Chapter2 I notedthat the text'sfigures (apartfrom the Lion of Belfort

andtheanalphabet)aremerelyspeakersor presentersof text. Theyarenot individuals

but areseento be interchangeable.In the light of the discussionsof this chapter,the

figuresofderanalfabetcouldbesaidto benothingmorethan vesselsof language.It is

languagewhich controls them, not the other way around. Languagemakesthem

identical and preventsthem from becomingindividuals. They are the embodimentof

Goldenberg'sline in Bayer'snovel der sechstesinn: "aberich ... das sind wir doch

alle" (SW 659). By contrast,thefigure of theanalphabet,like Kasperlandthe idiot, is

a powerful figure, a true individual who, unlike the other figures of cler analfabet,

refusesto be ruled by language.However, �K�a�s�p�e�r�~ the analphabetand the idiot

representan existence,which has, as has been illustrated, consequencesfor the

individuals who adopt it. Kasperl seemsunableand unwilling to survive. He rejects

societyand is, in tum, rejectedby it and sentencedto death.Although, as hasbeen

pointedout, Kasperlchoosesto die, deathseemsto betheonly solutionfor him. Since

Kasperlis anauthor,anda Vienneseauthorat that, it hasbeen arguedthat kasperlam

elektrischenstuhlcanbereadasa text aboutexPerimentalauthors- aboutthosewho,

like Kasper1,refuseto playsociety'sconventionallanguage-games,andtheir fate in the

Austriaof the 1950sand 1960s(Schmidt-Dengler,"Die EinsamkeitKasperls"83, 92;

Huber 52, 72). However, it is my contentionthat Bayer'sfool figures embodyan

existentialdilemmathat goesdeeperthan that - that they do not merely reflect the
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senseof rejectionsufferedby the authorsof the Vienna Group - but that they also

reflectBayer'sown personaldilemmaandthe existentialcrisisof any individual who,

in hislhersearchfor a meansof self-expressionandself-realisationis consciousof the

restrictingnatureof language.TheexistencewhichKasperlchoosesis notaviableone,

it seems,and canonly culminatein death.What of Bayer'sotherfool figures?What

consequencesdoestheadoptionofthesamepositionhavefor them?

The analphabetis fearedandrespectedby others."matrose1" saysof him in Scene

12, "er hatunzahligeverwandlungen"(SW 160),whichwould suggestthathis identity

is not definedor limited by the languageof the community. In this sense,he would

appearto enjoythe freedomsoughtby Kasperl.He is a powerful figure, reveredasa

king would be, andso hascontrol overhis own fate, aswell as that of others.He is

feared, presumablybecausehe eludesthe linguistic community by refusing to be

definedin its terms.He is alsoassociatedwith violence,cannibalismanddeath,which

suggeststhat his existenceis a constantstrugglefor survival. The analphabetnever

appearson stagein Bayer'sdramatictext; only a "(falscher) analfabet"makesan

appearance.Thismakesonewonderiftheanalphabetreallyexistsandsubstantiatesthe

hypothesisput forward above that the existencethat Kasperl and the analphabet

chooseis not aviableone.

. The idiot, unlike theanalphabet,is very muchpresenton stage.Unlike Kasperl,he

doesnot chooseto die, andso his existencedemonstrateswhat the consequencesare

for the individual who hasrejectedlanguageandsocietyandtries to continueto live.
.

The idiot's rejection of languageand community results in an all-out war against

others,whomheviolently kills andconsumesin his strugglefor self-preservation.His
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existenceis atorturedoneand,ultimately, it seems,justasuntenableasthatofKasperl

and the analphabet.It is significant that "der mensch"survives.This meansthat the

idiot cannot eradicateall tracesof community and society, which "der mensch"

represents,andwhich the idiot seesaspreventinghim from achievingtheexistencehe

wantsto carveout for himself As long as the idiot is forced to seeand hear"der

mensch",as long ashe speaksto him, which hedoesup to the endof the text, he has

failed to realisehis desireand is compelledto remainpart of societyand to useits

language,with, it would seem,no prospectofescape.

In conclusion, the alternative mode of being embodied by Bayer's Kasperl,

analphabetandidiot, whichaimsto freetheindividual from therestrictionsof language

and society, is one which ultimately cannot be maintained. The individual as

representedby Bayer'sfool figures cannot,it seems,exist in a vacuum,apart from

society,no matterwhat measureshe is preparedto employ. In the contextof Bayer's

literary achievementsthis, of course,is not thecriterionaccordingto which his works

can be judged to have succeededor failed. What is important is, rather, the

experimentalprocessengagedin by Bayerin his works,his attemptsto overcomewhat

heseesasanarrestedlanguagein orderto give linguisticexpressionto the"ich", while

at the samepreservingthe integrity of the self that is usually contaminatedby the

commonCUiTencythatis language.
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3.6 BayerandMax Stimer'sphilosophyof individual anarchism

It has becomeincreasinglyclear in this chapterthat the searchfor a meaningful

modeof existencefor the individual occupiesa central position in Bayer'sdramatic

texts. I havealreadynotedthat Riihm ascribesto Bayerand Wienerwhat he calls an

extreme"individualanarchismus"(WG34). This referenceto individual anarchism

alludesto the philosophyof Max Stirner, as is evidentwhenRiihm mentionsStirner

specifically in the contextof Bayer'sincreasingscepticismof language:"stirner bis

zumsolipsismus"(SW 17). Thesereferencesto individual anarchism,solipsismandthe

direct referencesto Stirner - Rtihm mentionshim again as someonewhom Bayer

admired(SW 18) - prompt an investigationof Stirner'sinfluence on Bayer and its

manifestationin Bayer'sowntextsandin his collaborationswith OswaldWiener.80

In his surveyof individualism,StevenLukesrefersto Stirnerandhis conceptof the

individual:

The Germanideaof individuality . . . developedalongvariouslines. In
onedirection, it led to an uninhibitedquestfor eccentricityand to the
purestegoismand social nihilism. This developmentfound Perhapsits
most extreme expression in the thought of Max Stirner, whose
'individualism'amountedto anamoralandanti-intellectualisticvision of
freely cooperatingandself-assertiveegoists.(19)

These referencesto "purest egoism", "social nihilism" and "an amoral and anti-

intellectualisticvision" could equally be applied to Bayer'sidiot and to Kasperl and

would againseemto justify a closerlook at a possiblerelationshipbetweenStirnerand

Bayer. Stirner's philosophy is outlined in his main work Der Einzige und sein

Eigentum(1844), which has as its main concernthe freedomof the individual from

shacklesof all kinds in order that he/shemay achieve''Eigenheit'' or "ownness",

80 RUhmdescribesstarkertobackas"einegemeinschaftsarbeit,c1ermaneinevorliebefOr max stimers
'Einzigen'... anmerkt"C'zugemeinschaftsarbeiten"205) and�W�i�e�n�e�r�.�~�m�s�e�~�, �w�h�~�n �r�e�f�e�~�g to �~
work with Bayer, mentions "die Neigung zu einem extremen IDdiVlduahsnms and Surner m
particular(Achleitnerand Fetz21).
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masteryof theselfandof theworld. ReadingDer Einzigeund semEigentym,referred

to in the following asEE, oneis struckby the manyparallelsbetweenit andBayer's

texts,which I will nowoutline.

LehnersummarisesStirner'sphilosophyasfollows: ''Das 'Ich' gegendenRestder

Welt" (5). One of the chief enemiesof the individual in Stirner'seyesis the state,

becauseoftheauthorityit wieldsovertheindividual :

Der Staathat immernur denZweck, denEinzelnenzu beschrAnken,zu
bandigen,zu subordinieren,ibn irgendeinemAllgemeinenunterthanzu
machen;erdauertnursolange,alsderEinzelnenicht Alles in Allem ist,
und ist nur die deutlich ausgepragteBeschranktheitMeiner, Meine
Beschrankung,meineSklaverei. . . Der Staatwill ausdenMenschen
etwasmachen,darumlebenin ibm nur gemachteMenschen;jeder,der
Er Selbstseinwill, ist seinGegnerundist nichts.(EE264)

In thecourseofhis examinationoftheinfluenceof Stirner'sphilosophyon Dadaism,81

Lehner assertsthat what he calls "das polizeistaatlicheKlima im vormirzlichen

PreuBen"(24) is reflectedin Der Einzige und seinEigentum.He drawsa historical

parallel betweenthe Germanyof the "Vormarz" period and the situation in which

Dadaistsfound themselvesafter World War 1 • "Das autonomeSubjekt tut sich

schwerin einervom 'Kollektivwahn' beherrschtenWelt" (18) - and arguesthat the

state, perceivingthe autonomousindividualism advocatedby both Stirner and the

Dadaistsasa threat,strikesbackby marginalisingsuchindividuals,whosesubsequent

disillusionmentleadsthemto takeup an evenmore radical stance(19, 23-24). It is

Lehner'sopinionthattheprocessofmarginalisationbecomesmoreextremein timesof

generalpolitical andeconomiccrises(229).

In light of this, it beginsto becomeevidentwhy Bayer,an experimentalauthorin

1950sAustria, wasdrawnto a philosophylike that of Stirner. To his ears,the above

81 Lehnerusesworks by Walter Sernerand Raoul Hausmann,both of whom appearon Bayer's
"vaterllndischeliste", to illustratethe connection(121-142,198).
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quotefrom Stirnermusthavesoundedlike a descriptionof the SecondRepublic.At a

time whenAustriawantedto subordinateits citizensto the Austrianidea, the official

versionof Austriannationhood,andtum theminto "OsterreichischeMenschen",when

... according to the ''ProduktiviWssteigerungskampagnen''- good Austrians were

expectedto work togetherfor thegeneral,aswell asindividual, economicgoodandto

ensuresocialpeaceandharmonyandwhenart wasexpectedto becompatiblewith the

patriotic cultural ideology propagatedby the state,Bayer knew only too well the

consequencesofbeingperceivedasanopponentofthestate.His marginalisationat the

handsof cultural officialdom undoubtedlyaffectedhis work, driving him to adopta

more and more radical stance,as Riihm confirms: "aus zweifeln, ressentimentsund

angestauterverbitterungentludensichtextewie 'idiot', '17. jlnner 1962', 'kasperlam

elektrischenstuhl' ..." (SW 14). I haveillustratedin this chapterhow a rejectionof

languageby Bayer'sfool figures is accompaniedby a rejectionof knowledge,order,

authorityandsociety,all of which areperceivedasrestrictingthe individual. Stirner's

philosophyof individual anarchismalsorejectsall thesethings.

In this context,Bayer'sembracingof Stirner'sideasandhis creationof figureslike

�K�a�s�p�e�r�~ theanalphabetandthe idiot is understandable.Two of thesefiguresseemto

shareStirner'sattitudetowardsthestate.The idiot statesthis explicitly: cederstaatist

ein scheissdreck"(SW 246) andKasperl,ashasbeendiscussedearlierin this chapter,

refusesto adhereto the state'slaws anddoesnot allow it to limit him or makehim

subordinate. .

It is not only the authorityof the statethat StirnerandBayerobjectto; societyis

alsoperceivedby themasan obstacleto the individual'ssearchfor freedom.Stirner's

criticism of the stateextendsto thoseon whoseconsentit basesitself: that is those

citizenswho supportits structures,who are also to be regardedas enemiesof the
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individual: "Oem 'Ich' feindlich gegenubergestelltist der angepaBteMensch,der sein

'Selbst'freiwillig allgemeinenInteressenunterwirft .. Der konturlosen'Masse'setzt

Stirnerdie unbeschrankteGanzheitdes'Einzigen'gegenuber"(Lehner27). In contrast

to the citizenswho conform, thereare, �~�o�r�d�i�n�g to Stirner, "geistigeVagabunden,

denender angestammteWohnsitzihrer Vlter zu eng und drUckendvorkommt" (BE

134). No doubtBayerhimself: suffocatingin the repressiveclimateof 1950sAustria

where, as Huemer notes, values such as authority, obedience, family, chastity,

cleanliness,subordinationand good behaviourprevailed(Jagschitzand Mulley 218),

would have identified with thesevagabondsand, with his fool figures, he hasgiven

them a literary form.82 Kasperl is at oddswith the peoplearound him - Lowe and

Apollo who, asmembersof thepoliceforce, representthestate,Giselherthejournalist,

who conformsas the statewisheshim to and so avoids trouble suchas that which

Kasperlfinds himselfin, "herra" and"herrb" who, aspreviouslystated,alongwith the

womanin theaudience,representthe Viennesepublic that in post-warAustriadid not

like to see its newly-createdstate and identity and its hard-earnedsecurity and

prosperity threatenedin any way. Thesefigures represent"die konturloseMasse"

(Lehner27), while Kasper!is thevagabondwho threatensall that theyhold so dear.A

similar dichotomyis evidentin idiot. "der mensch"with his constantcry of "bruder"

may even represent"den OsterreichischenMenschen",that illusive speciesthat the

statetried to cultivate for the purposeof vindicating Austria's claim to nationhood

82 Rfihm confirmsthis in his descriptionof"unesoireeawe amantsfunebres",the first "manifestation"
organisedby Altmann in August 1953, in which Bayer participated:"bezeichnendan dieserersten
manifestationwar . . der protestgegendaskonventioneUe,anonyme,der sich jedochwenigerdurch
eine aggressionnach aussen,als mehr durch ein dokumentiertes,subjektiv bedingtesanders-,
eigenseinausdIiickte,provoziert durch das belastendeargemis,das man damalsschondurch die
kleinsteabweichungyom Ublichen hervorrief' (SW 10). Thosewho took part in this demonstration
clearlywanted to differentiatethemselvesfrom whatLehner calls "die konturloseMasse"(27).

181



during the "Staatsvertrag"negotiations,but at the very least symbolisessociety in

general,while the idiot is Bayer'sversionof Stirner's"Einziger".

Stirnerdescribessocietyasfollows: "Die Gesellschaft,von derWir allesbaben,ist

eine neueHerrin ... ein neues�'�h�o�c�h�s�t�e�~ Wesen',das Uns 'in Dienst und Pflicht

nimmtl'" (BE 146-147) Elsewhere he calls the individual ceder Sklave der

Gesellschaft",who mustlive "nachdenGesetzenderGesellschaft"(BE 219). Not only

the wider communityof societycomesunderfire from Stirner, but also the smaller

communityof the family, for parentsare amongthosehe condemnsas "die wahren

Jugendverfiihrerund Jugendverderber,die das UOOaut der Selbstverachtungund

Gottesverehrungemsig aussien,die jungen Herzen verschlammenund die jungen

Kopfe verdummen"(BE 191).He accusesthemof corruptinganddulling the mindsof

their children by filling them with self-contemptand reverencefor God. They are

"Jugendverfiihrerund Jugendverderber"in that they seduceyoung peopleaway from

their trueselvesandsodestroythem. Stirner'srejectionofcommunity,of otherhuman

beingsis absolute:"Ich babegegenAnderekeinePflicht" (BE 373). It is a declaration

that freeshim from othersandempowershim to achieve"ownness".His refusalto be

determinedby state,societyor family is epitomisedby thefollowing statement:

Was, bin ich dam in der Welt, urn IdeenzU realisieren?Urn etwa zur
Verwirklichung der Idee 'Staat'durchmeinBurgertumdasMeinige zu
thun, oderdurchdie Ehe, als Ehegatteund Vater, die Ideeder Familie
zu einemDaseinzu bringen?Was ficht mich ein salcherBerufan! Ich
lebe so wenig nach einem Berufe, als die Blume nach einem Berufe
wachstundduftet. (BE 428-429)

Stirner'saim, like thatofBayer'sfool figures, is the freedomof the individual from all

restrictionsto enablehim to becomemasterofhimself:

Wer soU dennfrei werden?Du, Ich, Wir. Wovon frei? Von AHem, was
nicht Du' nicht Ich, nicht Wir ist. Ich also bin der Kern, der ausallen
Verhullungenerlost,von allenbeengendenSchalen- befreitwerdensoll
. . . Mein eigen bin Ich erst, wenn nicht die Sinnlichkeit, aber
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ebensowenigein Anderer (Gott, Menschen,Obrigkeit, Gesetz,Staat,
Kirche u.s.w.)Mich in derGewalthaben,sondemIch selbst.
(BE 192, 199)

I havealreadyillustratedin somedetailhowBayer'sKasperlandidiot's rejectionof

languageleads them in turn to a rejection of society and all contactwith others.

Kasperl,by refusingto adhereto the linguistic rolesof society,by allegingthat hehas

killed his wife andby rejectingtheadvancesof thewomanin theaudience,succeedsin

severingall ties with others in favour of self-determination.The idiot is far more

extremein his rejectionof community,savagelykilling thosewho crosshis path,asif

their existenceposesa threatto his. This is borneout by the idiot's claim that thevery

sight of "der mensch"makeshim want to commit suicide. Stirner'sdenunciationof

parentsasoutlinedabovefinds an equivalentin the following statementby the figure

Konrad in the Bayer-Wienercollaborationdie folgen geistiger ausschweifung:"ich

wOrdegemjedeautoritatabschatIen,wennich eskonnte,aberdam mussmanerstdie

familie auflosen,die drohendenerwachsenenabschatIen.die herrscherl"(WG 325).

Here Bayer seemsto seethe family, and in particular parents,as the first form of

authoritywith which the individual is confronted,and thus as the basison which all

other forms of authority are founded. His use of the terms "die drohenden

erwachsenen"and"die herrscher"echoStimer'sdescriptionof parentsas"die wahren

JugendverfiihrerundJugendverderber"(BE 191).

Accordingto Stimer,in orderto free himself: the individual mustfirst free his mind

of all the thoughtsplantedthereby others,thoughtswhich takeon a life of their own

andhauntthe individual, preventinghim from possessinghimselfandthe world: "Die

Gedankenwaren fUr sich selbst leibhaftig geworden,waren Gespenster,wie Gott,

Kaiser,Papst,Vaterlandu.s.w.ZerstoreIch ihreLeibhaftigkeit,sooehmeIch sie in die

Meinigezwiick undsage:Ich alleinbin leibhaftig.Dod nunoehmeIch die Welt als das,
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was sieMir ist, als die Meinige, als Mein Eigentum:Ich beziehealles auf Mich" (BE

22). This ideaof thoughtstaking on a life of their own andtaking over the individual,

so that he/shehas to destroy them to be capableof thoughtsof hislher own is a

conceptthat is evenmorecrucial for Bayeras a creativeartist andthis is reflectedin

the idiot's rejection of knowledgeand in Kasperl and the analphabet'srejection of

languageasprescribedsystemsof looking at theworld.

Bayer'sidiot objectsto his existencebeing determinedby thoughtswhich are the

ghostsof the past,but which try to governthe future. He asks:"warum soli ich mieh

von einemgespenst,von einemscheissdreck,von einerzukunft tyrannisierenlassen"

(SW 251). He rejects knowledge,which simply encodesthe thoughtsof previous

generations;for him art, science,philosophyand educationare nothing more than

"scheissdreck"and he refusesto allow them to define the world for him, or to be

himself defined by them, instead declaring himself an idiot who exists solely for

himself Stirnerexpressesa similar notion, claiming that civilization hasobscuredthe

individual to himselfandurginghis readersto becomeegoists:

lahrtausendeder Kultur habenEuch verdunkelt,was Ihr seid, haben
Euch g1aubengemaeht,Ihr seid keine Egoisten,sondemzu Idealisten
('gutenMenschen')berufen.Sehutteltdasab! SuchetDieht die Freiheit,
die Euch geradeurn Eueh selbst bringt, in der 'Selbstverleugnung',
sondemsuehetEuchSelbst,werdetEgoisten,werdejedervon Euchein
aIlmaehtigesIch. (BE 194)

The necessityfor the individual to free him/herselffrom the thoughtsof othersis an

idea developedfurther in Bayer's two collaborationswith Oswald Wiener. In �~

folgen geistigeraussehweifungKonrad describesthe thought as follows: "ist Dicht

vielmehr der gedankeein anIass begriffe, worte, namen zu produzieren, besser:

herbeizuschleppenausdenabgegriffenenschubladender vorratskammer,die mit dem

vom ahnI geerbtenproviantgefiil1t ist, dender ahnI vom ahnI geerbthat . . . ich muss
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die bilder zwiickweisen, die gedanken.ich muss diese leidigen assoziationsketten

zerstoren"(WG 323-324). Here the thought is presentedas somethingwhich is

inextricably bound to the hackneyedsupply of thoughts inherited from previous

generations. Konradconcludesthat he mustdestroythese"assoziationsketten",these

links to the pastthoughtsof others.The needto free oneselffrom the thoughtsof

othersis againstressedin starkertoback:"UnsereGedankensinddazuda, urnunsund

die anderenvon den Gedankender anderenfreizumachen.Denn die Gedankender

anderensindmeterdickoberaU"(WG 337).

Stimer'ssolutionto theproblemof �~�h�e freedomandrealisationof the individual is

egoism.He callsonhis readersto becomeegotists:". . . werdetEgoisten,werdejeder

von Euchein aUmachtigesIch" (EE 194),warningthemthat this will requireextreme

measures,but will enablethemto takecontrolof their own existence:"Der Egoismus

schHigt einen andem Weg ein . . . Er sagt nicht: Warte ab, was Dir die

Billigkeitsbehordeim NamenderGesamtheit- schenkenwird ... sondem:Greife zu

und nimm, wasDu brauchst!Damit ist der Krieg Aller gegenAlle erklart. Ich allein

bestimmedariiber, was Ich habenwill" (EE 301). Bayer's solution to the same

problemis thecreationofaupiqueliterary styleandof figuresthatcouldbedescribed

as''Egoisten''asdefinedby Stimer. �K�a�s�p�e�r�~ theanalphabetandthe idiot could all be

saidto takecontrol of their own destiniesandthe ideaof a war againstall othersis

realisedin theviolentexcessesofidiot.

Once the individual has freed him/herselffrom all exterior influencesand ties,

he/sheis left with anemptinessthat Stimerdescribesas"dasschopferischeNichts, das

Nichts, auswelchemIch selbstals SchopferAlles schaffe"(EE 14). The"ich" posited

by Stimer can, it seems,once he/shehas gainedcontrol of hislher own existence,

extend this control to others and the world, so that they in tum becomehislher
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creation:"Und nun nehmeIch die Welt als das,was sie Mir ist, als die Meinige, als

Mein Eigentum: Ich bezieheaIles auf Mich" (BE 22). The "creative nothing" that

Stirnerrefersto is, therefore,not somethingnegative,but somethingthat enablesthe

individual to seize the world as hislher �~�'�E�i�g�e�n�t�u�m�"�.�1�3 This empowermentof the

individualevenextendsto thepoweroverlife anddeath:

Mein Verkehrmit derWelt, woraufgehter hinaus?GenieBenwill Ich
sie, darum muB sie mein Eigentum sein, und darum will ich sie
gewinnen.Ich will nicht die Freiheit,nicht die GleichheitderMenschen;
Ich will nur meineMacht tiber sie, will sie zu meinemEigentum,d.h.
genieBbarmachen.Und gelingt Mir das nicht, nun, die Gewalt tiber
Lebenund Tod, die Kirche und Staatsichvorbehielten,Ich nenneauch
siedie - meinige.(BE 372)

Thus, the individual supersedeschurch,stateand evenGod, to whom Stirner likens

himself "Man sagtvon Gott: 'NamennennenDich nicht'. Dasgilt auchvon Mir: kein

Begriff driickt mich aus,nichts,wasmanals mein Wesenangiebt,erschopftMich; es

sind nur Namen.Gleichfalls sagtmanvon Gott, er sei vollkommenund babekeinen

Bernt:nachVollkommenheitzu streben.Auch dasgilt vonMir" (BE 429).

. Stimer'snotionof theindividual asthecreatorof theworld canbefound in starker

toback,in whichBayerandWiener placethemselvesat thecentreofthe �~�o�r�l�d�, asking:

''warumlebenausserunsnochmenschen"(WG 330),andexclaiming:"Die Welt wir'"

(WG 337).·Following Stirner,thetwo seetheworld astheir creation,in that it exists

. only in their consciousness:"unserbewusstseinbegriindetnicht unsereexistenz.esist

unsereexistenz"(WG 337). In this context,time andspacearealsoproductsof their

consciousness,which is simply their consciousness,pureand influenced,it seems,by

nothingelse:

die zeit ist dasbewusstseinkonradbayersundoswaldwieners.
undwasist derraum?

83 Lehnerassertsthat, becauseof his creative powers,Stirner's"Einziger" is by definition an artist
andthat individualanarchismandartisticavant-gardearethusinextricablylinked (227-228).
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derraumist dasbewusstseinkonradbayersundoswaldwieners...
undwasist dasbewusstseindeskonradbayerundoswaldwiener?
das bewusstseindes konrad bayer und oswald wiener ist das
bewusstseinkonradbayersundoswaldwieners.(y.IG 329)

Justlike Stirner,BayerandWiener,who �~ starkertobackseemto becomeone(they

sharethe same"bewusstsein"),ascribethe creationof the world not to God, but to .

themselves,althoughthereis a markeddifferencebetweenthe serious,philosophical

toneof Stirner'swriting and the experimental,playful natureof Bayerand Wiener's

text: "Da sahmandie Welt, sie wurdeimmer . . . kompletterund viele waren,die es

demKonradBayerunddemOswaldWienerzuschrieben..." (y.IG 327). This beliefin

their godlike powersis confirmed by a prayerentitled "gebetan Euch" (WG 338)

which is not addressedto God,but to the"Euch"ofits title, namelyBayerandWiener.

As Stirnerdoesin DerEinzigeundseinEigentum,in starkertobackBayerandWiener

endowthemselveswith poweroverlife anddeath:

Heutezeigenwir unsereMachtund lassendasZimmergriin sein. Und
hinein denkenwir uns Sessel.Und einen Tisch und Besuchder uns
langweilt. Dam denkenwir uns seiberTeetrinkend und unterdriicken
nicht die Erektion,die durchdie WannedesBiers in unsaufstand. . .
Weit obenim sogenanntenStockwerkliessenwir einenleben,obwohl
wir ibn hattentotenkannen.(y.IG 329-330)

The ideaof the world asthe individual's creationis onewhich is also expressed

repeatedlyin Bayer'sown work. In theshortprosetext seit ich weiss(1958)the"ich"

claimsto controltime andweatherandto haveinventedmusic,otherhumanbeings,in

short,everYthing:

seit ich weiss, dassaIles meine erfindung ist, vermeide ich es, mit
meinenfreundenzu sprechen.eswarealbern.aIlerdingshOte ich mich,
ihnen zu sagen, dass ich sie erfunden babe, weil sie schrecklich
eingebildetsind und glauben,dasssie mich erfundenhaben.es wOrde
ihre eitelkeit verletzen. . . ich . . . erfandmir einen nachmittagmit
sonne.eswar sehrschon,aberlangweilig. deshalbliess ich es23 uhr
werden,laseinbuchundlegtemich zu bett.
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ich habedenheutigentag erfundenund bin sehrfroh dartiber.auchmit
dererfindungdermusikbin ich sehrzufiieden.(SW 393)

This extractgivesexpressionto thenotionthat languagecanbeusedto createreality,

a notion that alsoemergedin kasperlam elektrischenstuhl. JustasKasperlclaimsthe

world of the text to be his "erfindung", the first personnarratorof the abovepiece

claimseverythingashis creation.Suchis thepotentialof languagefor the"ich" of seit

ich weiss,for Kasperlandfor KonradBayer.

With referenceto the abovequote from starkertoback, Markus Paul points out

that, unlike Stirner,who thoughtthat the freedomof the individual justified anycrime,

BayerandWienerrealisethat their powerexistson a purely fictional level (69). The

passagequoted aboveconcludeswith the line: "Wir beniigtenuns aber mit seiner

Ertindung und feierten die Stunde mit einem k1einen Satz, der uns in den Sinn

gekommenwar" (WG 330).84The specific referenceto "Satz" revealsthat the reality

createdby KonradandOswaldin starkertoback,a reality over which they havetotal

�c�o�n�t�r�o�~ is a linguistic reality that exists nowherebut in their imagination,and also

indicatesthat they are awarethat this is the case.This awarenessalso characterises

Bayer'sfool figures.Kasperlcanuselanguageto createhis ownreality. It is, however,

a versionof reality that clasheswith that of the community. Kasperl'sreality is one

which disruptsand challenges.Thereforethe communityperceiveshim as annoying,

ignorantandpotentiallyextremelydangerous.Consequently,he is sentencedto death.

While a creativeuseof languageis liberatingfor the individual in theory, in practice,

sincethe Iinguistically-createdreality of the individual cannotbe projectedonto the

community'sreality, which is createdby conventionallanguage,it doesnot give the

84 Paulseemsto be the only critic who has examinedin any detail connectionsbetween Stirnerand
the Wiener Groppe. However, becausehis study of theseconnectionsconcentrateson the Bayer­
WienercollaborationsandonWiener'snoveldieverbessenmgvon mitteleuropaits valuein theBayer
contextis limited.
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individual the freedom that he/she seeks. This explains why Bayer's attitude to

languageis ambivalent, ranging from a belief in the potential of a creativeuse of

language,upon which his raison d'etre as an author must surely be based,to utter

despairandradicallanguagecriticism.

Paul extendsthe predicamentof BayerandWienerto their situationin the world

outsideof thetext:

Das verweist auchauf den politischenKootext, in dem solcheTexte
produziertwerden. Denn wo nichts mehr moglich ist, laBt sich alles
denken.Wo keine Handlungendenkbarerscheinen,werdensie durch
Worter ersetzt. Das BeW\tBtsein der Uberlegenheit uod Macht
widersprichtvollig der realenOhnmachtder Kunstler im restaurativen
Wien. Die Satze durfen deshalb nicht als appellativ miBverstanden
werden,siehabentherapeutischeFunktion,n8mlichdie, die Isolationim
restaurativenNachkriegs-Wienertraglichzu machen.(69-70)

Paul'sjuxtapositioningof BayerandWiener'spositionof powerin the text of starker

tobackand the helplessnessof their situationin the real world of the Viennaof their

time is valid. However,in KonradBayer'scase,such"therapy" doesnot seemto have

madehis isolation in post-warVienna any more bearable,a fact borne out by the

cynicism of a text such as kasperlam elektrischenstuhl and the desperationthat is

conveyed in idiot. Moreover, Paul's socio-historical interpretation, while �u�s�e�f�u�~

encompassesonly one aspectof Bayer'slanguagecriticism and individual anarchism

and, becauseit focuseson Bayer and Wiener's collaborations,underestimatesthe

importanceoftheinfluenceof Stimer'sphilosophyonBayer'sattemptsin his worksto

forge analternativemodeofbeingfor the individual. As my discussionof Stimer'sDer

Einzigeund seinEigentumandsomeof Bayer'sworks hasshown,however,Stirner's

influence is pivotal. Yet there does seemto be a discrepancybetweenStirner and

Bayeron animportantpoint, namelythatof language.
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As hasbeenillustratedin theearliersectionsof this chapter,it is clearthatBayer's

scepticismandcriticism of languageis centralto his attemptsto searchfor a modeof

beingfor the individual. I haveshownthat at the basisof the actionsof Kasperl, the

analphabetand the idiot lies their rejection of language,their belief that language

cannotprovidea vehiclefor communicationwith othersor for self-expression,but that

it insteadleadsto misunderstandingbetweenmembersof the linguistic communityand

to imprisonmentfor the individual who is trappedin a linguistic systemnot of hislher

making, a systemthat regulateswhat can be said and so what can be thought, thus

stifling the individual and preventinghim/her from realisinghim/hersel£This belief is

encapsulatedin die folgen geistigerausschweifungwhenOswaldsays:"die spracheist

ein systemvongedankenbahnen"(WG 322)andKonradclaims:"meinespracheist ...

der friedhof meinergedanken'" (WG323). Konrad'sdescriptionof languageas the

graveyardof his thoughtscould perhapsbe extendedto being the graveyardof the

individual, for, if the individual is to use the "gedankenbahnen"of an inherited

language,whathopedoeshe/shehaveofpreservinghislherindividuality?

Ulrich JanetzkidifferentiatesbetweenBayer'ssolipsism,which he seesas being

basedultimatelyon his "Sprachskepsis",andStirner'sindividual anarchism:

In denTexten"seit ich weiss"und ''von nunan" (GW. 250f), die noch
am ehestenmit Stimer in Verbindunggebrachtwerdenkonnen,geht
Bayer jedochweit Ober Stimer hinaus.Die Welt erscheintin "seit ich
weiss" nur als InventarseinesBewuBtseins,Kommunikationals Spiel
mit der eigenenErfindung. Es ist kein Entwurf einer neuen Welt,
sondem eine Umdeutung: Die Welt existiert our in der eigenen
Vorstellung. Mogen sich auch die AnstoBe hierzu auf Stimer
zwiickfiihren lassen- solipsistischeDenkvorstellungensind allerdings
bei ibm nicht zu finden. Stimerlebot moralischeKategoriennur solange
ab, wie dem handelnden Subjekt nicht klar ist, daB sie nur
"Seinetwillen" geschehen,das heiBt den eigenen BedOrfitissen als
ErstbegrOndungsinstanznicht entsprochenwird. Bayer wendet sich
gegen WertmaBstabe, ethische Normen und konventionaliserte
Handlungsimplikationendeshalb,weil sie sprach/ich als "wahr" und
"notwendig"vorgestelltwerden.Es ist einevon Stimerunterschiedene

190



Reflektionsperspektive."die beschranktheitdurch die spracheist eine
jenerunfreiheitendie max stirnernoch gar Dicht gefiihlt hat", heiBt es
bei Oswald Wiener in "Die Verbesserungvon Mitteleuropa,Roman"
(S. LI.). ("Der EinzigeundseinSprachspiel"61-62)

Janetzkihighlightstwo Bayertextswhich hethinks canbelinked to Stimer'sinfluence..

In thediscussionabove,I haveshownthatStirner'sinfluenceextendsto manyothers.I

have also confirmed Stirner and Bayer's similar extreme positions on the state,

knowledge/education,societyand the family, all of which they both seeas shackles

that restrict the individual. I haveidentified a commondesireto achievefreedomfor

the individual from the thoughtsof othersand a commonpolicy of egoismwhich has

asits aim the claimingofothersandtheworld asthepropertyof the individual andthe·

achievementof godlike powers.Both seemto advocatethe useof extrememeasures

for the realisationof this objective,asis evidencedby Stimer'sreferenceto "der Krieg

Aller gegenAlle" (EE 301) and by the idiot's violent excesses.Perhapsit is the fact

that Bayer'sposition is brought to life throughthe figures of his dramatictexts that

makes it seemmore extremethan Stirner's, which remains within the realms of

intellectualtheorising.It is my opinion, however,that the positionsofbothareequally

extreme, although Stirner's position is not characterisedby the pessimismthat

permeatesBayer'stexts.This point is discussedagainbelow.

As I mentionedabove, and as highlighted by Janetzki, Bayer's searchfor an

existencefor the individual is founded on his languagescepticism.This, however,

would not seemto be true of Stirner. Yet it would be incorrectto claim that Stirner

doesnot make any referenceto languagein Der Einzige und sein Eigentum. Like

Konrad and Oswald in die folgen geistiger ausschweifunghe blameslanguagefor

regulatingthe individual'sthoughts:"Wer einenGedankenDicht los werdenkann, der

ist soweit nur Mensch, ist ein Knecht der Sprache,dieserMenschensatzung,dieses
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Schatzesvom menschlichenGedanken.Die Spracheoder 'dasWort' tyrannisiertUns

am argsten,wei! sie ein ganzesHeervon fixen Ideengegenuns auffiihrt" (EE 405).

Stirneris critical of the normativenatureof languageandadvocatesthe creationof a

languagethat authentically reflects the reality of the individual, somethingwhich

provesto be impossibledue to the fact that the individual hasto communicateon a

sociallevel aswell ason anindividual one(Lehner44,46-47). However,while Stirner

is scepticalof language,languagecriticism doesnot form the basisof his individual

anarchism, as is the case with Bayer. Oswald Wiener explicitly states that the

restrictionsof languagewerethoseof greatestconcernto the membersof the Vienna

Group: "AIs Zentrumder Einschrankungmachtenwir die Spracheaus(Whorf), und

die auf sie zuriickgehendengesellschaftlichenInstitutionen"(Achleitnerand Fetz27).

However,it is not surprisingthat thenormativepowerof languageover the individual

would be of greaterconcernto Bayer, an artist whosemedium is language,than it

would havebeento Stirner.Attractedto Stirner'sindividual anarchism,Bayerdoesnot

simply replicatehis philosophybut adaptsit andrelatesit to his own situation,that of

the creative individual trying to establisha unique identity through the common

mediumof language.

While Bayer'sindividual anarchismis partially explicablein termsof a reactionto

the climate of 1950sAustria and can also be attributed to his own personality,"

essentiallyit is foundedon a deepdistrustandscepticismof language.Therefore,while

the situation in which he and other exPerimentalauthorsfound themselvesin the

Austria of the 1950sand early 1960sprobably played a part in Bayer's individual

8S Wiener highlights Bayer'sradicalismby differentiatingbetween himself and Bayer as follows:
"Habenwir (K und0) mit demRadikalismusbloB geflirtet?... K aberwar radikal: der kOrperliche
Einsatz(z.B. Rauschgift);die �T�e�n�d�e�~ das Gedachtein Szenezu setzen,um es zu erleben... Ich
babeHemmungen Mein Defektist die �T�e�n�d�e�~ nachinnenzu arbeiten... Flucht in die Theorie,
Gedankenflucht " (AchleitnerandFetz20-21)..
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anarchismandhis takingup of Stirner'sphilosophy,his radical stance,as.expressedin

texts suchaskasperlam elektrischenstuhl, idim andseit ich weiss,is not just about

searchingfor a possiblemodeof existencefor an experimentalauthorin a reactionary

cultural climate, but also has to do with ,the searchfor a modeof being for those

individuals, including, of course,himself: who perceivetheir possibilities for self-

realisationto belimited by language.

A statewhich Bayerseemsto idealiseasonewhich possiblyoffers the individual a

chancefor freedomandself-realisationis thatof childhood.In two of his chansonshe

equatesthe new-born child with a state of "Unwissen" or not-knowing. In "das

zarenkind,oder,wasdesmenschenwille vermag"hedescribesthe new-bornchild as

"ein unwissendtier" (SW 92). In "dann bin ich gestorben"the first year of life is

describedasfollows:

ich wurdegeboren
am 17. august
baldwurdeich grOsser
dochwar'smir nicht bewusst
ich lernteauchsprechen
undbausteinebrechen
dannbin ich gestorben
am 17. august
einjahrnureinjahrnur
hatmir gott geschenkt
dochwaresein reiches
wennmanesrechtbedenkt(SW91)

The "unwissend"of the first chansonis hererepresentedby "nicht bewusst".In the

secondchansonit is clearthattheignoranceor not-knowingof thenew-bornchild is a

positiveand desirablestate,the lossof which meansdeath.This loss of ignoranceis

linked very clearlyin "dannbin ich gestorben"with learningto speak("sprechen")and

a familiarisationwith the basicstructures("bausteine")of the world. It seemsthat as

soonasthe child is capableof communicationandof learningand being taughthow
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theworld functions,a partof him/her,thetruly individual part, dies,becausehe/sheis

thenwlnerableto the invasionof Stirner's"Gespenster",which take the world away

from theindividual.

