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CHAPTER 1

>

Writing in the 1960s

Freitag 4 — 9 — 64
Mein Lieber,

gestern kam Ihr langer, lieber, unlieber Brief, heute der andre, die Briefe
finde ich immer abends vor, wenn ich nachhaus komme, zutod erschopft
nach einer zehn oder zwolfstiindigen Rosskur. [...] Ich weiss wohl, dass Sorge
und Helfenwollen und vieles von dem, was Sie mit mir erleben mussten, Sie
dazu bringt, mich zu ‘analysieren’, und wenn wir sprechen, dann ist etwas
in Bewegung und es 16st sich auf. Einiges von dem, was Sie aufschreiben,
erschreckt mich, nicht weil Sie es aussprechen, sondern weil Sie es denken
oder gedacht haben, ohne zu merken, dass derartige Gedanken zwar mich
nicht beschidigen, aber mich in Thnen beschidigen miissen.

Aber ich miisste sehr ausfithrlich werden und miisste im Affekt antworten,
das wiirde alles nur schlimmer machen. [...] Geschehen tut den ganzen Tag
etwas mit mir, das ‘Analysieren’ nimmt dabei den geringsten Raum ein, das
ist ganz gut, einen grossen hingegen die Korpertorturen, weil ich eben von
den langen Medikamentenzeiten, Krankenhauszeiten etc so geschwécht bin,
dass die psychischen Belastungen es leicht haben. [...] bedenken Sie, dass
seit der Katastrophe, die Welt fiir mich auseinandergefallen ist, dass ich das
Vertrauen in Freundschaft gerechtfertigt gesehen habe, das Vertrauen in
einem Mann mir nicht nur abhandefgekommen ist, sondern sich in Furcht
vor jedem verwandelt hat. In Berlin habe ich mich zu fiirchten angefangen,
nicht vor Thnen natiirlich, aber vor Threm Eindringen in mein Leben und
der Gefahr, der ich mich damit aussetze, nein, ich driicke es wohl nicht
richtig aus, denn ich verhalte mich noch nicht bewusst, es ist die Reaktion
eines angeschossenen Tiers.

[.]
Ihre Ingeborg'

This letter sent by Bachmann to Adolf Opel during autumn 1964 gives a
frank account of her contemporary stay in a Swiss clinic. Alongside mention
of daily medical treatments, Bachmann considers the background to her
illness and refers to an earlier ‘catastrophe’ in likely allusion to the break-up
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of her relationship with Max Frisch. The reflection on the difficulty of giving
conscious expression to her condition and the description of conflated physical
and psychological distress are representative of the engagement with personal
crisis in the author’s contemporary correspondence and writings. Whilst
the dynamic aspect of spoken exchange with Opel is acknowledged to bring
release [‘es 10st sich auf’], the damaging character of rational written analysis is
underscored. The bathos of Bachmann’s final self-comparison with a wounded
animal nonetheless reveals the problematic attempt to identify herself as a
victim. The author highlights the need for a more detailed, affective response, yet
simultaneously emphasizes the destructive consequences of such an approach
[‘das wiirde alles nur schlimmer machen’]. Despite Bachmann’s reluctance to
enter into harrowing evocation of her condition in her correspondence with
Opel and thereby endanger her chances of successful clinic treatment,” what is
to be seen in her poetic drafts of the early 1960s is precisely the expression of
affective experience that conveys the destructiveness of crisis in the disrupted
body of the writing.