Fowler describesthe language-learningprocessas follows: "A child learns the

valuesand preoccupationsof its culture largely by learningthe language:languageis

thechiefinstrumentof socialization..." (19). Fromanearlyage,childrenlearnthat in

order to communicateand function in their society they will have to adhereto its

linguistic codewhich providesthemwith tools for understandingtheworld. To quote

theanthropologistEdmundLeach:

. . . the physicalandsocialenvironmentof a young child . . . doesnot
containany intrinsically separate"things". The child, in due course,is
taught to imposeupon this environmenta kind of discriminatinggrid
which servesto distinguish the world as being composedof a large
numberof separatethings,eachlabelledwith a name.This world is thus
a representationofour languagecategories- not vice versa.
(qtd. in Fowler 15)

This idea of languageas a product of common codescreatedfor the purposeof

communication among members of the linguistic community and used by that

communityasan agentof socializationhandeddown from onegenerationto the next

is expressedin the following quotefrom Bayer'scollectionof textsentitled der stein

derweisen:"esgibt nichtsgemeinsames.nur die spracheschaffi: gemeinsamkeiten. . .

aile meine vorfahrenund auch aile anderenhabendie sprachezusammengebosselt,

habenihre reaktionendamit eingeriistetund so wurdemit der sprache. . . aIlesgleich

gemachtund nun ist aIlesdasgleicheund keinermerktes" (SW 529). While linguistic

codesenabletheir usersto experiencetheworld asorderedand not anarchic,they are,

of necessity, conventional and stereotypical and allow the individual very little

freedom.It is againstthis lossoffreedomthatBayerrevolts.
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As has been outlined above, for both Bayer and Stirner true freedom for the

individual necessitatesthe cutting of all restrictingties, a wiping-cleanof the slateof

languageand the knowledgeit encodesso that the individual can start afreshin the

forging of hislherown identity. Thetoneof Der Einzigeund seinEigentumis positive

and buoyant. It beginsand endswith the samesentence:"Ich bah' mein' Sach' auf

Nichts gestellt" (BE 12, 429). While this is a statementwhich seemsto havenegative

connotations,Stirnerusesit in a positiveanddefiantway. Grimms dictionary defines

the phrase"seine Sacheauf etwas setzen,stellen" as "etwas zur grundlageseiner

aufgabe,seinerptlicht, seinerhandlungsweisemachen"("Sache").To understandwhat

Stirner meanswhen he says"Ich bah' mein' Sach' auf Nichts gestellt", one must

understandwhat hemeansby "Nichts". This is explainedin the openingsectionof Der

EinzigeundseinEigentum:

Gott und die Menschheithabenihre SacheaufNichtsgestellt,aufnichts
alsaufsich. StelleIch dennMeine SachegleichfallsaufMich, der Ich so
gut wie Gott dasNichts von allem andem,der Ich mein alles, der Ich
derEinzigebin . . . Ich bin nicht Nichts im SinnederLeerheit,sondem
das schopferischeNichts, das Nichts aus welchem Ich selbst als
Schopferallesschaffe.(BE 14)

Thus, by ''Nichts'' Stimermeans"dasschopferischeNichts", the creative nothingthat

remainswhenthe individual has emptiedhimselfof all exteriorinfluences,the position

from which the individual can becomecreatorof all, the empty self that is the true,

individual self. This is whathemakesthe"grundlageseineraufgabe".Stimerreturnsto

this thoughtat theendofDerEinzigeundseinEigentum:

Eignerbin Ich MeinerGewalt, und Ich bin esdann,wenn Ich Mich als
Einzigen weill. 1m Einzigen kehrt der Eigner in sein schopferisches
Nichtszwiick, auswelchemer geborenwird. JedeshohereWesentiber
Mir, sei es Gott, sei es der Mensch, schwachtdas Gefiihl Meiner
Einzigkeit und erbleichterst vor der SonnediesesBewu13tseins.Stell'
Ich auf Mich, den Einzigen, Meine Sache,dann steht sie auf dem
verganglichen,demsterblichenSchopferseiner,dersichselbstverzehrt,
undIch darfsagen:
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Ich bah' mein' Sach'aufNichtsgestellt.(BE 429)

While Stirneracknowledgesthetransitoryandmortalnatureof the"Ich" at theendof

Der Einzigeund seinEigentum,he also triumphantlyreiterateshis beliefthat it must

form thebasisoftheindividual'sstrugglefor "Eigenheit".Bayer'sindividual anarchism

is, however,far morepessimisticandinevitablyseemsto culminatein self-destruction.

Since a return to Stimer'screativenothing or to the ignoranceand innocenceof

childhood is impossible, and the other alternativesfor the self-realisationof the

individual presentedby Bayerin his texts havebeenprovento be impracticable,the

singleoptionwhich remainsfor the individual seekingthe freedomnecessaryfor self­

realistionis death,anoptionchosenby Kasperlin kasPerlamelektrischenstuhl andby

Bayerin reallife.
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3.7 Secondaryliteratureon languageandtheindividual in Bayer'sdramatic
texts

In this chapterI havefound myselfat the heartof Bayer'sliterary endeavours:his

variousattemptsto establishin languagea meansof self-realisationfor the individual,

fuelled by the beliefthat languageis a mediumhostileto all suchattempts.A central

theme in Bayer's work, it is one which is at least referred to by most Bayer

commentators.In the section that follows I attempt to summarisesome of their

arguments.I concentrate,however,on thoseofUlrich Janetzkiwho, asI mentionedin

the introduction to this thesis, is the most prolific Bayer commentator.Janetzki's

observationsoftenform thebasisofothers'arguments.

In his treatment of the individual in Bayer's texts Norbert Schnurrer, when

discussingthe dichotomybetweenmind and body ("Geist und Korper"), quotesthe

following passagefrom Bayer'sdersteinderweisen:

vorwort
auftretenmehrerekorper.
jederdiesermehrererkorperhateinbewusstsein.
diesemehrerebewusstseinsindunsichtbar.
jetzt ertont einer diesermehrererkorper mit hilfe seinesbewusstseins
reflexiv.
alle diesemehrerekorpersindbei unsichtbarembewusstsein.
alle diese mehreren echten korper und alle diese mehreren
metaphysischenbewusstsein.
jedesdieserbewusstseinheisstich.
allediese mehrerenkorperhabenverschiedenenamen:
hansi,franzi, otti, lotti, wolfi, heinzi,elfi, brunhilde.
derkorperhansihatein bewusstsein,dasich heisst.
derkorperfranzi hateinbewusstsein,das ich heisst.
otti ist ein korper.derkorperotti hatein bewusstsein,dassichauchich
nennt.
lotti ist ein kOrper.dieserkorperhateinbewusstseinnamensich.
ich heisstdas bewusstseindeskorperselfi.
die bewusstseinder korperheinzi, wolfi und brunhildeheissenich und
sindsehrverschieden.
ich heissendie bewusstseinnochvieler andererkOrper, die aberheute
Dicht auftreten.(SW 520)

Schnurrermakesthefollowing commentsonthe abovepassage:
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· .. dasBewusstseinhat Namen,Namendasessich selbstgibt, und die
lautenin allen Fillen - Ich. Auch die Korper habenNamen,diesesind
aber unterschiedlichund machenden Einzelnen kenntlicher. Ich als
Selbstbezeichnungist somit die allgemeinsteAussage,die tiber den
Menschengetroffenwerdenkann. Damit beschreibtjederMensch,der
zur Autoreflexion famg ist, sich selbst. Ich ist deshalbnicht nue der
AusdruckfUr dasAligemeinste,sondemauchfi1r das Intimste - es ist
die SchnittstellezwischenInneD und AuBen, zwischenMakrokosmos
und Mikrokosmos. Das ist schlieBlich das Problem: die Schnittstelle
definiert sich sprachlich, sowie das Bewusstseinnue duech Sprache
existiert. (33)

As Schnurrerremarks,the problemfor the individual consciousnessis that it has no

outer, physical form and, therefore,exists only in language,as it is only through

languagethat it canmakeitself known to the outsideworld. For the individual who

wants to exist as more than just a physical entity, to expresshim/herselfthrough

somethingother than hislher outer casingor body, languageis the only medium. If

languageproves to be an inadequatemedium, as it does in Bayer's texts, the

individual, as I have illustrated in my discussionot: for example,Bayer's idiot, is

forcedto takedesperatemeasures.Schnurrer,however,maintains thatBayer'sfigures

areunawareofthis problemandsimplykeeptalking:

Trotz der stlndigen miBlingenden Kommunikation reflektieren die
PersonendiesenTatbestandselbstnicht. Keiner der sprechendenund
handelnden Personen scheint ihre Abgeschlossenheitund ihre
Unfamgkeit sich mitzuteilen ein Problem zu sein. Zwar wird immer
wieder, in vielen Gesprachssituationen,an derMoglichkeit sprachlicher
Verstandigung gezweifelt, aber ohne dabei die eigene Position
mitzureferieren,mehr in der Form einfacherFeststellungen. .. Die
Folge dieser Erkenntnisseist nicht Schweigen oder Verzweiflung
sondemunentwegtesWeitersprechen.(45)

While Schnurrermay be right in saying that the figures of Bayer's theatre texts

continuespeakingdespitetheir mistrustof language,he is incorrect in his sweeping

statementthat not oneof themreflectson, or is troubledby the fact that they cannot

communicatewith others or expressthemselvesthrough language.The following

desperateclaimsof the idiot confirm that he not only perceivesthis asa problem,but
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that it is asourceofmuchanguishfor him: "a: ... ich weissnichtsvon dir undwill von

dir nichtswissen,dasheisstich kannvon dir nichtswissen,dennzwischenunsist ein

unuberbriickbarerabgrunddesunverstandnisses... du kannstmich nichtverstehen.du

horstIRGENDetwasundtreibstdamitunfug,sau,sau,ich zertretedich (gibt ibm einen

fusstritt)" (SW251). I havealreadyillustratedhowtheidiot'sneedto realisehimselfas

an individual,somethingwhich theexistingsystemsof languageandknowledgedo not

allow him to do, leadsnot to the "unentwegtesWeitersprechen"that Schnurrerrefers

to, but to abrutalviolencethatseemsto replacelanguage.

WalterRuprechteressentiallyseesthe solipsistic"ich" of Bayer'stexts as part of

the implementationof a Cartesianproject - "dasProjekt einerdurchauskiinstlichen,

yom menschlichenDenkenrestloskalkuliertenund beherrschtenWirklichkeit" (123).

He talksofa solipsisticsubject"dasdie Welt alsseineWelt und in derKonsequenzdie

Welt als seineErfindungausgibt"(125). I concurwith Ruprechteron this point. As I

haveshownin this chapter,thisvisionofthe"ich" is evidentin textslike seit ich weiss,

starkertoback,kasperlamelektrischenstuhl, deranalfabetandidim.

Janetzki,in his discussionof the dramatictext 17. janner1962, notesanotherof

Bayer'sfiguresexperiencinga similar dilemmato thatof the idiot although,unlike the

idiot, he does not tum to violence. Janetzki first quotes the relevant passage:

"lautsprecher: I schachingerist - nicht schachingertI schachingertritt auf I

schachinger:I ich mochtevorausschicken,dassich mit diesemhermwederverwandt

nochidentischbin, ibn nicht einmalpersOnlichkenne"(SW280-281).He thengoeson

to commentasfollows:

Die zuBeginnderPassageals"schachinger"vorgestelltePerson,die im
folgendenvorgibt, wooermit sichverwandtnochidentischzu sein, wird
von Bayerals dereigenenIdentitatentfremdetePersonvorgestellt.Sie
kann sich zwar mit "ich" benennen,nicht aberbegreifen.Die Identitit
gerit hier zum bloBen sprachlichenEtikett . . . Wenn die Sprache
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wirklich keine ich-bedingteMoglichkeit der Erkenntnisbereithalt,wie
kann das Subjekt sich dann in der SpracheOberhaupt als selbst­
bewuBtesbegreifen?Und weiter: inwieweit ist "ich" dannauchnur eine
sprachlicheFiktion?(AlphabetundWelt 77-78)

Here Ianetzki sumsup the dilemmaof Bayer'sindividual. While languageseemsto

offer the"ich" a meansofrealisingitself("Siekann sichzwar mit 'ich' benennen"),it is

only a label which lacks a linguistic supportsystemthat would allow the individual

"[k]eine ich-bedingteMoglichkeit derErkenntnis".So,while languageis an inadequate

mediumfor therealisationof the individual, paradoxically,asSchnurrerpointsout, the

"ich" can only exist within this medium, and is trapped,therefore,within language.

This is preciselywhy Bayer, in an attempt to subvert the deficienciesof language,

engagesin radical linguistic experimentsin his texts. Ianetzki seemsto contradict

himself: however,by suggestingthat the "ich" is merely "eine sprachlicheFiktion".

Bayerand his figures are fully convincedof the existenceof the "ich". The problem

theyfaceis that it cannotbecommunicatedor realisedthroughlanguage.Thefiction is

not that the"ich" existsonly in language,but that languageseemsto offer a meansof

self-realisationby presentingit with a linguistic labelby which to referto itself: without

providing the necessarylinguistic supportsystemfor it to realiseand communicate

itself:

This themeof languageand the individual is oneto which Ianetzkidevotesmuch

attention. In an article published in 1981, when discussingBayer's prose text

argumentationvor der bewusstseinsschwelle,he outlines the relationship between

languageandtheindividual asfollows: .

Der Zusatz "vor der bewusstseinsschweUe"besagt, daB die
Wahrnehmungsstrukturdem Subjektbereitssprachlichvorgegebenist.
Spracheformuliert demnachihrer inneren Struktur gemaJ3die (vom
Subjektdannentsprechendso 'erkannte')Wirldichkeit vor. Ungeachtet
der subjektiven BeweggrOnde . . . begrenzt das sprachliche
Regelreservoirdu, was man als 'Erkenntnis' und 'Wahrnehmung'

200



ansieht. Es ist demnach Dicht moglich, einen Gegenstandoder
Sachverhaltunabhangigvon seinemsprachlichenKorrelat zu begreifen.
Die derErkenntnisvorgeschaltetenBeschreibungsmechanismenordnen
ibn erst. ("Die Welt" 337)

Janetzkilater goeson to state:"Spracheist demnachkein neutralerMittler zwischen

SubjektundWelt, sondemstellt sichalsZwischenweltdar ..." (''Die Welt" 340). He

also speaksof the "Festschreibungstendenzder Sprache"("Die Welt" 348), which

throughready-madelinguistic formulaepreventsthe individual from experiencingthe

world subjectively.Theseobservationsby Janetzkiareconfirmedby my examinationof

Bayer'stextsin this chapter.Janetzkistatesthat Bayer'slanguagecriticism motivated

his experimentalapproach:"DiesescheinbarresignativeHaltung ist fUr Konrad Bayer

AnlaB gewesen,die sprachstrukturiertenGrenzenauszuloten,urn Dicht automatisch

dennormierendenFestschreibungender Sprachezu verfallen" ("Die Welt" 342-343).

In Chapter2 and in this chapterI havedemonstrated,usingsomeof Bayer'sdramatic

texts, to whatdegreeheexperimentswith languagein anattemptto free the individual

from its limitations.

In his investigationsJanetzkialmostalwaysconcentrateson Bayer'sprosetexts,

althoughhedoesexaminethedramatictext diskursfiber die hofthung(1961),which in

his view, has as its central theme "die Zweifel an der sprachlichen

Beschreibungsmoglichkeitsubjektiver Empfindungen"("Die Welt" 340). Since my

reading of this text varies somewhatfrom Janetzki's,I considerit worthwhile to

describein moredetail his treatmentof it. This text featuresfour figures- "1. frau",

"2. frau", "3. frau" and"4. frau". The"1. frau" and''2. frau" refuseto bedrawninto a

discourseby the"3. frau" and"4. frau" who are, in a sense,philosopherswho want to
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analyseanddismantlelanguage,andwho try to force thefirst andsecondwomaninto

explaining"brennen"and"frieren,,:86

1. frau: wir brennen
2. frau: undmeren
3. frau: tun sieesfur uns
4. frau: erklarensie
3. frau: wassiemeinen!
1. frau: wir Meinenniehts
2. frau: man�k�~ esniehterklaren
1. frau: wir brennen
2. frau: undmeren(SW273)

The first and secondwomanrefuseto engagein this discourseand seemto havea

different level of consciousness,a different modeof being,almost,acceptingthingsas

theyareandrejectingall comparisonsandcircumscriptionsin language:

3. frau: wasist kalt?
4. frau: wasist heiss?
2. frau: die hoffhung
4. frau: wie gliihendeseisen?
3. frau: wie eis?
2. frau: keinevergleiche
1. frau: keinebilder
2. frau: esist
1. frau: wasesist (SW271)

The first and secondwomanare unassailable.They refuseto be drawn into further

explanation,preferringto rely on the completefusion of experienceand word that

characterisestheir existence.This fusion of experienceand word is almost pre-

linguistic in its simplicity. The two womenuselanguageasonewould imagineit was

first used- to associatea particularword with a �p�a�r�t�i�~�a�r objector experience.With

these two figures Bayer seemsto have arrived at the "blossen vorzeigen von

gegenstlnden"(WG 402)referredto at thebeginningofthischapter.Thewomen's

86 Bayer'schoiceof theseverbs doesnotappearto be random."frieren", in particular,is a recurring
motif in his textsand words associatedwith this motif form anotherwordfield which mightbe
investigatedfurther.
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sentences,when,indeed,theyform sentences,aresimple,not complex,andnot highly

connected.17 Their whole identity and existence,and, indeed, their world-view is

summedup by thefollowing two statements:

1. frau: wir brenneneinfach
2. frau: wir friereneinfach(SW274)

It is asif theyhave"forgotten" or deliberatelyrejectedtheway in which languagehas

come to be used, the way in which it has developed to encode meanings in

conventionaland familiar forms of expressionand so to establishpatternsof thought

which allow the individuals little freedom in how they see the world or, indeed,

themselves.Or they may simply have never realised or understoodthat language

functionsin this way.

Janetzkistatesthat "Die Insistenzvon 1+ 2 aufpersOnlichenEmpfindungen"("Die

Welt" 340)leadstheothertwo womento questionthem.Hegoesonto drawthe

following conclusion:"Es wird deutlich, daB 3 + 4 von der verbalenAuBerung nicht

auf den dahinterstehendenSachverhaltschlie6enkonnen, bzw. dies auch nicht - im

Gegensatzzu 1 + 2 - glauben,erwartenzu kOnnen"("Die Welt" 340). While it is true

to saythat thethird andfourth womanarenot satisfiedwith the verbalstatements of I

and2, I disagreewith Janetzkithat it is 3 and4 who realisethat they cannotexpect to

understandfrom the words of the other two exactly what they are trying to

communicate.On the contrary, they continue to look for verbal explanationsof

'1>rennen"and "frieren" with questionssuchas: "Me gliiheodeseisen?I wie ei5? I

wollen sieI in dieserart I zumausdrockbringen?I erIdiren lie I was lie �m�e�i�n�e�n�~ I wie

ist brennen?I wie ist fiieren?" (SW271,273).And it is the first and secondwoman

17 This wasa feature also DOled in my examinationofcohaioDiD the tingnistic aaaIysis«drl
ena1fahet
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who constantlyrefuseto answertheir questionswith further verbalexplanations,with

repliessuchas: "keinevergleiche/ keinebilder/ esist / wasesist / wir meinenDichts /

mankannesnicht erkllren" (SW 271,273). Janetzkithenclaimsthefollowing: "1 + 2

akzeptierendie Auswegslosigkeit,authentischeErfahrunga1s solchein Sprachenicht

iiberfiihren zu kOnnenundbestAtigen,daB ihnennur die Hofthungdaraufbleibt" ("Die

Welt" 340). In keepingwith the interpretationI postulatedearlier, I disagreewith

Janetzki on this point. 1 and 2 have found their own way of expressingtheir

experiences,namelythrougha completefusion of experienceand word. They know

preciselywhat they meanwhenthey say: "wir brennen/ und meren"(SW 273). The

problemarisesonly whenotherstry to understandwhattheymeanby askingquestions

suchas:"brennenwir? / merenwir?" (SW273).Theanswerthat 1and2 give is avery

definite: "daswissenwir nicht" (SW273). It would seem,therefore,that languagecan

be usedto expresssubjectiveexperience,but not to communicatethis experienceto

others,the difficulty beingthat 1 and2's subjectivelinguistic reality, just like that of

·Kasperl,cannotnecessarilybeunderstoodby others.

Janetzkiusesthe text guten morgen,a dialogueof "Hoflichkeitsfloskeln" ("Die

Welt" 346), to showhow Bayercriticisesan unthinking, automaticuseof language.

This dialogueconsistsof prefabricatedmodel sentences,empty formulae which are

repeatedmechanically,giving the impressionthat communicationis taking place.

Janetzkimakesthe following comments:"Solangeman sich dieser oder AhnIicher

Satzmusterbedient, degradiert man die FAhigkeit eigenen Denkens zu einer

mechanischenApplikation scheinbardurchdachterProdukte. . . Auch hier richtet sich

BayersKritik nicht gegendie Spracheschlechthin,sondernmJf gegendie Benutzung

solch verbrauchterFormeln" ("Die Welt" 346-347).ElsewhereJanetzkiclaims in a

similar context: "Eine aus sprachkritischerDistanz entworfeneWirklichkeit hat die
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potentielleChance,subjektivenBedUrfhissenzu entsprechen"(AlphabetundWelt 60).

In my opinion Janetzki'sinterpretationis too narrowand his emphasison logic and

reason("Denken")is misplaced. OfcoursesomeofBayer'stextsmakereadersaware

of theway in which an automaticuseof languageregulatestheir thoughts.However,

this doesnot necessarilymeanthat simply thinking moreaboutthe languageoneuses

solvesthis problem. With his literary texts Bayer is advocatingsomethingfar more

radical than that. Chapter2's linguistic analysisof der analfabetdemonstratednot a

more critically discerningor thoughtful useof language,but a radical, experimental

approachto usingit that, throughvariousdefamiliarizingtechniques,challengessome

of its most fundamentalrules and functions and dispenseswith logic and order in

favourofcreativityandanarchy.Similarly, the"abstand"mentionedin the"beilage"to

der analfabetis not the "sprachkritischeDistanz" referredto by Janetzki,but again

somethingfar moreradical- distancefrom whatthereaderusuallyperceivesasreality.

Whatthereaderofderanalfabetis presentedwith is not a fixed reality, but onethat is

.foreverchanging,just like its figures,andassuchcouldbe describedasseveralrealities

in one. Janetzki,I believe,alsomisunderstandsBayer'saim in all this whenhe says:

"Br ist stiindig auf der SuchenacheinerbegreifbarenPosition,einemfestenStandort,

nachder objektivenWirklichkeit" ("es gibt" 34). In the "beilage" Bayer, in keeping

with his principle of "verlnderung",specificallyavoidsfixed positions,clearly stating

with referenceto deranalfabet:"elffigurenwechselnihrestandorte"(SW 148).As we

havealreadyseen, Bayer'scommitmentto the principleof"veranderung"is suchthatit

not only refersto time andplace,but alsoextendsto changesin characterandgender.

Thedramaticfiguresdiscussedin this chapterwerealso shownto becharacterisedby

"veranderung".As for the notion that Bayer is in searchof an objectivereality, the

oppositehas beenseento be the case.It is the very conceptthat thereis onesingle
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objectivereality that Bayerwishesto underminewith textsthat presentvariousopen­

endedand often contradictoryrealities. Bayer openly acknowledgesthis when he

includes the following quote in the foreword to dec kopf des vims bering: "(die

wirklichkeit ist Dicht die summeder fakten, sie ist die summedermOglichkeiten:andre

breton)"(SW 533).

I haveoutlined earlier in this chapter,drawing on statementsby membersof the

ViennaGroupregardingthe developmentof their languagetheory,Bayer'sown texts

and his collaborations with Oswald Wiener, the various stages in Bayer's

"Sprachkritik". Ianetzki,however,chumsthatachronologicaldevelopmentofBayer's

investigation of languagecannot be traced in his work: "Die dem Gesamtwerk

abstrahierten,sprachthematischenGesichtspunktefassen einzelneTexte ungeachtet

ihres Entstehungsdatumszusammen"(Alphabet und Welt 39). This view does not

correspondto Riihm's statementsabout the developmentof Bayer and Wiener's

languagescepticismquotedby mein anearlierpartof this chapter,or to my tracingof

.this development,usingin particularthecollaborationsofBayerand Wiener.With the

helpof thesesourcesI haveoutlinedthis developmentfrom the Group'sbeliefthat an

alterationof linguistic boundarieswould meana broaderexPerienceof theworld, to a

disillusionmentwith languagethat expressesitselfthroughtheviolenceof the idiot, to

Konrad'sdescriptionof languagein die folgen geistigerausschweifungas"derfiiedhof

meinergedanken"(WG 323), to the extremeindividual anarchismof starkertoback

with its statement"Die Welt wirr" (WG 337).

206



In a 1983 articleJanetzkidrawsparallelsbetweenBayer'sprosetext herostratand

Sartre'sHerostratos,88sayingthatBayer'stext beginswhereSartre'sended- with the

threatto annihilatesociety:

Zwar negiert er sie [die Gesellschaft] mit der Grausamkeiteines
Lautreamont,weil sie ibn hindert "Ich" zu sein, andererseitsist er auch
aufsie angewiesen,dennnur durchdenAkt derBeseitigungerweister
sich ihr gegenuberals uberlegenerEinzelner. Bayers Waffe ist die
Sprache:"... aber ich bin uberzeugt,diesensatz, diese formel zu
finden, mit der ich mir allesuotertanmache"(GW. S.200).SartresHeld
hingegengreift zumRevolver.("Der EinzigeundseinSprachspiel"59)

For me,Bayer'sherostratbringsto mind his idiot. Perhapsthesentencetheherostratis

searchingfor is the idiot's statement"ich bin ein idiot. idiot seinheisstfUr sich sein".

Forwith this formula the idiot sumsup his modeofbeingwhich, ashas alreadybeen

discussedin this chapter,is basedon a rejectionof language,knowledge,and society,

and on the supremacyof the individual above all else. Having made the above

statement,theherostratcontinueswith thefollowing threats:

ich werde herrschen,ich werde ein furchtbarerherrscherund ihr die
elendensklavenmeineswahnsinnssein.

ieh werde alles tOten und die tOnne dieser finsternis mit den fahnen
meines wahnsinns schmucken. ihr werdet jeden laut mit den
schreeklichstenmartem bezahlen;ich werde euehverstummenlassen
und ein reichdesschweigenserrichten,eureaugenvereisen,eureohren
vereisen,eureschamteilevereisen,ich will euchdie liebe an der wurzel
ausreissen.ieh will euehdie lust aneinanderverderben,ieh will euehdas
fleisch unter jeder beruhrungverfaulen lassenund eueh mit diesem
gestankin die maschineriemeinergerechtigkeittreiben. meinehenker
werden nieht euresgleiehensein und ihr gehorsam wird in der
grausamkeitenden,die in euremdenkenkeinenplatzhat.

und in dieserentsetzlichenkaltewerdeich endliehallein seine(SW481)

a Janetzkipointsout that excerptsfrom Sartre'stext appearedin the Austrianliterary magazineDel'
Plan in 1946, before being published in full in 1950: "Bei dem in 'Der Plan' auszugsweise
abgedrocktenText 'Herostratos'handeltes sich um den Beginn der gleichnamigenErzahlung,die
spAter innerhalb des Bandes'Die Mauer' (Reinbekbei Hamburg 1950) vollstandig verOffentlicht
wurde" ("Der Einzigeund seinSprachspiel"59)
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The cruelty threatenedby the herostratis enactedby the idiot. The two figures are

mirror imagesof oneanother,both driven by the desireto raisethe individual above

everythingand everyone.In my view Janetzki,who doesnot makethis link between

the two, andwho insistson Bayer'scontinuedsearchfor an ideal language,although

later texts show that this search was replaced by extreme languagecriticism,

underestimatestheimportanceofthis needto destroysociety:

'BeseitigungderMenschheit'ist bei Bayerabernur Metapher,da sich
im MomentdesBesitzensder authentischenErfahrung(die sich in der
aufzufindenden'wahren' Sprachemanifestiert) aIles andereurn ibn
herumals uberflussigerweisenwiirde. Es ware insofemDicht existent,
als es seinerErkenntnis(die nur auf das eigeneIch ausgerichtetist)
Dichtshinzufiigenwiirde. ("Der EinzigeundseinSprachspiel"59)

In idiot themetaphoroftheeliminationofhumanityoutlinedin herostratis a metaphor

no longer. As mentionedearlierin this chapter,the idiot beginswhat seemsto be the

systematicannihilationof all otherbeings,exceptfor "der mensch",whomhe perhaps

needs,asJanetzkihas suggestedwith regardto the herostratandhis needof society,

almostasa kind of model in orderto constructhis own opposingexistence.The idea

ofthediscoveryofa"real" or ''true''languagethatwouldeliminatetheneedto destroy

societyalsoseemsto meto bemisplacedin referenceto theherostrat,whoseaim is the

creationof a"reich desschweigens".Surelyit is despairat theknowledgethat sucha

languagedoesnot or cannotexist that leadsto the eliminationof societyin the first

place.Janetzkihimselfseemsto point to this whenhesays:"Die BegrOndungfur diese

existentiell so empfundeneEinsamkeitbasiert auf der These, daB Sprachekeinen

subjektiven Wahrheitswert besitzt, da subjektive Erlebnissmomente hinter

nivellierendenPhrasenund Metaphemverborgenbleiben" ("Der Einzige und sein
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Sprachspiel"60).19The final line of herostratseemsto me to be particularlypoignant

with referenceto Bayer'sownpredicament:his need,like thatofthefiguresin someof

his dramatictexts,to realisehimselfasanindividual, awayfrom society("endlichallein

sein")which battledagainsthis needfor thecompanionshipit offersandwithout which

oneis "entsetzlichkalt".

By concentratingprincipally on Bayer'sprosetexts, Janetzki'sanalysisof Bayer's

searchfor an alternativemodeof existingfor the individual is incomplete.This chapter

has illustratedthat Bayer'sown dramatictextsanddie folgen geistigerausschweifung,

which as a ''vortrag fUr zwei personen"(WG 319) has a dramatic quality, are of

considerableassistancein addingfurther dimensionsto this analysis.For it is in the

dramatictexts that Bayer's"Sprachkritik", which is, after all, the basisfor his search

for the"ich", is articulatedmostclearly.

Faustis not sosure,however,thatBayer'sdramatictextsaresuccessful:

Wie ist Verstandigungdamber mOgJich, daB Verstandigungnicht
mOgJich ist? Diese Frage, die Bayers theatralischeArbeit durchzieht,
findet ihre erste Antwort in der Entlarvung der funktionierenden
Umgangsformenund der Demaskierungder "Reden". Doch was
entstehtjenseitsdieserEntlarvung?Was bleibt, wenn die Entlarvung
immer wieder neu, immer wieder andersund irnmer wieder gJeich
durchgespieltwird und eine schulterldopfendeVerstandigungjenseits
der "falschen Verstandigung"erzeugt. MuB nicht auch sie entlarvt
werden? Deondies scheintsicher:FOr Bayergibt esdasBegreifender
"durch Phrasenverstelltenund entstelltenWirldichkeit" nicht in einer
neuen,reinenSprache,einerunbefleckten"Paradiessprache",seinBlick
auf Welt und Sprachefiihrt eher zur unendlichenReflexivitat des
Bewu6tseins,das die Transzendierungder Verstandigungtiber die
Nicht-Verstandigunghinausfordert, wennsienicht endlosin sich selbst
kreisenwill. (144)

FaustsuggestsherethatBayer'sconstantcriticismoflanguageandhis exposingofit

89 Here Janetzkicontradictshis earlier suggestionthat subjectivity is merely a linguistic fiction by
statingthat the individual'5 "subjektiveErlebnissmomente"remainconcealedbehindlanguage,thus
acknowledgingthatsubjectivitydoes existat somelevel.
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over and over again in different ways runs the risk of resulting itself in a new

"schulterklopfendeVerstandigung"which in turn needsto beexposed.ThatBayerwas

aware of the paradoxinherent in carrying out an attack on languagethrough the

mediumof languageis certain. Wiener alludesto this when referring to the Group's

disillusionment duringwhat I describedearlierin this chapterasthesecondphaseof its

languagetheory: "ich erinneremich, dassbayereinmalmeinte,wir WOrdennochbeim

blossenvorzeigenvon gegenstandenlanden" (WG 402). Wischenbartconcludesthat

the logical consequenceof the realisation of the impossibility of communication

throughlanguageis silence,but pointsout that this would amountto an admissionof

defeat: "Der Konsequenzzu folgen aber wiirde heiBen, den Spielregeln, die zu

unterlaufen das Unternehmenuberhaupterst begonnenwurde, ein diktatorisches

Vorrecht einzuraumen"(Aspetsberger,Frei and Lengauer365). This is one reason

why, insteadof retreatinginto silence,Bayercontinuedto write. Another is the fact

that, as I statedearlier in this chapter,to write was, for Bayerto fulfil an existential

.need,for eventhe most radical languagecritic and individual anarchistneedsto find

someway of expressinghis "ich" to the outsideworld. It was the struggleto find a

way of doing this throughlanguage,while still preservingthe integrity of the self: that

obsessedKonradBayerandnecessarilyoccupieda centralpositionin his literary work.

It was this strugglethat resultsin dramatictexts and figures that arehighly complex

and challenging and thus far from being characterisedby the "schulterklopfende

Verstlndigung"referredto by Faust.

However, Faust,who finds many of Bayer'splays to be "gesucht,penna1erhaft,

albern,leer" (136) ultimatelydecidesthat they fail to answerBayer'squestionsabout

the"ich" in language:
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Die StOckeKonradBayersenthalteneinenWiderspruchzu sich selbst.
Ihre 'physische Dimension' kollidiert mit den 'Szenen', die das
BewuBtseinsich wUnschtund zu entwerfenvermag.Der Versuchihrer
Prasentation- so scheint es - fiihrt nicht hinein in den Raum der
Antworten,denBayersichauf eineFragenachdemIch (demIch in der
Sprache)erhoffi: ... (149).

Following my investigationof Bayer's"Sprachkritik" and texts in which he concerns

himselfagainand againwith languageand the individual, I must agreewith Faust's

conclusionthat the textsfail to offer answersto Bayer'squestionsaboutthe"ich", but

mustequallyassertthat this is not dueto any literary inadequacyon Bayer'spart, but

to the fact that in thesetexts he posesquestionsto which thereare no answers.His

daring efforts to explorethesequestionsshould, therefore,ratherbe admired. I also

hopethat this chapter,alongwith the othersof this thesis,hasshownthemto be far

from whatFaustterms"gesucht,pennaIerhaft,albern,leer".
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3.8 Reviewof Chapter3

This chapterhasconcerneditself with discoveringthe motivation behindBayer's

linguistic experimentsas discussedin the preceding chapter. This investigation

necessitateda closer look at philosophicalconsiderationswhich influencedBayer's

attitude to language.Using statementsby membersof the Wiener Gruppe,Bayer's

�o�~ textsandhis collaborationswith OswaldWiener,I traced,in the initial sectionsof

this chapter,how the developmentof his "Sprachtheorie"canbe understoodin terms

of the philosophiesofWittgensteinandMauthner.I thenconsideredBayer'slinguistic

experimentsin light of this new informationand suggestedthat his critical stanceon

languagenecessitateda radically experimentalstylewhich underminesthe prescriptive

andnormativepowerof conventionallanguage,liberatesliteratureandlanguageitself:

and enablesthe author and, potentially, the reader to engagein a processof

autonomouscreativity.

Before attemptingto begin to interpretBayer'sdramatictexts, I pointedout the

way in which they seemdesignedto resistinterpretation,somethingwhich presentsthe

Bayercommentatorwith considerabledifficulties.

A discussionofBayer'skasperlamelektrischenstuhl wasprecededby two sections

that examined the historical origins of the "Kasperl-Figur" in the "Alt-Wiener

Volkstheater"and its representationin the dramatictextsof GerhardRiihm andH. C.

Artmann.While Bayer'sKasperlfigure wasshownto havemuchin commonwith the

Kasperl figure of the "Volkstheater" and with the figures of Riihm's and Artmann's

texts, I concludedthat Bayer'sinterpretationof this figure is far more anarchic.My
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analysisof kasperlam elektrischenstuhl also illustratedthat, like der analfabet,it is

characterisedby theprincipleof"verAnderung"andis alsoatext thatunderminesitseli

By linking thefiguresofKasperl,theanalphabetandtheidiot, I illustratedhow they

articulateBayer'slanguagecriticism and reflect his repeatedattemptsin his texts to

fashionanalternativemodeofbeingfor theindividual outsidethenormativestructures

oflanguage.An analysisofthesethreefiguresshowedthattheexistencetheychooseis

essentiallyanegativeone,in thesensethat it canbedefinedmostly in termsofwhat it

rejects, ratherthan in termsof what it standsfor, basedas it is on a rejection of

language as a medium for depicting reality, communicating with others and

representingtheseli Theaimof theserejectionsis theachievementof freedomfor the

individual.

Thesearchfor this freedomoftenresultsin an individual anarchismthat subjugates

everything to the individual. A comparisonwith Der Einzige und sein Eigentum

revealedthat this individual anarchism9wes much to Stirner's philosophy. The

individualanarchistofBayer'stextsseestheworld ashis creation:"seit ich weiss,class

allesmeineerfindungist, vermeideich es,mit meinenfreundenzu sprechen. . ." (SW

393). In fact, this quotecanbereadasastatementaboutBayer'sliteraturein which, as

hasbeenillustrated,he abandonsconventionallanguagefor an experimental,highly

individualistic, onecould evensaysolipsisticstylewhich provesto be problematicfor

the reader. In the context of the findings of this chapter,this style can now be

characterisedasthelinguisticproductofBayer's"Sprachkritik".

This chapterhas shownthat the existenceput fOlWard by Bayer with the self­

referentialfigures of Kasperl,the anaIphabetand the idiot is onewhich, if it is to be
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sustained,sometimesmerits recourseto drasticmeasures.However, textual evidence

showsthat this position is ultimately untenable,a realisationwhich seemedto have

tragicconsequencesfor Bayerhimself.

At this stage,despitethe reservationsI expressedregardingthe precariousposition

of the Bayercommentator,I believethat the hopeexpressedat the beginningof this

chapterthat I might begin to interpretBayer'sdramatictexts has, at least to some

extent,beenfulfilled.

Thenext chapterconsidersanotherimportantfigure of Bayer'sdramatictexts ­

the Lion of Belfort. As this figure, unlike Kasperl, the analphabetand the idiot, does

not articulatea positionon language,I havenot includedhim in the investigationsof

this chapter.However,like theseotherfigures, he forms part of Bayer'sefforts in his

dramatictexts to searchfor a modeof being for the individual and thereforemerits

furtherconsideration.
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Chapter4

4.1 TheLion ofBelfort90

The Lion of Belfort is a figure that recursin Bayer'sdramatictexts. Sometexts

feature him in their titles: ein abenteuerdes lion von belfort (1954), ein anderes

abenteuerdes lion von belfort and der lOwe zu belfort (datesunknown), while he

appearsin somescenesof der analfabet(1956) and kasperl am elektrischenstuhl

(exactdateunknown).In Rohm's"Anmerkungen"to der lOwe zu belfort, to which he

adds the term "(bruchstOcke)"in his table of contents,the following commentis

made:

Ober den "lion de belfort" , eine seinerlieblingsfiguren,wollte Bayer
anscheinendeingrosseresstOckschreiben.die bier zusammengefassten
bruchstOckekonntenteile diesesstOckssein, bei dererstenund dritten
szenestehtdies fest, selbstwenn manbeachtet,dasses bei bayerein
paarstehendefigurengibt, die in sehrverschiedenenzusammenhangen
undtextenauftauchen- besondersauffallendderlion debelfort.
(SW 778-779)

.Thesecommentspoint to the needfor a closerexaminationof this favourite figure of

Bayer's.The fact that ROIun numbershim amongBayer's"stehendeFiguren" also

suggeststhat he can be linked to Kasperl, the analphahetand the idiot, who are

essentiallyvariationsofonecentralBayerfigure.

Andre Bucher attributesthe inspiration for this figure to Max Ernst (143), the

Da4aistlSurrealistartist. Unesemainedebonte,a collagenovelassembledby Ernst in

1933,featuresin its first chapterthirty-five collagesdominatedby a lion-headedman

referredto astheLion ofBelfort. In Chapter1 I outlinedtheWienerGruppe'saffinity

90 It shouldbe notedthatdifferentvariationsof this figure'snamecanbe found: "lOWe", "eier lion von
belfort", "der lion zu belfort" and "der lion de belfort". For convenience,I frequently refer to these
figuresastheLion ofBelfort, althoughthisdoes notacknowledgeBayer'suseof theFrenchorEnglish
word"lion" in his Germantexts.
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with the precedingexperimentalmovementsof Dadaismand Surrealism.Using the

figure of theLion ofBelfort it is possibleto tracethe influenceofthesemovementsin

Bayer'swork.

That Bayer identified himselfwith the Dadaistand Surrealisttraditionsis evident

in theinclusionin his "vaterlandischeliste",91 a list of Austrianswhomheadmired,of

the DadaistsWalter Sernerand Raoul Hausmann(SW 16).92 Riihm also mentions

Bayer'sadmirationof Semerand HansArp (SW 18). Ulrich Janetzkirecountsthat

from 1960 Bayerboughtbookshe could not get in Vienna from Giovanni Blumer,

alsoa friend of AchleitnerandRiihm, who lived in Switzerland(Alphabetund Welt

165-166). Bayer's choice of books reveals a particular interest in Dadaist and

Surrealistwriters.