This chapter considers those poetic drafts which prioritize the portrayal
of affective experience of crisis through their representation of consuming
physical and psychological distress. I examine the aesthetic depiction of states
of physicality in much of this writing, where bodily symptoms and injuries
feature prominently. The early stages of the author’s experimentation with a
symptomatic mode of expression are further identified in certain lyric texts,
where the destructiveness of a latent condition is reflected in the disrupted
formal character of the writing, Whilst it is difficult to determine the extent to
which individual examples of the poetic drafts mark a self-conscious attempt
at a new aesthetic, when considered as a body of writing defined by recurrent
features radically different from the author’s earlier verse, the lyric texts can
be said to mark a new phase in Bachmann’s oeuvre. Outlining the authot’s
personal situation and political engagement during the 1960s, I explore how
the drafts experiment with graphic modes of representation which rebel
against oppressive aesthetic and socio-cultural norms that seek to exclude
certain aspects of experience from the public sphere. Parallels between the
lyric speaker’s portrayal of her own body and ideas current in cultural criticism
at the time are used to elucidate the political content of the female authot’s
writing. Through their experimentation with portrayal of the felt experience of
subjective emergency, the poetic drafts reflect an early stage of the ‘Todesarten-
Projekt to devise a symptomatic means of socio-cultural critique.
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The Calamity of Speechlessness

A first reading of the poetic drafts immediately conveys the devastation of
crisis. In their dislocated form and stammered character, the lyric texts enact
the destructive linguistic consequences of consuming physical and mental
distress. References to Berlin and Rome in one of the handwritten drafts
suggest its biographical origins:

Meine Schreie verlier ich

wie ein anderer sein Geld

verliert, seine Moneten,

sein Herz, meine grofien

Schreie verlier ich in

Rom, {iberall, in

Berlin, ich verlier auf

den Straflen Schreie

wahrhaftige, bis

mein Hirn blutrot anlduft

innen, ich verlier alles,

ich verlier nur nicht

das Entsetzen, daf§

man seine Schreie verlieren

kann jeden Tag und

tiberall [IW, 145}

The present-tense account opens onto a scene of crisis, where the first-person
speaker gives voice to the experience of losing control. The concrete terms of
the speaker’s suggestion that she loses her screams as someone else does their
money immediately confront the reader with a public spectacle of human
distress. Throughout the draft, the varied refrain referring to the lost screams
gives symptomatic expression to thé speaker’s inability to gain perspective
on the crisis that consumes her. It stands as a vivid figure of the excessive
state of individual emergency that cannot be named nor expressed directly.
Instead, the refrain conveys the futile compulsion to expiate distress, where
‘verlieren’ conveys both the uncontrolled and inherently negative character
of the experience. Itself a kind of scream, the barely punctuated draft —
written down almost without correction — progtesses rapidly from protest at
a scene of external disturbance to despairing expression of internal crisis and
dissolution. The image of the brain turning blood red marks the mid-way shift
into contemplation of the inner sphere, whilst conveying the physical agitation
inherent to the mental collapse. The lyric scream finally fades out in exhaustion
at the ongoing crisis.

Throughout the poetic drafts, the isolated speaker makes comparable
attempts to express her emotional suffering through symptomatic acts
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of articulation. As in the above draft, dislt.)c'ated lyric': forms convey the
disorientating and destructive character of crisis. Declarl'ng c9nfu81on about
her place in the external order, as well' as her own sense of identity, t.he speaker
consistently struggles to convey the intense presence of urgent pain and the
simultaneous negation of suffering and loss. Recurrent phrases and motifs
demonstrate a potentially therapeutic expression of pain, where feelings of
grief, solitude and fear mingle with those of frustration and rage. Short clauses
crowd together, alternately expressing assertion and denial. In the refusal
to conform to conventional metrical patterns, the sense of disorientation is
reinforced: ‘dafl ich so, nicht bin, das nicht, dafl ich / so lebe’ [IW, 27]. Time
and again, the experience of suffering is seen to shatter the speaker’s ability to
give positive description to experience: ‘es ist nicht / mehr, nichts ist mehr, und
/ es ist nicht mehr weit’ [IW, 135]. The stammered formulations lend the lines a
symptomatic character, where the impersonal pronoun, ‘es’, serves as an elusive
cipher for that which cannot be articulated directly. Whilst the speaker often
expresses a degree of awareness of her own situation, the repetitive character
of her language demonstrates a simultaneous lack of sovereign control: ‘Ich
habe nicht geschwiegen, / weil Schweigen gut ist schén ist, / ich hatte nichts
mehr zu sagen / [...] Ich hatte alles, und habe alles / verloren, zuerst das Maf3,
/ ich ging iiber mich hinaus / und hinaus iber alles’ [IW, 71]. Here, ‘lles’
functions in a similar way to ‘es’ and gestures towards an undefined condition
of emergency that dissolves the capacity for moderation and self-control. The
drafts emphasize the spiralling feelings of dissipation and dissolution provoked
by the emotional crisis — ‘wenn alles geht und / nicht mehr kommt und / nie
mehr kommen wird’ [IW, 99] — and use stripped, repetitive forms that stress
the basic difficulty of evoking the negative experience of pain and loss: ‘dann
als nichts / mehr, noch verloren, weiterverloren / bis weniger als nichts und ich
nicht mehr / und schon gar nichts war’ [IW, 13).