Riihm describesBayer as Artmann's protege, and therefore also likely to be

indebted to surrealism: "vielleicht unter dem einfluss, sicher aber unter der

ennunterungh. c. artmannsbeganner seineerstengedichteund kurzenprosatextezu

schreiben. artmann, der ausgesprochenvon der schwarzenromantik und vom

surrealismusherkam, musstendiesetexte mehr liegen als mir" (SW 9).93 Janetzki

pointsout, however,that Bayer'spredilectionfor surrealismpre-dateshis friendship

with Artmann:

91 SonjaKaar pointsout thatthis list is composedof "'Au.8enseiter'derOSterreichischenLiteratur,die
in den 50erlahrenkaumrezipiertwaren" (186) and that FranzGrillparzer, along with otherauthors
who would have beenperceivedas more representativelyAustrian, is omitted. Grillparzer was on
numerousoccasionssingledout by Wort in derZeit andhonouredby thatjournalasthequintessential
Austrian (Hackl 176). Significantly, the reconstructedBurgtheaterwas "consecrated"in 1955 by a
performanceof Grillparzer'spatrioticdrama Konig Ottakars Gluck undEnde(O'Brien 138). It is clear,
therefore,from Bayer'slist. that he was consciouslyidentifying with an alternative tradition within
Austrianliterature.
92 It is interestingto note that Hausmannhimselfhada ratherambivalentattitudetowards the young
generationof authorswho identifiedwith him, complainingthat thepost-wargenerationwas guilty of
exploiting Dadaism, and dubbing the likes of Artmann, Riihm, Okopenko, Bayer and land!
"Neodadaisten"who had nothing new to offer. At the same time, Hausmanntried to cultivate
relationshipswith youngartistsand exchangedtextswith them.AdelheidKoch attributesthis attitude
to Hausmann's"langjahrigeNicht- undFehlrezeption"(157).
93 Bayer himself saysof Artmann: "er war mir �~�m�m�g�, beweis,dass die existeDzdes dichters
IIlOglich istn (SW 714).
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Konrad Bayer hatte lange vor der Bekanntschaftmit Artmann seine
Vorliebe fUr den Surrealismusbekundet.Schon in dem erstdatierten
Gedicht "fur judith" (1951) ist augenfallig, was er auch spater
(wenngleich anders modifiziert) beibehalten hat: Aneignung der
Wirklichkeit durch surrealistischeUmdeutung. Er seIber hat nie
bestritten, daB er u. a. dem SurrealismuswesentlicheAnregungen
verdankt.In seinerRiickschauaufdie WienerDichtergruppeschreibt
er 1964 fUr The Times Literary Supplement:"i were [sic] more
indebtedto surrealism,mannerism,black romanticism, or rather to
frenchcultureasa whole." (AlphabetundWelt 15)

The above statementby Bayer is echoed in his "autobiografischeskizze": "der

surrealismushat mich ungeheuerbeeindruckt"(SW 7), and is explicit in his quoting

of AndreBretonin the "vorwort" to der kopf desvitus bering.Riihm explainshow a

mutual interest in Max Ernst brought about the beginning of his friendship with

Bayer:

1951/52lernteich konradbayerdurchh. c. artmannkennen.wir trafen
uns damalsin grosseren,lockerengruppen,so dassein neuesgesicht
nicht unbedingtauffiel . . . ein buch tiber max ernst, das ich zuhause
hatte, gab auch den anlasszu unserererstenbewusstenbegegnung.
max ernst·begeistertebayerbesonders.so verbrachtenwir zum ersten
mal miteinander"privat" einenganzennachmittagundabend.(SW 9)

Theappearanceof theLion.ofBelfort in Bayer'sdramatictextsis textualevidenceof

his particularenthusiasmfor Ernst'swork. My studyof this figure will beginwith an

examinationof the Lion of Belfort as he appearsin Bayer'sdramatic texts. This

examinationis followed by a look at Max Ernst'sdepictionof this figure, which in

tum leadsto a surveyof the lion's associationswith alchemy.The chapterconcludes

with a reviewoftheLion figure.
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4.2 TheLion ofBelfort in Bayer'sdramatictexts

In ein abenteuerdeslion von belfort, thefirst of Bayer'stextsto featuretheLion,

heappearsasapowerfulmilitary figure:

dervorhang.eincupferstichzimmer,rechtsdasconterfeydeslion.
derlion stehtvor seinemlehnsessel
hintereinemgrossenbarockenschreibtisch.
ersetztsich,
erstreichtseinenschnurrbart,
ertragteinemit ordenreichdecoriertegeneralsuniform.
apollyonbringt aufeinersilbertasse
sechsversilbertegabelnundsechsversilbertestilette.
ertiberreichtsiemit einerdecentenverbeugung.
derlion erhebtsichundstichtsechsversilbertegabeln
undsechsversilbertestilettenin
tiberdentisch
verstreutelorbeerbUitter.
die lorbeerblattersindvergoldet.(SW 135)

These stage directions present the reader with a surreal scene. The word

"cupferstichzimmer"is onecreatedby Bayer."Kupferstich",normally spelledwith a

'k', usually refers to a copperplate engraving or etching. The word

"Kupferstichkabinett"refersto a room in an art gallery, or possiblya house,usedto

displaysuchworksofart. "cupferstichzimmer",with theuseof 'c' insteadof 'k' and

"zimmer" insteadof "kabinett" has the effect of making strangeor defamiliarizing

and is anotherinstanceof the "abstand"referred to in Bayer's"beilage" to der

analfabet.It mayalsobeBayer'sway ofalludingto theartistMax Ernstin his text. In

this "cupferstichzimmer" is "der lion". Again the unusual spelling is somewhat

disorienting."lion" is notaGermanword andthereforedrawsattentionto thenameof

this figure. Theway it is usedin thetext leadsoneto believethat it couldbea proper

noun or the Frenchor English word for lion. The appearanceof the Frenchplace

nameBelfort in the title suggeststhat it is French,but sincethe Lion reads"The

Times" in the text, this remainsunconftrmed.Regardingthe physicalappearanceof

theLion, thereaderis only told thathehas a moustacheandwearsahighly-decorated
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general'suniform. He appearsto havehumancharacteristics,but onecannotbesureif

he is human, animal, or, in the tradition of mythological human/animalfigures, a

combinationof both.94 Thus, from the start, an air of mysterysurroundsthe figure of

theLion. Here,heappearsasa"SalonlOwe"in a bourgeoisenvironment.He is a high­

ranking, decoratedmilitary officer who lives in reasonablecomfort, waited on by

Apollyon, apparentlyhis servant, a figure that can possibly be equatedwith the

"apollo, polizist" who is thesidekickof"lOwe, polizeichef'in kasperlamelektrischen

mml. ThenameApollo has mythologicalassociations,while Apollyon is the nameof

theking of the locustsandangelof theabyssreferredto in theBible (Rev. 9.11). The

choice of these names for the assistantsof "lion" and "lOwe" builds up the

importance,mysteryandsinisterqualityoftheLion.

The fact that the forks and stilettosbroughtto the Lion by Apollyon are silver-

plated,andnot real silver, andthat the laurel leaves,classicalsymbolsof victory, are

"vergoldet" is a detail which underscoresthe senseof incongruitythat surroundsthe

scene, and hints that all is not as it seems.This is confirmed when the Lion

approachesa sofawhich hasremainedconcealedby a Japanesescreento observehis

victim:

der lion legt die zeitungaufdenschreibtisch
undtritt anein sopha
- dassophastehtanderrechtenseitenwandundblieb
demscharfsinndesbetrachtersdurcheinenjapanischen
paraventverborgen-
undbetrachtetseinopfer
mit unbewegtermiene.(SW 135-136)

The incongruoususeof the word "Scharfsinn"hereseemsto suggestthat insteadof

remainingoutof sightofonlookers,thesofahasremainedconcealedto their

94 AmongH. c. Artmann'sdramaticfiguresare"ein beistandmit �~�e�r�g�e�s�i�c�h�t �~�d �h�a�u�s�~�h�u�h�e�n�"�,�~
"ein beistandmit lowengesichtundhausschuhen"(bothin diehochzeltcasparswt gelsomma)and em
mannI.lOwe" (in tawerzauberin schwarz-afrika)·.
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astutenessor acumen,as if they havesomehownot beenperceptiveenoughto seeit.

Thefact thata paraventis thecauseof this is interesting.I referredin Chapter2 to the

paravent as an image of Bayer'smethodof text production,a methodthat makes

certainthat the "full picture" is neverrevealedto the readerand thereforethat the

texts resist interpretation.Chapter2's linguistic analysisdemonstratedthat in der

analfabetthis is thecase.Theway in which kasperlam elektrischenstuhl wasshown

to undermineitself in Chapter3 suggeststhat Bayer took careto similarly draw a

screenacrossthat text. Bayer'smethodof text productionensuresthat something

alwaysremainsconcealedto the reader's"scharfsinn"sothathe/shecannotconstruct

a coherentwhole.

The Lion's victim is a womanwho is dressedin underwearand tied with strong

ropesto thesofa:

diesefrau
ist mit derbenstrickenanein sophagefesselt.
sietragtdessous.
ob die dessouseinenleinenunterrockeinschliessen,
wird derphantasiedesbetrachtersuberlassen.
dieserleinenunterrock
ist von himmelblauenschleifchendurchzogen.
dieserleinenunterrockundvolants.(SW 136)95

Bayer again underminesthe readerand his own text with his descriptionof the

woman'sundergarments.At first he suggeststhatwhetheror not they includea linen

underskirtis left to the spectator'simagination,althoughthe fact that he mentions

"leinenunterrock"at all is, in itself: suggestiveandmustinterferewith the spectator's

9S Rillun, when discussing<:las erstemarchenfUr erwachsene, a collaborationbetween himself and
Bayer, reveals the following: "diesertext wurde Dieht von vorgefundenemsprachmaterialinspiriert,
sondemvon drei in einerillustriertengefundenenreproduktionenerotisch-pikanterdamendarstellungen
ausdel' jahrhundertwende,dereneineein 'fraulein' in damalsgewagtendessousmit fantastischemhut
und sonnenschirmzeigt, gelehntan die reeling einesschiffes mit ausblickauf das meer. . ." ("zu
gemeinschaftsarbeiten"194). It is possible,therefore,that Max Ernst'swork was not Bayer'sonly
sourceof inspirationin aeating thefigure of theLion ofBelfort.
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imagination.Bayerthen subvertswhat the text has just suggestedby describingthe

underskirtexactly.

In the next part of the text the focus shifts away from the womanand back to

"lion" who, unperturbedandunemotional,busieshimselfwith arrangingflowers:

derlion ordnetblumenin einevase.
die vaseundeinj apanischerblumentisch.
apollyonweisthinterderscenedieanschuldigungzwiick,
dassdie blumenwelk seien.
apollyonbeweisthinterderscene,
dassmanauchfrischeblumenparfumierendarf
die blumenaufdemblumentischsindDicht parfumiert.(SW 136)96

OnceagainBayerseemsintent on disorientingthe reader,who beginsto ask such

questionsas:How canApollyon refutetheaccusationthattheflowers arewitheredit:

accordingto thetext, no suchaccusationhasbeenmade?And howcanheprove"dass

man auch frische blumen parfumierendarf' from backstage?And what is so

importantaboutthe flowers anyway?Thesearequestionswhich remainunanswered.

PerhapsBayer'sinvitation in the"beilage"to deranalfabetto delight in thebeautyof

the absurdshouldbe bornein mind here. After this interludethe Lion onceagain

approachesthesofa:

derlion tritt andassopha:
"mein besteck."
apollyontritt auf.
apollyontritt mit sige,
seciermesserundvorschlaghammerauf.
"dasbesteck.herr."
derlion greift nachdersige.
dervorhang:fallt. (SW 136)

�T�h�~ word"Besteck"canmeanboth cutleryandsurgicalinstruments.Thereferenceto

96 "scene"is eitherEnglishor possiblyFrench,althoughthecorrectFrenchspellingwouldbe �"�s�c�e�n�~�"�.
Interestingly,Bayer'slettersto hisgirlfriend IdaSzigethyin 1956and 1957featme�F�r�e�n�c�~ andEnghsh
words C'Briefe" 53-60). Bayer'suse of foreign words indicatesthe influence of foreIgn language
literatureson his work - I referredin ChapterI to theway in which the Vienna Grouppored overany
materialthey could find on precedingexperimentalwriters - and�~�, perhaps,�~�s desireto distance
himselfsomewhatfrom conservativeAustriaby imbuing his texts WIth acosmopolitanflavour.
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"seciermesser"in the text suggeststhat the latter meaning is more likely here,

althoughthe fact thatthis knife is accompaniedby a sawanda sledge-hammerleads

oneto believethattheLion is notaboutto operateonthewoman,but will dismember

her- sheis, afterall, nothispatient,buthis "opfer". Theothermeaningof"Besteck" -

cutlery- shouldnot perhapsbeexcluded,especiallysincethetext hasalreadyreferred

to "seehsversilbertegabelnund seehsversilbertestilette" (SW 135). Maybeafter he

hascut his victim into pieces,theLion will theneather. This scenewill be discussed

againlaterin thechapterwith referenceto parallelswith Max Ernst'scollagenovel.

Thefull title of anothertext in which the figure of theLion appearsis ein anderes

abenteuerdeslion von belfort oboesich in den vordergrunddrangenzu wollen. So

anxious,it seems,is theLion not to pushhimselfto thefore, thathe doesnot appear

at all in this dramatictext. Instead,oneis confrontedwith a generalandhis adjutant

who aredescribedasfollows: "sie blicktenvoll wehmutin die sterbendeabendsonne

und ihre herzenschwammenaufdermelancholiedesheldentums"(SW 283). Thetwo

weep·andcomplainthat no onecanunderstandthemandalsothat they are"lieblos"

(SW 283).Whena messengerbringsthemthenewsthatthebattleis lost, theydecide

to go home. However,when·a secOndmessengerbrings them the following news,

theydecideto stayandwait:

2. kurier: "derfeind, derfeind
derbosefeind
hatsichzu einemding vereint
unsin seinherzgeschlossen
die kleinenunddie grossen"(SW283)

Althoughthementionin its title of"ein anderesabenteuerdeslion von belfort" would

suggestthat this text is a continuationof the Lion of Belfort adventurestory, apart

from themilitary setting,thereis nothingto link thetwo texts.
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der lowe zu belfott, asROhmhaspointedout, probablyconsistsof fragmentsthat

Bayerwantedto includein a longerplay abouttheLion of Belfort. In the first scene

the Lion himself does not appearbut the figure of Apollyon, his servant in ein

abenteuerdes lion von belfort, does. He approachesthree sailors and makesthe

following statement:"ich suche morder mit guter figur" (SW 284). Bayer again

disorientsthereaderby makingApollyon searchnot just for murderers,but for killers

"mit guter tigur". It becomesclear that he is recruiting for his master, who is,

.presumably,theLion ofBelfort:

apollyon:meinherrsuchtdiener.
gaius:waszahlter?
apollyon:genug.
gaius:wer hat lust zu arbeiten?
flavius, tiberius: niemand.
gaius(blickt ironischzu apollyon):so ist es.
apollyon:wer sprichtvon arbeit?(SW 284-285)

Here again, as in ein abenteuerdes lion von belfort, there is a somewhatsinister

undercurrentas onewonderswhy exactly Apollyon is looking for the men. This is

confirmedby the following commentby Bayer,which, accordingto RUhm, refersto

this scene:"1. Ald. 1. SzeneI PalastdesLowen I Apollyon, Lowe von Belfort, 3

MatrosenI wird er sie als opferwollen?oderwofiir? oderals schergen?"(SW 779).

The fact that sucha powerfully destructivefigure asApollyon, angelof the abyss,is

theLion's servantmakesonewonderwhatdevastationtheLion is capableof.97

In anotherscenetheLion actuallydoesappear,this time"in seinerrolle alscapitan

und meerfahrer"(SW 286). Again, the Lion is in a position of authority and in

uniform. This time heandhis crewareontheirway to conquertheNorthPole.When

97 The locustsover which the biblical Apollyon presideshavethe powerto torture,but not kill "the
personswho do not havethe sealof Godon their foreheads"(Rev. 9.4). Theyaredescribedashaving
humanfaces women'shairand, significantly, "teethlike lion's teeth"(Rev. 9.8). A furtherconnection
between�~�l�l�y�o�n and Bayer's"lion de belfort" is thatthe nameApollyon contains"lyon", a variation
ofliaD.
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in dangerof beingattackedby four regimentsof albatross,theLion doesnot seemto

worry aboutlosingcourseandordersthe sextantto bethrownoverboard,relishingin

thebattle:

palmiro im mastkorb:albatrosse,vier regimenterherr. siehaltenaufuns.
lion: kursnordost,andie kanonen,werft denlastigensextantins meer.wir
wollen eineheilloseverwirrungin szenesetzen.gebtihnendie halbeseite.auil

lion: DAS wareineschlachtl
matrose:wir habendenleursVERLOREN.
lion: SIEGI wir habenGESIEGTI! (SW 287)

A manwearingspectaclesthenappears,looking for thetrain to Cracow,andclaiming

to bethe discovererof theNorth Pole.He is promptly shotandthrownoverboard.In

thefragmentsofderlOwe zu belfort theLion is againshownasa powerful, but rather

erraticfigure. Onceagainheis associatedwith violence.

TheLion of Belfort appearsin four scenesof der analfabetin very different roles.

In Scene8 he is the object of the other figures' admiration. Indeed, they seemto

desirehim. Thescenein its entiretyis quotedbelow:

mehralsaile (sitzend?)meingott, das wird einerichtige liebeserklarung
lion von belfort (tritt auf musik)
1 sehrgalant
lion von belfort (gehtwahrenddieserszenevonderrechtenseiteder

bohneaufdie linke undab)
2 ich sehihn gem
3 wir sassenbei tischeinandernicht gegenuber
4 wasMeine lippenverschwiegen,dassagten

meineaugen
5 die narbekleidet ihn sehr wohl
aile jetzt sindwir wiederaHein
(endederachtenszene)(SW 157-158)

In Scene9 the Lion is portrayedin a similar way. The backdropis one of "odes

felseneiland"(SW 158)andthe"baumschulgartner"makeshis only appearanceof the

text in this scene:

derbaumschulgartnerim kreisealler
baumschulgartner ich seufzeundschweige.dieseleidenschaft

verschlossich in Meinerbrust,
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dochwaresvergebens.bravo,bravo.
(vor ibm Iiegt regungslosausgestreckt,alsob ertot wire, derlion von

belfort)
I er ist nochschanergeworden
baumschulgarmer er ist gewachsenundgut gewachsen
1 (springtaut) ich will meinekeuschheitauspatriotismusopfern.
aileausser1 undbaumschulgirtner(dersichsoweit vorbeugt,dass

manseinengesichtsausdrucknicht mehrerkennenkann)
hurra,einopfer

1 (setztsich)
2 (springtauf) ich will meinekeuschheitauspatriotismusopfem
aileausser1 undbaumschulgirtner(wie oben)

hurra,2 opfer(SW 158)

Is the Lion, who here lies stretchedout as if dead,the causeof the tree nursery

gardener'spassion?Doeshe inspire 1 and2 to want to sacrificetheir chastityout of

patriotism?(And if so,how might this bedone?')It seemsthathe doesbecausethere

doesnot seem to be anyoneelseto which the "er" that the other figures talk about

couldrefer.Hereagain,asin Scene8, theLion is anobjectofadmirationastheother

figures commenton his physicalappearance.In Scene11 this is far from being the

case.

Here,in a classroomshapedlike anamphitheatre,theLion announceshis desireto

be"ein stadtschiiler":

lion von belfort ich mOchteeinstadtschiilersein
aile wir verzeihendir, dassdu esniegewesenbist

. lion mit wembabeich dieehre?
matrose1undmatrose2 du bist derlowevon belfortr
lion bitteseidmir nicht base(SW 159)

Whenthetwo sailorsintroducetheLion to himself: heseemsto sensethatsomething

is not right. They and the othersgo on to reducehim to tearswith their childish

teasing:

aile
lion
aile
1
2
3

hast du unswasmitgebracht?
ihr habtwiederallesvergessen
du hast wiederallesvergessen
gehzumzirkusl
alskomponist
alsdirigent
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4 aIsstaIlknecht
matrose1 clown!
matrose2 aIs lOwe
aIle (leiernderkinderchor,durchdringendundunangenehm)

aIs lOwe, aIs lOwe, aIs lOwe
artistenvolk!
aIs lOwe, als lOwe, als lOwe
ich mOchteein stadtschOler-sein
als lOwe, aIs lOwe, als lOwe

lion (erregt)
aIle (wie oben)
lion (leise?)
aIle (wie oben)
lion (weint bitterlich)
(endederelftenszene) (SW 159-160)

Bayer'schoiceof a "bestimmtesbOhnenbild"(SW 159) for this sceneis significant

becauseit is oneof the rareoccasionswhena particularsetis specified.In a footnote

to the text he describesthe set as follows: "ich erwartevielleicht ein klassenzimmer

mit ansteigendenbankreihen,die einem amfitheatergerechtbleiben. femer waren

zwei nicht ansteigendebankreihenim vordergrundzu erwagen,welchedempublikum

alle darstellerdieserszene(ausserdem lion) in rUckansichtbietenwOrden, um den

lion zu alczentuieren"(SW 159). Clearly, the Lion is the focus of this scene.The

placing of him in a classroomshapedlike an amphitheatrebrings to mind the

amphitheatresof ancientRome, where Christianswere thrown to the lions. In this

scene,with the Lion of Belfort beingtormentedby the otherfigures in the centreof

the arena,it seemsthat the situationhasbeenreversed,and the lion hasbeenthrown

to the humans.They teasehim becausehe is a lion andhe is shownto bedefenceless

againsttheir taunting.

In Scene15 onemeetsyet another,very differentLion of Belfort. This time he is

no longerthevictim ofothers'scorn,but thefigure "5" is his victim andit is theLion

who is fully in control:

derlOwevonbelfort (im sOdwester?)
mantrigt in diesersaisonkeinenhut zum
sOdwesterverstehstdu?keinenhut zum
sOdwester!

5 (alsOPFER;allerwahrscheinlichkeitmit derbenstrickengefesselt,
stehend,im sOdwester?esregnet?daswasserliuft in stromenOber
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die sOdwester?in einemschlafzimmer?in einembadezimmer?auf
einerkommandobrucke?in einemaquarium,vor einemaquarium?
wenn5 fallt, stellt ibn derlOwe aut:ohnedendialogzu
unterbrechen)

5 du siehstim sOdwesterohneseemanshuteinfach
lacherlichaust

derlOwe vonbelfort (beilaufig)
deinekniescheibensindzerschlagen

5 (diearmesindnicht gebunden.erziehtandenkrempenseines
hutes.die ahnlichkeitmit einembabyhOtchenist dadurch
unvermeidlich.ererinnertaneine40jahrige
gutgehendepraxisarztensgattinvoropernballig,erschmollt,erspIiiht
gift)

ich werdeallenerzahlen,dassdu schnarchst
derlOwevonbelfort keineschlechteidee,ich werdedich mit frischen

salatbUitterngarnieren(SW 162-163)

Is this the Lion's revengeon one of thosewho ridiculed him in the classroomof

Scene II? Again the Lion of Belfort is associatedwith the word "Opfer". The

similarity betweenthe descriptionof 5 hereandthatof the womanin ein abenteuer

deslion von belfort is striking. Both are referredto asvictims, and the phrase"mit

derbenstrickengefesselt"is usedin bothdescriptions.TheLion'scasualreferenceto

5's kneecapsbeing shatteredagain suggestsa propensitytowards violence. The

appearanceof 5 andBayer'svaguestagedirectionslend the scenean absurdfeel, as

does5's threatto tell everyonethat theLion snores.This harmlessthreatis metwith

the Lion's moresinisteroneto eat 5. In this sceneof der analfabetthe figure of the

Lion of Belfort is closerto the familiar one of the texts previouslydiscussed.No

longer the object of others' admirationor scorn, as in Scenes8, 9 and 11 of der

analfabet,he is, onceagain,apotentiallyviolent figure, whomoneat leastsuspectsof

cannibalism,albeitacivilisedcannibalwho likeshis "meat"with saladleaves.

In kasperlamelektrischenstuhl theLion ofBelfort appearsin theguiseof "lOwe,

polizeichef',a title which hintsat powerandauthorityandagainseeshim in uniform.

As soonasthedialoguebetween"herra" and"herrb" is over, thecurtaingoesup on
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the "real" action and LOwe immediately launchesinto a monologuein which he

introduceshimselfto theaudience:

lowe: ihr armseligenmenschen,ihr sterblichenbesitzerdeserdbodens,der
tiefseeunddeshimmelszeltes,ich bin es: der lowe von liberall,
herrschertiber siebenweltmeereundebensovielerde,nachkommedes
maldoror,sohndesmelmoth,80hndeshugoschenk,bastardseiner
majestatdeskaisersmaximilianvon osterreichundtirol, sohndes
heliogabal,sohndesastaroth,80hndeshephaistosmit einemnilpferd,
abonnentvon tageszeitungenund lesezirkeln,ich bin dastibel, der
omnipotentefurst deserdballs,ich bin derfalscheschattenim finsteren
haustor,ich bin die kaltehandim kleiderkasten,nummer
neunundneunzigim kleinenlotto, derblutfleck aufderautobahn,chef
derpolizei in 27 kulturstaaten.reichtumundmacht,wollust undehre
teil ich ausnachmeinembeliebenuntermeineergebenendiener.

(SW 300)

This is the only passagefrom a Bayer text in which the Lion describeshimself: It

amounts to an extremely convoluted self-portrait, a collection of disparateand

sometimescontradictoryallusionsand references,in which LOwe givesan accountof

himselfandhis lineage.In this account,which is addressedto themortal occupantsof

earth,seaandheaven,Lowe introduceshimselfasa world ruler. He is "der lowe von

tiberall" but is, at the same time, a seemingly inconsequentialsubscriber to

newspapersand magazines.LOwe gives himself an interesting pedigreeand his

ancestors - he names, for example, five different fathers - deserve closer

consideration.

Lieselotte Spalt identifies three literary figures - Maldoror from Les Chantsde

Maldoror by Lautreamont,98Melmoth from CharlesRobertMaturin's Melmoth the

Wanderer and Heliogabale from Antonin Artaud's Heliogabale au. I'anarchiste

couronn6- whom, togetherwith the nineteenth-centuryAustrian serial-killer Hugo

98 Interestingly, Walter Semer,one of two Austrian Dadaistson Bayer's "vaterIandischeIiste",
translated,togetherwith TristanTzara,parts of Les Chantsde Maldoror into Gennan.AndreasPuff­
Trojan notesthat the circle aroundAndre Breton identified with Lautreamont's work because of the
way in which it threatenedliterary tradition(172, 176).
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Schenk99 and the historical figure of Kaiser Maximilian 1, the Lion claims as his

fathers. Commonto all three, Spalt points out, is the ability to changethe existing

orderandcreatesomethingnewandunique(31).100

Bayerdoesnot only look to �l�i�t�e�r�a�t�u�r�~ andhistorywhensearchingfor ancestorsof

theLion, but alsoto mythologyandits gods,from whomtheLion is alsodescended.

He claimsto be the sonof "astaroth"or Astarte,the most importantgoddessof the

pagan Semites, goddessof love, fertility and war.101 Among his fathers are

Hephaistos,god of fire and iron work, who built palacesfor the godsand weapons

suchasAchilles' shield,andthe SyrianHeliogabalus(alsoknown asElagabal).The

latterwashigh priestto the sun-godEl-Gabal in Emesa,becameRomanEmperorat

the ageof fourteen,but was killed during a rebellionof the Guardafter he snubbed

Romantraditionby attemptingto placehis godat theheadoftheRomangods.102

TheLion is thereforea hybrid figure, a composite,it seems,ofanimal,humanand

divine, a crossbreedof emperorsandgods,of reality, fiction andmythology. As such

he is a unique, awe-inspiringcreature,impossibleto define or categorise.He is at

once a seemingly harmlesssubscriberto daily newspapersand "das libel, der

omnipotentefiirst deserdballs".By makinghimselfthe descendantof all the figures

mentionedabove,heseemsto beableto createhis own identities.LOwe'smonologue

is anotherexampleof how Bayer,motivatedby his critical attitudetowardslanguage,

seeksa way in which to subvertit. LOwe'sfamily treedrawson severaltraditions-

historical,literary, biblical andmythological- all ofwhichBayer's"Sprachkritik"

99 HugoSchenkmurderedseveralgirls in Viennabetween1883and1884.
100 AlthoughSpaltcommentson theLion, shedoes notenterinto adetailedinvestigationof this figure,
concentratinginsteadonthefigure of Kasperl.
101 In theGreekandRomantraditionsAstarteis knownasAphroditeand Venusrespectively.
102 Ronald Haymanobservesthat Antonin Artaud was interestedin Heliogabalusbecauseof the
anarchythathis four yearsof misrulebroughtto Rome.Haymanrefersto Heliogabalus's"exorbitant
crueltyandvicious irresponsibility" andrecountsthat he put anactorin commandof the Praetorians
anda hairdresserin chargeof the food supply(92-93).
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views as restricting. However, by being inconsistentin his referencesto these

traditions, by simultaneouslymaking Lowe the descendantof numerousfathers,

Bayersucceedsin subvertingthenormativeforceof languageandin usingit to create

this time a figure thatis unstable;contradictoryandoriginal.

The undoubtedlysinisternatureof the Lion highlightedaboveis againevidentin

Lowe's speech.He declareshimself to be "das libel ... die kalte hand im

kleiderkasten... derblutfleck aufderautobahn".In associatinghimselfwith evil and

power(''libel'' and "macht"), LOwe of kasperlam elektrischenstuhl retainssomeof

the characteristicsassociatedso far with the Lion of Belfort. As I have already

outlined,his monologuesuppliesfurther informationwhich I will discussagainlater

in this chapter.At this point, however,I will return to examiningthe figure of the

Lion asdepictedin kasperlamelektrischenstuhl.

Lowe'sdescriptionof himselfin his openingmonologue,in which he builds up a

pictureof himselfasa fearsomeworld ruler, is underminedby his behaviourlater in

the text. He is shown to be indifferent and lazy in his reaction to Kasperl's

announcementthat he haskilled his wife. He simply says"no und?" (SW 303). He

has no interest whatsoeverin the fact that a seriouscrime has apparentlybeen

committed. When Kasperl demandsa lawyer, he revealshis pomposity and self-

importance:

kasperl(erschOpft):i mOChta rechtskroftf
lOwe (stehthinterseinemschreibtischauf): widersetzlichkeitgegendie

amtsgewalt.
sieheissen?

kasperl:ich bin derkaschberl.
lOwe: schonwieder. (SW 304-305)

He illustrateshis corruptnessandtheway in which he abuseshis powerto arbitrarily

meteoutjusticewhenhecondemnsKasperl,who claimsto havewritten theplay they

areappearingin, to death:
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kasperl:i mochtheaterin demsiewakomman.
lowe: mochnskanewitz!
kasperl:esis woa! ollaswossiesognis von mia.
apollo: a soa frechheid!
lowe: siesindzumtodeverurteiltl (SW 305)

This imageofLOwe is thatof a complacentcivil servantwith anexaggeratedsenseof

his own importanceand is at oddswith the impressionhe createdat the beginningof

thetext.

While the figure of the Lion of Belfort is at times presentedas weak and

defenceless(der analfabet,Scene11) or as the object of others'admirationor even

desire(der analfabet,Scenes8 and 9), the overriding impressionof him is that of a

powerful, rather sinister figure, capableof violence and cannibalism.Riilun, in his

noteson der lOwe zu belfon, includesBayer'sown commentsaboutthe figure of the

Lion:

zur figur deslion notierteer: "grimmigefaulheit, die allesverschlingt/
gefalleneengel / verwandte: leviathan meerdrachen/ opfersuchend,
nur die schwachenanfallend / lion findet die jungfrau gar nicht /
vollstrecker des unwiderruflichen urteils / tiber unschuldigehat er
keine gewalt / verwesung (verwesungsgeruch)perversion / nicht
grausam,�g�r�i�m�m�i�~�, blind, gefrassig,alles verschlingend/ sehr�~�a�n�n /
sehrstark/ ..."llf3 (SW 779)

This descriptionoftheLion containsbothpositiveandnegativeattributes.He is very

warm and very strong,but a lazy, all-devouringfallen angel. The positive attributes

account,perhaps,for the admirationof otherswitnessedin Scenes8 and 9 of der

analfabet. However, the fact that he devours everYthing and is described as

"opfersuchend"fits in with the more dominantpictureof him. As "vollstreckerdes

unwiderruflichen urteils" he is associatedwith death and also with decay

("verwesung").At thesametime, heis not cruel.Whetherthe"nicht" before

103 Leviathan,a mythologicalseaserpentor �d�r�a�g�o�~ is mentionedin the Old TestamentA monster
associatedwith the darknessandchaosof the primevalworld, Leviathan wasdefeatedby God at the
creation(Day 295-296).
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"grausam"alsoappliesto theotheradjectiveswhich follow is ambiguous,so thatone

is unsurewhether the Lion is furious, blind, gluttonousand all-devouring or not,

somethingwhich confirmsBayer'sdeliberatecreationof a contradictory,ambiguous

figure that resistsinterpretation.Bayer then lists what are presumablysuperstitions

associatedwith the lion asananimal:

. . . haut des IOwen gegenirrsinn / IOwenkopfiiber kopf ziehen/ bei
donner beginnt lowe zu broIlen / neben vergifteten speisen und
getrankenbeginnt der schwanzzu schlagen/ lowenherz am nabel
erleichtertdie geburt/ rechteslowenohramohr heilt taubheit/ hundist
ein hollischeswesen/ moderpUitzeschimmelpilz/ lion ein nachttier/
lowenkopf in der tascheschiitzt? / kann seineneigenenkopf nicht
sehen?(SW 779)

The associationof thesesuperstitions,manyof themaimedat healing,with the Lion

of Belfort againbuilds up the powerand incongruity of this figure. Bayer endshis

descriptionofthe figure oftheLion asfollows: cederlOwe symbolisiertdie machtedes

herzens- starkmut,stolz, reissendegewalt/ versteinerung,vereisung"(SW 780).

It shouldbeconsideredwhether,in creatingthe figure of theLion, Bayerdrew on

featurestypically associatedwith the lion as an animal. The Brockhausentry on

"Lowe" describesthat animal as an "iiberwiegendnachtaktiveGroBkatze"found in

Africa andAsia, quitea sociablecreaturewho usuallyhuntsin packsandis capableof

devouringup to 18 kg of meatat once. It also notesthat old, weak lions that have

been excludedfrom the pack may occasionallyattack humans.Bayer'sLowe is,

therefore,removedfrom his naturalhabitat,but, by virtue of the fact that in wperl

am elektrischenstuhl he speaksViennesedialect, canbe deemedto be a naturalised

citizen of Austria, while possibly being of Frenchdescent(de Belfort). Although

apparentlysociablewhile in the guise of a "Salonlowe", he seemsto hunt alone,

exceptfor thepresenceof Apollo/Apollyon, his assistant,and,ashasbeenillustrated,
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alsoseemsto enjoy humanflesh. The Brockhausstatesthat in art andmythologythe

lion has,at varioustimesand in variouscultures,representedthe underworld,death,

the sunandpower. In the Bible both God andthe devil arecomparedto lions, while

early Christiansassociatedthe lion with the evangelistMark. As king of the beasts

and a symbol of strength,braveryand "kriegerischeTugend" the lion is one of the

animalsthat featuremostin coatsof arms("LOwe"). Many of theseassociationscan

also be applied to Bayer's Lowe: he too is associatedwith death and, through

Heliogabalus,with the sun.He is powerful andbellicose.Indeed,his powergoesfar

beyondthat of the averagelion in that he claims to be an omnipotentworld ruler.

However, Bayer's Lion also has a wlnerable, defencelessside, not normally

associatedwith theking of thebeasts.

To return to Bayer'snotes,his figure is a symbol of courage,pride and raging

violence andalso a symbolof the humanheartand the humancondition, capableof

both greatgood and greatevil. The heart, likewise, is at times aflamewith passion,

and at other times as hard as stone and as cold as ice (the ''versteinerung''and

"vereisung" mentionedby Bayer). The Lion's ability to combine oppositesis a

characteristicthat placeshim in the tradition of mythological creaturesthat subvert

the dualistic patterns that dominate rational thinking. Bayer's method in the

constructionof the figure of the Lion of Belfort amounts to the creation of a

"Sammelsurium".With completedisregardfor logic andconsistency,layerafter layer

is assembledto fashionthe Lion's identity. The result is a creaturethat is foundedin

tradition, yet is uniqueto Bayer'stexts,a figure that, like theBayertextsdiscussedin
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the previouschapters,defiesthe normativequality of languageand so maintainsits

individualism.

Before examining Max Ernst's Lion of Belfort, I shall now briefly outline

referencesto this figure in secondaryliteratureonBayer.

4.2.1 TheLion of Belfort in secondaryliteratureon Bayer

NorbertSchnurrer,in his thesis"KonradBayerund dasTheater",briefly analyses

thefigure of theLion ofBelfort andmakesthefollowing comments:

Ein groBerRaumfUr Assoziationeneroffnet sich durch die heroische
BezeichnungLOwe ... Der NameLowe hat eine hohe symbolische
Aussagekraft.In ihm vereinigensich tatsachlicheund vermeintliche
EigenschafteneinesTieres,dasgemeinhinalsderKonig der Tieregilt.
Die heilende Kraft seiner iiberlegenen Starke wurde geme mr
schamanischeRituale gebraucht.Bayer bedient sich bewuBt dieser
Projektionen.(51-52)

Schnurreris correct in his recognitionof the suggestivenessof the word "LOwe",

although,asI havepointedout, Bayerdoesnot alwaysusethis Germanword to refer

to his Lion figure. However, the conclusionshe goeson to draw are, in my view,

essentiallyflawed:

Lion von Belfort ist kein gewohnlicherName, den man zur Geburt
erhaIt. Vielmehr erionert er an die Eigenschafts-Namender
Naturvolker,die mansicherstdurchbesondereTatenoderFahigkeiten
verdienen muB. Starkmut, Stolz, reiBende Gewalt aber auch
GefraBigkeit,Grausamkeitund heilendeKrifte sind alsodie Attribute,
die man diesemNamen anfiigt ... Es ist wiederumein Spiel mit
Namen,dasBayerbier betreibt.Die eingespieltenVerkniipfungendie
jenerTiernameproduziert,finden keinetextuellenEntsprechungen.1m
analfabetenprotestiert Lion in der Art eines Kindes und verlangt
trotzig Stadtschiilerzu werden. In der lowe zu belfort, ist er in der
Rolle als Capitan und Meerfahrer einer Reihe von surrea1istischen
Abenteuer(sic) aufdemWeg zur EroberungdesNordpolsausgesetzt.
Der Lion und seine Mannschafterringen zwar einen Sieg in einer
Schlacht,aberein Gegnerwarnicht auszumachen.(Schnurrer52)
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In his surmising as to the origin of the name Lion of Belfort, Schnorrerseems

unawareof the fact that the figure was not an original creationof Bayer'sbut was

inspiredby a collagenovel by Max Ernst. ThusSchnorrer'stalk of ''Naturvolker''is

irrelevant. His claim that the associationsconnectedwith the name"lion" find no

equivalentsin Bayer'stextsis alsoincorrect.His choiceof Scene11 of der analfabet

asanexampleto illustratethis point has beenshownin my investigationto bemerely

a single aspectof the many identities of the Lion of Belfort. Evidently, what

Schnorrerfails to comprehendis the multi-layered,contradictorynatureof Bayer's

Lion.

Although Bucherrefers in a footnoteto Ernst'scollagenovel, Une semainede

�~ astheinspirationfor Bayer'sLion ofBelfort figure, hedoesno morethanrefer

to it:

Max Ernsthat dieseFigur in seinemCollage-RomanUne semainede
bonte (Paris 1934/ Berlin 1963) gepriigt. Die Bedeutung dieses
Romansfur Bayerzeigt sichschondarin, dasserdie zentraleFigur des
ersten Teils immer wiederaufnimmt (cf die Texteein abenteuerdes
lion von belfort (SWI S. 119), ein anderesabenteuerdes lion von
belfort (SWI S. 249), der lOwe zu belfort (SWI S. 250». Eine Art
Charakterprofildes lion findet sich in der AnmerkungSW2 S. 338.
(143) .

To my knowledge,a detailedexaminationof possibleparallelsbetweenErnst'sLion

of Belfort andthe recurringfigure of Bayer'stexts has not beencarriedout to date.