References to death, as the ultimate state of negation, recur throughout
the texts. They suggest the debilitating sense of lack provoked by the crisis,
gesturing towards a hopelessness that resists articulation. Feelings of mortality
are portrayed as omnipresent and the speaker describes her existence in terms
of a living death: ‘Es schmeckt nach Tod. / Doch Tod und Leben, ob es beides
gibt, / wer weif, / da soviel Totes Fernes, in mir ist / mich soviel Totes, / mich
Tote auch’ [IW, 126]. The fragmentary character of many drafts which, time
and again, break off into silence, manifests the destructive linguistic effects
of suffering which leads to the abortive declaration of despair and sudden
speechlessness,

The state of inarticulacy provoked by urgent crisis is centrally addressed in a
letter sent by Bachmann to her friend Hans Werner Henze from a Swiss clinic
in January 1963. Referring to the failure of her previous attempts to write, the
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author further describes the futility of the effort to find linguistic form for the
fundamental causes of her suffering;

Du musst nicht denken, dass das ein Gerede war, dass ich Dir so oft
schreiben wollte — ich habe namlich wirklich oft angefangen, wollte mir
ein paar Worte herausquélen aus meiner Stummbheit, aber es ist nicht
gegangen. [...] Ich weiss gar nicht, wo ich anfangen soll. Seit vier Monaten
geht das schon, seither bin ich hier, so furchtbar allein und abgetrennt von
allem, und hier und da hab ich eine Stunde jemand gesehen, so selten, und
in der Stunde noch die bella figura machen miissen, ich habe so tun miissen,
als sei nichts, nur ein bisschen Krankheit. Aber das stimmte nicht, es war
nicht ein bisschen Krankheit, sondern ich musste vor zwei Monaten in die
Klinik, weil ich versucht habe, mich umzubringen [...]. Ausserdem gibt es
jetzt diese Operation, die auch sehr schwer fiir mich war, mehr psychisch,
aber dadurch auch physisch schwerer. [...] Du denkst vielleicht, es sei meine
Schuld, dieses Ende, aber das stimmt nicht. Wenn man tiberhaupt von
Schuld sprechen will, dann es ist die Schuld von Max, sonst wire es mit
mir nicht so weit gekommen. Aber ich will nicht von Schuld sprechen, und
ich werfe thm auch nichts vor, manchmal schon, aber nur Kleinigkeiten,
nebensichliche Dinge, doch fiir das Wesentliche niitzt es nicht zu reden,
weder auf die eine noch auf die andere Weise, iiber etwas, das geschehen ist
und das vielleicht hat geschehen miissen