Suchanexaminationpromises,however,to shedmorelight on this elusivefigure.
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4.3 Max ErnstandtheLion of Belfort

Beforeembarkingon this examination,it is necessaryto makesomecommenton

the conceptof the collagenovel ascreatedby Ernst. In his essay"Imagesof Dream

andDesire:ThePrintsandCollage�N�o�v�~�l�s ofMax Ernst",EvanM. MaurerdesCribes

Ernst'sthreecollagenovels,La femme 100 tetes(1929),Reved'unepetite fiUe qui

voulut entreraucarmel(1930)andDnesemainedebonte(1934)asfollows:

. . . booksmadeentirely of seriesof illustrationshaving headingsor
captions,but notext all ofwhich areamonghis mostdisturbingyet
attractivecreations Thegreatestinnovationof thecollagenovels. .
. involves Ernst's creation of a large number of works on related
themeswhich he broughttogetherin extendedserial order. Following
the premise of their literary structure, we can thus describe the
individual collagesas phrasesor sentencesthat Ernst linked into a
marvelousandvery personalsyntaxto achievethevisual equivalentof
paragraphs,chapters,andbooks. (54-55,58)

Werner SpiesconsidersErnst'scollage novels to be amongstthe most significant

contributionsof Surrealism"in seinerAbsagean literarischeKonventionund an die

Allwissenheitdespsychologisch argumentierendenErzahlers"(9) andpointsout that

Ernst'spictorial narrativedoesnot follow a causalsequence(24).

The full title of Ernst'sthird, longestand final collagenovel is Dne semainede

bonte:ou, Les septelementsca.pitaux.Maurerreportsthat it wasassembledin a great

burst of creativeenergyin 1933 while Ernst was on holiday in Italy, from various

materialsthat he hadbroughtwith him: melodramaticpulp novels,scientific journals

and natural-historymagazines(78-79). M. E. Warlick describesthe processas

follows:

In 1933, Ernst createdthe 182 collagesof Une Semainede bonteby
combining imagesfrom nineteenth-centurywood engravingsthat he
had carefully clipped from Frenchpopularnovelsand from bookson
astronomyand natural science.The collageswere photographically
reproducedand printed as cliches traits (an etching processthat
resembles wood engravings), assembled into book form, and
distributedin a limited edition by the GalerieJeanneBucherin 1934.
(61)
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The novel, accordingto Maurer, was influencedby various sources,including ''the

ancient hermetic philosophy of alchemy, a well-documentedpreoccupationof the

Surrealistsin Paris in the 1920s and 30s and one to which Ernst referred in his

definition of the collageprocess"(79).104Maurergoeson to outline the connections

betweenDnesemainede bonteandthesymbolsandprocessesofalchemy:

One of these involves the associationof the novel's component
bookletswith the elementsearth, water, fire, and air, an arrangement
that reflectsthe classicalchemicalprocesswhoseultimate goal is the
attainmentof spiritual purity. Similarly, Ernst'srepeatedreferencesto
marriage,sexualunion, the joining of celestialand terrestrialentities,
violence, death, and decay mirror the essential metaphors of
alchemicaltheory, andhis three mostfrequentlyusedanimal symbols,
the lion, the bird, andthe dragon,areassociatedwith many aspectsof
alchemical procedures.Finally, in alchemy disparateelementsare
brought togetherthrough transformativeprocessesto create unique
entitiesofgreatpurity andbeauty.It wasbecauseErnst recognisedthe
kinship betweenmagic and art that he comparedthe techniqueof
collageto thealchemicalprocess... (79-80ioS

As well as having a love of Max Ernst,I06 RubIn statesthat Bayer was also

interestedin secretrituals, magicandalchemy(SW 18). In his creationof the figure

of the Lion of Belfort, it seemsthat Bayerwas drawing on both thesesources.The

apparentlycontradictorycharacteristicscombinedin his portrayalof theLion figure

104 Warlick'sessayexaminesin detail the significanceof alchemyfor Unesemainede bonte. which she
describesas"Ernst'stributeto thealchemicaltradition" (61).
lOS In BeyondPaintingErnstmakesa direct link betweenthe collageprocessandalchemy:"Onemight
define collage as an alchemyresulting from the unexpectedmeetingof two or more heterogenous
elements"(qtd in Hopkins134).
106 SpiesdescribesErnstasa "VemeinervonKonventionen"(9) andErnstonce saidof himself: "Mein
Vagabundieren, Meine Unruhe, Meine Ungeduld, Meine Zweifel, Meine Glauben, Meine
Halluzinationen,Meine Lieben, Meine Zomausbriiche,Meine RevolteD, Meine Widerspriiehe,meine
Weigerung,mieh einerDisziplin zu unterwerfen,und sei es Meiner eigenen. . . haben kein Klima
geschafIen,das zu einemrohigen,heiterenWerk gUnstigwire. Wie meinBenehmen,so ist auehmein
Werk: Diehtharmonischim SinnederklassischenKomponisten,Diehl einmalim Sinnederklassischen
Revolutionare.Aufiiihrerisch, ungleicluna6ig,widerspmchlich,ist es fUr die Spezialistender Kunst,
der Kultur, des Benehmens,der Logik, der Moral unannehmbar"(qtd in Spies9). In view of these
remarks,it is easyto seewhy Bayerwould haveidentifiedwith someonelike Max Ernst.
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as outlined above, may mirror the attemptsof alchemyto join disparateelements.

Possiblelinks betweenBayer'sLion figure andalchemyarediscussedlaterin this

chapter.

Ernst'sDne semainede bonteis divided into sevensectionscorrespondingto the

daysof theweek.Eachsectionis introducedwith a title pagelisting the artist, the full

title, andtheword"Roman".Ernstalsonamesthecharacteristicsassociatedwith each

day, which he introduceswith a quotationthat setsthetoneof its action(Maurer80).

The most importantchapteror day with referenceto Bayer is the first one, Sunday,

consistingof thirty-five collageswhich haveas their main protagonistthe Lion of

Belfort, representedby lion-headedmenwho dominatethe action. Maurernext gives

the historical backgroundto this figure, which, he points out, has an equivalentin

reality:

Historically, theLion ofBelfort refersto a colossalstonestatue70 feet
long and 52 feet high that was carvedinto the rock face that protects
the city of Belfort in easternFrancenearthe Germanborder. Carved
by Frederic-AugusteBartholdi, sculptorof the Statueof Liberty, the
lion is representedasa tragic figure - a powerful warrior lying on his
side, woundedand tired yet still dignified and alert. The heroic lion
wasthesymbolof theFrenchdefendersofBelfort andtheir leader,Col
Denfert-Rochereau,who effectively engageda besieging Prussian
army of superior numbersand resources.Belfort thereforesignified
Frenchpride in the faceof Germanmilitarism, anemotionthat tookon
contemporary meaning with the advent of the Nazi threat and
subsequentconflicts. (80)

It is questionablewhetherBayerhadthehistoric tensionsof this borderareabetween

Franceand Germanyin mind with his adaptationof the Lion of Belfort, or, indeed,

whetherhe was evenawareof the historical equivalentof Ernst'sLion. However, I

have illustrated that while the Lion is almost always associatedwith power,

sometimesdirectly with military or naval power, he also has a wlnerable and

238



defencelessside. This would seemto correspondto the statueof the powerful,

woundedbut dignifiedwarrior-lion asdescribedby Maurer.

A closer look at the first book of Ernst'scollage novel Une semainede bonte

revealsto whatextentBayerwasinspiredby it in thecreationof his own Lion figure.

The first collage of Une Semainede bonte, for example, fUtds an almost direct

equivalentin a Bayertext. 107 The collage(Appendix i) featuresa lion-headedman

wearing an officer's uniform which is decoratedwith medals.His mouth open, he

seemsto be roaring, while looking over his shoulderat a pictureof Napoleon.This

collageis mirrored in the openinglines of Bayer'sein abenteuerdeslion de belfort

quoted earlier in this chapter,with the picture of Napoleonbeing replacedby a

portrait of theLion himself. The fact thatBayerreplacesNapoleon,whom Maurerin

his descriptionofthecollagecalls"the quintessentialEuropeanconqueror" (81), with

a pictureof the Lion himselfis significant. In equatinghim with suchan important

and powerful historical figure, Bayer may be adding yet another layer to the

assemblageof the figure of the Lion. On the other hand, by removing Napoleon,

Bayermay be removinghis Lion figure from a specific historical contextthat might

detract from his multifarious identities. Since there are no specific referencesin

Bayer'stextsto theLion ofBelfort's historicalor political dimension,the latterwould

seemto be a more likely explanation.In any event,the associationof Bayer'sLion

with the military andthe portrayalof him asa powerful figure find direct correlation

107 Someof thecollagesdescribedin thefollowing areincludedin anappendixto this thesis.For those
not in theappendix,I referthe readerto the relevantpagesof Max Ernst'sUne semainede bon¢: A
SurrealisticNovel in Collage(New York: Dover, 1.976),referredto in thefollowing asSB.
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in Ernst'scollages,where the Lion almost always appears,if not in uniform, then

wearinga medalor someform ofmilitary decoration.

The collagesthat follow the first scenedescribedaboveshowthe Lion in various

roles as a gentleman,a rag-and-boneman or beggar,a clergymanand a criminal.

They arevery dramatic,involving fights, chases,train journeys,passion,tortureand

death.Theclimax of theLion's adventuresis his pursuitof a voluptuouswomanwith

drinking and dancing which culminates in sexual union and the subsequent

dismembermentand deathof the womanat the handsof the lion-man. It is evident

from this brief accountof Ernst's novel that, as illustrated in my descriptionof

Bayer'sLion of Belfort, violence,tortureanddeathalsoemanatefrom his versionof

this figure. Using someexamplesof Ernst'scollages,I will now outline moredirect

parallelsbetweentheseandBayer'stexts.

In many scenesof Une semainede bonte the Lion is depictedwith a captive

woman. In the third collage(Appendix ii), for example,a semi-nakedwoman,who

seemsto be suspendedfrom a brick wall, is attachedto the Lion by a heavychain.

The Lion is wielding an axe-like implement.Whetherhe intendsto cut the woman

free or attackheris unclear.Two othercollages(Appendixiii-iv) featurethe Lion on

a train with a bagof money,possiblystolenfrom otherpassengerswho are tied up,

oneof whom is againa scantily-dressedwoman.Later (SB 23) the Lion, dressed in

black robes with skeleton-like fingers is seen drinking with a revealingly-clad,

headlesswomanin a collagewhich foreshadowstheeventsto come.Thetensionrises

as three successivecollages(SB 25-27) show a woman, dressedin the first two in

undergarmentsand in the third (Appendix v) in a transparentsheath, posing
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seductively, surroundedby snakesand lions, while the lion-man hovers at her

shoulder,clutchesat her or licks her barebreast.In a subsequentscene(SB 30) the

woman,againhalf-naked,lies outstretchedand possiblytied up on a bed, while the

Lion, fully clothedandwearingslippers,tickles her foot with a feather.It is difficult

to tell whetherthe expressionon the woman'sface is one of pleasureor anguish.

What appearsin this collageto be playful teasing,becomesin the next two collages

blatantviolence.In the first of thesetwo scenes(Appendixvi) the womanhasbeen

pushedto thefloor by theLion, who maintainsa firm grip on herwrist while raising

what lookslike acane,presumablyto hit her.Her clotheshavebeenrippedsothather

breastsare exposed,there are dark, blood-like stainson her skirts and, while she

herselfasyet appearsto be unharmed,bonesandentrailshangoutsideher dress.The

next collage(SB 32) showsthe woman,this time fully-dressed,falling to the ground

as the Lion pointsa gun at her. On the groundbeneathher is a black bundle, from

which two legs protrude, leading one to suspect that this bundle consists of

dismemberedlimbsoftheLion's othervictims.

All of thesescenesdepict a menacing,potentially violent and murderousLion

figure that finds an equallymenacingequivalentin Bayer'stexts,wherethe Lion of

Belfort is associatedwith tied-upvictims referredto as"Opfer". Ernst'slion-man's

pursuit of a voluptuouswoman and his subsequentviolence towards her, which

presumablyculminatesin herdeath,arereminiscentofein abenteuerdeslion von
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belfort, which features,asquotedabove,a womanin petticoats,tied to a sofa.108 This

womanseemslikely to meeta similar fate to that of the womandepictedin Ernst's

collages,as,at theendoftheplay, theLion approachesherwith his "besteck" ofsaw,

dissectingknife andsledge-hammer.The imagesfrom Ernst'sDne semainede bonte

are also reflectedin Scene15 of der analfabet,in which 5, again describedas an

"Opfer", is tied up and seemsto be the victim of the Lion's torture: the Lion tells 5

that his kneecapsare shatteredand alsothreatensto eat him. Although Bayer in his

"beilage"to deranalfabet statesthatthegenderof thetext'sfiguresis variable,in the

stagedirectionsof this sceneherefersto 5 as"er". In spiteof this, a comparisonwith

thewomanofErnst'scollagesis not �f�a�r�-�f�e�t�c�h�~�, sincethe fact that 5'sappearanceis

reminiscentof "eine 40jahrige gutgehendepraxisarztensgattinvoropernballig"(SW

163), seemsto endow him with female characteristicsas well. Despite these

similarities, it is important to note that Ernst's lion is a far more consistentand

coherentfigure thantheLion ofBayer'stextswho, ashasalreadybeenoutlined,hasa

constantlyshifting identity that is composedof morelayersthanthe onethat finds its

parallel in Ernst'snovel. The fact that Bayercreatedhis Lion in a different artistic

mediumthan theoneErnstusedalsopointsnot to a desireto simply replicateErnst's

work, butto drawonit for inspiration.109

108 Ernst's use of images from nineteenth-centurypopular novels and ROhm's reference to
"reproduktionen erotisch-pikanter damendarstellungen aus der jahrhundertwende" ("zu
gemeinschaftsarbeiten"194)asasourceof inspirationfor oneof hiscollaborationswith Bayerexplains
the nineteenth-centurybourgeoisparlourfeel of someof the collagesandemabenteuerdeslion von
belfort. Thechoiceof Hugo Schenk,thenineteenth-centurymurdererof girls, asoneof LOwe'5 fathers
is alsoconsistentwith thisambience.
109 In Chapter1 I discussedtheway in which themembersof the Wiener�~�p�p�e identified�t�h�e�m�s�e�~
with precedingexperimentalmovementsnot for thepurposeof reproducmgthe work of thoseartists,
but in orderto useit for theirownnew departures..
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A point of intersectionbetweenthe lion figuresofErnstandBayerwould seemto

be the areaof alchemy. As mentionedabove,Max Ernst, and indeedthe Surrealist

movementas a whole, was drawn to alchemy,"the medievalchemicalscienceand

speculativephilosophywhoseaims were the transmutationof the basemetals into

gold, the discoveryof a universalcurefor diseases,andthe discoveryof a meansof

indefinitely prolonginglife" ("Alchemy"). In its processesandaimsSurrealistsfound

equivalentsto their own. Thetransmutationof lessermetalsinto gold symbolisedfor

themthe metamorphosisof man from a creaturetrappedby the humancondition to

one of light, capableof possessinghis true self and arriving at the supremepoint,

whereoppositesfuseandthecosmicmysteriesarerevealed.The influenceofalchemy

on Une semainede bont6 hasalreadybeenmentioned,ashasBayer'sinterestin the

subject.By examiningthe processesand symbolsof alchemyI hopeto shedmore

light on its significancefor Bayer'swork andfor thefigure oftheLion ofBelfort.
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4.4 Alchemy

In his introductionto Jungon AlchemyNathanSchwartz-Salantrefersto alchemy

as a "sacredart" and a "sacredscience"(1-2) that was born in the secondor third

centuryB.C. andbeganto flourish �a�g�a�i�~ duringtheRenaissance(4). While outwardly

it concerneditself principally with the transformationfrom onestateto another- for

example,the transmutationof basemetals into gold - and tried to accelerateand

imitatethe earth'snaturalprocessesin a laboratory,suchexperiments werelinked to

"an inneror arcanework onthehumanpersonality" (Schwartz-Salant2).

Thealchemicalprocessrequiredthat everYthingbereducedto water,"to a primal

chaos,thatis prior to the imposedforms of historicallife" (Schwartz-Salant28). This

chaosis a symbol of the prized "prima materia" with which the alchemicalwork

began. Once this primary state had been successfullyachieved, the alchemist

proceededto subjectthe matterto further transformations,the aim of which wasthe

attainmentof the"lapis philosophorum",philosopher'sstoneor "Stein der Weisen".

Each stageof the processwas associatedwith a colour which gave it its name:

"nigredo","albedo"and"rubedo"(Schwartz-Salant34-36).Thus,red,not gold, is the

colourassociatedwith theculminationof thealchemicalwork: "DasedelsteGold, die

Goldkoralle,ist rot, die allesLebenspendendeSonnewird mit rot assoziiert,dasBlut,

die symbolischeGrundlagemenschlichenLebensschlechthin,ist rot . . ." (Priesner

and Figala 133). The "lapis" itself is alwaysdescribedas being red (priesnerand

Figala132). Thestonewasthesubstancewith which thetransmutationof metalswas

carried out most easily, quickly and effectively and becauseit "redeemed"metals

from theirunfinishedstate,it wascomparedto Christ, theredeemerofhumankind.So

preciouswas it, that its preparationwasthebest-keptsecretof alchemists,who were
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boundby their own moral codeto discloseinformationaboutit in codedform only

(PriesnerandFigala215-216,219).

However,it seemsthat the work of somealchemistsdid not stopwith metalsbut

progressedto experimentswith humanlife forms. Hopkins,who is concernedwith the

significanceofalchemyfor Max Ernst'swork, states:"Theproductionof theartificial

man was one of the more esotericgoals of alchemy, a fact ignored by modem

commentatorswho often stressthe searchfor the 'philosopher'sstone'" (132). He

goesonto quotefrom EliphasUvi's Histoirede la Magie,anineteenth-centurybook

ontheoccultknownto Ernst:"the supremedreamofphilosopherswasto accomplish

thework ofPrometheusby imitating thework of God- thatis to say,by producinga

man who should be the child of science, as Adam was the child of divine

omnipotence.The dreamwas insensateperhaps,and yet it was sublime" (qtd. in

Hopkins132). HopkinsalsonotesErnst'sinterestin AlbertusMagnus,thethirteenth-

centuryGermantheologianandmystic, who wasreputedto possessthephilosopher's

stoneand to have createda living, speakingartificial man (132). It would seem,

therefore,thatthereis moreto alchemythanchemicalexperimentswith metals.

The lion is oneof themanysymbolsofalchemy.The lion representsHermes,who

in turn is associatedwith quicksilveror mercury.Mercury,uniqueamongstmetalsin

that it is a liquid at room temperature,was endowedby alchemistswith various

symbolicpowers.PriesnerandFigaladescribeit asfollows:

Als lebendigeKraft vermittelteder MercuriuszwischenKorper und
Geist. Der Begriff war so ambivalent,daB er alle Gegensatzein sich
vereinigenkonnte und jeder individuellen Interpretationoffenstand.
SeinezwiespaltigeNatur symbolisiertedasBild desHermaphroditen,
in demsichMinnlichesmit Weiblichemzu einerEinheitverbindet,die
demLapis philosophorumdasLebenschenkt... OemMetall Q. war
derMerkurzugeordnet... undsomit standesauchin engerBeziehung
zu Hermes. .. dessenromischeEntsprechungwiederurnMerkur (lat.
mercurius)war. Der GOtterbotemit dem Schlangenstab(Caduceus)
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und den geflugeltenStiefeln symbolisiertedie Fluchtigkeit des Q.s.
(299)

Caitlin andJohnMatthewsnotethat Mercury unitesthe manylevelsandprocessesof

alchemyandthat in its incarnationof thegreenlion it exploresthe heavens,the earth

andthewatersunderthe earthandso setsan examplefor alchemiststo follow (264).

The blood of the greenlion is life-saving and life-giving and in this contextit is not

surprising to discover that the alchemical lion is also a symbol of Christ. In his

writings on alchemyC. G. lungascribesmanyattributesto the lion. Beforediscussing

these in more detail, I would like to elaborateon the link betweenalchemy and

psychologyasinvestigatedandinterpretedby Jung.

From 1928Jungwasengagedin the studyofalchemicaltexts. In theprocessesand

symbolsof alchemyhe discoveredparallelswith analytical psychologythat enabled

him to developthe central conceptof his work - the processof individuation. His

Psychologieund Alchemie(1944) andMysteriumconiunetionis(1955)arethe result

of his studyof alchemy(Schwartz-Salant22-23). In ]ung'sinterpretation,the aim of

alchemywasnot thetransmutationof metalsbut thediscoveryof theunconsciousand

the arrival of the individual at a state of unity and completenessin which the
I'

fundamentaloppositesof goodand �e�v�i�~ maleandfemaleareunited,a processwhich

he called the "IndividuationsprozeB".For lung, the variousstagesof the alchemical

processsymbolised the different phasesof the individuation process,with the

"nigredo" representingthe chaoticpoint of departureand the "rubedo" perfectunity

and self-discovery (priesner and Figala 290-292). Jung's vision of this newly-

discoveredself is describedby Allison Coudertas follows: "Jungs 'Selbst' ist das

seelischeBild, dasdie guteunddie boseSeitedermenschlichenNaturverkorpert,das
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Licht unddie Dunkelheit,denTeufel und Christus,das Mannlicheund dasWeibliche

und all die anderengrundlegendenGegensatzpaareund Konflikte, die geeignetsind,

den Geist des Menschenzu zerreiBen" (169-170). lung believed that while these

contradictionsarenormally suppressed,alchemistsprojectedthe processof spiritual

integrationinto their work andconsequentlydescribeda deeplypsychologicaldrama

in the terminologyof chemistry.Fromlung'spoint of view, the philosopher'sstone

was a fitting imageof the self - a unit formed of opposites,binding "Materie und

Geist,SeeleundKarper" (Coudert170).

As mentionedabove,lung frequently makesreferenceto the alchemicallion. In

PsychologieundAlchemiehewrites: " LOwen,wie uberhauptwilde Tiere,weisenauf

latenteAffekte. DerLOwe spielt in derAlchemieebenfallseinebetrachtlicheRolle . .

. Er ist ein 'feuriges'Tier, auchein Sinnbild desTeufels,und stellt die Gefahr,vom

UnbewuBtenverschlungenzu werden,dar" (265). As well asbeinga symbol of the

�d�e�v�i�~ lung explains that the lion is at the same time a symbol of Christ:

"Alchemistisch sind beide (LOwe und Einhorn) Symbole des Mercurius, wie sie

kirchlich allegoriaeChristi sind" (psychologie622). The alchemical lion is often

depictedwith his pawscut off Accordingto lung, this tamingor subduingof sucha

wild creaturesymbolisesthe transformationof the angry, vengeful God of the Old

Testamentinto the New Testament'sGod of love (psychologie597, 622). Another

imageof thewoundedlion in alchemyis thatof thegreenlion that lies in theVirgin's

lap, bleeding from his side, an image which lung commentson as follows: "Die

VerletzungdesLOwen.bedeutetdessenOpferungund Mortifikation . . . Es handelt
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sich also um die Kommunionssymbolikund urn die Seitenwundedes im Sch08der

PietA liegendenChristus"(psychologie564-565).

Along with creatureslike the dragonandthe eagle,for lung the lion representeda

stagein the alchemical/individuationprocess,eachphaseof which brought a new

degreeof insight,wisdomandinitiation (Mysterium 1: 169). For thenext stageof the

processto be reached,the creaturesymbolisingthe previousstagehas to die. lung

explainsthat the cutting off of the lion's pawssignifies the overcomingof the old,

which makesthe progressionof the processpossible(Mysterium 1: 170). He states

that the frequent use in alchemical imagery of animals such as dragons, snakes,

scorpions,toads,lions, bears,wolves, eaglesand ravenssymbolisesthe fact that the

processof uniting the consciousnesswith the unconsciousnesshas,at first, undesired

results, as.poisonouscreaturesthat representthe many transformationsthat the

personality is undergoingcome into being (Mysterium 1: 173). lung claims that

combativeanimals like lions, dragons,wolves and dogs are usedto represent"die

Phasedes Kampfes der GegensAtze"(Mysterium 2: 121) and that the fierce lion

symbolisesa stageat which much discord still existsbetweenthe various elements

being combinedby the alchemist(Mysterium 2: 50-51). He describesthe lion as

follows: "Der Lowe ist seiner feurigen Natur entsprechenddas 'Affekttier' par

excellence"(Mysterium2: 125). The Lion thus symbolisesunrestrainedpassionand

emotionwhich alsohasan erotic aspectandwhich shouldbe seenas"eine Vorstufe

derErkenntnisunbewuBterInhalte" (Mysterium2: 51, 53). Anotherincarnationof the

lion referredto by lung is laldabaoth,child of chaos,"der Erstgeboreneeinerneuen

Ordnung,welchedenurspliinglichenZustanddesChaosablast"(Mysterium2: 168).
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As outlined above,the aim. of the alchemicalprocesswas the possessionof .the

philosopher'sstonewhich combinedoppositesin a new, Perfectlyunified entity. The

"Stein der Weisen" was often portrayedin alchemyas a hermaphroditicfigure that

unitedthe contradictionsof maleand female: "Das vollendeteGroBeWerk wird von

dieserGestaltsymbolisiert... Stattihn als eldatantesexuelleAbnormitiit anzusehen,

erkanntendie Ahnen ihn als die Summe der Vollendung" (Matthews 225-226).

Priesner and Figala recount that illustrations of the hermaphroditeshow "eine

zweibeinige, doppelkopfigemenschlicheGestalt, die je zur Halfte weiblich und

mannlicherscheint"andexplainthat it symbolised"denentscheidendenAugenblick,

in dem zwei gegensatzlichematerielle Prinzipien sich zu einem vollkommenen

Ganzenverbinden,wasals Wiederauferstehungder MaterieausdemChaosgedeutet

wird" (172). For lung, the philosopher'sstone,as representedby the figure of the

hermaphrodite,symbolisedthe union of the contrasexualcomponentsof the psyche

(Schwartz-Salant·15), the merging into one perfect fonn of all elementsof the

personality,good and bad, consciousandunconscious,masculineand feminine, and

sotheculminationoftheindividuationprocess.
. .

Jungoftenadvertsto the dangersassociatedwith the alchemicalwork, quotingthe

alchemicalsaying,"Many have.perishedin thework", anddescribinghow it canlead

to conflict within the egothat cancreate"chaoticstatesof mind that canendangera

person'ssenseof identity" (Schwartz-Salant2). Coudert recounts that Chinese

alchemistsworking in the lonelinessof the mountainssuffered panic attacksand

feelings of helplessness(174). According to lung, thesefears should not be taken

literally but oughtto beinterpretedasdescriptionsof the spiritualdangersonthe road
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to individuation. In his opinion, the placeof greatestfear is the unconscious.This is

the "prima materia"that the alchemistsworkedon. If they were lucky, they learned

from their insights,andif not theyjoinedthe manywho perishedin the process,often

describedby alchemistsasa torturousone (Coudert174, 176).

In alchemy'srich, variedandoftenambiguoussymbolism,its dangerous,hermetic

processesand challengingaims Konrad Bayer found many of his own concerns

mirrored.Thenextsectionconsidersthesignificanceofalchemyfor his literarywork.

4.4.1 Bayerandalchemy

Apart from Rohm'sassertionthatBayerhad aninterestin the alchemists(SW 18),

thereis other evidencethat confirms this. In the index to der kopf desvitus bering

(1958-1960),Bayer quotesfrom Die ChymischeHochzeit Christiani Rosenkreutz

(1616), which Hopkins describes as "an allegorical account of the inner

transformationof Rosenlcreutz,who undergoesa variety of hallucinatory ordeals,

correspondingto the stagesof the alchemicalprocess"(108), proof also that Bayer

wasawareofthespiritualaspectofalchemythatwasconcernedwith thedevelopment

ofthe innerself.
,.. e. • �~�, .....

Includedin Bayer's"vaterlandischeliste" is the nameParacelsus,the pseudonym

usedby Theophrastusv. Hohenheim.Born in Switzerlandin 1493or 1494,Paracelsus

movedto theAustrianprovinceofCarinthiain 1502.He laterstudiedmedicineandin

1527hewentto Basel,wherehebecamethefirst universitylecturerto give lecturesin

Germanas well as in Latin. His controversialrejection of the traditional medical.

authoritiesled to conflict with Basel'smedicalprofessionand he was forced to flee

that city in 1528.Paracelsuswroteon a wide rangeof topics- alchemy,philosophy,

anthropology,astrologyandtheology.His versionofalchemyis linked to his studyof



medicine and differed from traditional alchemy in its new objectives. While not

denyingthe possibility of the transformationof metals,Paracelsussubordinatedthe

goal of transmutationto the productionthroughalchemyof effective healingagents

that could not only heal the patient'sbody, but also hislher spirit. He extolled the

philosopher'sstoneas a panaceaand sometimesclaimed to be in possessionof it

himself. After his deathin Salzburgin 1541 Paracelsus's contributionto alchemyhad

an enormousinfluence on alchemists,particularly in the sixteenthand seventeenth

centuries (priesner and Figala 267-268). Paracelsusappearsin first position on

Bayer's list, indicating that Bayer greatly admired this inventful medical and

alchemicalmaverick. The next questionI would like to consideris how Bayer's

interestin alchemymanifestsitself in his literatureand, in particular, in his figure of

theLion ofBelfort.

In alchemythings are attemptedthat defy logic. The sameis true of Bayer's

literature,wherea battleagainstlanguageis wagedthroughlanguage.Bayer'stexts,

like theprocessesofalchemy,represent variousphasesofanexperimentcharacterised

by destructionandstrugglethat is conductedin the hopeof achievinga new,perfect

entity. Justaseachstageof the alchemicaUindividuationprocessbrings newwisdom

and insight, each of Bayer's experimentaltexts and figures representsa further

attemptto give expressionin a uniqueway to his owncreativeconsciousness.

I havealreadyreferredto the parallelsbetweenalchemyandErnst'sDne semaine

de bonte as outlined by Maurer, who says of Ernst: "Ernst studied the hermetic

tradition of alchemyandborrowedboth its symbolicand linguistic structuresand its

theoriesabouttheprocessesofcombinationandtransmutationto describethechanges

of identity that took placein his collages"(57). Alchemy'sideaof combiningvarious

elementsto createsomethingnew and uniqueis, of course,reflectedin the collage
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processas engagedin by Ernst and the montagetechniquepractisedby the Wiener

Gruppe.Changesin identity arealso commonto both the figures of Ernst'scollages

and Bayer'sdramatictexts. As is evident from the precedingsection, the lion has

many,often contradictory,alchemical,associations.The diversenatureof Ernst'sand

Bayer'slion figures would, therefore,seemto originate in the animal'salchemical

symbolism.

The alchemicallion's variedassociationsreflect the principal concernof alchemy,

namely, transmutation.This, in tum, is reflected in both Ernst'sand Bayer's lion

figures. It becameclearin thecourseof my examinationof theLion ofBelfort thathe

is a figure composedof manydifferent layersof shifting identities.In Ernst'scollage

novel he is at timesa gentleman,a rag-and-boneman,a military officer anda member

oftheclergy;while in Bayer'sdramatictextshe is a powerful military or navalfigure,

a police chiefdescendedfrom gods,emperorsandanimalsanda blubberingcreature

who wantsto bea "stadtschuler".In der lOwe zu belfort Bayerstatesthatthe"lion de

belfort" appears"in seiner rolle als capitin und meerfahrer" (SW 286), which

suggeststhat the Lion takes on numerousroles and that Bayer was deliberately

creatinga multi-layeredfigure.110

Oneof the lion's associationsin alchemyis asa symbolof Christ. In Dne semaine

debont6oneofErnst'scollagesshowstheLion in therole ofaclergyman,andso asa

representativeof Christ (SB 13). It depictshim walking through a crowdedstreet,

beingshadedby a mancarryinga parasoloverhim. He is dressedin clerical robesand

carriesa monstrance,as the peoplearoundhim kneel or bless themselves.Bayer's

LOwe in kasperlamelektrischenstuhlclaimsto bethesonofHeliogabalus,high

110 This characteristicof the Lion figme further substantiatesmy reading of the "beilage" to der
anaIfabetin Chapter2, whereI highlighted"verandenmg",includingthechanging of identity, asoneof
Bayer'sprinciplesof textconstruction.
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priestof the sun-godEl-Gabal,andso both figures areassociatedwith a higher,god­

like power, be it Christianor pagan.Ernst'sLion remainscloserto the alchemical

associationof the lion with Christ, however. In anotherof his collages(SB 28) the

faceof the dying Christ is depictedon �~�e Lion's shirt ashe smokesa cigar, holding

on his lap a womanin underwear,who wearsthe SacredHeart on a necklace.The

Lion himselfwears the SacredHeart on his chest, alongsidea medal bearingthe

words"Republique�F�r�a�n�~�s�e�"�, in the collagethat showshim awaiting the guillotine

(SB 33). In a basketnext to the guillotine is anotherSacredHeartwhich this time is

bleeding.As mentionedin the previoussection,the alchemicallion is often depicted

with his pawscut off. Another imageof the woundedlion in alchemyis that of the

greenlion that lies in the Virgin's lap, bleedingfrom its side. Ernst'scollageof the

Lion awaitingtheguillotine depictshim assubdued,waiting to havenot his paws,but

his headcut off Bayer'sLion is only oncedepictedasvulnerable- in Scene11 of der

analfabet,wherehe is reducedto tearsby the teasingof the other figures, although

this image is somewhatridiculous and is not really comparablewith that of the

woundedalchemicallion.

In alchemy,the lion is alsoa symbolof the devil. It hasbeenillustratedthat both

Ernst'sandBayer'slion figuresarepotentiallyviolent andmurderous,and in Bayer's

noteson his Lion figure, we learn that, like Lucifer, he is a fallen angel (SW 779).

Thus, in the tradition of the alchemical lion, the Lion of Belfort is an ambivalent

figure, with contradictoryassociations.Heappearsto bebothgoodandevil, both
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defencelessandextremelydangerous.III Thealchemicallion is alsoa symbolof

mercury,aboutwhich lung makesthe following remarks:"SprichtderAlchemistvon

Mercurius, so meint er iiuBerlich Quecksilber, innerlich aber den in der Materie

verborgenenoder gefangenenweltschaffendenGeist . . . Er ist Metall und doch

flussig, Stoffund dochGeist, kalt und doch feurig, Gift und dochHeiltrank, ein die

GegensatzeeinengendesSymbol'(Psychologie401-402).This descriptionof mercury

could also be applied to Bayer'sLion, in as much as he too is a compositeof

opposites.As with mercury,it is impossibleto definetheLion's essence,ashis form

constantly changesand encompassesmany different propertiesand dimensions.

Bayer'sLion is at the sametime animalandhuman,strongandweak,destructivebut

with healingpowers,andjustasin alchemythelion is botha symbolofChristandthe

devil, Bayer'sLion is both good and evil. He is thus a figure of mythological

proportions.As indicatedabove,lung identifiesthe lion with a difficult stageof the

individuation process,during which opposingelementsof the personalityfight for

superiority.As the'" Affekttier' parexcellence"(Mysterium 1: 125), lung arguesthat

the lion is an ideal symbol for this phaseof the process.Warlick maintainsthat the

lion-manandthefemalefigure ofUnesemainedebonterepresent"the masculineand

feminine archetypesof the alchemical process. . . the masculineand feminine

propertiesof theprimal matter"(64-65).Sheexplainsthe violenceof the first chapter

of thenovelasfollows: "Whentheprimal matterhasbeenfound, its two opposing

III In TheLion. the Witch andthe Wardrobeby C. S. Lewis (first publishedin Great Britain in 1950),
AsIan the lion is an allegory of Christ There are somesimilarities with Bayer's lion figure: for
example,Asian alsohasa royal pedigree,he is "King of the wood andthe sonof the greatEmperor­
beyond-the-Sea"(Lewis �7�6�)�~ he is dangerous,but good (Lewis 76), "good and terrible at the same
time" (Lewis �1�1�9�)�~ he is adestructivewarriorwith a fierce roar,who canalsobepeaceful,patientand
kind. Caitlin andJohnMatthewscomparetheseopposingqualitiesto the harmless,redeemingChrist
lying deadin his mother'slap on the onehand, andthedynamicChristof the resurrectionwho drove
themoney-changersfrom thetempleon theother(106). While Bayermayhavebeenfamiliar with The
Lion, theWitch andtheWardrobe,I amnotawareof anyevidencethatconfirmsthat thiswas thecase.
Therefore,I do not intendto engagein amoredetailedcomparisonof hisLion figure with AsIan.

254



propertiesmustbeseparatedanddestroyedso that all impuritiescanbe removed. . .

Theviolenceanddeathfound in the first chaptercanbe interpretedasthe separation

and destructionof the male and female propertiesof primal matter" (65). Warlick

points out that later in the novel these.imagesof destructionare replacedby others

that suggestthe attainmentof the alchemicalgoal in "the androgynousunion of the

primal couple" (68). Bayer'sLion hascertainly takenon the emotional,passionate

anderotic characteristicsof the alchemicallion.112 He is volatile, liable to explodeat

any momentand passionateto the point of violent excesses.Whetherhis violence,

like thatofErnst'sLion ofBelfort, is necessaryfor theachievementofthealchemical

goaloftheperfectunity ofoppositesis consideredlaterin this section.

The previoussectionoutlinedthat the alchemicalprocessrequiresa startingpoint

of primal chaos,which providesthe basisfrom which further transformationscanbe

achieved.It wasalsomentionedthatJungassociatesthe lion with Jaldabaoth,child of

chaos,who ushersin a new order that supersedesthe original chaotic state. Since

Bayer'sviolent Lion figure doesnot inhabita primal chaoticspace,all hecando is try

to disrupt the existingorderin the hopeof beingableto createsomethingnew from

the resultingconfusion,just asBayer, as a languagecritic, cannotreturn to a world

without languageand thereforeattempts,by innovative means,the destructionof

conventionallanguagein orderto expresshimselfin a truly original way. In onetext

featuring the Lion figure, a specific referenceis madeto the deliberatecreationof

confusion.As a captainand seafarerin der lowe zu belfort the Lion, on his way to

conquertheNorth Pole,makesthe following statementwheninformedthathis ship is

in dangerofbeingattackedby four regimentsofalbatross:"kurs nordost,andie

112 This eroticismis revealed in ein abenteuerdeslion von belfort wherea semi-naked womanis his
victim, and in the fact that in def analfabethe seemsto inspire 1 and 2 to want to sacrifice their
chastity.



kanonen,werft den lastigensextantins meer.wir wollen eine heilloseverwirrung in

szenesetzen"�(�S�~ 287). TheLion views the sextant,thenavigationalinstrumentthat

enableshim to steer an accuratecourse, as "Iastig". He is more concernedwith

staging "eine heillose verwirrung". �T�~�o possiblemeaningsof this expressionare

unholyconfusionor, takingthephraseasanadaptationof theexpression"sich heillos

verwirren", a stateofbeinghopelesslylost. In anycase,LOwe seemsalmostintent on

losing his course.The idea of navigatingin a certaindirection, following a course

dictatedandplottedby externalforces, is irksome,perhapsbecausehe perceivesit as

restrictiveandwantsthefreedomto determinehis owncourse.

It has alreadybeenindicatedthat in alchemythe lion canrepresentthe dangerof

being engulfedby the subconscious.113 In Psychologieund Alchemie lung analyses

the dreamsof a young man, including one which he describesas follows: "Unter

FOhrung der unbekanntenFrau muS er unter hOChster Lebensgefahrden Pol

entdecken"(261). In der lOwe zu belfort any impedimentto the Lion and his crew

conqueringthe North Pole is quickly dispensedwith, including a man wearing

spectacleswho claimsthat he is the discovererof the North Pole. This scenegainsa

new dimensionwhen one considerslung's commentson the dreamoutlined above.