Preoccupied with the debilitating and isolating effect of intimate pain, the letter
forms a plea to Henze for support. Bachmann outlines her devastation at the
separation from Frisch who had begun a relationship with a younger woman*
and refers to the suicide attempt that occasioned her clinic treatment, as well
as a recent operation, likely to have been an abortion.’ The impersonal use of
‘das’ in the suggestion — ‘Seit vier Monaten geht das schon’ — is not elucidated
and gestures towards the difficulty of defining her condition, implying the
manifold sources of suffering. Alongside the more explicit discussion of
the destructive linguistic consequences of crisis, Bachmann alludes to the
additional social barriers to expression encountered during her clinic stay.
Here, the correspondences with her contemporary draft poems are striking.
In particular, the three ‘Gloriastrasse’ poems [IW, 54-59] depict the sterile
hospital sphere and reveal that a setting in which humanity and renewal might
be expected proves merely the arena for exposure and isolation. As Inge von
Weidenbaum has pointed out, the setting for these drafts was a clinic in Zurich
close to the intersection of Rdmistrafie and Gloriastrae in which Bachmann
received treatment during 1962 and 1963.° A questioning of traditional human
attributes takes place in the two of these drafts that are typewritten, both of
which begin by contrasting merciful morphine with the absent letter, a sign of
human indifference. By endowing a drug with the power of grace, the speaker
suggests her lonely situation in a realm from which she seeks only escape:
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Die Gnade Morphium, aber nicht die Wohltat eines Briefs.
Anfragen, Spriiche, gutgemeint von Fremden und Freunden.
Blumen treffen ein {iber Fleurop. Ein ellenlanges

Telegramm erfordert Anwesenheit, weitab, wer weif8 und wozu.

Besucher sitzen, verdammt, im Besuchersessel, erzidhlen
angestrengt auf die Uhr blickend vor dem Spucknapf und hellem Lack,
husten heraus ihren guten Willen und einen alten Witz. [IW, 55:1-7]

The references to faceless visitors with whom the speaker feels little connection
seem all the more devastating because in these figures is embodied the
possibility of human connection. Sing-song description of the visitors’ gOOfi
intentions — ‘gutgemeint von Fremden und Freunden’ — marks the speaker’s
sardonic disillusionment with those empty customs that seek to provide comfort
and reassurance. Flowers sent via courier are mentioned in an aside that
suggests their impersonality. The wordiness of the telegram, reinforc‘:ed by the;
enjambment between lines three and four and echoing ‘¢’ and T’ of ‘ellenlang
and ‘Telegramm’, further conveys wearisome concern. Whilst the speaker
acknowledges that her visitors’ inquiries are well-intentioned, she nonetheless
alludes to the formulaic quality of their patter. Like Bachmann’s letter to Henze,
the draft expresses frustration at the complicity of superficial forms of language
that prevent the acknowledgement of psychological suffering. It points towards
those social routines which attempt to confirm human presence yet, in fact,
betray only the absence of genuine communication and exchange. In the draft,
however, there is further sardonic acknowledgment of the mutual character of
this entrapment in social routines and forms of discourse. This note of irony
works to offset the emphasis in other drafts on exclusively personal discomfort,
as the draft suggests that the visitors are themselves damned to contract
physical symptoms, as they cough out their goodwill and old jokes. ‘
Other drafts explore the consequences of the inability to give open expression
to the state of distress. Frequently, the speaker alludes to forms of substance
abuse in describing her attempt to cope, revealing the dialectical relationship
with addiction, which becomes simultaneous symptom and cause of her
suffering. As well as the repeated references to morphine, mention of Nembutal
— a tranquillizer today only allowed in veterinary medicine — underscores the
drive to suppress the symptoms of crisis: ‘Nachts das lange langsame Kauen /
Verbeiflen in Gespenster / Kampf mit Nembutal 20 Stiick / geniigen’ [IW, 146}7
Hans Holler has suggested that Bachmann’s growing reliance on medication
during the 1960s was a product of her efforts to free herself from dependency on
alcohol.® Reference to a drink problem is to be seen in several of the draft poems
where the mention of ‘Grog’ [IW, 47], as well as of drinking diluted vinegar [IW,
131] in likely allusion to the Passion of Christ, reflect the speaker’s awareness
of her addiction. Elsewhere calling herself ‘eine Schnapsfahne in einem
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wohlbestellten Haus’ [IW, 38], the speaker underlines the social unacceptability
of her condition. Articulation of the relation between a drinking habit and the
inability to express an underlying psychological condition is central to the draft

oem entitled ‘Alkohol’ [IW, 151], where preoccupation with the symptomatic is
to be discerned in both form and content of the text. Spoken in the first person,
the draft evokes a state of addiction. The broken yet rhythmical quality of the
first lines of verse gives linguistic manifestation to an urgent search for ritual
that provides relief and escape:

Alkohol

Trinken, was trinken,

ich trinke, trinke den Staub auf den Flimmer auf
ich trinke in mich hinein soviel Schilling

ich trinke meine Arbeit in mich hinein trinke
heraus, ich kann nur mehr trinken

mich aus allem heraus trinken, das sduft

den Geschmack weg aus allem, aus Staub aus
ich sags nicht weil keiner es sagt

warum es trinkt, sich zu Tod sduft,

ich bins ja ja nicht, es sduft sich

an ich sag nicht, weil keiner sagt

man soll mich nicht aufriitteln

mich zwingen zu sagen, es weif3 ja jeder
warum es sduft, sich besduft, sich

sich betdubt, es betdubt sich

Und was Liebe und Kriitzen und Fortschritt
es weif} ja jeder und wer nicht sauft, weifl
auch, es weif3 ja jeder, das sag ich nicht mehr,
weifl weifd weifl weifd weifl weify

weifd weifd weif3

weif

mehr sag ich nicht

als das jeder weif3 [IW;/151]

Caught in the inevitable cycle of an alcoholic, the draft begins with half-
sober description of the compulsion to drink. The incantatory variations on
‘trinken’ in its first half give symptomatic form to the act that determines the
structure of the speaker’s existence. Nonetheless, through the references to
money and work, the speaker signals her awareness of the destructive habit
she cannot control, where the lyric contrast of ‘hinein’ and ‘heraus’ suggests
the paradoxical escape sought through the physical act of imbibing. As the
text progresses, its rhythms become more and more erratic as the speaker
Spirals out of control in reckless boozing. Shorter clauses begin to dominate
and, as ‘trinken’ gives way to ‘saufen’, building agitation is conveyed, which is
compounded by the speaker’s disintegrating sense of self and alienated recourse
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to the impersonal third person: ‘ich bins ja ja nicht, es sduft sich’. Here, the
repeated ‘ja’ works ambivalently as a simultaneous assertion and disavowal of
agency, underlining the ambiguity of the speaker’s position as active subject.
The lines highlight the contribution of social convention to the refusal to
divulge the reasons for drinking — ‘weil keiner es sagt’ — and emphasize,
instead, the relentless descent into numb speechlessness. Appearing nine times
within ten lines, the impersonal pronoun ‘es” gestures towards the disturbance
that resists language. Similarly, tenfold repetition of ‘weif8’ in the poem’s dying
stammer finds symptomatic manifestation for the affective state which cannot
be rationally articulated.