He describesthe pole as the point aroundwhich everythingrevolves,and also as a

symbolof the self: He thengoesonto translatea quotefrom an original text in Latin

to explainhowalchemytookupthis analogy:

Der Pol ist der Punkt, urn den sich alles dreht: also wiederum ein
Symbol des Selbst. Die Alchemie hat diese Analogie ebenfalls
aufgegriffen:"1m Pole ist dasHerz desMercurius,welcherdas wahre

113 JWlg explainsthat in mythology the unconsciousis often portrayedas a large animal, such as
Leviathan(Mysterium 1: 242), a creaturethat Bayer namesas one of the "verwandte"of his Lion
figure (SW 779). Hephaistos,whom LOwe himself identifies as one of his ancestors,also has
alchemicalassociations,as Caitlin and John Matthews explain: "Der Alchemist steht in direkter
NachfolgezudemSchmieddereinheimischenTradition- derdieerstenWerkzeugeausdemErzender
Erde schmiedeteund vall Aberglaubenals WachtereinesgraBen Mysteriumsbetraehtetwurde. Der
Schmiedist derWaffenherstellerderGOtter:Govannon,Wieland,Hephaistos..." (259).Here,thevast
mayof identitieswhichBayerweavesinto his Lion figure is onceagainevident
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Feuerist. Darin roht sein Herr. Indem er diesesgroBe Meer befahrt,
bestimmt er seinen Kurs durch den Anblick des Nordsterns."
Mercurius ist die Weltseeleund der Pol dasHerz derselben. . . Die
Anschauungder "anima mundi" ... fallt zusammenmit dem Begriff
des kollektiven UnbewuBten, dessenZentmm das Selbst ist. Das
Symbol des Meeres ist ein weiteres Synonym des UnbewuBten.
(Psychologie261)

With this in mind, onecould interpretthe scenefrom Bayer'stext as follows: if the

(North) Pole symbolisesthe selt: thenthe Lion is on a journeyof self-discovery,or

embarkingon the individuationprocess.To arrive at his true selt: he must crossthe

seaof the subconscious,thusgettingto know his inner self Thejourney, however,is

onewhich involvesgreatdanger(the"Lebensgefahr"of thedreamdescribedby lung)

and the overcomingof obstacles.In Bayer'stext it seemsthat the Lion will stop at

nothingto reachthe North Pole. He wardsoff an attackof albatrossandhasthe man

wearingspectaclesshot, presumablybecausehe claimsto haveconqueredthe North

Pole, the selt: perhapssuggestingthat the Lion's self is now under the control of

outside forces, somethingwhich thwarts the Lion's own attemptat self-discovery.

The fact that he hasthe sextantthrown overboardalso indicateshis desireto journey

towardsthe ultimatedestinationof the selfunimpairedby the interferenceof outside

forcesthatwould imposeorderon him. In alchemy,thejourneyto the selfmuststart

from a point ofprimal chaos.Thus,it couldbesaidthat the"heilloseverwirrung" that

theLion wantsto createis anequivalentprerequisitefor his embarkingon thejourney

of self-discovery.114 This interpretationalso addsa possiblealchemicaldimensionto

the Lion's violencetowardsthe female figure of ein abenteuerdes lion von belfort

and 5 in der analfabetbecauseit doesnot role out that the motivation behind this

violencemaybe,asWarlick suggestedwith referenceto Max Ernst'slion figure, to

114TheLion'sdesireto overthrowthe existingorderalsoilluminatesLOwe'schoiceof Heliogabalusas
one of his fathers.The imperial reign of HeliogabalusplungedRome into chaoticanarchyfor four
years.
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achievethe separationand destructionof the two opposingpropertiesof the primal

mattersothatthealchemicalprocesscanbegin.Sincethemotif of violencein Bayer's

texts forms part of the investigationsof Chapter 5, I shall refrain from further

commentonit at this point.

I havealreadynotedthat Riihm pointsout that Bayeralwayshad"eine schwache

fur dasmaritime"("zu gemeinschaftsarbeiten"194)andin Bayer'sprosetext deckopf

desvims bering both alchemyand the seaare thematised.In his foreword1u to the

text Bayerexplainswhy hechosethehistorical figure ofVitus Bering(1680..1741),a

Russiannavalofficer anddistinguishedleaderof researchexpeditionsto polarregions

who, along with his crew, developedscurvy and, having beenshipwreckedon an

islandsubsequentlycalledafterhim, wasburiedalive becausehe wasconvincedthat

the sandwould protecthis freezing body from the polar cold: "dieseund ein paar

ihnliche anekdotenwaren fUr mich der aniass, bei bering ein aussergewOhnliches

schicksal,ein paareigenegedankengangezu vermuten"(SW 532). Bayerclaimsthat

the fact that Bering wasan epileptic is substantiatedby biographicaldetailsandthe

diariesof his crew (SW 532). However,althoughBering is known to havesuffered

fits as a consequenceof scurvy, Janetzki statesemphaticallythat he was not an

epileptic and that Bayer makeshim one in order to link Bering the seafarerand

explorer,who wasconfrontedon his expeditionswith variousshamanistcults, more

directly with shamanism,which differs from epilepsyin that, unlike the shaman,the

epilepticcannotwilfully inducethe ecstatictrance(Alphabetund Welt 93-94). The

figure of Bering hasa numberof things in commonwith the figure of the Lion of

Belfort. Bering is describedin Bayer'stext as "ein meisterder verwandlung"(SW

535). As illustratedabove,theLion is composedofvariousidentitiesandis associated

lIS Rilhm explainsthatthis "vorwort" was written by Bayer for a radio recordingof the text andwas
notmeantfor publication(SW806).
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in alchemywith theprocessof transmutation.Both figuresarecaptainsofshipsin the

polar regions, for whom freedomand being the masterof one'sown destiny is of

utmostimportance.BayerwritesofBering: "daslangehaarwar ein zeichendesfreien

mannes,welchesbering in einemzopf�~�g ... als kommandeureinesschiffeshatte

beringaileverfiigungsgewaltundwarseineigenerherr" (SW 551).116

JanetzkidescribesBayer'suseof shamanismandthe historical figure ofBeringas

the"AusgangspunktfUr dariiberhinausgehendeProbleme"(104).He explainsthat the

real concernof thetext is the searchfor an identity, for which shamanismis merelya

"Hilfsmotiv", just as alchemyis also one (Alphabetund Welt 104). Janetzkipoints

out that termslike "Verbrennen","Feuer", ''Licht'' which are highlightedin the text

are reminiscentof the variousstagesof the alchemicalprocess(Alphabetund Welt

104)andthat in derkopfdesvitus beringboth shamanismandalchemyrepresentthe

irrational andthe unknown(Alphabetund Welt 108).117He interpretsshamanismas

follows: "Schamamismusmeint hier den idealtypischenZustand der Identitat"

(Alphabetund Welt 104).118With its transcendentalexperiences,shamanismshares

with alchemythesearchfor ahigher,perfectstate.Thus,Bayer'sVitus Beringandhis

Lion havein commonnot only their explorationof the polar regions,but also their

searchfor theself.

Anotherwork in which alchemyis featuredis dersteinder weisen,a collectionof

prosetexts by Bayer. It becomesclear in this seriesof texts that the philosopher's

stonethat Bayer is in searchof is �~�e "ich". In the first sectionof the text, entitled

116 Vitus Bering is, perhaps, anotherself-referentialfigure. For Bayer, the writer, to be a free man
entailsthrowingoff theshacklesof language:only thencanhe be "semeigenerherr".
117 Bayer'sintroductionof shamanisminto his work is againevidenceof his inclination towards the
irrationalratherthanthelogical.
118 Janetzki'sinterpretationis againtoo restrictive.By usingthe singularform - "den idealtypischen
ZustandderIdentitlt" (emphasisadded)- hesuggeststhatshamanismis theonly form of existencethat
Bayeradvocatesin his texts.As I haveindicated,Bayer'saimwith his textsandfiguresis to exploreas
many alternativesfor the individual'sexistenceaspossible.The useof the word "Zustand",which
indicatesastaticcondition,is alsoatodds with Bayer'sprincipleof"verandenmg".
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"vorwort", "ich" is presentedas a problematicconceptencompassingthe body and

subconsciousof all individuals,eachof whom has a differentnamebut still refersto

himselfor herselfusing the common"ich" (SW 520). In "lapidaresmuseum",the

sixth text of der steinderweisen,�B�a�y�~ describeshow a groupof peoplereferredto

as"wir" marchthroughmountainvalleysanda landscapecomposedof a mixture of

artificial and real features,populatedby animalssuchas "kOnstlichevogel", "echte

barenund wolfe" and"scharengrauerund weisseradlerausmetall" (SW 525). The

repeatedreferencesto metalsin the text, alongwith the animalsjust mentioned,have

alchemicalresonances,asdoesthetin lion describedin thefollowing passage:

ein lowe ausblechkommtunsaufeinigeschritteentgegen.alswir mit
unserenbergstockennachihm schlagen,zerspringtdem tier der leib,
zwei stahlplattenschiebensich zur seite und aus dem gespaltenen
brustkorbdringt sich ein blumenstraussaus 26blOten. jedeblume ist
einemderbuchstabenunseresalfabetsin silber nachgebildet.vergnOgt
schlagenwir unsereechtenfinger in diesetastaturundeineschriftrolle
springt der bestie aus dem maul und flattert uns vor die mit blut
gefiillten fiisse. (SW 526)

Perhapsthis lion also representsa stagein the alchemicalprocessor searchfor the

philosopher'sstone.His destructioncould symbolisethebeginningof thenext phase,

duringwhich thoseon this questcanusethe lettershe providesthemwith to advance

their progress.This is, perhaps,further evidenceof what I outlined in Chapter3 as

Bayer'sambivalentattitudetowardslanguage.Hereagainlanguageis presentedasa

potentiallypositiveforcewhich canbeofassistanceto the individual in hislbersearch

for the self. Furtherup the mountain,the groupcomesupona small lake of bubbling

liquid. On the banksof the lake hot steamrisesfrom ice and the thunderingnoiseof

machineryfills the air. This pieceof text endswith the lines: "daseis verglOht. alles

wird blau. dersteinderweisenist blau" (SW 527). It would appearthatthelake is the

site of alchemical experiments, the aim of which is the production of the

philosopher'sstone.However,Bayer's"steinderweisen"is not red,but blue,another
�~�-�-�-
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indicationof theway in which he drew on varioussourcesandadaptedthemfor his

ownpurposes.

In Bayer'sindex to der kQpf desvitus bering variousassociationsof the colour

blue are included. A quote from der �~�n�t�e�g�r�a�l�e yoga (1957) describesblue as "die

fundamentalefarbedergottlichenwonne"anddifferentiatesbetweendifferent shades

ofblue: "ein tieferesblaubezeichnetgewohnlichdenhoherengeist,ein blasseresblau

ist der erleuchtetegeist" (SW 569). Anotherof Bayer'ssourcesfor this index is d.u

tibetanischetotenbuch(1953),from which thefollowing is quoted:

dasblaueIicht ist die gesamtheitdesin seinenurzustandaufgelosten
stoffes. (der einzige zum vergleich herangezogeneund dem
herausgeberw. y. evanswentzzur verfiigung gestandenetext, der
blockdruckdr. van manens,sag! hingegen:es ist die gesamtheitdes
bewusstseins,aufgelost in seinen urzustand, was als blaues licht
erscheint.)die weisheit des dharma-dhatu,blau an farbe leuchtend,
durchsichtig, wunderbar, blendend, .bricht aus dem herzen
vairotschanasals vater-mutterhervor und trim dich mit einem so
blendendenlicht, dassdu eskaumanzusehenvermagst.(SW 569)

Bayer also refers to alchemy,which associatesthe "blauschwarzetarbungdesvon

denalchimistenerzieltenflussigenstoffes"with the"soul" or "essence"of the metals

it tried to transform(SW 569-570).Thesereferenceslink thecolourblueto the return

of a substanceor entity to its original, pure stateor, on an existential level, to the

arrival at a higher spiritual plane. This explains,perhaps,why Bayer's"stein der

weisen" isblue. It symbolisesthe "ich" that has purified itself and found its true

identity.
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4.5 Reviewof Chapter4: thesignificanceof Bayer'sLion figure

This chapterhasinvestigatedtherecurringfigure of theLion ofBelfort in Bayer's

dramatictexts, an investigationwhich necessitatedlooking beyondBayer'stexts to

Surrealismand alchemy,in the hopeQf tracing the origins of this figure in orderto

gain a betterunderstandingof its significancein Bayer'swork. My analysisof the

figure of the Lion of Belfort hasillustratedBayer'sdebt to precedingexperimental

movements.His adoptionof this figure from the work of the Dadaist/SurrealistMax

Ernst and his useof the literary equivalentof the collagetechniqueto assemblethe

many layersof the Lion's shifting identity are evidenceof an indisputabledebt to

DadaismandSurrealism.

As illustrated many times in my analysis, the Lion of Belfort is a constantly

evolving and mutating figure in Bayer'stexts. For the most part he dominatesthe

actionof the scenesin which he appearsbut, at the sametime, the way in which he

appearsanddisappearsin Bayer'sdramaticoeuvremakeshim anelusiveandunstable

figure. Shown at various times to be �p�o�w�e�r�f�u�~ violent, erratic, weak, admired,

ridiculed, evil, corruptandmurderous,he is alsoreputedto havehealingpowers.An

examinationof his characteristics,actions arid origins proves him to be a hybrid

figure, acollageofmanylayers,someofwhichI havebeenableto identify.

I haveshownhow the Lion's associationsrangefrom mythology to alchemyto

Surrealism.In drawingon somanysourcesfor thecreationof this figure, Bayerpiles

up layer after layer of identitieswhich are interwovenand fused into a complex,

kaleidoscopicanduniqueentity. Associatedat oncewith goodandevil, like mercury

he unites opposites within him. Bayer's Lion is infused with the same

"weltschaffende[n]Geist" (psychologie401) that alchemistsbelievedto be hiddenin

mercury.He createshis own identity whenin kasperlam elektrischenstuhl he names
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his own ancestors.He also seemsto createhis own world order, of which he is

master.As "lOwe, polizist" in kasperlam elektrischenstuhl he doesnot uphold the

law but subordinatesit to his own. He dispenseshis own justice in that he denies

Kasperla lawyerandcondemnshim to. deathwithout trial. His violenceandbrutality

go uncheckedin all ofBayer'stextsandwhile oneofErnst'scollagesshowshis lion

awaiting executionby guillotine (SB 33), the next one showsa lion-headedman

holding up a humanheadwhich drips blood, with the guillotine in the background

(SB 34), suggestingthat the Lion has escaped.The Lion, it seems,is invincible,

capable,like someof his "ancestors",of overthrowingthe laws and rulesof society

andof taking the existingorderandsubjugatingit to his. Justastheoriginal statueof

the lion carvedinto the rock faceaboveBelfort commemoratesthe bravedefenceof

thatcity in the faceof foreign invasion,Bayer'sLion could be seento symbolisethe

defenceof the individual againstthe invasion of outsideforces which threatento

conupthisuniqueidentity.

The Lion claims to be a descendantof Maldoror, a referenceby Bayer to

Lautreamont'sLes Chantsde Maldoror (1868-69). Oswald Wiener, in his article

"Einiges tiber Konrad Bayer", when referring to the influence of Max Stirner's

individual anarchismon himselfandBayer,mentionsMaldororasa literary example

of individual freedom:

Esgibt Maldoror,dersichvon Mal zu Mal aufsNeuezusammensetzt,sobald
die Interferenzvon Materialien, mit denener nichts zu schaffenhat, den
Pegel tibersptilt; sich immer wieder auflost, wenn die Wellen
zusammenbrechen,und im Moment seinerExistenz"wei8", daB er nicht
beabsichtigtist und daB ihn diesesWissentiber die GesetzmaBigkeitstellt,
die ibn hervorbringt; jedesFlackern in den Sinnesorganen,jede zu grobe
Rasterung,jedeBildstorunggibt eineHoffnung auf Unabhangigkeit;in der
Unangemessenheitliegt eineChanceaufFreiheit.(43-44)

It is useful to considerBayer'sLion figure in the contextof Wiener'sremarksabout

Maldoror. Both figures seemto begovernedby the sameprinciples.Maldororseems

263



to engage in a constant processof self-reinvention: he disintegrates,only to

reassemblehimselfin a newway. His aim in doing this is to be"nicht beabsichtigt".

Therein lies his hope for independence.Only by being unpredictable,by defying

reason,can he hope to be free: "in <:ter Unangemessenheitliegt eine Chanceauf

Freiheit".With thefigure of theLion Bayerseemsto beengagedin a similar process.

Like Maldoror, the Lion is constantlychanging,and not only from text to text, but

within individual texts.In deranalfabet,for example,hegoesfrom beingtheobjectof

others'admirationin Scenes8 and9 to theobjectof their scornandridicule in Scene

11, while hehimselfassumesin Scene15 therole oftormentor.This hasbeenalready

notedin Chapter2, whereI describedhim asan exampleof whatBayertermsin the

"beilage""die veranderungendescharaktersodeeauchderganzenperson"(SW 148).

TheLion, like Maldoror, is constantlybeingreinvented.

Returning to Wiener's essay,he goes on to link the figure of Maldoror with

Bayer'sliteraryendeavours:

Uniibersehbarallerdingserscheintin der "schwarzen"Dichtungdaszentrale
Problem,die Wirklichkeit, immer nur als sozialeStruktur, immer als Moral,
Handlungsmaxime,als Theoriefundamentdes Verkehrsund Bewertens,als
Theologie.[...] Aus vielen Gesprachenmit Konrad ist mir kIar geworden,
daB die Unabhangigkeitdes individuellen Verstehensangesichtsgenormter
Zeichensysteme zu argumentieren einen Versuch bedeutet, jenen
Solipsismus mit modemen Mitteln fortzusetzen . . . Experimentelles
Schreibenist Forschunggeworden,ein Versuch,Modelle desmenschlichen
Verstehenszu erlangen,die ohne Isomorphienvon Zeichensystemenund
inhaltlichenZusammenhangenauskommen... ("Einiges"44)

The abovestatementby Wienerdescribessuccinctlythe purposeof Bayer'sliterary

experiments:theattainmentof freedomfor the individual throughthe creationof new

forms or modelsof understandingwhich dispensewith the standardsign systems.

Maldoror is seenby Wienerand Bayeras an examplein literatureof the possibility
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for the individual to subvertthe symbolic order by shakingoff the shacklesof its

"Zeichensysteme"soasto bringabouta radicalliberationoftheself.

Bayer's Lion figure would therefore seem to be his modem equivalent of

Maldoror.He is, like thetextsandfiguresdiscussedin Chapters2 and3 of this thesis,

an example of Bayer's creative process. The Lion combines contradictory

characteristicsand is constantlychanging.Onedescriptionof him is underminedby

another.His identity thus remainsambivalentand openand is characterisedby the

sameresistanceto interpretationthat was shown in Chapter3 to be a feature of

Bayer'stexts.For it is only by disintegratingandbeingreassembledthat theLion can

defy definition and exist outside of any "Zeichensysteme".Like Kasper!, the

analphabetandthe idiot, figuresI havedescribedas individual anarchists,theLion of

Belfort representsanotherexperimentin Bayer'ssustainedsearchfor a meansof self­

expressionoutside of the normative structuresof conventional language.I have

alreadynotedBayer'spersonalidentificationwith the fool figures of Chapter3. The

indexto derkopfdesvirus beringincludesthefollowing quote:cederschamanebesitzt

ein alterego,ein tier odereinenbaum,dessendaseinmit demseinenderartverquickt

ist, dassschicksalsablaufzwischenihnenbesteht.(schamanengeschichtenaussibirien,

s. 0.)" (SW 572). Significantly, in his lettersto Ida SzigethyBayersignshimselfas

cederlion de belfort", cederschwertfestelion zu belfort" and"eurerallzeyt gethreuer/

low zu belfort" ("Briefe" 55, 57, 59). This,would seemto confirm that Bayerviewed

theLion ofBelfort asanalteregoofhimself.

Like Kasperl,theanalphabetandthe idiot, theLion ofBelfort doesnot representa

viable existence.He is a figure assembledby Bayer,a hybrid constructcomposedof

26S



variouselementswhich C9uld exist individually or in the symbolismof alchemy,but

cannotexist as one, single entity. Indeed, he could be describedas a monstrous

creation,a freak ofBayer'simagination.However,he is a significantpartofBayer's

"Forschung",the experimentalprocessthat he engagesin in his literary work. If in

literature,asin alchemy,onedoesnot only valuethe resultbut alsothe process,one

cannotdismisstheLion ofBelfort asan inconclusiveor unsuccessfulexperiment,but

must acknowledge him as an innovative contribution to the "Forschung" of

experimentalwriting andauniqueliterarycreation.

Deathand destructionseemto accompanythe figures of Kasperl, the analphabet,

the idiot and the Lion of Belfort and they are also linked by their violent and

sometimescannibalistictendencies.The word fields of violence and cannibalism

emergedfrom the linguistic analysisof Chapter2 and they form the basisof the

investigationsofthefinal chapterof this thesis.
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ChapterS

ollasmid gewoit
i duaollasmid gewoit
weumadesa sogfoit
duariollasmid gewoit
(pasGesamtwerk43)

5.1 "0081mid gewoit": violenceandcannibalismin Bayer'sdramatictexts

As illustratedin my linguistic analysisof der analfabet,the word fields of violence

and cannibalismare amongthosewith the highest frequencyof terms in that text.

ReadingBayer'sother dramaticworks and his prosetexts confirms that thesewere

themesthat preoccupiedthe author throughout his writing career. Referencesto

violenceandcannibalismcanbe found in many chansonsand dramatictexts, in early

worksandlaterones,makinga closerexaminationofthesethemesnecessary.

Chapters 2 and 3 concentratedon Bayer's attitude to language and the

consequencesit has for thestructureandcontentof his dramatictexts. Theaim of this

chapter'sinvestigationsis to considerpossiblelinks betweenBayer's"Sprachkritik",

his attemptsto searchfor alternativemodesof beingthat allow the individual, and in

particular the individual consciousof the restrictionsof language,freedom of self-

expressionandthemotifs of violenceandcannibalism.In the caseofeachmotU: I will

first outline how it manifestsitself in Bayer'stextsandwill then proceedto consider

possibleinterpretations.As the progressionof my argumentsis gradualand not every

aspectof thesemotifs canbe exploredin depthas it arises,I appealto the reader's
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patienceand ask him/her to suspendquestionsthat he/shemay have until the later

sectionsofthechapter.
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5.2 Violencein earlydramatictextsandkasperlamelektrischenstuhl

In thedramatictext entweder:verlegennocheinmalzwiick oder:visage-a-visagein

der strassenbahn(1954) one speaker119 seemsto accidentallyspit on anotherand

proceedsto apologiserepeatedlyand.profusely,while attemptingto wipe away the

offendingsaliva.The otherspeakergetsincreasinglyangryandthe situationthreatens

to erupt as the two raise their voices, and the stagedirections, which are hardly

distinguishablefrom the speakers'text, suggestthe possibility of physical violence.

These stage directions include the following: "drohend", "brUllt", "widerstand",

"blaurot/ packtibn amkragen","eindringen"(SW 133). At first it is only the speaker

who hasbeenspatat who is angryand the otherspeakerseemsgenuinelysorry for

whathehasdone:

o verzeihung
erversuchtdenspeichelmit demrockannelabzuwischen
wasWAS
es ist mir wahnsinnigpeinlich bitte aberich weissgarnichtwie daspassieren
konnteplotzlich ... (SW 133)

However,his apologiessoongiveway to anger:

manwird dochnochjemandenanspuckendOrfen...
Machensiedochkein theateresistja NICHTS passiert(SW 133-134)

Thetext endsasfollows:

ich sehesie wollen dieseangelegenheitauf die SPITZE treiben das
heisst sie versuchenes ABER JETZT VERSCHWINDEN SIB und
zwarsoschnellsieihrebeinetragenundBITTE
weit stUrztoberkorpervor
bittebitte bittebitte bitte bittebitte bitte
verschwindetin derfeme(SW 134)

With this exchangea seeminglyharmlesssituationin an everydaysettingis shownto

beanoccasionwith potentialfor violence.

119 The speakersof this dialogueareunnamedand it is not indicatedin the text who says what As
Strasserwrites: "Schonin diesemerstenStUck(von 1954)ist esunmoglich,genauzu UDterscheiden,
ob es sich om eine dramatiscbeoder om cine epische Fiktion handelt" (Experimentelle

Literaturansatze49).
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As discussedin Chapter4, theviolenceofein abenteuerdeslion von belfort (1954)

is implied ratherthan overtly portrayed.A womanwearingundergarments,tied to a

sofaand describedas the Lion's "opfer" (SW 136), suddenlyappearsfrom behinda

Japaneseparaventwhich had previouslyconcealedher.l20 The word "opfer" appears

regularly in Bayer'stexts to refer to thosewho are aboutto undergosomeform of

tortureor beeaten.Havingregardedhis victim "mit unbewegtermiene"(SW 136), the

Lion thenbusieshimselfarrangingflowers in a vase,beforeapproachingthe sofaagain

and askingfor his "besteck", which Apollyon, his servant,duly brings. The text .ends

with the Lion at the sofa holding his "besteck"of saw, dissectingknife and sledge-

hammer.One feels that only one fate awaits the woman- that of dismemberment.I

notedin Chapter4 the similarity betweenthis sceneandScene15 of der analfabet,in

which the Lion threatensto eatthe figure referredto as 5, who hasalso beentied up

and is also referredto as "OPFER" (SW 162). In em abenteuerdeslion von belfort

violenceis not motivatedby angerat a particularevent,aswasthe casein entweder:

verlegen., " but is calm,calculatedandapparentlynormalbehaviour.

Sucha portrayalof violencediffers from theway in which it is depictedin kasperl

am elektrischenstuhl, where the humour, howeverdark, with which the eventsare

presented,andtheway in which oneis constantlyremindedthat this is theatre,by, for

example,theinterruptionsof"herra" and"herrb", two audiencemembers,ensurethat

the mood is not at all as sinisteras that of ein abenteuerdes lion von belfort. The

fascination of the general public with violent subject matter is suggestedby the

following comment from "herr a", one of two audiencememberswho await the

120 The significanceof the paraventas a metaphorfor how Bayer constructshis texts has been
discussedin Chapters2 and 4. Here the paraventconcealsthe victim, who then suddenlyappears,
only to disappearagain whenthecurtainfalls, justasviolencecomesin and outofBayer'stexts.
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performanceof theplay, in a dialoguewhich alsoappearsin Bayer'stext die begabten

zuschauer:

2 herrenmit opernglasbesetzeneinelogeaufderbiihneundschauenins
publikum.
herra: heutesoll ein sehrschOnesstUckaufgefiihrtwerden.
herrb: wie heisstesdenn?
a: wasweissich. irgendjemandwird hingerichtet.(SW297)

Theassociationoftheadjective"schOn"with aplay in which someonewill beexecuted

indicatesthis fascination.

In kasperlam elektrischenstuhl the charactersof "lOwe, polizeichef" and"apollo,

polizist" seemto thrive on violence and, as upholdersof the law, use violence to

arbitrarily meteout justice.Lowe'sopeningmonologuehasalreadybeendiscussedin

Chapter4. A shortenedversionof it is quotedbelow:

lOwe: ... ich bin es:derlOwevonuberall,herrscherubersieben
weltmeereundebensovielerde... ich bin daslibel, deromnipotente
furst deserdballs,ich bin derfalscheschattenim finsterenhaustor. . .
derblutfleckaufderautobahn,chefderpolizei in 27 kulturstaaten.
reichtumundmacht,wollust undehreteil ich ausnachmeinem
beliebenunterMeineergebenendiener.(SW 300)

Thus the first impressionone·gets of Lowe is of a self-important, power-loving,

dangerouspolicechief.121 His bloodthirstyassistantApollo alsointroduceshimself

derpolizist apollo(mit blutigemknuppeltritt aut): ha,dafreut sichmein
unerschrockenerheldenmut,dasist mir augensalbe,wennich in
menschenblutkannMeineaugenweiden.dasdonnernderkommandos,
das krachenderschadeldecken.dasschwirrendergummikniippel,ein
kugelregenausstaatlichenpistolenist Meinenohrennochalleweil die
angenehmstemusik. wenndieoffentlichenparkanlagenvon toten
leicheniiberstreutundbergevon demonstrantenaufgehauftsind, fahrt
mir die freudenlustdurchdie finsterenziige. wennich denstumpfen
kniittel mit menschenfettundknochenmarkverklebtseh,dasgibt eine
herzkiihlendelust meinemgemiite.dampffahrt ausMeinernaseund
feuerflammenausmeinemmaul,dadurchganzestadtteileund
linder in rauchaufgehen.dir dank,0 chef: derdu dasrechtmit dem
metermassdeinergnadeausmisst.(SW 300)

121 In thiscontextit is also significantthat LOweclaimsto bethesonof themurdererHugoSchenk.
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HereApollo conjuresup whatviolencemeansto him, usingwhat is for him unusually

poetic language. His account has almost erotic undertones ("freudenlust",

"herzkUhlendelust") ashe describeshis love affair with violence.His final statement,

addressedto LOwe, in which he attributesthe violencehe has beenextolling to the

mercyof the"polizeichef", perhapsillustrateshis sheercynicismandhis dedicationto

violence,aswell asto his superior. His next utterance,in Viennesedialect, "i muas

wemdaschlogn",is in sharpcontrastto his earlierpoeticstyle.An uncontrollablefit of

rage comesover him - the stagedirection readsas follows: "er verfallt in einen

tobsuchtsanfallundwirft gegenstandevom mobiliar, erschopftbricht erzusammen. . .

"(SW 301).

This suddenviolent reactionseemsto stemfrom an involuntary urge.l22 Similar

reactionsby otherBayerfigures are to be found in other texts. For examplein die

pfandleihe(1957)thereis a scenein which Leonhardis accusedby thepawnbrokerof

fabricatinga story abouta femalegiant. Although the pawnbrokerdoesnot threaten

Leonhardphysicallyin any way, the latter suddenlycries"dannmussensie sterbenl"

(SW239)andproducesanaxefrom his suitcase.Hethenraisestheaxeagainsthimself

andsaysthatbeforetheendoftheplayhewill split himselfin two with it andthatthen

it will be the pawnbroker'sturn. Thereis a similar scenein kasperlam elektrischen

milil in which the reporter Giselher accusesKasperl of making false claims and

suddenlyproducesaknife, alsodeclaring,"dannmiissensiesterbenl"(SW 314). These

sudden,unexpectederuptionsofviolencearecharacteristicofBayer'stexts.

Thisphenomenonis referredto by Bayerhimselfin thestagedirectionsof�~

122 Chapter2's linguistic analysisof der analfabetconcludedthat the text's transitivity patterns
suggestthat its figures tendto reactemotionallyratherthanact intellectually.The high frequencyof
terms belongingto the text'swordfield ofemotionconfirmedthis.
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begabtenzuschauer(1959). The following statement appears in die begabten

zuschauerbut not in kasperlam elektrischenstuhl: "die beidenschauspielerhabensich

einersehrgepflegtensprachezu bedienen,dUrfen abernicht vergessen,dasssie gegen

das publikum spielenund nicht fUr dasselbe.die schauspielermOssenalso imstande

sein, wenn es der text verlangt, ungezwungenaggressivm sein" (SW 240). Here

Bayer alludesto this sudden,unmotivatedtyPe of aggression,somethingwhich it is

obvioushe deliberatelytried to create,andwhich he envisagedasa possibledifficulty

for actors, normally used to a psychologically-motivatedbuild-up to such violent

outbursts within a particular scene. In the above comment he also defines the

relationshipbetweenactorandaudienceasoneof conflict andstruggleandanticipates

thedifficulty for actorsin playingnot to, but againstthegallery.

TheabovestatementconfirmsBayer'swish to confronthis audienceby refusingto

fulfil its expectations.This is also in keeping with the Vienna Group's deliberate

confrontational relationship with the audiencesof their literary cabaretswhich I

referredto in Chapter1·andwhich is outlinedin the "waschzettel"of the first literary

cabaret:"wir werdenkeinekritik vorzubringenhaben,keinenprotestniederzulegen,es

sei denndie verzweigtekritik an unseremspezifischenpublikum, den protestgegen

seine passive art, zuschauerzu sein, gegen seine so leicht zu kontrollierenden

reaktionen,die wir - unddasist vertraulich- dochmit unserenmitteln provozieren

werden"(WG 419). Thisdesireto confrontandprovoketheaudienceis similar to that

of theDadaistsin theirprovocation-demonstrations.

Theinstructionfrom Bayerto his actorsthusshedslight onApollo'sviolent

outburstandthoseofotherfigureswho alsobecome''ungezwungenaggressiv".

Returningto Apollo, thetext goeson asfollows:
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apollo: i muaswemdaschlogn.
erverfallt in einentobsuchtsanfallundwirft gegenstandeyom
mobiliar, erschopftbrichterzusammen.keuchendundmit
geweitetenaugenstarrteraufseinehand.die handzucktscheinbar
unabhangigvon apollouberdie buhne,erversuchtvergeblichsie
festzuhalten.

dersprecher:vergeblichversuchtwachtmeisterapolloseinehand,
treuerheiferin bittersternot, faustaufmanchenbettlersscheitel,
donnerkeilin daszahnfleischargumentierenderburger,sieversucht
er festzuhalten,die ibn verlassenwill. (SW 300-301)

Apollo fears that suchbehaviouron the part of his hand will land him in a mental

. institutionandbeginsto searchfor his hand:

apollo (brullt) : i wii nedin die aunschdoidr
erwaIzt sich. plotzlichbeginnterzu suchen,hierunddort, blickt auf
denboden,lowe stehtaufundfolgt ibm, dersprecherwinkt
abwehrendabo

lowe (gibt apolloeinenfusstritt) : wasmochnsdenndo?
dersprecher:erhatdie spracheverloren.
lowe: woshaast.deskennmaschooerwii nimmaspuun.raundewuund

so. fia wosgriagtazoid?wida amoiaglaneobreibunggefaIlig.
(gibt apolloeinenfusstritt) (SW 301)

Apollo's loss of languageseemsto coincidewith his violent outburst.Violence and

languagebecome inextricably linked in this passage.When Apollo's hand, the

perpetratorofhis violence,triesto getawayfrom him andhetriesto searchfor it, "der

sprecher"informsLowe that Apollo has lost language,thussubstituting"sprache"for

"hand". It seemsthatwhenlanguageis lost, violencetakesover.l23 Thetransitionfrom

languageto violenceoccursin stagesin Apollo's case- he goesfrom speakingpoetic

language,to speakingdialect, to not beingable to speakat all, and subsequentlyto

makinganimal-like noises,representedin thetextby "0,0,0,0"(SW301),beforefinally

regainingthepowerofspeech,thanksto LOwe, who pointsout to him thatasanactor

123 The choiceof the handas the part of the body that is associatedmost closely with violence is
perhapsinspiredby thephrase"handgreiflichwerden".
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he gets paid to speakand, with a combinationof grammaticalterms and physical

blows,hebeginsto beatlanguagebackinto him:

apollorichtetsichaut: versuchtzu sprechen,wiirgt, quaItsich.
lOwe: ich sagenur:

satzgegenstand(gibt ibm eineohrfeige)
und
satzaussage(gibt ibm eineohrfeige)
hauptsatz(schHtgtibn aufdie nase)
und
nebensatz(schUigtibn aufdie nase)
ich hoffe dasgentigt.(SW 301)

The violenceof LOwe is both physicaland verbal and again points to a connection

.betweenlanguageandviolence.

In die boxerl24 speakingis equatedwith the violent sportof boxing. The set is a

boxingring, wheretwo youngmenwearingunlacedboxingglovesandsuitsparticipate

in a boxingmatch.However,assoonasthey takeup their fighting positions,the two

menrelaxandassumethestanceof speakers,referredto as 1 and2. It becomesclear

from Bayer'sdirectionsat thebeginningof thetext thatreceivingtheverbalblows of

the opponenthas physicalconsequencesfor the boxers:"wahrenddesdialogswankt

dereineoderderandereoderbeidein vOllig gesprachigerhaltung.siewankendeutlich

wenn sie die entsprechendensltzebekommenhaben.jedersatz ist ein schlag.nicht

jedersatztriffi. manchesatzekOnnenabgedecktwerden(anne)"(SW 173-174).The

stagedirectionsin the text indicatewhen verbal violence is to be accompaniedby

actualphysicalviolence.On oneoccasion,2 hits 1 on the nosetwenty-threetimes in

successionand eachblow is followed by a verbal insult. In die boxer, however,a

balanceis maintainedbetweenverbal and physical violence, since neither form of

124 ROhmdatesthestart ofBayer'swork on this text to 1956and includesin theSmtIieheWerketwo
versionsof it - "rohfassung"and"letzte fassung(fragment)"- aswell assome"ehronologischnieht
erfasste abschnitte"(SW 174, 208, 202). Quotesfrom die boxer in this chapterare from the final
version,althoughRiihm stressesthat it is nnfinished(SW 766).
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violenceseemsto takeoverfrom theother.Thefact that, in a scenevery similar to the

onefrom kasperlamelektrischenstuhldescribedabove,1loseslanguage,but is not, as

is the casewith Apollo, takenover by uncontrollableviolencetestifies to this. The

relationshipbetweenlanguageand violence will be discussedfurther in the next

section.

5.2.1 idiot: thesignificanceofviolencein Bayer'stexts

Themostviolentofall Bayer'stextsis undoubtedlyidiot (1960). Sohorrific arethe

violent actionsthat Bayerdescribesin the stagedirectionsof the text, it is difficult to

imaginehowtheycouldberepresentedonstage.Thecentralfigure is introducedat the

very beginningof the text as follows: "ein menschenahnlicheswesenwartet an einer

strassenecke.haltenwir esfUr einenmannund nennenwir ibn a. dergehtauf und ab"

(SW 243). Dueto the useof the term"menschenahnlich"it remainsunclearjust how

humana is. Most otherfigureswho appearin this first scenearealsoreferredto using

letters of the alphabetrather than names,but it is not clear whetherthey too are

"menschenihnlich"or not. Any attemptthat a makesto speakto the otherfigures is

metwith eitherverbalor physicalabuse.Theseattemptsareclearlyoutlinedby Bayer,

asaretheotherfigures' violent reactionsto them:

im gesichtdesa kann mansehen,dasser denc wasfragenmochte.da
bewegensichdie muskeln!deramachtkeinenschritt.
c gehtaufazu undgibt ibm einenfusstritt. c abo
d und ein madchentretenhandin handauf: dasmussein liebespaar
seinl a gehtaufdie beidenzu, rauspertsich, hustetund setztzu einer
redean. dasheissteroffitet das maul.
d gibt ibm einenkinnhaken.das madchentritt andengestiirztenheran
unddann tritt siedemin die niere.akrUmmt sichundstohot.(SW 243)

Physicalviolenceis againpresentedhereas an alternativeto verbal expression.This

instancediffers from that of Apollo in kasperl am elektrischenstuhl in that these
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figures arenot presentedas resortingto violencedueto a loss of language.Instead,

they appearto want to beat languageout of a, who attemptsto expresshimself

verbally.12' a, however,is quick to learnanddoesnot openhis mouthto speakagainin

this scene.Indeed,he himselfimme4iatelyjoins in the violencewith the first of his

manyviolent acts:

g kommt, nAhert sicha.
g setzt zu einerfragean. dasheisst,er reisstdasmaul auf
a schUigtibn nieder.(SW243)

a's violent behaviourquickly escalatesand includesspitting, vomiting, urinating,

defecating,hitting, kicking, beating,shootingothersanddriving overbodieswith a car

and a lawnmower, before mincing and eating the flesh. This violence is casual,

automaticandarbitrary. It seemsto beviolencefor its own sake.For example,a kills

thegirl mentionedaboveanda policeman.Not satisfiedwith that, he thenshootstheir

corpses,drives a lawnmowerover them, collectsthe piecesof flesh in a paperbag,

assemblesa mincingmachine,putsthecontentsof thepaperbagthroughthemachine,

makesdumplingsofthehumanfleshandeatsit.

It seemsthatthemereappearanceor existenceofanotherbeingis enoughto trigger

off suchviolent reactions,which areoften linked to the desire"or intentionof another

to speak.After the incident I havejust described,a girl passesby. Shesaysand does

nothing, but is immediatelyspatat by a, who then subjectsher to a horrific attack

which is describedin all its gorydetailsin thefollowing passage:

dasmadchenheult. er haut ihr eineronter, dassesknallt, und fallt tiber
sie her. beim ergussverziehtder keinemieneund stehtauchgleich in
einemzugaufundverziehtkeinemieneundgehtnicht zu langsamnicht
zu schnell und vor aHemvollig ausdrucksloszu dem automobil, setzt
sich rein, lasst den motor an, nicht zu langsamnicht zu schnell, vor
allemausdruckslosundtiberfahrtdie.