The symptomatic lyric employment of ‘es’ recurs throughout Bachmann’s
late writing and, in one of her unfinished articles, she explicitly elucidates its
relation to a growing aesthetic preoccupation with states of distress. The draft
article, composed during the mid to late 1960s, discusses the work of Georg
Groddeck (1866-1934), the acclaimed German physician and early member
of the Frankfurt Institute. In it, Bachmann describes her artistic interest
in Groddeck’s understanding of ‘das Es’ and its relation to states of illness.
Freud’s borrowing and reworking of the Groddeckian term is mentioned in
an aside, as Bachmann emphasizes her primary concern with the expressive
potential of physical illness, and not with the Freudian ego.’ As the editors
of the “Todesarten’-Projekt highlight, this article was composed after the 1966
appearance of a new edition of Groddeck’s Psychoanalytische Schriften zur
Psychosomatik and Bachmann’s change to the electric typewriter that she
used between November 1966 and the end of 1968.)° Scholars tend to discuss
the atticle in relation to Bachmann’s late story, ‘Thr gliicklichen Augen’, which
she dedicated to Groddeck and published as part of the Simultan collection
in 1972. Kurt Bartsch was perhaps the first to draw attention to the parallel
between the protagonist’s short-sightedness as portrayed in this story and
Groddeck’s understanding of physical illness as a symbolic manifestation of
mental processes.” Ingeborg Dusar emphasizes that Bachmann’s essay, initially
intended for publication in Der Spiegel, reveals the author’s creative interest in
Groddeck’s holistic approach.’ Revealing a poetic mind at work, Bachmann’s
article describes how conditions of physical sickness serve as figures for issues
that resist rational articulation, where the human subject produces symptoms
as a form of language. In her article, Bachmann details Groddeck’s lifelong
research into the psychosomatic character of illness, terming his most famous
work, Das Buch vom Es (1923), a classic of its time. This collection of letters
from the fictitious Patrik Troll to an anonymous female friend is concerned
with unseen disturbance and outlines its preoccupation with affective aspects
of human existence neglected by scientific research. Troll suggests his task is to
reveal ‘dafl unser Leben auch von Kriften regiert wird, die nicht offen zu Tage
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Jiegen, die erst mithsam aufgesucht werden miissen [..]." Itself a subversive
grammatical subject that does not necessarily constitute the real subject of a
sentence, ‘das Es’ is chosen as the linguistic cipher for these forces which resist
linguistic appropriation:

Die Erkrankung hat einen Zweck, sie soll den Konflikt 18sen, verdridngen

oder das Verdringte am Bewufltwerden verhindern; sie soll fiir die

Ubertretung des Verbotes bestrafen [...] Die Erkrankung ist aber auch ein

Symbol, eine Darstellung eines inneren Vorgangs, ein Theaterspiel des Es,

mit dem es verkiindet, was es mit der Zunge nicht auszusprechen vermag.

Mit andern Worten die Erkrankung, jede Erkrankung, mag sie nervos

oder organisch genannt werden, und auch der Tod, sind ebenso sinnvoll

wie das Klavierspiel oder das Anziinden eines Streichholzes oder das

Ubereinanderschlagen der Beine. Sie sagen etwas vom Es aus, deutlicher,

eindringlicher als die Sprache es vermag, ja als das ganze bewusste Leben
es kann'*

By functioning both as agency and symbol, physical illness is said to provide
a dramatic medium that, through involuntary signs of what goes on in the
inner life, expresses what cannot otherwise be said. Bachmann underlines her
concern with this artistic potential of illness and suggests how, in its inevitable
interweaving of content and form, the language of sickness might be compared
to that of poetry:

Es ist eine Produktion wie eine kiinstlerische, und die Krankheit bedeutet
etwas. Sie will etwas sagen, sie sagt es durch eine bestimmte Art zu
erscheinen, zu verlaufen und zu vergehn oder tédlich zu enden. [..] Das
Symbol und die Sache sind eins. Ein Beinbruch ist nicht das Symbol fiir
etwas, sondern der Beinbruch ist es, was gesagt wird, und der Kranke

kann sehr oft auch spontan sagen, warum er sich dieses Bein gebrochen
hat. [KS, 433~34]

The lines’ insistence on the identity éf the physical injury with that to which
it gives expression illuminates the author’s late preoccupation with corporeal
symptoms and states as enabling a language of gesture not controlled by the will.
Christine Kanz makes reference to Bachmann’s Groddeck essay in discussing
the depiction of corporeal suffering in the Franza narrative. Kanz is careful
to differentiate between author and analyst, emphasizing that Bachmann
maintains a critical distance from psychoanalysis. She convincingly argues that
Bachmann’s writing portrays mental phenomena and finds suggestive means of
suggesting how these have arisen, rather than using medical labels with which
to make a diagnosis.”® My concern is to identify Bachmann’s poetic drafts of
the early 1960s as an early stage of this aesthetic and, in the next chapter, I
will return to Groddeck in order to elucidate the genesis of the symptomatic
employment of ‘das Es’ in Bachmann’s Berlin writings. For the purposes of this
opening chapter, however, consideration of further lyric depictions of the body
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will be used to explore the attempt to find form for aspects of experience that
cannot be articulated directly.

Certain of the drafts that give central depiction to states of physicality
feature broadly realistic portrayal of bodily distress, including matter-of-fact
description of the speaker’s stench, the relief of urination, night-time sweats and
medical treatments. The draft poem entitled ‘Abschied’ [IW, 37] voices sadness
at a sudden realization of physical ageing. The speaker suggests that the pain
of being rejected by her lover is compounded by the overnight appearance of
wrinkles, which she reads as symptoms of lost possibility. The focus on the
body in the draft poem renders ambiguous the identity of the ageing human
subject; it is not clear whether it is the absent lover or the speaker, or indeed
them both, who bear signs of age:

Abschied

Das Fleisch, das gut mit mir gealtert ist,

die pergamentene Hand, die meine frisch hielt,

sie soll auf dem weiflen Schenkel liegen,

das Fleisch sich verjiingen, augenblicksweise,
damit hier rascher der Verfall vor sich geht,

Rasch sind die Linien gekommen, etwas gesunken,
schon alles iiber die straffen Muskulatur.

Nicht geliebt zu werden. Der Schmerz kénnte grofier
sein, Der befindet sich wohl, dessen Tiir zufillt,

Aber das Fleisch, mit der Einbruchslinie an dem Knie,
die faltigen Hande, iiber Nacht gekommen alles,

das verwitterte Schulterblatt, auf dem kein Griin wéchst,
Es hat einmal ein Gesicht geborgen gehalten.' [IW; 37]

The poem’s quiet tone and short clauses work to suggest the speaker’s resigned
acceptance of her situation. She describes the secondary pain of no longer being
loved and suggests that the implications of new barrenness, where before there
had been physical intimacy and a shared place of refuge, are what distress her.
As the speaker contemplates the signs of ageing, describing an assortment of
frail limbs, the withered body comes to stand for the shattered possibilities
brought by the end of the relationship. In the poem’s closing line, the past-tense
allusion to an intimate gesture of reassurance — now no longer available —
implicitly signals unspoken vulnerability and regret.

In the draft poem ‘Julikinder’ [IW, 49], comparable distress at the loss of a
projected world is conveyed through description of physical damage. In this
instance, it is the covert pain of an abortion that motivates the symptomatic
expressive effort. At the close of the poem, a scrap of paper shredded before
it can be read is compared to the children torn from the speaker’s body. Here,
the striking use of the plural form might signal an attempt to move beyond the
individual experience:
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Luft Wind den Fetzen Papier

den ich zerreifle, eh einer lesen

kann was geschehen ist

wie man euch herausgerissen hat aus mir
mich zerrissen, mich den Fetzen

Papier zerrissen, denn noch

kann niemand lesen. [IW, 49: 22~28]

The lack of syntactical clarity ensures that the descriptions of the scrap of paper
and the speaker’s damaged body interweave, suggesting the comparable status
of the body and the draft poem itself. Both are presented as scripts which,
although unseen and unread, through the very fact of their brokenness testify
to the damage done.