125 The possiblereasonsfor this will becomeclearerlater in this section.
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sie kommt wiederzu sich und wimmert. ein fuss ist ihr abgefahren.a
gehtbin und reisst ihr denfuss abo dasmadchenwimmert. eta stopft er
ihr denfussin denrachen.siekotzt; auchihrenfuss.
ein plotzlicheranfall von rasereiuberkommtibn. er tobt, presstihr noch
einmaldenblutigenundjetzt angekotztenfusszwischendie zahne,sehr
schnellund heftig, under presstmit aller kraft, seineaugenglanzen,die
ademtretenibm ausdem schadel,da presster der den fuss ins maul,
hilft nachmit seinemfuss, tritt rein, dann beugter sichrunterund stosst
die gefaustetehandbis an den ellbogennach,und nocheinmal, immer
wieder. dannstehter aut: seineaugensind ohneausdruck,er schmiert
dasblut achtlosin seinenanzugund springt ihr in denbauch.er nimmt
die einfiissigeund stopft sie in die mascbine.er drehtander kurbel. ein
roter, blutiger knodel fallt heraus. a msst ibn, kauend und
kinnladenschiebend.(SW244-245)

The violenceportrayedin the abovepassageis the most extremeand radical to be

found in Bayer'stexts. The passagegoesfar beyondthe slapstick,''Kasperltheater''-

J.ilceviolencefoundelsewhere,makingthedetail, consistencyandinsistencewith which

its violenceis pursuedsingularamongBayer'sworks. It is thereforeidiot that should

provemostusefulin assessingthesignificanceofviolencein Bayer'stexts.

Although in the abovepassagea is overcomeby a sudden"anfall von raserei",in

idiot Bayer stressescontinuouslythe lack of emotion with which a carriesout his

violent actS.I26 He is describedasbeing"achtlos" and"ausdruckslos"but at the same

time, if necessary,spontaneous,as is evident from the following stagedirection: "a

wird jetzt immerauSdrucksloserscheinen,aberwennnOtig sehr.spontanhandeln"(SW

244). Bayer seemsto want to emphasisethe automatic, involuntary natureof a's

violence, his capacity to be, in Bayer's words about the actors in die begabten

zuschauer,"ungezwungenaggressiv",and also the �a�b�s�e�n�~ of any emotionson his

part.His casual,mercilesscrueltyis epitomisedby thefollowing event:

schnellaberausdrucksloszielt a und schiesstdie frau mit demrevolver
ausdemfenster.daswar tempo'sowie er siegehalten,lust a die waffe
nach abzugdes hahneseinfach aus der hand fallen und wendet sich

126 This lack: of emotionis in contrastwith Apollo's passionatelust for violenceasdescnbedabove.
Thereare,therefore,exceptionsto themorecasualviolencefoundelsewhere.
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anderenbeschaftigungenausdruckslosaber eifrig zu. das nimmt ibn
wiederganzgefangen.
die frau faIlt langsamausdemfenster.dasstrassenptlasterk1atscht.
(SW245)

Evenbeforethe deadwomanhas fallen from the window, a is busywith something

else.Killing andcannibalismare, it seems,simply partof his everydaylife. This brings

the first sceneof idiot to an end, a scenein which only two lines are spoken,those

beingthevery first linesutteredby thetext'sfigures:

a (zu sich):verdarnmt.
b (kommtvorbei): haltsmaul! (SW243)

Theremainderof thesceneconcentratesonphysicalviolenceanddestruction,which it

seemsto offer asanalternativeto verbalcommunication.

Thenextscene,entitled"2. szenescheissdreck", consistsmostlyof verbalviolence

anddestruction,in thata, ashas been mentionedin thesectionon idim in Chapter3,

rejectsalmosteverythingas"scheissdreck".As onecommentatorhas put it, this scene

represents"die UmdeutungderWelt in eine'ScheiBwelt'"(Faust147).It is significant

that a is alonewhenhe beginsthis "scheissdreck"speech.Here,when he speakshe

doesso not to communicatewith somebodyelse,but to reject everythingbut four

thingswhichremain:

a: . .. esbleibtdiegerechtigkeit
dergeiz
die unabhangigkeit
undderlinn (SW248)

All that remainsin a'sworld is justice,meanness,independenceandnoise.He goeson

to changethesenounsinto adjectivesandverbswhichheusesto referto himself

dermenschrichtetsichauf: bruderl
a: du sau.(schUlgtibn nieder)

(pause)
ich bin gerecht.dasist k1ar.
ich geizemit alIem.
ich bin unabhingig.
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ich bin laut.
ich bin ein idiot. idiot seinheisstfUr sichsein.

(SW 248-249)

The world now revolvesarounda. He has assertedhis authority through violence,

which enableshim to subsequentlydestroy,at leastverbally, the existing order. He

now deemshimselfcompletelyindependent,he dispensesjusticeas he seesfit, he is

meanwith everything,evenwith life, if oneis to judgefrom his treatmentof others.It

seemsthat the soundof himself is the only noise he wants to hear.l27 The speech

culminatesin a declaringhimselfto be"ein idiot": anidiot who, in this scene,hasmade

the world his creation.l21 The scene does also contain some physical violence,

however.a'sspeechis interruptedby theappearanceof"ein mensch".This speakeris

not denotedby a letterbut is simply called"ein mensch".This is presumablylinked to

the initial descriptionof a as"ein menschenihnlicheswesen".The implication is that

while a is similar to humanbeings,he is somehowdifferent. "der mensch"calls a

"bruder" threetimes,andeachtime a knockshim down. He laterkicks him andtears

offhis arms,but, interestingly,hedoesnot kill him ashedid theothers.

This time a verbaliseshis objectionto the mere existenceof anotherbeing in a

tiradeofabuseagainst"dermensch":

a (briillt): ... esist eineungerechtigkeit,du willst michzwingendich
zu sehen,du willst mich zwingendichzu horen.ich muss
dich sehen,ich mussdich horen,wenndu hier herumstehst
unddu stehsthier herum.dasist es.scheissdreck.du willst
aufdenlichtstrahlenmit deinenbestandteilenin meineaugen
galoppieren,du willst aufdenschallwellenin meineohren
trabenunddu tustes.ohungerechtigkeit... du willst, dass
ich mich umbringe.marderverbrecherschwein!(SW 249)

127 The "lann" which survivesa's"scheissdreck"speechmayalsorefer to the pre-linguisticsounds
madeby humansbeforethe adventof the alphabet,somethingsimilar to theanimal-likenoisesmade
by Apollo when he temporarily losesthe powerof speechin �~�. The return to a pre-linguistic
stateis discussed laterin this chapter.
128 Thepotentialpowerof languageto createanindividual reality, discussedin Chapter3, is again in
evidencehere.
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a finds it unfair thathehas to seeandhearthehumanbeingandaccuseshim of forcing

his way into his eyesandears,andofwantingto kill him. �~�t seemsthata perceivesthe

mereexistenceofanotherbeingasaphysicalinvasionwhichheclaimsmakeshim want

to kill himself This explainshis violent behaviourtowardsothers,whomheobviously

seesasa threatto his own existence.Thus, his violent tendencieswould seemto be

part of a desperatestrugglefor self-preservation.a seesthe survival of himself: the

individual, asnecessitatingtheannihilationofothers.

a'spositionon languagewasoutlined in Chapter3, whereit was shownthat he,

along with Kasperl and the analphabet,embodiesBayer's"Sprachkritik". a deems

communicationwith others to be impossible. His belief that languageresults in

misrepresentationandmisunderstandingurgeshim to tumto physicalviolenceasan

alternativeto verbalcommunication:"a: . . . ich weissnichtsvon dir und will von dir

nichts wissen,das heisstich kann von dir nichts wissen,dennzwischenuns ist ein

uniiberbruckbarerabgrunddesunverstudnisses... du kannstmich nichtverstehen.du

hOrst IRGENDetwasund treibst damit unfug, sao, S8ll, ich zertretedich. (gibt ibm

einen fusstritt)" (SW 251). As the relationshipbetweenviolence and languageis

centralto anunderstandingoftheviolencemotU: it warrantscloserconsideration.

In kasperlam elektrischenstuhl Apollo's lossof language- cedersprecher"saysof

him "er hat die spracheverloren" (SW 301) - accompanieshis involuntary violent

outburst, referredto in the text as "tobsuchtsanfall"(SW 301). LOwe subsequently

beatslanguageback into Apollo, who recoversthe power of speechalong with his

composure:"apollo (plotzlich charmant,hlnde reibend): wenn es ihnen recht ist,

wollenwir sprechen"(SW302). It seemsasif lossof languageis synonymouswith the

outbreakofviolent chaos.Thesameis truein idiot, wherethefirst two linesofthetext

arefollowed by silenceandviolent anarchy.After b saysto a "haltsmaulr" (SW 243),

281



not anotherword is spokenfor the remainderof the first scene.In Chapter3 language

was identified as an important agentof socialization,by meansof which language

learnersare mouldedinto conformity with their linguistic communityand thus made

subordinateto the existing symbolic.order. Speaking,.a languageand adheringto its

rules thereforemeansadherenceto the community'ssystemof order. The loss or

consciousrejectionof languagethussignifiesthe lossor rejectionof this order,which

resultsin Bayer'stexts in the eruptionof violence,which is seenas its alternative.In

idiot Q, havingassertedhis authoritythroughphysicalviolence,regardedby him asan

alternativeto verbal communication,ironically returnsto languageand usesit, the

former instrument of conformity and order, to verbally destroy this order in his

"scheissdreck"speech.

However,the relationshipbetweenlanguageandviolencein Bayer'stexts is more

complexthanthis. In die boxerboth languageandviolenceareportrayedas forms of

humaninteraction.As I mentionedabove,in this text a balanceis preservedbetween

thetwo andlanguagedoesnot giveway to violence.Thereis a periodofsilencein the

text. However,this doesnot last long. 1 and2 quickly returnto speakingandboxing

andseemto know no alternativeto their dialogueofviolence.In his noteson the text

Bayerstatesthat theyareevenly-matchedopponents:"Dicht dereineist derstarkeund

der andereder schwache,nem,der langsameist plotzlich schnell,dergeizigefreigebig

etc...." (SW 771). Indeed,the two areso evenlymatchedthat, accordingto Bayer's

directionsat the beginningof the text, they continueto battle againstone another

indefinitely: ceder vorhang flillt Dichl. wenn der kampf zu ende ist und der letzte

zuschauerden saaI verlassenhat flillt dervorhang"(SW 174). Thesetwo figures who

arelockedin aneternalbattleof physicalandverbalpunchesrevealtheviolent nature

of languagein thefollowing passage:
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2: qualensiemichnicht langer.
1: argemsiemich nicht langer.
2: missbrauchensiemich nicht langer.
1: langweilensiemichnicht langer.
2: (halt sichdie backe):sietreffenmich empfindlich.
1: lassensiemir ruhe.
1: sietunmir wehf (SW224)

Thesestatements arenot accompaniedby physicalblows, asis the caseelsewherein

thetext. It seemsthat,aswell asturningto violenceasanalternativeto language,one

canbeviolent in one'suseof languagewhich, in its own way, hurtsjust asmuchas

physicalviolence.The violenceinherentin languageis alsoevidentin the attackthat

Lowe carriesout onApollo, duringwhich hebeatslanguagebackinto him with boxes

on theearsandnose.129

That languageis invasiveis expressedin the following linesfrom Bayer'snovel �~

sechstesinn:

. . . und ehemir was zustossenkann, benenneich es und banneund
taufe und bin uberhauptder ganzgrossemagier, weiss, schwarz,mit
einer kleinen hohle und da ist mein wortSCHATZ drin, alles fein
eingepokelt... unddatreff ich einenundnenneibn undnenneesguten
tagundwir atmenaufunder nenntmich undbanntmich, dasheisstdas
was er von mir fiirchtet, wei! er es wahrnimmt,das ibm in die augen
klatschtund ins ohr stiertund in die nasebohrtundja dassterilisierter
gleichmit vielennamen,die er a1sgegengiftein seinerhirnschalkanuner
bereithat. (SW657)

In theselines,which containphrasesthatechothoseusedby the idiot in his attackon

"dermensch",for example,"du willst ... in meineaugengaloppieren,du willst ... in

meineohrentraben" (SW 248), the urge to name("benennen","taufen") is clearly

129 A similar connectionbetweenviolenceandlanguageis madein �H�a�n�d�k�e�'�s�~�. w. G. Sebald
describeslanguageasdepictedin �~ as"dasZeughauseinesgrausamenInstrumentariums"(ISS)
andPeterHom, who gives his essayon �~ the title "Vergewaltigungdurch die Sprache",also
refersto Kaspar'slinguistic torture(34). Accordingto Sebald,�~ is "die ... Geschichtevon der
Domestizienmgeineswilden Menschen"(1S2).Theuseof languageasaninstrumentof socialization
is exposedin �~ asa brutal mechanism,asthe"Einsager" useit "als Mittel, ibm [Kaspar] seine
ganz individuelle Unordnung,sein ganz persOnlichesschopferischesChaosauszutreibenund ibn
dadurchund danachderHerdeeinzuverleiben"(Hom 32). The brutality of this processis perfectly
expressedwhenthe "Einsager"say to Kaspar:"dubistaufgeknackt"(Handke,Theaterstiicke146).
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motivatedby thethreatof theother,which diminishessomewhatoncethe naminghas

takenplace(CCaufatmen").An encounterwith anotherpersonis presentedhereas a

violating andinvasiveexperience(". . . das ibm in die augenklatschtund ins ohr stiert

und in die nasebohrt"). As in die boxer, languageis depictedin theabovequoteasa

meansof attackingthe other. For languageenablesthe speakerto removethe threat

posedby the other being by meansof the naming process,which extendsto the

individual (CCer neontmich"). The threatof the other is removedas the individual is

"sterilisert"by the"gegengifte"of language.

In idiot, a refusesto be namedand sterilised.The motivationfor a's rejectionof

languageand order in favour of violence is the creationof a self-sufficient "ich".

Unlike Bayer'sboxers,whosebattle is a form of reciprocalinteraction,the ultimate

aim ofa'sviolent interactionwith othersis theirannihilation,since,astheabovequote

from der sechstesinn also illustrates, their existenceis a negationof the seli His

victims 8:l'e no matchfor him andmostlydo not evenattempta struggle.Thebalance

betweenlanguageandviolencethatis maintainedin die boxertips, in thefirst sceneof

idiot, very muchin favour of physicalvioleneeasthe idiot defendshimselfagainstall

otherbeingswho crosshis path.In Chapter3 I arguedthata (theidiot), theanalphabet

and Kasperl representBayer'sattemptsto establishalternativemeansof expression

outside of the restrictions of normative language,an experiment that explores

alternativemodesofbeingfor theindividualandfor the creativeartist. I showedthatin

the idiot's case this alternative existenceis based on a rejection of language,

knowledgeandcommunity,in short, thosethingswhich makeup the symbolic order

that controlsindividuals and their world-view. The rejectionand destructionof this

existingorderappearsto benecessaryto free individualsfrom its controllinginfluence,

which forcesthemto conformandpreventsthemfrom achievingtrueself-realisationor
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what Stirner calls "Eigenheit". Chapter3 also illustrated the influence of Stimer's

philosophyof individual anarchismon Bayer'sefforts to createan existencefor the

"ich" and both Stirner and Bayer's support for the use of whatever means are

necessaryfor the individual to �b�e�c�o�m�~ truly autonomous.I pointedin Chapter3 to the

similarity betweenthe"Krieg Aller gegenAlle" which Stirnerseesasa consequenceof

the egotismhe proposesandthe idiot's violent behaviour.Indeed,Stirnerspecifically

advocatesthe useof violenceasan indispensableweaponin the individual's fight for

freedom:"Die Gewalt ist eine schoneSache,und zu vielen Dingen nlitze; denn'man

kommt mit einerHandvoll Gewaltweiter, als mit einemSackvoll Recht'. Ihr sehnt

EuchnachderFreiheit?Ihr Thorenf NahmetIhr die Gewalt, so kamedie Freiheitvon

selbst. Seht, wer die Gewalt hat, der 'steht liber dem Gesetze'" (BE 196). By

examiningthe violenceof the idiot in greaterdetail, this sectionhasshownthat his

violenceis, indeed,a resultofhis extremeindividual anarchism.l30

The idiot wantsno involvementwith others,no part in anycommunitywhich, with

its clearlydefinedsystemoforder,would force him to conform.In idiot "dermensch",

with his repeatedaddressingof a as"bruder", representssucha communityand such

an order. He is, perhaps,a's alter ego, the part of him that likes the familiarity and

companionshipoffered by sucha communityand its order. This would also explain

why "der mensch" survives, unlike the other victims of a's violence. As already

mentioned,Bayerdescribesa as"ein menschenahnlicheswesen".This pointsto a

130 Bayer'soutline of his "einmannstaat",quoted by RQhm in his introductionto Bayer's8amtliche
Werke,confinnsthatBayercondoned,at leasttheoretically,the useof violencein whathe viewedas
the war of the individual againstothers: "ich sitzeund nahemeinefahne. ich babeerkannt,dassich
ja letztenendes(sich deklarieren, kann ich das, geheim, exilregienmg.) glaubenskrieg,fUr eine
Uberzeugung,ein ideal kampfen,soUtekeinefrage der quantiWsondemder qualitatsein. also auch
immer gegen aile. revolte des einzelnen, legalisiert, staat . . . bei bewaffnetemwiderstand
entsprechendegegenmaS$nahmen. . . wenneinererkennt,dasser gegenaIle steht, mUssteer sieh
dann niehtaufmachenund estun erschiessungderfreunde!!tt (SW 17)
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distinct dichotomybetweenthesetwo figures: the humanand the "menschenAhnlich".

In Chapter3 I concludedthat the modeof beingproposedby Bayerusing the figures

ofKasperl,the idiot andtheanalphabetis not a viablehumanexistence.Perhapsthat is

why Bayerusesthe term �"�m�e�n�s�c�h�e�~�a�h�n�l�i�c�h�" to describea, who, unlike Kasperlwho

choosesdeath,andthe analphabetwho doesnot appearat all, tries to continueto exist

after his rejectionof a basictenetof beinghuman,namelyinteractionwith othersand

adherenceto the order that such interaction demands. a's survival in such

circumstancesnecessitateshis waragainstall others,againsthumanity,ofwhich he can

no longerbe a part, and also explainswhy idiot is, in its extremeviolence, singular

amongBayer'stexts. The strugglebetweena and"der mensch"also reflectsBayer's

strugglewithin himself; his negativesolipsismon the onehand,which led him, Riihm

recounts,to develop the conceptof an "einmannstaat"(SW 17) and, on the other

hand,his desperateneedfor friendsandhis dreamofanidealworld:131

stimerbis zum solipsismus... so entwarfer einen'einmannstaat',fUr
sich, fluchtig auf einemnotizblatt . . . dam im gegensatzhatteer ein
starkesmitteilungsbedurfuisund zeigte sich seinenengstenfreunden
stets verbunden. er hatte zutiefst den traum einer 'idealen' welt
(sonnenstaat), da sie aber nicht zu verwirklichen ist, rief er ihre
vermeintlicheantitheseaus.(SW 17).

a's fierce violence in defenceof the self would seemto be justified when one

considersthe fate of Leonhardin die pfandleihe.When he threatensthe pawnbroker

with the axe and then turns the axe on himselfin the scenedescribedearlier in this

chapter,thepawnbrokerconvinceshim to abandon thisviolentcourseofaction:

pfandleiher:langsamleonhard,daswOrdestdu nicht iiberleben.sei
vernUnftig.

(gehtvertraulichauf leonhardzu)
wollen wir tauschen?(SW 238)

131 This struggle finds a further parallel in Bayer's ambivalentattitude towards language- his
"Sprachkritik" on the one hand, and his belief in the powerful potential of languageto createan
individual realityon theother.
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The oppositeto violenceis presentedhereas "Vernunft", reasonor good sense,the

senseof order prevailing in any community, which demandsthat one doesnot kill

othersor oneself.ThepawnbrokeradvisesLeonhardthatin orderto survive,heshould

be ruled by reasonandorderandnot by theurgeto lashout with physicalviolence.

Leonhardseemsto takethis advice,for hedoesnot continueto wield his axe,but goes

along with the pawnbroker'ssuggestionthat they exchangeplaces. The two then

exchangeidentities in an exampleof the "Austauschbarkeit"that featuresin other

Bayertexts.132 Thus,for Leonhard,abandoningviolenceseemsto result in the lossof

his identity, his "ich". It is thereforenot surprisingthata of idiot protectshis identity

with such savageviolence. In light of the abovediscussionof violence in Bayer's

dramatictexts, onecould characterisehis unconventionalapproachto the writing of

literary texts asviolenceagainstconventionallanguage,which robs the individual of

his/heruniqueidentityandthecreativewriter ofcreativepossibilities.

Theword field of cannibalismwasanotherto emergefrom thelinguistic analysisof

deranalfabetandit is closelylinked to theword field ofviolence.Whenexaminingthe

cohesionofderanalfabetI notedthatcertaingapsin thetextunderminedits coherence

but also highlightedthe figures' obsessionwith cannibalism,which seemsto surface

involuntarily andsubconsciouslyin their conversations.From an analysisof the deixis

ofthetextofderanalfabetit emergedthatthepossessivepronoun"unser" is usedonly

twice: oncein relationto "sittenund gebriuche"(Scene3, in the contextof women

eatingdeadwomenandmeneatingdeadmen)andoncein relationto "erdbestattung"

132 A variationon this ideafeaturesin Handke's�~ whenKasparis joinedon stageby six other
Kaspars, mirror images of himself: "Kaspar ist nurmehr die Matrix seiner selbst, unbegrenzt
reproduzierbar" (Sebald156).

287



(Scene14). I concludedthat sincetheseareimportantelementsof a cultural nature,it

is significantthatcannibalismanddeatharethedominantuniting factorsfor thefigures

of der analfabet.Cannibalism,the killing and consumptionof eitherall or part of an

individual that is of the samespecies,is regardedin modemsociety as particularly

abnormalandtaboo.Theappearanceof suchbehaviourin Bayer'stextswarrantsclose

consideration.

288



5.3 Cannibalismin thedramatictexts

Alreadyin his earlydramatictextsBayerseemsfascinatedwith the phenomenonof

cannibalism.It is overtly referredto in die erschrecldichecomoedievom bravenlukas

(1955),a text which consistsof a "szenariwn"outlining the plot of a five-act play and

"bruchstiicke", fragmentsof dialoguefrom Acts 1 and 2. In Act 2 the robbersfrom

whomLukassavesa coachloadofpeople,tum out to becannibals.Theyaredescribed

as"cannibalen"(SW 141)andtheywant to eatLukas: "(sie wollen ibn fressen,er solI

ihr opfersein,im letztenaugenblickerkennteresundflieht.)" (SW 147).

Cannibalismis themain featureof dermannim mond,a dramatictext which RUhm

estimatesto havebeenwritten before1957.Thetext opens withGeorgandFriedrich,

"zwei standbllder" (SW 290), eating, commentingon the food and passing the

mustard. The dialoguetakesan,unexpectedtum with the following questionfrom

Friedrich: "darf ich ibnen ein wenig von dieserhandanbieten?"(SW 290). It soon

becomesobviousthat the two areeatinghumanflesh, andthe processis describedin

the stagedirectionsin at graphic presentationof cannibalismon stage:"georg reisst

einehandentzweiund gibt einentell an friedrich zurUck. beidenagenan den halften

und werfensie nacheinerzeit, sichtlich satt, hinter sich oderlassensie achtlosfallen,

obwohl noch viel fleisch an den knochen sitzt. die nigel der finger werden

ausgespieen"(SW 291). It emergeslaterin thetext thatGeorgandFriedrichareeating

thefleshofOlga, thenanny,whomGeorghaskilled for food:

georg:ich habeihr die brostgeoflhetundmit einemmesserdie fleischigen
telle deskorpersdurchschnitten...

friedrich: immerwiederdie altegeschichte.
georg:dermenschmussessen.(SW292)

It seemsthat cannibalismis a necessarypart of daily life for GeorgandFriedrich,and

they go on to talk about the daysof the week and the weatherin the sametone in

289



which they discussedtheir eatinghabits.Yet whenBeate,a younggirl, looks for her

nanny, the two are embarrassed,and anxious to avoid discovery. This seemsto

contradict the idea that cannibalismis the norm, and suggeststhat it is abnormal,

aberrantbehaviour,ifnormalfor Geo.rgandFriedrich.133

Among the scenes that Riihm in Bayer's Samtliche Werke categorisesas

"unbezeichneteszenischebruchstiicke" is one which he datesat around 1954 and

which alsofeaturescannibalism.As in der mannUn mond,cannibalismin this sceneis

somethingregardedas normal and necessaryamongone particulargroup of people,

but which mustbe hiddenfrom othersoutsideof thatgroup.In the stagedirectionsto

the scene,which takes place in a village, Bayer posesquestions, including the

following one: "sind aile einwohnermenschenfresser?"(SW 343). The plot of the

sceneis that Friedrich, a sailor who has a sweetheartin this village, kills her father,

without knowing that he is then eatenby the villagers: "er hat denvater erschlagen.

dassder vater von den dorfbewohneminkl. polizistenund tochter verzehrtwurde,

weisser nicht. der polizist ist sehrfUr ordnung.und man hiitet sich peinlichst, dass

aussenstehendevon dem geheimnisdesdorfeserfahren"(SW 343-344).Here again,

cannibalismis somethingwhich must be kept secret.The final line of the scene,the

only onewhich is in the form of direct speechratherthan stagedirections,suggests

that thesevillagersareforced to feedon humansto survive,as it seemsthey haveno

133 The title of this text seemsto be linked to the endof it where,in responseto Beate'squestion"wo
ist gottT' (SW 294), Georg tells the following story: "gestemfilllte gott bolz. dann band er es
zusammenund trog es heimwarts.unterwegssprachich ibn an: 'kennstdu den sonntagnicht?' da
entgegnetegott lachend:'was sehertmich densonntag?sonntagauferdenoder Montag im himmel,
dasist mir dasgleiche.' 'sosollstdu', gabich zur antwort, 'filr immerdiesesbilndel bolz aufdeinem
rockentragen!'seit gesternstehter im mondmit diesembOndelholz aufseinemriicken und so wird
er bdssenbis zumendederwelt" (SW 294-295).The fact thatGeorgandFriedrichseemto bestatues
but arealive is perhapsa resultof their needto concealtheir cannibalism. However, in his editorial
remarksRdhm describesthe text as "fragment, in keiner endgilltigenform" and statesthat Bayer's
"tiberarbeitung" endshalf way through it (SW 780). Perhapsthe significanceof the text's title and
Georgand Friedrich'sexistence asstatueswould havebecomeclearerhadBayerreworkedall of the
text.
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otherfood source:"Odegegend,dawachstja iiberhauptnichts, mOchtwissen,wovon

die leutehier leben"(SW 344).

In contrastto this sceneanddermannim mond,wherecannibalismis presentedas

somethingcarriedout in secretby certaingroupsofpeople,in deranalfabet(1956)it is

clearly part of the speakers'tradition to be openlypractisedby all, althoughit seems

that someofthemneedto beremindedofthis:

2 (ruhig)
1
2

1
2
(SW 153)

ja so ist es
was?
die frauenfressendie totenfrauenund
die mannerfressendie totenmanner
wasist dasfUr einegewohnheit?
kennstdu unseresittenundgebrauchenicht mehr?

Cannibalismis, or at leastwas,very mucha partof thespeakers'world, a world which

�~�s to be dominatedby the analphabet,who is fearedby all and is describedas

having a "fleischmagen"(SW 160). One suspectsthat the meat which feeds his

stomachis humanflesh. Unlike der mannim mond, in which cannibalismis presented

directlyon stage,thetext of deranalfabetonly alludesto it. Theclosestthetext comes

to presentingcannibalismis in Scene15 where5, who is tied up, appearsasan"opfer"

of the Lion of Belfort, who threatensto eat him when he says:"ich werdedich mit

mschensalatblAtterngarnieren"(SW 163).

I now wish to considerthe significanceof the cannibalismword field in Bayer's

dramatictexts. While, as we haveseen,Bayer was preoccupiedwith cannibalismin

someof his shortearlytexts, it is in the longertextsofderanaIfabetandidiot that one

canbegin to surmisewhy it is suchan importantthemeand attemptto ascertainits

significance.I shouldpoint out that, as was the casewith the motif of violence, the

following attemptedinterpretationsdo not form a uniform readingof cannibalismin
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Bayer'stexts,but rathera multi-layeredone.The interpretationsofferedshouldnot be

regardedasbeingmutuallyexclusive,but shouldbeallowedto coexist.As has become

evidentin the courseof this thesis,Bayer'stextsdo not allow the applicationof one

single interpretationor function to their figures or motifs, but rather deliberately

sabotagesuchinterpretationsin favour of a multi-layeredapproachthat is an integral

partofhis creativestrategy.

5.3.1 Significanceof cannibalism

Despitethefact thatdueto lack ofempiricalproofethnologistsandanthropologists

havedoubtedthe actualexistenceof ritual cannibalismsinceWilliam Arens' bookThe

Man-EatingMyth. Anthropologyand Anthropophagy(Oxford 1979) (ROCkelein 15;

Keele,Kording andProchaska221, 243, 312), asoneof the few remainingtaboosof

moderncivilization the phenomenonof cannibalism,real or imaginary, still holds a

certainfascination.Traditionally ascribedto peoplesremovedfrom modemEuropean

civilization bothtemporallyandgeographically,cannibalismperhapsepitomiseswhat is

foreign and other: "Es ist kein Zufall, daB die Nachrichtenliber Menschenfresser

immerdie 'anderen'betreffen:die anderenin einemfernenLand, in einervergangenen

Zeit, insbesondereauch diejenigen, die irgendwo am Rande der Gesellschaftein

anderesLebenfiihren als solche,die sichselbstals 'normal' einstufen"(Kecle, Kording

and Prochaska257). This conceptoriginatedin the accountsof Europeanexplorers,

who often depictedthe peopleof the New World as savagesand used reportsof

cannibalismto justify their "civilization" and colonization (Brittnacher 64-65). In

recenttimescannibalisticserialkillers suchasJeffieyDahmerin theUnited Stateshave
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fascinatedthe mediaand the public alike preciselybecauseof the extremenatureof

their strangeanddeviantbehaviour.134

Thomas Kleinspehn points out the ambivalent nature of cannibalism:

"KannibalismusbedeutetzugleichZerstorungund der WunschnachVerschmelzung,

nach Symbiose, den anderen einzuverleiben: Fressen und sich Fressen lassen"

(Rockelein 234). The desire for total identification with the other through

incorporationand. the completeannihilationneededto realisethis desirecharacterise

thecannibalisticactas"die ambivalenteVerbindungvon lebensspendendemEssenund

morderischerMenschenfresserei"(Kecle,Kording andProchaska112).

Different typesof cannibalismcanbe identified - ''Notkannibalismus'',practisedin

timesofwarandfamineasa lastmeansofsurvival,"Endokannibalismus",theeatingof

a deadrelativeaspartof the mourningprocessin orderto guaranteethat the memory

of the deadandtheir powerlive on in othermembersof the family, and"aggressiver

Kannibalismus",the consumptionof the defeatedenemyasan expressionof complete

victory (Rockelein 11, 16, 223). In the last case, the practice of cannibalismis

accompaniedby strict rituals and rules so that the act doesnot, contraryto common

perception,constituteanelementaryexpressionofaggression,but a cultural andsocial

form of institutionalised aggression (Rockelein 224, 228). Hedwig Rockelein

summarisesthe variousassociationsof cannibalismas follows: "Er symbolisiertdas

Sich-Einverleibeneinesanderen,das In-Besitz-Nehmeneinesanderen,das Sich-die-

Kraft-eines-anderen-Aneignen... um an ihr zu partizipieren.Und' er steht fur die

1:M Foranexaminationof theserialkiller as"Ikone derPostmodeme"(Keck, Kording andProchaska
10) seeRalph1. Poole'sessay"ZerleibenundZerschreiben.Von der nekrophagenLustanhlufungzur
seriellenLektiiresucht"(Keele,Kording and Prochaska175-202).
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Angst,voneinemanderenverschlungenzuwerden"(14). Ofcoursecannibalismis also

not without sexual connotationsandthedesireto possessor beat onewith one'slover

is implicit in thecolloquialexpression,"I couldeatyouup" (Schuller218).

Reckeleinstressesthe multi-dimensionalnatureof the discourseon cannibalism,

which she claims goes much deeperthan the consumptionof human flesh: "1m

KannibalismusdiskurswerdenEinstellungenzum Kerper, zu Korperlichkeit und zu

Korpersubstanzenvermittelt; es wird tiber Nahrungsgewohnheiten,tiber soziale

Beziehungen,tiberGeschlechterverhaltnisse,tiberGenerationenkonflikteundpolitische

HerrschaftsverhaItnissegesprochen.UnsereAufgabeist es, die Redezu deuten,die

Stereotypen,die siebedient,zu dechiffiieren" (17). Shewould seem,therefore,to be

in agreementwith Sahlins,who maintainsthat cannibalismis alwayssymbolic, even

when it is real (Schuller217). With this in mind 1 will now tum my attentionto

cannibalismin Bayer'stexts.135

Bayer'sfigures revealthemselvesto be cannibalsthroughthe act of eatingothers.

Thesimpleactof eating,evenwithout cannibalisticundertones,is itselfa processthat

has manyassociations.Whenoneeats,onecrossesthe boundarybetweeninside and

outside,betweenselfandother,but establishesby doingso thedifferencebetweenthe

two:

... Hegel, Feuerbach,Marx, and Freud... agreethat eating is the
origin of subjectivity.For it is by ingestingthe externalworld that the
subjectestablisheshis bodyashis own, distinguishingits insidefrom its
outside.If the subjectis foundedin gustation,though,this also means
that his identity is constantly in jeopardy, becausehis need to
incorporatetheoutsideworld exposeshis fundamentalincompleteness.
(Ellmann30)

135 In an attempt to make the progressionof the following discussionclearerto the reader, its
individualstagesaredistinguishedby largerspatialgaps.
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Eatingconstitutesa certaincontroloverwhat is ingested:"WasdrauBenist, wird nach

innen genommen,das Unbekanntewird unter Kontrolle gebracht.Das Orale ist in

diesemSinnedie primitivste Form, Kontrolle iiber die Umwelt auszuiiben"(Schuller

227). However, it also representswhat Maud Ellmannterms"the primal violation of

the ego" (36). EllmannoutlinesMelanieKlein's psycho-analytictheoryof ingestionas

follows:

... the infant devoursall the objectsof his outer world in order to
install them in his world of fantasy. Sincethe mouth is where he has
imbibed his mother'smilk, it is mainly through this orifice that he
partakesof his imaginary banquet.But his whole body, with all its
sensesandfunctions,participatesin his incorporationof the cosmos:he
drinks it with his eyes,eatsit with his ears,andsucksit throughhis very
fingertips . . . It is throughthis processof incorporationthat the infant
constructsan "inner world" in his unconscious,consisting of the
"doubles"of the objectswhich exist outsidehis mind . . . Klein argues
that the infant's objectsare entombed"alive" in the catacombsof the
unconscious,like the living corpsesin thecryptsofPoe. . . And just as
Poe'scadaversburstout of their cerements,bringing down the houses
constructedto containthem, so thesephantomsultimately overwhelm
theegoin which theyareentombed... Whenthis happensthe egocan
no longer claim to be the master of its mansion, becauseits own
incorporatedobjectseatit out ofhouseandhome.(40-42)

Klein's analysisof the infant could be appliedin equalmeasureto Bayer'sidiot, who

perceivesthe outsideworld, particularlyasembodiedby "der mensch",asa violating

presencethat invadeshis every orifice:

... esist eineungerechtigkeit,du willst mich zwingendich zu sehen,du
willst mich zwingendich zu horen. ich mussdich sehen,ich mussdich
horen,wenn du hier herumstehstund du stehsthier herum. dasist es.
scheissdreck.du willst auf den lichtstrahlenmit deinenbestandteilenin
Meine augengaloppieren,du willst aufdenschallwellenin Meine ohren
trabenunddu tustes.ohungerechtigkeit.(SW249)

Ellmannclaimsthat"the notionoftheselfis foundedon the regulationof the orifices"

(105). It is evidentfrom the abovethat the idiot feels that he has lost control over his

egobecausehecannotregulatehis intakeof the outsideworld. The thresholdbetween
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selfandotheris constantlyviolatedagainsthis will. Theaboveextractthusilluminates

the cannibalismthat takesplaceearlier in the text. It is, Perhaps,the idiot's way of

taking control over what entershis self By ingesting the outside world, he re­

establisheshis body as his own and keepshis ego intact. Cannibalisingthosearound

him, whom he obviously perceivesas his enemies,is also a way of attemptingto

completelydestroythem,although,just asPoe'scadaversburstout of their cerements,

they are likely to come back to haunt him in someway. However, this does not

diminish the urgeto attempttheir total annihilation. It would seem,in the caseof the

idiot, to bea questionofdevouringtheotherbeforeit devourshim.

In Chapter4 I referredto Warlick's interpretationof the violenceof Max Ernst's

Lion of Belfort in Dne semainede bonte. Warlick arguesthat the Lion's violence

towardswomenrepresentsthe first phaseof the alchemicalprocess,in which the two

opposingproperties(male and female) of the primal mattermust be separatedand

destroyed,so that they canlaterbe reunitedin the perfectlyharmoniousandrogynous

state(64-65).This addsanotherpossibleinterpretativelayer to theLion's cannibalism

(which is, I shouldpoint out, only hinted at and neverrealisedon stage)in Bayer's

texts. By cannibalising his victims, Perhapsthe Lion would hope to achieve

simultaneouslythe first and last stagesof the alchemical/individuationprocess:the

destructionof and unification with the opposingother. With regardto the figure of

Lion of Belfort, I have stressedthe importanceof valuing the processthat Bayer

undertakesin his texts,ratherthanits results.Cannibalismcould thusbe interpretedas

anotherphaseof Bayer'screativeexperimentalprocess.Emphasisingcannibalismas

part of a processalsomeansthat onedoesnot needto considerits possibleaims, for

exampletotal annihilationor completeincorporation,asendsin themselvesbut alsoas

parts of a larger experiment. It also means that several interpretationsof the
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cannibalismmotif canbe allowedto coexist.This approachis true to the conceptof

"veranderung",which I describedin my analysisof the "beilage" to der analfabetas

oneof the principlesaccordingto which Bayer constructshis texts, and allows the

textsin whichthismotif featuresto remainopen-ended,somethingwhich hasalsobeen

shownto becharacteristicofBayer'stexts.

Whendiscussingcannibalismin DanielDefoe'sRobinsonCrusoe,RodolpheGasche

arguesthat"anabsolutelysolitaryselfcanonly experiencean otherselfasa cannibal"

(Keele, Kording and Prochaska34). Crusoe'sdiscoveryof a man'sfootprint on the

islandthat he thinks he inhabitsalonetherefore"raisesthe threatof beingdevoured,

swallowedby an other" (Keele, Kording and Prochaska39). Gascheinterpretsthis

discoveryasfollows:

With the virtual presenceof anotherhuman self on the island, the
uniqueandonly selfofCrusoefacestheeventualityofacompetitionfor
selthood... if I amled to think thatanotherselfhastakentheplaceof
myself: my own selfhasbecomeincorporatedby thealien self. Onehas
beendevouredalive, annihilatedby ingestion.In principle,anyalterego
to theso/usipseis thusadevouringother,aman-eater,acannibal...
(Keele,Kording andProchaska40)

An individual anarchist,the idiot perceivesall othersasathreatto his subjectivity.He

fears that they will eat him and so he eats them first. Stirner also defines the

relationshipsbetweenthe Ego and othersin cannibalisticterms: "Du bist fur Mich

nichts als - meine Speise,gleichwohl auch Ich von Dir verspeisetund verbraucht

werde. Wir haben zu einandernur Eine Beziehung,die der Brauchbarkeit,der

Nutzbarkeit,desNutzens"(BE 347).As Gaschepointsoutwith referenceto Robinson

Crusoe,cannibalismcanbemadeinto a "meansof self-assertion,by way of which the

otheris ingested,and put into its place" (Keele, Kording andProchaska52). This is

certainlyapossibleinterpretationoftheidiot'scannibalism.
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ThatKonradBayerwasawareof thevarioustypesofcannibalismreferredto at the

beginningof this sectioncanbededucedfrom his inclusionof thefollowing dictionary

entryin theindexofderkopfdesvirus bering:

man unterscheidetprofanenkannibalismus(motiv: hungeroder gier),
gerichtlichen kannibalismus(der hingerichteteverbrecheroder der
getotetefeind wird gefressen,urn ibn vollig zu vertilgen oder zu
erniedrigen),magischenkannibalismus(dasmenschenfleischgibt kraft
fur zaubereien, ermoglicht aneignung bestimmter physischer und
psychischerkraftedestoten)undrituellenkannibalismus(anUisslichvon
gotterehrungen,totenfesten,siegesfeiern,reifefeiem; hierher gehort
auch die patrophagie, das kannibalische verzehren verstorbener
verwandterauspietitsgrtinden).(schweizerlexikon, s.o.)(SW 568)136

I would now like to considerwhich categoriesof cannibalismcanbefound in Bayer's

dramatictexts.

Thecannibalsofdie erschrecklichecomoedieyombravenlukas,dermannim mond

andtheuntitleddramaticfragmentdiscussedin theprevioussectionseemto beforced

to eathumanfleshto ensuretheir survival: in Georg'swords,"dermenschmussessen"

(SW 292). Thustheir cannibalismcould be categorisedas"Notkannibalismus"or, to

use Bayer'ssource,"profanenkannibalismus".The cannibalismreferred to in der

analfabet,sincethe speakersdescribeit asoneof their customs,couldbeclassifiedas

"rituellenkannibalismus".Classificationbecomesmoredifficult in thecaseof idiot, the

text in whichviolenceandcannibalismareat theirmostextremeandgrotesque.

The idiot seemsto be the only figure who practiseshis cannibalismalone. In the

.othertextsreferredto cannibalismis apparentlysomethingalwaysengagedin together

by two or morepeople.It seemsunlikely, therefore,sinceritualsareusuallyperformed

136 This evidenceof Bayer'sawarenessof thevarioustypes ofcannibalismsupportsmy argumentthat
cannibalism in his texts shouldberegardedasadeliberatelymulti-layeredmotif.
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in the community, that the idiot's cannibalismbelongs to the categoryof ritual

cannibalism.It seemsto me to be a combinationof the other types of cannibalism

describedin the above extract quoted by Bayer. As discussedin the section on

violence, the idiot's aggressivebehaviourtowardsothersis motivatedby the threat

which their existenceposesto his. They, to him, are the enemyin the battle for

survival. Marvin Harris recountsthat cannibalismwas often the result of victory in

war, andthat to eattheenemywasto derivestrengthfrom his annihilation(105). The

way in which a smearsthe girl's blood on his suit just ashe is aboutto eather is an

actionwhich seemsto fit into thetypeofbehaviourdescribedby Harris.Not only does

the annihilation of othersensurethe idiot's survival, the eating of their flesh also

strengthenshim. The idiot's cannibalismcould thereforebe describedas "profaner

kannibalismus","gerichtlicher kannibalismus"and "magischer kannibalismus": the

enemyis eatento ensurehiscompleteannihilationandstrengthis derivedfrom this act,

an act that is absolutelycrucial to the idiot's survival. Theingestionof otherssignifies

theultimatevictory for the individual, who insteadof beingforcedto conformto the

roles - linguistic andotherwise- of the communityand, in a metaphoricalsense,be

swallowedup by it, succeedsin reversingthat processby literally consumingthat

which previouslyconsumedhimlher. In this way, thecommunityis madesubjectto the

individual.137 In this union or communionof individual andcommunitythe individual

no longeryieldsanythingof himlherselfbut ratheraffirms hislhersovereignty.Bayer's

137 The following quoteby RUhm aboutBayerconfinnsthe plausibility of such an interpretation:
"konradbayer- nachaussenein hastigerkonsument('wenndu dasheiligeverzehrst,hast du'szum
eigenengemacht!verdauedie hostieunddu bist sie los!' stirner,dereinzigeund seineigentum),zog
sichimmermehrin sichzurilck" (SW 16). Rtihm'schoiceof theabovequotesuggeststhathe thought
it particularlyaptwith regardto Bayer.Stirner'sideathattheconsumptionof somethingmakesit the
propertyof the consumeris thustakento its extremein the cannibalism ofBayer'stexts.
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representationof cannibalismin idiot thusreiteratestheextremenatureof his beliefin

thesupremacyof theindividual andpositsanotherpossiblemeansfor the individual to

existoutsideofthelimiting systemsof languageandcommunity.

Not only a cannibalisticindividual anarchist,the idiot, asdiscussedin Chapter3, is

alsoa languagecritic. Ellmannexplainsthecloserelationshipbetweenwordsandflesh

in thecontextof the 1981hungerstrikein theNorthernIrelandprisonofLongKesh:

" ... to maketheir self-starvationreadableasprotest... hungerstrikersmustappend

a text ofwordsto themysteryoftheirdisintegratingflesh" (18-19).Ofthecampaignin

H-Block shewrites: cc••• their argumentsincreasedandmultiplied asfuriously astheir

bodiesdecomposed,asif their flesh werebeingeatenby their words" (BUmann22).

Sincethe mouthis the placewherebothwordsandfood areaccommodated,Ellmann

describesthem as rivals: ce••• the fact that languageissuesfrom the sameorifice in

whichnutrition is imbibedmeansthatwordsandfood arelockedin aneternalrivalry ..

. Sincelanguagemustcompetewith food to gainthesolepossessionof the mouth,we

musteitherspeakandgo hungry,or shutup andeat" (46). While the hungerstrikers

of Long Kesh refusedfood in order to verbalisetheir political protest,Bayer'sidiot

refuseslanguageand engagesin a silent cannibalismthat replaceswordswith human

flesh. However,asa writer Bayerseemsunableto retreatinto silence.The"reich des

schweigens"(SW 481)thatHerostratclaimsto want to establishnevermaterialisesin

Bayer's texts. As I observedin Chapter3, to write was, for Bayer, to fulfil an

existentialneedandsohecannotshutup, butmustcontinueto speak.
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The figure of the analphabetseemsto representanother connectionbetween

cannibalism and language.The many referencesto the predatory nature of the

analphabetsuggesta link between that figure and cannibalism and so between

"analfabetismus",which in Bayer's texts represents aconsciousrejection of the

alphabetandtheorderit imposeson theworld, andanushering-inof chaos,confusion

andcannibalism.KarlheinzBraunidentifiesa similar link between"analfabetismus"and

thechaosthatpre-existedthealphabet:

Am Anfang war das Chaos. Am Anfang war der Analfabet. Der
Analfabet war mit sich selbst identisch. Die Einfiihrung des Alfabets
war die Einfiihrung der Gesetze. Der Alfabet, ihr Abgeordneter,
benutztedie 24 Buchstabenals Mittel seinerHerrschaft.Das Alfabet
siegte tiber das Chaos, aber die Sehnsucht des alfabetisierten
Analfabetennach seiner urspriinglichen Identitat war und ist nicht
aUSZUfotten.(17)

Braunclaimsthat the adventof the alphabetmeantthe introductionof order,but also

the loss of original identity for the alphabetisedanalphabet.What Braun calls "die

SehnsuchtdesalfabetisiertenAnalfabetennachseinerurspriinglichenIdentitat" is the

desireofBayer's analphabet,idiot andKasperlto free themselvesfrom all ties in order

to be able to forge and give expressionto their own identity, and it is the impetus

behindBayer'swhole creativeprocess,behindhis explorationof variouspossibilities

that might enabletheindividual to be, onceagain,"mit sichselbstidentisch",that is to

say definedonly in termsof the self and not by externalforces suchas an imposed

languageor community.

Cannibalism,asalludedto at the beginningof this section,is a phenomenonwhich

the modemworld regardsas primitive, amoral and criminal. The progressionaway

from cannibalismis seenasa victory of civilization, of cultureovernature.According

to Levi-Strauss,it is spokenlanguage,togetherwith the cooking of food, which

distinguisheshumansfrom animals (Leach 29). By consumingraw flesh, the idiot
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seemsto align himselfmore with the world of naturethan with that of culture. By

rejectinglanguageandits inheritedsystemsof looking at, orderingandunderstanding

theworld �a�n�~ the self: he seemsto want to returnto anearlierpre-linguisticstatethat

doesnot experiencethe world throughthe alphabet.Cannibalismin Bayer'sdramatic

texts could thereforesignify a revolt againstcivilization and culture and a return to

primal instinct. Chapter3 showedthat both Stirnerand Bayer reject civilization and

culture and the rational and moral laws that govern them. With cannibalismBayer

might be exploring a possibility for self-expressionthat necessitatesa return to the

beginning,a returnto chaosofa primeval,pre-alphabetnature.131

In TotemandTabooFreudplacescannibalismat theorigin ofsociety.His theoryof

the primal horde,presidedover by a violent andjealousfather, who grantedhimself

exclusiverights to all the womenof the communityand banished,castratedor killed

his adolescentsons,is basedon a hypothesisof CharlesDarwin'sthat primitive men,

like thehigherapes,lived in relativelysmallgroupsor hordesandthatwithin thehorde

the jealousyof the oldest and strongestmale preventedsexual promiscuity (Freud

130).139 The beginning of society through the elimination of the primal father is

outlinedby Freudasfollows:

Eines Tages taten sich die ausgetriebenenBruder zusammen,
erschlugenund verzehrtenden Vater und machtenso der Vaterhorde
ein Ende.Vereintwagtensieundbrachtenzustande,wasdemeinzelnen

138 That the membersof the Wiener Groppe associatedcannibalismwith primitive behaviour is
evidentfrom Artmann'smanifestoagainstAustrianrearmamentin May of 1955,which includesthe
following statementson rearmament:"das ist neanderthal!!!das ist vorbereitungzum. legalisierten
menschenfressertum!!! wir rofen euchalle auf: wehrt euchgegendiesebarbareiI . . . genauso wie
sichderkannibalismusderurmenschenund hOhienbewohneriiberlebt hat mussnun endlichanchdie
soldatenspielereider vergangenheittiberantwortet werden!!" (WG 19). In particular the direct
associationof cannibalismwith "urmenschen"and"hOhlenbewohner"in this manifestoproducedby a
memberof the Vienna Group and signedby Bayer amongothers,confirms that cannibalismas a
primitive phenomenonconstitutesoneof the layersof Bayer'scomplex,multi-layeredunderstanding
of cannibalism.
139 As Eva Hom observes: "DaB dieses anthropologischeKonstmkt der 'Urhorde' eine
Bibliotheksphantasie,nAmlich die CharlesDarwins und JamesG. Frazersist, Andert nichts an der
Triftigkeit des Modells" (Keck, Kording and Prochaska3(0).
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unmOglichgebliebenwire . . . DaB sie denGetotetenauchverzehrten,
ist flir den kannibalen Wilden selbstverstandlich.Der gewalttatige
Urvaterwar gewill dasbeneideteund geflirchteteVorbild einesjeden
ausderBriiderschargewesen.Nun setztensie im AIde desVerzehrens
die Identifizierung mit ibm durch, eignetensich ein jeder ein StUck
seiner Starke an. Die Totemmahlzeit,vielleicht das erste Fest der
Menschheit, ware die Wiederholung und die Gedenkfeier dieser
denkwiirdigen, verbrecherischenTat, mit welcher so vieles seinen
Anfang nahm, die sozialen Organisationen, die sittlichen
Einschrankungenunddie Religion. (145-146)

EvaHom describestheabovepassageasthe"Entstehungsszene"of the subject(Keck,

Kording and Prochaska301). Each of the brotherswants to free himself from the

tyrannyof his father, wantsto becomean individual, but yet alsowantsto be like the

fatherandacquirehis power.Paradoxically,it is only asa groupthat the brotherscan

overcomethe fatherand,by devouringhim, they identify with him anddestroyhim at

the sametime. They arenow boundtogetherby their horrible crimewhich, insteadof

releasingthemasindividuals,hasunitedthemin a community.As hasbeendiscussed,

Bayer'sanaIphabet,Kasperl and idiot want to free themselvesfrom the ties of the

community. Thus the idiot and the anaIphabet'scannibalismcould be seenas the

attemptof thesefigures to reversethe processdescribedby Freudabove- by eating

othersand diminishing the community, it is perhapstheir hopeto regainthe control,

powerandabsoluteindividuality of theprimal father.

If Freud is to be believed, it would seemthat civilised society has spent the

interveningperiodtrying to suppressthememoryof its violent andcannibalisticorigin.

Perhapsthis is why, in Daniel Fulda'swords: "Das KannibalismustabuzAhlt zu den

festestenPfeilemdesAbendlandes"(Keck, Kording andProchaska115). Thosewho

broke,or weresuspectedofhavingbrokenthis taboo,havealwaysbeencondemnedas

unnaturaland inhuman and have been expelled from the community as outsiders.

DorotheaBaudyexplainsthat at variousstagesin history accusationsof cannibalism
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havebeenusedagainstJews,hereticsand womenthoughtto be witchesin orderto

remove them from the community (Keele, Kording and Prochaska261-264). By

breaking the cannibalismtaboo, Bayer's figures break societal norms and align

themselveswith suchoutsiders.�P�o�o�l�~�' s descriptionof the serialkillers of the modern

world assistsin understandingthe motivation behind the cannibalismof Bayer's

figures,especiallyin view of thefact thatLOwe claimstheserialkiller Hugo Schenkas

oneofhis fathers:

Die TabubrOche,die dieseMorderbegehen,werdenaufdereinenSeite
als atavistisch,primitiv gedeutet.Das machtsie in unserenAugen zu
Fremden, zu AuBenseitem. Sie rufen Angst, Ablehnung und den
Wunsch nach Strafe hervor. Auf der anderenSeite liegt hierin aber
geradeder Reiz, der von den Tabubreehemausgeht:Sie setzensich
tiber gesellschaftlicheSchrankenhinweg in einer Art und Weise, wie
wir uns dasnie trauenwOrden, oder wie Oatessagt: "The individual
who violatestabooin sospectaculara way is perceivedasundefinedby
society'srestraints,unlike thosewho believethemselvesdefined. . ."
(Keele,Kording andProchaska191)

By engagingin cannibalism,Bayer'sfiguresthussucceedin placingthemselvesbeyond

societalconstraintsandoutsideof societyitself For themcannibalismis thereforethe

ultimateactof individualism.

Cannibalism is often used as a metaphor for political, economic and social

processes (Rockelein 11)140: "Denn Anthropophagie spiegelt immer auch

gesellschaftlicheMachtverhaltnissewider ... Wichtig ist bier festzusteUen,daB gerade

die orale Metapher benutzt wird, urn die UnterdrOckungs- und

AusbeutungsverhaItnissein der GeseUschaftauszudrticken. . . die Angst vor dem

Gefressenwerdendurchdie Machtigen"(Keele,Kording andProchaska233,236-237).

140 ROCkeleincites two examples:"Der HamburgerBiirgermeisterHenningVoscheraudiskreditierte
ldlrzlich in einemInterview mit der 'SiiddeutschenZeitung' deutscheSpitzenverdiener,die sich im
Ausland einen Wohnsitz suchen,um der hohenSteuerbelastungin Deutschlandzu entfliehen,als
Kannibalen... Die BundestagsabgeordnetederGriinen, Antje Vollmer, bezeichnetedenFeldzugdes
LiteraturkritikersMarcel Reich-RanickigegenGUnter Grass'neuenRoman'Dasweite Feld' in der
ZEIT als 'reale Gewalt,mediale[n]Kannibalismus'."(10)
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Both Kasper!and the idiot fear cannibalizationat the handsof others: Kasper! in a

metaphoricalsense,for examplethrough the institution of marriage(this being the

reasonwhy hekills his wife andchoosesexecutionoverthe femalespectator),andthe

idiot in a more literal sense �t�h�r�o�~�g�h "der mensch", whose mere presencehe

experiencesas invasive and violating. This fear could representthe fear of Konrad

Bayer and other experimentalartistsof being "eaten" by the Austria of the Second

Republic, in which those who did not conform with the state'sinterpretationof

national culture were swallowedup by thosewho did. The violence of policemen

Lowe andApollo in kasperlam elektrischenstuhl could be interpretedin this context

asa metaphorfor thebrutalityoftheSecondRepublic.

The social context of Austria in the 1950s offers another possible reading of

Bayer'scannibalism.In a societyobsessedwith "Anstand"and"gutesBenehmen",in

which teddyboyswerefearedpartly becauseof theprovocativephysicalityinherentin

the music that they listened to (Jagschitzand Mulley 74, 210), the extremeand

obsceneviolence and cannibalism of Bayer's figures would surely have been

tantamountto anarchismor, at thevery least,grossmoral indecency.

The eatingof the flesh of one'svictim - the word "opfer" is often usedin Bayer's

textsto refer to the personaboutto be eaten- bringsto mind communionof another

kind, namely that of Christianity, which Walter Burkert dubs "eine Kannibalen­

Theologie" (Keele, Kording and Prochaska255). At CommunionChristiansbelieve

thattheyeatanddrink thebodyandbloodofChrist,who offeredhimselfasa victim to

be sacrificed so that mankind could be saved. As Paulo Medeiros observes:"A

resolutionto the problemof human mortality is offered, in Christianterms, only by

partaking of the flesh and blood of Christ in the consecratedHost - that is, by
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engaging,evenif only at thesymbolicallevel, in theritual cannibalizationof thehuman

body of God" (13).141 Freudclaims that Holy Communionacknowledgesthe guilty

primeval �~�e�e�d "am unverhulltesten"(157) andthat by consumingthe flesh andblood

of the son, and not the father, the.companyof brotherscan atonefor their crime

againstthefatherandobtainsanctity.

Thebodyandbloodof Christ featurein two textsby Bayer. In the first of these,a

poementitled"herbeiihr tAnzer" (1953),Bayerdrawsattentionto thebrokenbodyof

Christ,to his fleshandblood:

herbeiihr tanzerundfahrendensinger
herbeiihr gauklerundfastendiebe
mutterundtochterundjedesgesindel
seht
seht
hier liegt eingeschundener
mit einerdomenkrone
mit seinengespaltenenfersen
unddensiebenpfeilenderliebe
in seinemblutigenleib
seht
wie ersichwindet
seht
wie ersichdreht(SW45)

BayerthenreenactsthetortureofChristbeforehiscrucifixion:

kommt
undkommt
wir wollen seinenschadelspalten
seinhaarverkaufen
undein mahlandie armenverschenken
werwirft denerstenstein?
einengroschenfur seinlinkesauge
unddenzweitenfur seinrechtes
freunde
wir wollen diesesfestnachseineralltiiglichkeit feiem
wir wollen ibn vor die stadtwerfen
undunserehundeundmadchenauf ibn hetzen

141 R.Ockeleinalludesto thecontroversysurroundingthedogmaof transubstantiationin the Christian
Church: "Mit der Frage, ob die Eucharistie als Theophagie,als Gott-Essenim reaIen oder
Zeichensinnzu verstehensei, geriet das Dogma der Transsubstantiation,das die Eucharistie
Uberformte,zudenumstrittenstenundproblematischstenLehrsatzender christlichenKirchen (12).
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wir wollen in seinemblut waten
undunserearmebis andie schultembestreichen(SW45-46)

Thedifferencein Bayer'spoem,however,is that it is not theRomanguardswho mock

and torture Christ but "wir". This "wir" also makes the readersof the poem

participantsin thedeathofChrist,makesthemwadethroughhis bloodandsmearit on

theirarms.For, asChristianitypreaches,it is becauseof ''us", for ''us'' thatChristdied,

andin eatinganddrinking thebreadandwine ofCommunionChristianscommemorate

this sacrificeand celebratetheir salvation.In his· poem,Bayerbrings this symbolism

beyondthe ritual of Communionand enactsit by making his readerswadethrough

Christ'sbloodandsmearit ontheirbodies.Thelasttwo linesquotedaboveareechoed

in the following line from idiot: "er schmiertdasblut achtlosin seinenanzug" (SW

245).

The body and blood of Christ also featureprominently in a short prosetext by

Bayerentitled"jesus(a1twienerexclamation)"(1958).In this surrealtext agirl's sexual

encounterwith Jesus,which is depicted using the vocabulary of horseriding, is

interspersedwith thefollowing interjectionsthatcouldequallyappearin ahymnbook:

herr, deinteurestleisch& blut ist dasgrossteseelengut,
welcheswiirdig zu empfangenwahrechristenstetsverlangen....
aufwunderweiszur seelenspeisgibt jesushier seinfleisch& blut ...
starkunsauchmit dieserspeise
endlichzu derhimmelsreise...
hier ist jesufleisch& blut, hier dasallerhochstegut,
keineseelegehtverlorenunterseinerhaut...
o jesus,0 waschemeineseelein deinesherzenblut ... (SW388-390)

In theabovelinesBayerassociatesChristianitydirectlywith cannibalism.Christ'sflesh

andblood aredescribedas"seelenspeis"andareregardedasthe key to salvation.By

eatingChrist's flesh, by bathingthe soul in his blood, the Christiancan set out on

hislher"himmelsreise".
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The dramatic texts discussedabove could be read as a deliberateinversion of

Christian doctrine by Bayer. The "opfer" of his dramatic texts are, like Christ, the

victims of violence and cannibalism,like him their flesh is eatenand their blood is

drunk. Accordingto Christianteaching,Christ'sviolent deathensuredthe salvationof

Christiansandsignalledthe sacrificeof an individual to savea community. It could be

said that in Bayer'stexts this is reversed,as the victims of violenceand cannibalism

form a communitywhich is sacrificedin an attemptto savethe individual. By eating

the flesh and drinking the blood of membersof the community, Bayer's idiot, for

example,triesto ensurehis, that is theindividual'ssalvation.

The conceptsof violence, the victim and sacrifice are examinedin Andrew J.

McKenna'sViolenceandDifference.Girard, DerridaandDeconstruction.McKenna's

main concernis to link certainaspectsof the anthropologyof ReneGirard and the

literary theory of JacquesDerrida. In doing so, he examinesGirard's conceptsof

violenceandthevictim, which alsoproveuseful in relationto Bayer'stexts.According

to McKenna, Girard regardsviolence, the victim and sacrificeas forming a triangle:

"What first takesplace,accordingto Girard, is violence,andwhat thentakesits place

is thesacred.Both requirea victim" (69). Thesacredreferredto hereis the sacrificeof

thevictim which, in tum, replacestheviolencethatoriginally gaveriseto thevictim. In

the progressionaway from nature towards culture, the representationof violence

throughthe sacrificeof the victim is preferredto that violence- to quoteMcKenna:

"This 'practiceof substitution' is representation- substitutinga word for a thing,

different words for different things, one word for another(metaphor),and so on ­

resultsin the fragile constructof language"(77). In line with this, McKennaexplains
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that Girard placesthevictim at theorigin of culture: ". . . accordingto Girard . . . the

victim is the issueof violenceand the origin of the sacred;it comesafter natureand

beforeculture,which originatesin the sacred,that is the deferencepaid to the victim.

Thevictim in this conceptionservesto bridgethe gapbetweennatureandcultureand

to marktheir definitive rupture"(69).

Bayer tries to reversethis process.As previouslyoutlined, in his dramatic texts

violence and cannibalism,both of which are among the earliest forms of human

interaction,can be interpretedas manifestationsof a regressionto a more primitive

statethat existedbeforetheuseof language.In thesetextssacrifice,therepresentation

. of violence, is replacedby violence itself: language,the systemof representation,is

replacedby violent action and, most importantly, the community is replacedby the

individual. However, sincethe meansby which all of this is depictedis languagethe

whole processremains, ironically, in the realm of representation,just as Bayer's

figures, victims not only of the linguistic communitybut of their own attemptsto free

themselvesfrom it, remainin this rupturebetweennatureandculture.Theyaretrapped

because,having beenborn into a civilised community, they cannot fully erasethe

influenceof its cultureand,moreimportantly, itslanguage.Therefore,they cannever

achievea completelysuccessfulreturnto nature.The idiot is not quite human,but he

seemsunableto free himselfof all tracesof humanity- he is still "menschenahnlich"

and the fact that ceder mensch" remainsalive suggeststhat idiot's attainmentof a

primitive state is thwarted. Similarly, the Lion of Belfort would appearto be part

animal,but his heritageis steepedin culturaltradition.
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Themotif of cannibalismalsosurfacesin someofBayer'sproseworks. In der stein

der weisen the section entitled "hermetischegeografie" (SW 521-524) contains

referencesto cannibalismin the context of descriptionsof various placesand the

customsassociatedwith them. Therearealsoreferencesto cannibalismin derkopfdes

vitos bering,whereit is linked to Bering'sexperienceofnativeson his expeditions,the

swallowing of the Host in churchand to shamanisticrites. The dictionary entry on

cannibalismquotedearlierin this sectionalsoappearsin theindexthat follows thetext.

It is the dichotomybetween"Korper" and "Bewul3tsein" that emergesin the prose

texts,however,thataddsa further dimensionto Bayer'sperceptionof thebodyandso

to theviolenceandcannibalismthatit is subjectedto in his dramatictexts.

This dichotomyis clearlyarticulatedby Bayerin dersteinderweisen:

auftretenmehrerekorper.
jederdiesermehrererkorperhateinbewusstsein.
diesemehrerebewusstseinsindunsichtbar...
jedesdieserbewusstseinheisstich.
ailediesemehrerenkorperhabenveschiedenenamen...
derkorperist nachjederrichtungbegrenzt...
die oberflacheist die grenzedeskorpers.
die oberflachetritt aufundzeigteigenschaften.
derkorperstehtim rawn. diesentsprichtdemkorper...
derkorperhatetwasheroisches.
derkorperist da. (SW 520-521)

The physical presenceof the body is opposed to the invisible nature of the

consciousness.While for Bayerthe consciousnessrepresentsthe "ich", it is the body,

and in particularthe body'ssurfacewith its visible characteristics,that presentsthe

"ich" to theoutsideworld: "derkorperist da", but the"bewusstsein"is not, or at least

not in visible form. The body also has its limitations. It is "nach jeder richtung

begrenzt"androotedfirmly in the physicalspaceof reality, whereastheconsciousness

presumablyenjoysgreaterfreedom.
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In Chapter2 I observedthat the word field of the body is an importantsemantic

field of der analfabet. I noted that in the stage directions in particular, the

foregroundingofpartsofthebodyresultsin thebackgroundingof thewholehumanas

agentandasconsciousness.At timespartsof the figures' bodiesseemto moveabout

outsideof their consciouscontrol, an effect createdby the useof participleslacking a

namedsubjectin conjunctionwith partsof the body. In kasperlam elektrischenstuhl

this phenomenonis illustratedclearlywhenApollo's hand seemsto takeon a will of its

own: "die hand mcld scheinbarunabhangigvon apollo Ober die bOhne,er versucht

vergeblichsie festzuhalten"(SW 301). This is an exampleof the separationof body

andconsciousnessthatdominatestheprosetexts.142

The figures of Bayer's novel der sechstesinn seem to have a problematic

relationshipwith their bodies.Theyrepeatedlyaskthequestion,"waswill mein korper

von mir?", asif thebodyandtheconsciousnessaretwo independententities,ostensibly

part of a whole (the "ich"), which have somehowbecomedisconnectedand cannot

communicateor functionasone.Of thetwo it is theconsciousnessthat seemsto be an

integralpartof the"ich", while the body is experiencedassomethingseparate.At the

. endof der sechstesinn Goldenberg,undoubtedlyan autobiographicalfigure,l43 seems

to becomeinvisible to his friend Dobyhal: "plotzlich war goldenbergverschwunden.

mitten im gesprach,mitten im satzhatteer sich in Dichtsaufgelost,war vor denaugen

dobyhalsverschwunden.erwarweg, er war nirgends,einfachDicht da" (SW 664). On

reading these lines, one imagines that Goldenberg has physically disappeared.

However,thefollowing linesrevealthatthis is not thecase:

142 In contrastto theaboveexamples,in diskursllber die hoffnungthe"1. frau" and the"2. frau" seem
to representa rareexampleof thefusionof "KOrper" and "BewuBtsein"in Bayer'stexts: "1. frau: ich
brenneI 2. frau: ich friere" (SW270).
143 Riihm states: "'der sechstesinn' ist zum grossteil autobiographisch... die figuren sind
schl1isselfiguren(goldenbergist zweifelloserselbst)"(SW808).
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verhohntbrachdobyhalin tranenaus.
goldenberghatte seinenkorper mit verrutschternaseam sofa liegen
lassen. zornig trat dobyhal nach diesem popanz, da schien der
hampelmannmit seinenmilchigen augenzu grinsen.als er die puppe
schiittelte, begriff dobyhal langsamsehr langsam, was man mit ibm
getan,undim gefiihl seinerohnmachtwarfer die puppevomsofa. . . . .

"betriiger,verdammterbetriiger",schluchztedobyhal.(SW664)

This extract illustrates the dichotomy betweenthe consciousnessand the body

discussedaboveandalsoprovidesfurtherevidencethat it is theconsciousness,andnot

the body, that is an integralpartof the "ich". While Goldenberg'sbody is present(to

quoteagainfrom dersteinderweisen:"der korperist da"), he clearly is not ("er war

weg, er war nirgends,einfachnicht da"). Goldenberghas left his lifeless and useless

body, describedas"popanz","hampelmann"and"puppe",behindon the sofaand he

himselfis now elsewhere.He seemsto haveseveredhis consciousnessfrom his body

andno longerexistsasaphysicalentitybut solelyon thelevelof"BewuBtsein".

In der kopf des vitus bering epilepsyand shamanismseemto presenta similar

possibilityfor theconsciousnessto transcendthebody.Theindexthataccompaniesthe

text containsquotationsfrom varioussourcesaboutbothepilepsyandshamanism,one

of which explainsthe differencebetweenthe two: "der einzigeunterSchiedzwischen

einemschamanenund einemepileptikersei, dassder epileptikerdie trancenicht mit

demwillen hervorbringenkann" (SW 564). Otherentriesin the indexreferto the loss

of consciousnessthat both the epileptic and the shamanexperience;there are also

noteson "ekstase",which is definedas"aussersichsein"(SW 560) and"raptus" (SW

563). The following two quotations illuminate why Bayer was fascinated with

shamanism,a fact alsodocumentedby Riihm (SW 18):

in der arktischenzoneist die schamanischeekstaseeine spontaneund
organischeerscheinung,undnur in dieserzonekannmanvom "grossen
schamanismus"sprechen,dasheisstvon der zeremonie,die mit einer
wirklichen kataleptischentranceendigt,wahrendwelcherdie seeleden
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korper verlassenund in den himmel oder in die unterwelt reisensoli.
(mircea eliade, schamanismusund archaischeekstasetechnik,rascher
verlag, zurich & stuttgart 1957; tiber: ake ohlmarks, studien zum
problemdesschamanismus)(SW 564-565)

die schamanenreisestellt sichalsoin zwei sinnbildlichenvorgangendar,
einmal als auftliegen in die, luft, das andre mal als untertauchenins
wasser; beide male entspricht der ortsveranderung ein
aussersichgeraten,dasheissteine ekstasis.(clausvictor bock, quirinus
kuhlmannalsdichter,baslerstudienzur deutschenspracheundliteratur,
heft 18, franckeverlag,bern1957)(SW 565)

The tranceof the shamanand Goldenberg'sdeparturefrom his body are experiences

that amountto a separationof the body from the "ich". While theseexperiencesare

not violent anddo not involve interactionwith others,the way in which they devalue

the body could be said to connect them to the violent dismembermentand

cannibalizationof the body in Bayer'sdramatic texts. Although in the prose texts

discussed above the body is left physically intact, it is useless without the

consciousnessof the "ich" and is no more than an empty shell. As a visibly present

form ("der korperstehtim raum... / derkorperist da" (SW 520-521» the body can

be seenby othersandsocanbe definedin the languageof thecommunity,a definition

that the communitythenextendsto the "ich" that the body encases.144 Liberatedfrom

the limitations of the body ("der korper ist nachjeder richtung begrenzt... / die

oberflAcheist die grenzedeskorpers"(SW 520»,the"ich" is invisible andis therefore

no longer determinedby the reality to which its physical form previously bound it.

With the separationof "Korper" and"BewuBtsein"Bayerwould thereforeseemto be

engagingin yet anotherexperiment,the aim of which is againthe freedomof the self

1.... This idea is expressedin the following line from der sechstesinn quotedearlier in this chapter:
"und cia treff ich einenund nenneibn und nenneesgutentag und wir atmenaufund er nenntmich
und banntmich, das heisstwas er von mir fiirchtet, weil er es wahrnimmt, das ibm in die augen
k1atschtunci ins ohr stiertunci in die nasebohrtundja dassterilisierter g1eichmit vielennamen, die
eralsgegengiftein seinerhimscbaJkammerbereithat" (SW657).
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from all restrictions,this time even its own physical form. Perhapsthis is another

reasonwhy Kasperlis sodeterminedto beexecuted.

In view of this, it is hardly surprisingthat in Bayer'sdramatictextslittle respectis

shownfor thebodyandthat in idim theotherfiguresencounteredby a in the opening

scenearereducedto "brei" (SW 245)andeatenby him. His destructionof their bodies

couldbeinterpretedasmirroringhiswish to destroyhis own body, therebysettingfree

his "BewuBtsein".Theidiot's cannibalismcould, therefore,alsobereadasa projection

of his desireto transcendhis own physical existence,thus adding anotherpossible

readingto themultiplicity of interpretationsthatthemotifs ofviolenceandcannibalism

inspire.

In conclusion,the phenomenaofviolenceandcannibalismin Bayer'stextsseemto

function as the physicalexpressionof the figures' languagescepticismand individual

anarchism.Thetwo phenomenaareintrinsically linked, sinceviolenceof someform is

necessaryif one organismis to ingestanother.Although the motif of cannibalismin

particularcanbe interpretedin manyways, its principle function, in my opinion, is to

reflect the desireof the individual to break free of the chainsof society, language,

culture and the body in order to be at one with himself Significantly, the

dismembermentofthebodyalsomirrorsthetextualdisintegrationengagedin by Bayer

and discussedin Chapter2. Cannibalism,with its ambivalentassociationsof total

incorporationand total annihilation, also acts as a metaphorfor Konrad Bayer's

personaldilemma: the desire for completeautonomyfor the individual on the one

hand,which ultimately necessitatesthe eliminationof all others- this finds expression
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in his outline of the "einmannstaat"as "revolte deseinzelnen"and "erschiessungder

�f�r�e�u�n�d�e�'�~ (SW 17) - andon the otherhandthe desireto bridgethe"unuberbliickbaren

abgrund"referredto by the idiot (SW 251), the needfor communitywith othersthat

Riihm describes with reference to Bayer: "dam hatte er ein starkes

mitteilungsbediirfuisund zeigte sich seinenengstenfreundenstetsverbunden"(SW

17). Justlike the cannibal,Bayer seemsunableto find a solution to this paradoxical

predicament.

The next sectionattemptsto considerthe violence and cannibalismof Bayer's

dramatictexts in the broadercontextof both internationaland domesticmovements.

For thepurposeof my analysisI havechosenAntonin Artaud's TheatreofCrueltyand

theperfonnanceart of"WienerAktionismus".
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5.4 Bayer'sviolenceandcannibalismin a broadercontext

At first glanceAntonin Artaud seemsto sharethe conceptof art favouredby the

Vienna Group and Konrad Bayer. Anti-illusionism and the termination of the

separationof life andart areaimsCQmmonto all of theseartists.In his writings on the

Theatre of Cruelty Artaud also displays a scepticismof conventional language,

advocatinginsteadthecreationofa physicalandpurestagelanguage:

... theatrewill neverrecoverits own specificpowersofactionunlessit
hasalsorecoveredits own language.That is, insteadof harkingbackto
texts regardedas sacredand definitive, we must first break theatre's
subjugationto the text and rediscoverthe idea of a kind of unique
language somewherein between gesture and thought . . . The
overlappingof imageryandmoves mustculminatein a genuinephysical
language,no longer basedon words but on signsformed throughthe
combinationof objects,silence,shoutsandrhythms. . . Onecould say
that thespirit of themostancienthieroglyphicswill governthe creation
of this purestagelanguage.(68, 83)

By placinglessemphasison theword, Artaud hopedto connectwith the spectatoron

a deeper,non-verbalandnon-rationallevel (Hayman85).

With regardto thecrueltyofhis theatre,Artaudis at painsto point out that it is not

violence for the sake of violence, but that it has a specific function in terms of

achievingtheaim of this newtheatre,namelythatof "unforgettablesoul therapy" (64-

65). He maintainsthat since peoplethink with their sensesfirst, it is ridiculous to

appealprimarily to their understanding,asis the casein psychologicaltheatre(Artaud

65-66). The "full scale invocation of cruelty and terror", however, is capableof

"confrontinguswith all our potential" (Artaud65-66).Artaudstressesthathis cruelty

is not just bloody, but that it is, of necessity,lucid andconscious(79), sinceit aims to

producein the spectator"a transcendentcondition. . . akind of severementalpurity"

(81), a stateof increasedvitality. The processis describedby GUnter Ahrends as

follows:
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By confronting the audiencewith the primeval, anarchic and cruel
componentsof their lives, it inevitably sets free the elemental,
uncheckableand uncontrollablemanifestationsof vitality which have
beenentombedin the courseof Westerncivilization . . . By releasing
the full vitality and potential of the spectatorsin this way, Artaud's
Theatreof Cruelty achievesa therapeuticeffect which results in a
cathartic purification . . . By laying bare the chaotic unconscious
Artaud'sTheatreofCrueltylaunchesa virtual revolt which destroysthe
rational systemsof Western culture, offering modem man a new
opportunityofcommunicatingwith life. (119, 121)

The aim of Artaud's theatreis, in Ahrend's words, to "re-examineman organically

throughanarchicdestruction"(126) and so to force the spectatorto confront hislher

inner self: Artaud articulatesthis in his First Manifesto on the Theatreof Cruelty:

"Theatrewill neverbe itself again . . . unlessit providesthe audiencewith truthful

distillationsofdreamswhereits tastefor crime, its eroticobsessions,its savageness,its

fantasies,its utopiansenseof life andobjects,evenits cannibalism,do not gushout on

an illusory, make-believe,but on an inner level" (70-71). The confrontationwith the

innerselfshould,asRichardCaveoutlines,"... effectsomekind of transformation.. .

bring releaseinto some new or renewedmetaphysicalapprehensionin which the

everydayselfwould betranscended"(153)145,while the observationof cruelty should

alsoimpressupontheaudience"the necessityfor a moralorder" (169).

While a commonconceptof art seemsto unite Antonio Artaud andKonradBayer

on a superficial level,l46 Artaud's writings on the Theatreof Cruelty reveal that any

similaritiesremainsuperficialanddo not withstandcloserexamination.First, Artaud's

languagescepticismseemsto concernitself principally with languageas a theatrical

medium,whereasBayer'sextendsto all language.Both Artaud and Bayer aspireto

releasethe individual from the prison of culture. However, Artaud advocatesthe

14S RonaldHaymancharacterisesthis processas"metamorphosisin the individual soul" (88).
146 Artaud andBayeralsoshare an interestin alchemyand Artaudconsidered"Alchemist'sTheatre"
asa possibletitle for his new form of theatre�(�~ 153).
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replacementof the languageof words with a languageof physical signsand violent

images.He aimsto destroythe "dictatorshipof words" in orderto liberatethe body.

As discussedin the previous section, in someof Bayer's prose texts the body is

consideredsuperfluousto the consciousness, whichseeksto liberate itself from its

physicalform.

Artaud promotesa total theatrewith the audienceat the centre.His conceptof

. cruelty is.basedon an attemptto makea connectionwith the audiencethat is deeper

thanthatachievedby theconventionaltheatre,becausehis ultimategoal is to bring the

spectatorsto a catharsiswhich, in turn, will enablethemto transcendtheir everyday

selvesand entera processof metamorphosis.Although Bayer, in texts such as �~ ­

begabtenzuschauerandkasperlamelektrischenstuhl, tearsdowntheveil of theatrical

illusion and confoundsthe division betweenperformerandspectator,with his cruelty

he is not concernedso much with the metamorphosisof the audienceas with the

supremacyof the individual, a conceptthat doesnot featurein Artaud's Theatreof

Cruelty.

Finally, Artaud emphasisesthat the crueltyof his theatreis lucid andconscious.As

a theatrepractitionerhe plannedand documentedin manifestosand letters how his

theory of cruelty was to be put into practice, listing, for example, the meansof

expressionthat he recommends,suchas gestures,masks,lighting, sound,costumes,

propsandso on. Thecrueltyof Bayer'sdramatictextsis far from programmatic,it is

anarchic,and Bayer did not concernhimselfabouthow it was to be realisedin the

theatre.Insteadof developingout of manifestosand statements,his cruelty seemsto

erupt almost involuntarily on stage, as the last meansof self-defenceand self­

preservationavailableto Bayer'sdramaticfigures and so doesnot have as much in

commonwith Artaud'sTheatreof Cruelty asmight first appearto be the case.While
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the fundamental impulse behind both forms of cruelty is similar, the differences

betweenthemarealsosignificant.

I now wish to examinea movementthat followed the activities of the Wiener

Gruppe,but which wasalsobasedin Vienna- WienerAktionismus- in an attemptto

comparethe violencethat characterisedsomeof its "Aktionen" with that of Bayer's

texts.

Although, as Rudiger Engerth points out, the group around HermannNitsch,

GUnter Brus and Otto Muhl cametogetherat a time when the Vienna Group was

alreadyin the processof breakingup (160), therewas a large degreeof interaction

betweensomemembersof the Groupandthe Vienneseaetionists.Between1960and

1964 some of the actionists frequented Cafe Hawelka, the Vienna Group's

"Stammlokal"(Klocker 349). In 1964,on the eveningwhenthe ViennaGroup made

its final public appearancewith thepremiereofdie kinderoperto celebratetheopening

of "Chatanooga",Miihl was invited to carry out a public material action (Klocker

190).From 1967a groupof artistsandfriendsthat includedOswaldWiener,Gerhard

Ruhm,Miihl, BrusandNitschbeganto form. In April ofthatyearthis grouporganised

the"Zock-Fest"in the"GtiinesTor" restaurant,an eventfeaturingperformancesthat

recalled the Vienna Group's "literarisches cabaret" (Klocker 291-292). Engerth

characterisestheeventasfollows:

Das'Zock'-Fest... gewanndurchdie Mitwirkung von OswaldWiener
und GerhardRiihm denCharaktereinervereinigtenAktion der beiden
WienerQuellendesHappenings.Die Resteder WienerDichtergruppe
(Konrad Bayer war schontot, Artmann lebte im Ausland, Friedrich
Achleitnerhattesich von jederKabarett-Tatigkeitzuruckgezogen)und
die Gruppe um Miihl und Brus verbandenihre Krafte zum totalen
Einsatz.(165)

RobertFleck describesOswaldWienerasthe link betweenthe two groups:" ... so

muB man... OswaldWienera1sjenemDichterseinenPlatzgeben,derdie Kontinuitat
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der Entwicldungender Osterreichischenfiinfziger Jahrezu den sechzigerJahrenund

danach ldar erkannteund hintergrtindig orchestrierte"(Weibel and Steinle 278).

Wieneralsoparticipatedin the notorious"Kunst und Revolution" action, which took

placein theUniversityof Vienna�o�~ 7 June,1968,andsubsequentlyspenttwo months

in policecustody,beforebeingacquittedofanywrongdoing.

Commentatorshave highlighted the debt that Wiener Aktionismus owes to the

ViennaGroup.BuddeckeandFuhrmannobservethattheformermovement"... treibt

spielerischeAnsatzedes'literarische[n]cabaret[s],der 'WienerGruppe'(1959/59)...

in ein brutal-aliterarischesund paratheatralischesExtrem" (198) and Schmidt-Dengler

describesthe ViennaGroup'spoeticactsas "VorformenjenerHappenings,die dann

zentral fUr die Ereigniskultur des Wiener Aktionismus wurden" (Bruchlinien 137).

GerhardRUhm points out the fact that the actioniststhemselvesacknowledgedthis

debt, in particular with regardto the Wiener Gruppe'stwo literary cabarets:"der

einfluB unsererheidenveranstaltungen... aufdennachfolgenden'wieneraktionismus'

wurdevon seinenexponentenmehrmalsbekundet"("zu gemeinschaftsarbeiten"203).

Both the Vienna Group and the Vienneseactionistsemergedin the repressive

cultural climate of post-warAustria, a factor that, in FerdinandSchmatz'sopinion,

made their art more subversive:"In diesemkulturellen Spannungsfeldfinden jene

Gruppierungenzueinander,die als Wiener Aktionismus und Wiener Gruppe zum

avantgardistischenAushangeschildjenesStaatesworden,dessensozialerDruck sie in

den fiinfziger und sechzigerJahren zu zwei der subversivstenFormationender

osterreichischenKunstzusammenwachsenlie8" (9). KonradOberhuberalsoattributes

the senseof desperateprotestthat characterisedWiener Aktionismusto the specific .

Austrian situation(Klocker 18) and Fleck describestheir art as "einen existentiellen

Aufschrei in der postfaschistischenosterreichischenKonstellationder Nachkriegszeit"

320



(Weibel andSteinle283), pointing out that the reactionof WienerAktionismusto the

climateoftheSecondRepublicwasmoreextremethanthatof theWienerGruppe:

Bereits im 'LiterarischenCabaret' der 'Wiener Gruppe wurde der
postfaschistischeZustand des damaligen Osterreich ausdrucklich
karikaturisiert.Docherstim 'WienerAktionismus'derfiiihen sechziger
Jahreerfolgtedie Wendungdiesesgenerellen,diffusenUnbehagensder
Ktinstler gegentiberder zeitgenossischenosterreichischenGesellschaft
zu einerradikalen,undteilweisebrutalenAggression.
(WeibelandSteinle285)

Both groupsof artists shareda radical attitude towards art. Just as Artmann's

"acht-punkte-proklamationdes poetischenactes" advocatedthe liberation of poetry

from.the word in favour of cederwunsch,poetischhandelnzu wollen" (WG 10), the

Vienneseactionistswanted to liberate painting from the canvasby meansof the

material action. Miihl defines the material action as "tiber die Bildflache

hinausgewachseneMalerei" (qtd. in Engerth161), in which a roomor the humanbody

itself becomesa canvas. According to Miihl, this processis "eine Methode, die

Wirklichkeit zu erweitern,Wirklichkeit zu erzeugenund die DimensiondesErlebens

auszudriicken"(Engerth 161). The central importanceof the body in the material

actionpromptsSchmatzto liken the performanceart of GUnterBrus to the theatreof

Antonin Artaud: both artists aimed for a physical experiencethat was designedto

appealto the senses(15). However, while the art of the Vienneseactionistswas

groundedin "Sinneswahrnehmungund Empfindung", Schmatzpoints out that the

literatureoftheViennaGroupdid not havethis purelysensorybasis(24).

Onthefaceofit, thebrutalexcessesofBayer'sidiot would seemto find parallelsin

someof theworksofWienerAktionismus.The following accountby HerbertStumptl

(ViennaInstituteofDirect Art) of partof the "Kunst und Revolution"actionof 1968

callsto mind the oPeningsceneof Bayer'sdramatictext, in which the idiot engagesin

the violent dismembermentand cannibalisationof his victims, thendefecatesand eats
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his faeces: "Brus entldeidetsich. Mit einer Rasierklingerugt er sich in Brust und

OberschenkelSchnittebei. Er uriniert, trinkt seinenUrin und erbrichtsich. Wahrender

. die Bundeshymneanstimmt, zeigt er den Vorgang der analen Ausscheidung.Er

beschmiertseinenKorpermit Kot. Dannlegt er sichniederund beginntzu onanieren"

(Engerth 167). Similarly, the "Orgien-Mysterien Theater" of Hermann Nitsch,

describedbriefly by BuddeckeandFuhrmannbelow seems,in someaspects,to echo

theidiot's actions:

Es ist Nitsch, der in dem Bestreben,das Publikum in die Aktion
einzubeziehenein"OrgienMysterienTheater" . . . teils exekutierte,teils
imaginierte.In "Aktionen" sowiein "Aktions- und Abreaktionsspielen"
bis bin zur "Gesamtkonzeptiondes6 tage-spielsdesO. M. Theaters"
und zum "Drama als existenzfest" sollen durch die Mitwirkenden
'dionysisch'-orgiastischeRituale der Enthemmungeingeubt und bis
zum sadomasochistischenExzeBdesAufbrechensund ZerreiBensnicht
nur von Tierkadavern,sondemauch von Menschenleichengesteigert
werden.(199)

However,a closerlook at the aims of Wiener Aktionismus leadsme to believethat

such similarities, while emergingin the context of a common historical and social

backgroundanda commonconceptofart, do not point to a deeperartisticconnection.

First, the exponentsof WienerAktionismus,althoughcritical of languageand the

conventionalmethodsof representation,believedthat by changingthe medium, by

exchangingthe canvasfor the "Aktion", it was possibleto extendthe boundariesof

reality (Schmatz29). While, ashasbeeninvestigatedin Chapter3, this wastrueof the

ViennaGroup in the first phaseof their languagetheory, it wasnot ultimately true of

Oswald Wiener and Konrad Bayer, who later on becameextremely sceptical of

languageasa meansof representation.Second,Schmatzopposesthe"Sinnlichkeit" of

WienerAktionismusto whathetermsBayer's"Sprach-Aktionismus",claiming that in

Bayer's work "eine sprachlich konstruierte Aktion" replaces "die exzessivste

Materialschlacht"(26-27). Since Bayer's violence and cannibalismare encodedin
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language,they do not sharethe direct, very physical impactof the materialactionsof

Wiener Aktionismus.147 Finally, as was also true for Artaud, for the Viennese

actionists,andin particularwith regardto Nitsch'sOrgien-MysterienTheater,violence

seemsto playacentralrole in the achievementof an artisticvision. As is evidentfrom

thefollowing descriptionof this theatreby Nitsch, theeffectof the performanceon the

spectatoris alsovery muchpartoftherationalebehindtheconcept:

Das O. M. theater(orgien-mysterientheater)stellt den versucheines
unbedingten gesamtkunstwerkesdar ... Drama(lyrik, epik), malerei
und musik vereinen sich zu einem 6 tage dauemden fest der
existenzverherrlichung.Der zuschauer(= teilnehmer,mitspieler) wird
einem intensiveren asthetisch mystischen begreifen der umwelt
unterworfen . . . Statt assoziieren[sic] werden aktionen eingesetzt,
welche das sinnliche registrieren bis zum endpunkt der
abreaktionsorgiastiksteigem. (Das auswerten elementar sinnlicher
aggressiv-sadistischerempfindungen,das zerreiBenvon rohem fleisch,
dasausweidenvon geschlachtetentierkadavemund dasherumtrampeln
auf gedarmen...). Es ergibt sich ein hinunterlotenzu verdrangten
gebieten. Es entstehentriebdurchbIiiche ... Der grundexzeB =
endpunktdes abreaktionserlebnisses,sado-masochistischesausagieren,
ausbruchsowie anschaubarmachungund bewuBtmachungverdrangter
bereiche, katharsis. Dramatischerhohepunkt des spieles . . . Die
geschehnisse,welchedurchdasO. M. theatergesetztwerden,werden
nicht gespielt wie dies beim k1assischentheaterder fall ist, sondeen
ereignen sich tatsachlich. Der zuschauer wird in das ereignis
hineingestellt.Er ereignet sich selbst, er soll zu sich SELBST, zur
seinsmystikgelangen.Die aktionendesspielesbringendenzuschauerin
die erkenntnisseinereigenenexistentiellenwirklichkeit. (qtd. in Weibel
andSteinle260) 148

Justlike the Theatreof Cruelty, the Orgien-MysterienTheateraims,by activatingthe

senses,to affect somekind of transformationin the spectator,albeit using a more

hands-onapproachthan that of Artaud. The above extract also reveals a similar

programmatic intent. Artaud's Theatre of Cruelty and the violence of Wiener

147 I notedearlier in this chapterthat it is difficult to imaginehow the violent excessesof the idiot
could be presentedon stage.However, what Bayer suggestsin idiot if realisedin material form, .
would be evenmore radicalthan the materialactionsof the Vienneseactionistsand Nitsch'sO. M
Theater.
148 Although Nitsch distanceshis theatrefrom the traditional theatrewith the claim, "Del zuscbauer
wird in das ereignishineingestellt",it shouldbe noted that the powerof the traditional theatreto
involve the spectatorshouldnotbeunderestimated
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Aktionismuswould thereforeseemto havemorein commonwith eachotherthanwith

Bayer's dramatic texts, where violence and cannibalism are the instinctive and

inevitableconsequencesof the battle for freedomof the individual anarchistand are

expressedin wordsandthereforeimaginedratherthan enacted.
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5.5 Tbetbemesofviolenceandcannibalismin secondaryliteratureon Bayer

The themesof violence and cannibalismdo not, surprisingly, feature greatly in

secondaryliteratureonBayer.149 WolfgangMax Faustin his 1983article"Fleisch,Blut

und Sprache. Notizen, Texte, Kritiken zum Theatralischenvon Konrad Bayer"

highlights the scenein idiot which portraysa's attack on the girl and goes on to

considerthesignificanceofsuchbrutality:

VerherrlichungderGewalt?PerverseSchOnheit?Ein Weiterspinnender
satanischenLiteratur(deSade,Lautreamont,Artaud)?- Die destruktive
Phantasiegeratim idioten ins megalomanischGroteske.Sietiberschlagt
sich,brutalisiertdenSchwarzen,Humor,derplotzlich so ernstwird, daB

.wir dasGrauenderWirklichkeit gleichsamals bestimmendeDenk- und
Handlungsform dahinter erkennen konnen, vage als Lust an der
Vernichtung,alsLust amTOten,alsLust amText tiber dasTOten, tiber
dasVernichten. . . Anthropophagie,Skatophagie,Exitus, Koitus: All
dies ist nicht zu "spielen". Die Natur desMenschen,die menschlichen
MOglichkeitender "Person" im Theaterwidersprechender Phantasie.
Auf derBiihne "realisiert",wird dervorgestellteVorgangzumZeichen,
zum Emblem, zur Metapher.Nur im Leben, nur in der Imagination,
schwindetdas "als ob" und gelangt ins mOrderischeExtrem, das die
HandlungendesIdioten bloB und nacktdastehenlaBt: wahrgenommen,
dochunverstanden.(146-147)

These comments by Faust provide an example of the way in which Bayer

commentatorsgrapplewith his texts, which they often try to interpret with more

questionsthan answers.Although he does not develop the point further, Faust is

correct in describingthe horror of idiot as a way of thinking and acting. With the

desire,or ratherneed,to destroyandkill, asrealisedin the actionsof the idiot, Bayer

is not only presentingan alternativeform of thinking and acting, but also, as I have

alreadystated,analternativeform ofexistingwhich has asits ultimateaim thefreedom

oftheindividual. This first ofall requiresthedestructionof theexistingorderthat

149 For an analysisof cannibalismin the works of H. C. Artmann, seeJacquesLajarrige'sessay
"Glilndziige dertransponiertenKannibalistik.Ein Querschnittdurch das Werk Hans Carl Artmanns"
in Fuchsand Wischenbart77-109.
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forcestheindividual to conform,to bepartofacommunity,to speakthat community's

languageand to belongto its culture. In his violenceand his "scheissdreck"speech,

which negatesimportantcornerstonesof this order,a attemptsthis destruction,but, as

Faustpoints out, without much success:"Der idiot fiihrt ein ausuferndesPanorama

zerstorerischerHandlungenvor. Dochzugleichist er statischund tritt auf der Stelle:es

is/, wie es isf' (149). As I haveindicatedelsewhere,one cannot,as Faustdoeshere,

judgeBayer'stexts solely by the resultsachievedor not achievedin them, but must

regardthemas part of what wasBayer'songoingwork-in-progressand thereforeas

valuablecreativeexperiments.

Andre Bucher is the only critic I know of to date who discussesthe themeof

violence in some detail. In his book Die szenischenTexte der Wiener Gruppe, he

dedicatesa chapterto consideringcruelty in Bayer'sdramaticworks. The chapteris

entitled"Grausamkeit",andbearsthe following subtitle: "Die Gewaltbei Bayer- ceder

analfabet" • Negativitat und Affirmation • "idiot", die Unausweichlichkeit der

Reprasentation".

Bucherrightly recognisesthe significanceof violencein Bayer'stextsandgoeson

to briefly mentionexamplesof violent moments,including the knocking down of the

audiencememberat the end of der analfabet,the verbal exchangeof blows of �~

boxer,theexecutionofKasperlin kasperlam elektrischenstuhlandtheviolent actsof

idiot, all of which he calls "drastischeBeispieleeiner Gewalt, die nicht nur in den

Texten Bayers, sondemder WG uberhauptimmer wieder aufbricht" (140). Bucher

stresses,however,that this violenceis portrayedmost directly in Bayer'stexts: "Bei
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Bayerbricht sieamunverhohlenstendurch" (140).uo Bucher'sdiscussionsubsequently

focusesontwo ofBayer'splays- deranlfabetandidiot.

Bucher'sanalysisof der analfabetconcentrateson the structureof that text, its

inconsistenciesand the difficulty .of interpreting it, rather than on the theme of

violence, to which the title of the chapterpromisesto give chief considerationand

which is allocatedno more thana coupleof paragraphs.Buchermentionsthat some

passagesof thetext standout becauseof anaggressiveundertoneandamongthesehe

lists two referencesto the bestial nature of the analphabetand the passagethat

indicates that cannibalismis part of the speakers'tradition. He then makes the

following comment: "Diese Anspielung auf den Kannibalismuswird aber sowenig

fassbarwie die neunteSzene,in der sich die Ausserungenurn eine Opferungdrehen,

oder die �s�e�l�t�s�a�m�~ Regieanweisungin der fiinfzehnten Szene,die die Figur 5 'als

OPFER;alIer wahrscheinlichkeitnachmit derbenstrickengefesselt',verlangt" (144).

HereBucherevadesthe issueandavoidsevenguessingasto what suchreferencesto

cannibalismcould mean.He also fails to link thesereferencesto Bayer'sotherplays,

evento idiot, theother textwhich hedealswith in his chapter.

Bucher'sexaminationof the theme of violence in idiot is far more thorough,

however,andhis conclusionsaboutviolencearesimilar to thosewhich I madeearlier

in this chapter.He is incorrect,however,in sayingthata's"scheissdreck"speechis

150 Bucher'sassessmentcoincideswith that of Kaar who, when comparing the phenomenonof
violencein H. C. Artmann's dramatictextswith Bayer'sdepictionof it, notes:"Fdr Artmann scheint
vielmehr eine Komik zu gelteD, die Grenzenaufsucht,die das Grausameim Komischenund das
Komischeim Grausamensichtbarmacht"(176).Beutnersimilarly observeswith referenceto Gerhard
Rillun's texts: "Die Gewalttiltigkeit wird durch Ironie und Groteskeentscharft,Ihnlich wie in den
domestiziertenMenschenfresserphantasienH. C. Artmanns"(114).
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initiatedby cedermensch",asa hasalreadylaunchedinto his verbalattackon theworld

beforetheappearanceofthis figure. Bucherdescribestheviolenceof idiot in the

following way:

Die Gewalt ist universell,maschinell,alle lassensich in gleicherWeise
von ihr tragen,alle sindvon ihr betroffen . . . Sie ist das Mittel des
Einzelnen,sich gegendenAnderen,gegendie Gemeinschaftzur Wehr
zu setzenundbleibt solangevital, als esandere,Gemeinschaft,gibt . . .
Die rebellischeVerachtungdes a richtet sich nicht nur gegen die
Anderenund sichselbst,sonderndirekt auchgegendas,wodurchdiese
uberhaupterst als solchekonstituiert werden, gegendie symbolische
Ordnungunddie Institutionen,die siegarantieren.(151-152)

Here Bucheridentifies violence, as I did, as the meansby which individuals defend

themselvesagainstothers, againstthe communitywhich, with its establishedorder,

deniesthemfreedom.With thephrase"die Institutionen,die siegarantieren",Bucheris

referring to the cornerstonesof symbolic order, such as art, science,philosophy,

religion and politics, which are reducedby a to "scheissdreck",and which rely on

languagefor their power over society, for it is through languagethat they are

perpetuated.

Bucheralso seesin "idiot sein" an untenableexistentialpositionwhich he links to

otherBayerfigures, without, however,examiningthe connectionsbetweenthem as I

did in Chapter3:

Idiot sein,musshier durchdasVorangehendeheissen,unabh!ngigvom
Symbolischenund seiner kategorialenOrdnung m sein. Idiot - der
letzte in der Reihe der Kaspars und Kinder, Hanswurste und
Analfabeten- ist damit der Titel fUr eine existentielleLage, die den
Zwangen der Reprasentation weniger durch �U�n�w�i�s�s�e�~ oder
Schwachsinnentkommt,als in einersolipsistischenSelbstprasenz:reines
Fiir-sich-sein.

Ob a mit dieserAussageeinenmomentanerreichtenZustandseiner
selbstmeint oder einen noch immer erstrebten,bleibt offen. Er wird
jedenfalls aus seinem Fur-sich-sein, sobald er es statuiert,
herausgerissendurch den menschen,der nochmalsaus der Ohnmacht
erwacht... (152-153)
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Buchertalksof"die Tragik desa', the"Verzweiflung,Entsetzendeskompromisslosen

Anarchisten"(153)andsumsup his existenceasfollows: "... die Grausamkeitbesteht

darin, derReprasentationDicht entrinnenzu konnen,stetsin der Spracheund durchsie

determiniertzu sein, undo das heisststets aussersich zu sein, nicht bei sich selbst

anlangen zu konnen . . . Die Grausamkeit ist die Unausweichlichkeit der

Reprasentation... Ihre Wahrheitist tragisch"(153-154).a'stragedyis that hecannot

escaperepresentation,thatheis forcedto bedefinedin andthroughlanguage,for even

ashe denouncesit, its wordsfall from his lips. It is significantthat"dermensch"is still

alive at the endof the text. It seemsthat eventhe idiot, the most extremeof Bayer's

individual anarchists,cannotdestroyall of humanity,that in spiteoofeverything,hehas

someneedof anotherbeing, if only to serveas somethingin termsof �w�~�c�h he can

definehimself.

I arguedin Chapter3 that the existenceput forward by Bayerwith the figures of

theidiot, Kasperlandtheanalphabetis not a viableoneandherethis is provenagainto

be the case.It is an existencewhosedestructivetendenciesmustultimately extendto

theselfwhichit aimsto protect.NoneofBayer'sdramatictextswould seemto offer a

successfulmodel of the form of beingwhich his figures aim to achieve,becausesuch

anexistencewould demandtotal isolation,thecreationof a real "einmannstaat"which

is at oddswith the very essenceof thehumancondition- contactandinteractionwith

other humans.However, this doesnot meanthat the experimentalprocessof which

they area part shouldbe dismissed.KonradBayer'stexts representhis own personal

and artisticstruggle.Like his dramaticfigures, onceborn into the humancommunity

and instructedin its languagethereseemedto be no escapefor him, no possibility of

completeindividual freedomandself-expressionoutsideof the normativestructuresof

language.Forcedto usethevery mediumof which hewasso critical - to work within
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but yet againstit - it is, perhaps,smallwonderthatBayerproducedsuchcomplexand

sometimesviolent textswhich reflect his own relentlessstruggle.Although this thesis

hasshownthat in manywaysBayersucceededin subvertinglanguageandin thwarting

its normativeinfluence,his texts,characterisedastheyareby a drift towardsdeath,do

not seemto acknowledgethis.

In the"nachtrag"to dersechstesinn,atext thatheworkedonuntil his death,Bayer

writes:

manmusssich umbringenum die hoffilung zu begraben.esgibt keine
hoffilung.
jedochist ein lebendermenscheinhoffender.contradictioin se.

ftage:woraufhoffen?
esgibt nichtswaszu erreichenwareausserdemtod. (SW 667)

Herehopeis presentedas an unavoidablepart of beinghuman.In reality thereis no

hope,andnothingto hopefor exceptdeath,but, inexplicably,hopelives on in humans,

sustaininglife. Thathopesustainslife is evidentfrom thefollowing exchangein diskurs

tiberdie hofthung:

4. frau: aberwozu
3. frau: homman?
1. frau: um nicht zuverbrennen
2. frau: umnicht zu erfrieren(SW274)

If hopesustainslife for the solepurposeof avoidingdeath,and it: asBayerseemsto

believe,thereis nothing to hopefor exceptdeath,the questionthat his texts ask is:

why live? It is a questionwhich Bayerseemsto haveansweredwith his own suicide.

Faustalsomakesthis link: betweenBayer'sdramatictextsandhis personallife whenhe

states:"Hinter jedemNachdenkentiber KonradBayerstheatralischesstehtdie Szene

seinesSelbstmords"(149).
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5.6 Reviewof Chapter5

This chapter has continued the interpretative investigationsof Chapter 3 by

consideringlinks betweenBayer's"Sprachkritik", his attemptsto explore alternative

modesofbeingfor theindividual andthemotifs ofviolenceandcannibalism.

I haveillustratedin this chapterhow instancesofviolenceandcannibalismrecurin

Bayer'sdramatictexts. Combiningthe textual evidencewith findings which emerged

from Chapter3, I adopteda multi-layered approachto reading these motifs and

presentedsomepossibleinterpretations.

Concentratingfirst of all on the motif of violence, various aspectsof this

phenomenonwerehighlighted.I concludedthat in Bayer'sdramatictextsviolenceand

languageareinterwoven.In die boxer,for example,physicalviolenceandlanguageare

presentedas forms of interactionthat are equally brutal. Using a quote from der

sechstesinn, languagewas shownto be a force that violatesthe individual, whom it

tries to �c�o�n�t�r�o�~ restrict and "sterilise". Other instancesof violence depict it as an

alternative or substitute for language. The examples of Apollo in kasperl am

elektrischenstuhlandtheidiot linked a lossor rejectionof languageto theoutbreakof

chaosandanarchy.Therejectionof languageandthesymbolicorderof thecommunity

that it encodesin favourofviolenceandanarchywasinterpretedasthe defenceof the

selfagainstall outsideforces.

Cannibalismin Bayer'stextswasalsoshownto havemanypossiblemeanings.As

an individual anarchistthe idiot, Bayer's most voraciouscannibal, views all other

beingsasathreatto his subjectivity.Forhim, eatingothersis a meansof self-assertion,

a way of keepinghis "ich" intact. By breakingthe cannibalismtaboo,Bayer'sfigures
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contravenesocietalnormsandtherebysucceedin placingthemselvesoutsideof society

and its constraints.Wheninterpretingthe cannibalismmotif I illustratedthat it is also

linked to a rejectionof languagethat resultsin wordsbeingreplacedby human flesh.

This rejectionof languagecanbe understoodas the desirefor regressionto a more

primitive, pre-linguisticstate,in which the world and the self are not experiencedor

expressedthroughlanguage.I demonstratedhowtheidiot's cannibalismcanbereadas

a reversalof Christiandoctrine, in which the communityis killed and eatento ensure

thesalvationoftheindividual.

Violence and cannibalismare inextricably linked in Bayer's texts. They are the

physical representationof their perpetrators' language criticism and individual

anarchismandaremotivatedby the desireto accomplishabsoluteindividualism. Even

the employmentof theseextrememeasurescannot,however,supportthis struggleof

the individual. The destructivetendenciesof Bayer'sindividual anarchistscanonly, it

seems,culminatein self-destruction,for it is only in deaththat the individual seemsto

beableto salvagesomedegreeof freedom.

The latter part of this chapterattemptedto placethe violenCeand cannibalismof

Bayer'stextsin a broadercontext,usingthe examplesof Antonin Artaud'sTheatreof

Crueltyandthe performanceart ofWienerAktionismus.My comparativeinvestigation

concludedthat somesimilarities can be identified betweenBayer'swork and that of

theseother artists: commonconceptof art, scepticismof the conventionalmediaof

languageor thecanvas,portrayalofviolenceandsimilar repressivebackground(in the

case of Wiener Aktionismus). However, the differenceswere found to be more

significant. In particular, the central function of violence in the achievementof an
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artistic vision that is documentedin a programmaticfashion and designedto havea

certaineffect on the spectatorwasdeclaredto be in oppositionto the anarchicnature

of Bayer'sviolenceandcannibalism,which aspireto the supremacyof the individual.
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Conclusion

Throughoutthis thesisI haverepeatedlystressedthe importanceof prioritising the

processthat Bayer engagesin in his dramatic texts rather than the results of his

literary experiments.Similarly, I would like to arguewith regardto this thesisthat its

attemptsto exploreBayer'stextsarejust as important,if not moreimportant,than its

findings. Forjust asmostofBayer'stextsdo not have,in Room'swords,"endgiiltige

fassungen"(SW 821), neitherdo theyhavedefinitive interpretations.This conclusion,

therefore,will simply serveto reviewthefindingsoftheprecedingchapters.

Chapter 1, by identifying the Wiener Gruppe and the precedingexperimental

movementsof Dadaismand Surrealismas important influenceson Bayer'sliterary

works, andby outlining the historical and cultural backgroundfrom which his texts

emergedproved,asbecameevidentin later sectionsof this thesis,to be an essential

preparatoryphase for the subsequentengagementwith Bayer's dramatic texts,

becauseit providedpointsof orientationwhich aidedthe explorationsof the chapters

thatfollowed it.

A closestudy of the text of der analfabetrevealedits "beilage" as an important

map for negotiatingthe pathsof Bayer'stexts, identifying as it doesthe principles

accordingto which Bayerconstructedthem.A linguistic analysisofthis dramatictext

exposedtheextentto which Bayer'stextsdepartfrom conventionalliterary texts. The

analysis also highlighted linguistic devices used by Bayer to achieve

defamiliarization,or "abstand",a conceptshownto be centralto his methodof text

production,the aim of which is to force readersto abandontheir normal methodsof

processingtexts,methodswhich aregeared towardsunderstanding.This demandsthat

readersnotonly suspendtheir expectationsofwhatconstitutesatext, but alsoofwhat
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constitutesreality. The linguistic devicesemployedby Bayer in der analfabetand in

othertextspoint to a radical rejectionof conventionallanguageand methodsof text

production in favour of an experimentalapproachthat results, in the caseof der

analfabe!,in a multi-layeredtext thatresistsinterpretation.

In Chapter3 I arguedthat Bayer'sunconventionalliterary style is the consequence

of his languagecriticism. Using statementsfrom membersof the Wiener Gruppe,

"Bayer'sown literary texts and his collaborationswith OswaldWiener, I tracedthe

developmentof Bayer's"Sprachkritik", interpretingit in termsof the philosophiesof

WittgensteinandMauthner.I suggestedthat Bayer'slanguagecriticism necessitated

an approachto text production that, if it were to provide him with a meansof

expressinganautonomouscreativevoice, would haveto attemptto free literatureand

languagefrom their conventionalforms. ThustheprocessthatBayersetsin motion in

his dramatictextsis onewith which, by subvertinglanguage,he searchesfor a mode

of self-expressionoutsideof its normativestructuresfor himselfasan artist, but also

for anyindividual who feelsinhibitedby thosestructures.

An examinationof some of Bayer's texts revealedan ambivalent attitude to

language.On the one hand, the texts are characterisedby an extremescepticismof

languageasa mediumfor depictingreality, for communicationwith othersand,most

importantly,for theexpressionandrealisationof theself. Ontheotherhand, however,

languageis alsopresentedasa meansby which the individual caninvent hislherown

reality and so assumegodlike powers and make the world hislher creation. I

highlightedthedifficulty of interpretingthesetextsbecauseof their ambivalenceand

-
the way in which they underminethemselvesby offering variouslevelsof reality in

anattemptnotto fall victim to theprescriptivenatureof language.
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By linking the figures of Kasperl, the analphabetand the idiot, I illustratedhow

Bayer'sdramatic texts createfigures that representthe relentlessstruggle of the

individual to escapethe restrictionsof language.Thesefigures' rejectionof language

necessitatesa rejection of the community that usesit and so this struggleof the

individual culminatesin an individual anarchismwhich wasshownin Chapter3 to be

akin to thatof Stirner'sDerEinzigeund seinEigentum.Chapter4 examinedtheLion

of Belfort, a figure rich in associationswith Surrealismand alchemy.The Lion was

shownto representanotherof Bayer'sattemptsto constructan alternativemodeof

beingfor theindividual andwasthereforelinked to thefiguresdiscussedin Chapter3.

All of thesefigures can be regardedas the constructionby Bayer of a composite

figure of himself: the creativeartist. They representin literary form his efforts to

cometo termswith his own paradoxicalpositionof languagescepticand author,to

overcomethe restrictionsof an arrestedlanguageand so to establishsomemeansof

self-expressionand, becauseasa writer this wasso importantto him, someform of

. existencefor himself.

In their struggleBayer'sindividual anarchistsresortto extrememeasures,as the

recurring motifs of violence and cannibalismindicate. The consequenceof their

abandoningof languageis a lossof orderand an unleashingof chaoswhich canbe

interpretedas a regressionto the primitive, pre-linguisticstateof �"�a�n�a�l�f�a�b�e�t�i�s�~�u�s�"�,

whereanarchyreigns,but wherethe world and thosewho inhabit it are no longer

definedby language.This stateis shownin his dramatictextsto be anuntenableone

that seemsdestinedto culminatein self-destructionThe fate of thesefigures, whose

struggleseemsdoomedto failure, prefiguresBayer'sown suicide.

Alchemists,mindful of the virtual impossibility of achievingtheir aims, always·

stressedthe centralimportanceof theprocessof the alchemicalwork. Likewise, the
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fact thatBayer'sdramatictextsrepresentfailed attemptsto providea viablemodelof

an alternativeexistenceoutsideof the normativestructuresof languagedoesnot, of

course,meanthattheyshouldbedismissedin literary terms,for their valuelies above

all in the experimentsthey represent.The following statementby Oswald Wiener

about experimentalliterature is true of Bayer's dramatic texts: "Experimentelles

Schreiben ist Forschung geworden, ein Versuch, Modelle des menschlichen

Verstehenszu erlangen,die ohneIsomorphienvon Zeichensystemenund inhaltlichen

Zusammenhangenauskommen"("Einiges" 44). Bayer'sdramatictexts constitutea

further contribution to this ''Forschung'', a contribution which, in Helmut

HeiBenbuttel'swords about Bayer'snovel der kopf des vitus bering, demandeda

daringstepinto thedark:

Die Frageist, ob manLiteraturMachenwill zur Unterhaltung,und sei
es selbst fUr den hochgetrimmten und akademisch gebildeten
Kunstverstand, oder ob man in der Literatur etwas aufweisen,
Erkenntnisoffnenwill, dasRisiko eingehn,einenScOOttweiterzu tun,
nicht vorwirts einem irrsinnig gewordenenFortschritt nach, sondem
ins Dunkel hinein, das uns aile in Wahrheit umgibt am Ende des
metaphysischenZeitalters.Konrad Bayerhat versucht,einensolchen
Schrittzutun. (n. pag.)

Bayer'sstepinto the dark pavedthe way for experimentalauthorsthat succeeded

him. His legacy,alongwith thatof theWienerGruppe,had anenormousinfluence,in

particularon Austrian literatureof the 1960sand 1970s.GeraldMatt refers to the

Vienna Group's"maBgeblichePionierarbeit"(Achleitner and Fetz 6) and Gerhard

Fuchsassessesthecontributionof its membersto Austrianliteratureasfollows:

Entwicklungund SpezifikaderosterreichischenLiteraturdersechziger
und siebzigerJahre sind kaum vorstellbar und erklarbar ohne die
Innovationender Schreib-und Denkexperimente,wie sie die "Wiener
Gruppe" bereits in den fiinfziger Jahrenentwickelt hat ... Die
osterreichische Avantgarde der fiinfziger Jahre wurde, wenn
uberhaupt,von der Offentlichkeit erst spatrezipiert, als sie bereitsals
historischuberlebtgeltenkonnte.Die spaterenAutorenvor aHem der
Grazer Gruppe konnten bereits auf einen Fundus an erprobten
literarischen Techniken und auf theoretische Vorarbeiten

337



zurUckgreifen, auBerdem mit einer vergleichsweise doch etwas
groBerenToleranzundmit einemstarkerenInteresserechnen.(165)

In 1996someofBayer'sdramatictextswereperformedin the"Volkstheater",oneof

thelargerstate-subsidisedtheatresin Vienna,admittedlyin thetheatre'ssmallerspace

"Am Plafond".In thepressreleasefor "sprechensiemanchmal?'Die Pfandleihe'und

andereTexte von Konrad Bayer", Bayer is hailed as the father of modemAustrian

drama: "Mit Bayers dem SprachspielgewidmetenabsurdenSzenenbeginnt die

osterreichischeGegenwartsdramatik"(n. pag.). Suchrecognitionof the contribution

of Bayer'sdramaticworks to Austrian dramamakesthe fact that they haveto date

receivedso little attentionall themoresurprising.

This thesisconstitutesthe first lengthy studyof KonradBayer'sdramaticoeuvre.

Sincethe centralconcernof Bayer'sliteratureis the searchfor alternativemodesof

existencefor the individual that allow himlherunrestrictedrealisationandexpression

of the sel£: the dramaticgenre,basedas it is on the principle of interactionbetween

individuals, would seemto offer to a greaterextent than prosethe opportunity to

observehow this individualism is to function in the contextof the community. The

way in which Bayer'sdramaticfigures clashlinguistically and physicallywith those

aroundthem depictsthe individual's strugglefor self-realisationmore vividly than

Bayer'smoreintrospectivenarrativetexts.Therefore,thedramatictextshavemuchto

contribute to an understandingof Bayer's literature and deserve the close

considerationthat I haveattemptedto give them.

In theprecedingchaptersI havetried to look behindtheparaventthatBayerplaces

in front of his dramatictexts. I haveendeavouredto put forward variousapproaches

to reading them, while always acknowledging that these are texts that seem

intentionallydesignedto undermineinterpretation.My attemptsto readthetextshave

examinedboth form and contentand havedrawn on text linguistics as well as the
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more conventionalresourcesof literary criticism such as history, philosophy and

psychology.

My explorationshaverevealedthe textsto be characterisedby a remarkableunity

of form and content.Simply put, Bayer'stexts havea complexform that actsas a

vehicle for the explorationof complex issues.The fact that they are difficult to

understandand are structuredin such a way that underminessenseand meaning

reflectstheir contenton severallevels. Bayer'sabuseof conventionallanguageand

resultant highly individualistic style reflect both his languagecriticism and his

individual anarchism.He succeedsin creatingandmaintainingthe"abstand"herefers

to in the "beilage" to der analfabetto the extent of alienating all but the most

perseveringof readers.The way in which his texts seemto defy meaningcould also

be said to mirror Bayer'sever-increasingnegativismand pessimism,describedby

Riihm asfollows: "dabeilitt er immerhaufigerunterdervorstellungdersinnlosigkeit

von allem" (SW 19). However,as I haveillustrated,Bayer'screativeprocessis not

only destructive, since, due to particular recurring figures and motifs, a certain

. . h dr' 1'1consistencyIn t e amatlctextsemerges.

The textual disintegrationthat Bayer engagesin finds a thematicparallel in the

recurringmotifs ofviolenceandcannibalism,asthe humanbody is dismemberedand

, eatenon stagein anattemptto securethesupremacyof the"ich". Strandedamidstthe

ruins of their destructionBayer's central figures are faced with an impossible

existencethat is characterisedby Herostratas follows: "und in dieserentsetzlichen

kalte werde ich endlich allein sein" (SW 481). "allein sein", the ultimate aim of

Bayer'sindividual anarchists,is perceived,afterit hasbeenachieved,as"entsetzlich"

151 1bisis alsoperhapsdueto thefact thatmostofBayer'sdramatictextswerewritten overa period of
approximatelyeightyears(1954-1962).While someof the textsarecharacterisedby commonfigures
andmotifs, in later textssuchasidiot and siebzehnterjanner 1962Bayer'sincreasingfrustrationand
pessimismis evident.
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and"kaIt". It is anexistencethat cannotbe enduredandseemsdestinedto end in the

coldnessof death,a thoughtthat is expressedby Bayer in one of his lettersto Ida

Szigethy: "aIlein sein ist sehr schon, groBartig etc. aber auf dauer tOdlich . . ."

("Briefe" 53). However, the fact that Bayer's dramatic figures live on in the

fragmentedlinguistic reality of his textssurelylendssomemeaningto their desperate

struggleandto his.

In this studyI haveattemptedto illuminate theworld of KonradBayer'sdramatic

texts. In deferenceto their multifacetedandcomplexnatureI would like to conclude

with a quote from Bayer's"beilage" to der anaIfabetwhich, while it may seemto

underminemy interpretiveefforts, hasbeenthe maxim accordingto which this thesis

hasbeenwritten:

dasist eineerkUirung.
anderesindebenfa1lszutreffend.
aIle erklarungen bleiben mangelhaft; so lasse ich es bei dieser
bewenden.(SW 148)
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Fig.l Dne emainedebonte,"Le Lion deBelfort", plate1



Fig. 2 "L L'e Ion deBelfort" 1) pate3
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Fig. 3 "Le Lion deBelforf', plate16
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Fig. 4 "Le Lion deBelfort", plate17
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Fig. 6 "Le Lion deBelfort", plate29
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