Elsewhere in the lyric drafts, portrayal of extreme corporeal assault reflects
a radicalized attempt at articulation. The stammered account of injury in
one of the typewritten drafts, ‘Grippe und andere Krankheiten’ [IW, 46],
provides a further example of the preoccupation with the portrayal of physical
symptoms, as well as with a symptomatic mode of expression, in Bachmann’s
writing of this period. The poetic draft begins by detailing different aspects
of bodily suffering through images of injury, attack and fever which suggest
the disorientation provoked by crisis and the apparent collapse of boundaries
between the external and the internal realms:

Grippe und andere Krankheiten

Andere Krankheiten

zehn auf einmal

hab du, zehn auf einmal

sei krank die Zehn sperrangelweit
Schorf, am Bein ein Klopfzeichen
im Bauch Wackersteine

in der Brust Sechseliuten'

im Arm Goldfieper

im Finger den Span

in der Nase den

in den Augen

die belegte Welt, speichelnde

in den Augen die Finsternisse
vom letzten Weltuntergang

aber im Kopf,

aber zuoberst

den Stein am Bein

im Kopf

einen Druck,

daf8 das Universum

beinah durchschaut auffliegt

wie ein bilanzfilschendes Unternehmen
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der ganze orbiscato
kakophonicus

vitte

eine andere Krankheit
Ach. [IW, 46]

The draft conveys a sense of burden, indicated on a primary level by the images
of stones pressing on the speaker’s stomach and limbs and the repeated pronoun
‘in’ that suggests penetration and violation. In formal terms, the unpunctuated
list of ailments creates further verbal heaviness where run-on lines confuse
syntactical distinctions and promote a style of reading that refers forwards and
backwards between lines to compound the impression of breakdown. In line 3,
the informal imperative ‘hab du’ — forms the only time in the text that a direct
reference is made to any subject position. This address might be interpreted as a
form of curse, through which the speaker struggles to regain agency and power.
As the text progresses, however, the impression of general collapse broadens
into declaration of apocalypse and universal dissolution. In the closing lines,
the lyric syntax breaks down even further as words, amongst which are foreign-
sounding neologisms, appear strung together in no particular order with the
attempt to express ultimately dissolving into an inarticulate human cry.
Particularly in those drafts which seek to represent the emotional distress
provoked by the failed romantic relationship, extreme depiction of physical
suffering is in evidence. Frequent references are made to the absent lover whose
indifference towards the female speaker is contrasted with her state of agitation
through striking bodily images and emphatic lyric rhythms: ‘Dafi keine meiner
Schmerzen ihn bewegt, / kein Schweif3 ihn feuchtet, nicht der Todesschweif3 /
nicht gelbes Fieber, nicht der Scharlachbrand / ihn brennt, ihn brennen macht
[..] [IW, 120]. Adjectives accrue and urgently assert the speaker’s subjugation;
their excess compounds the sense of powerlessness by gesturing towards
the boundless emotional pain: ‘und ich gesotten, [ge]braten und verbrannt
/ gefoltert, gemordet, [er]drosselt / und erwiirgt, es hat ihn nie bewegt’ [IW,
123]. The drafts make explicit reference to the naivety and blindness provoked
by the love affair, alluding to the speaker’s reckless love: ‘Ich habe geliebt wie
die Wilden, / begeistert von der Liebe’ [IW, 22]. Love is said to have driven
out feelings of fear and the capacity for self-restraint: ‘Ich habe mich ganz
zur Verfiigung gestellt. / mich oft geflirchtet, aber meine Furcht mit / der
Liebe ausgetrieben [...]" [IW, 124]. One of the more overtly biographical drafts
combines description of male brutality, including allusion to physical abuse,
with varied references to ‘sein Blutbuch’ [IW, 109] which suggest the author’s
experience of being made the subject of a written text. Bachmann is said to
have burnt the 1959 diary kept by Frisch detailing their relationship,”® while
the 1964 publication of his novel, Mein Name sei Gantenbein, in whose actress-
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protagonist Bachmann recognized aspects of her own person being sold as
fiction, served to exacerbate her crisis.”” Engagement with the issue of intimate
petrayal was to become a central preoccupation in the “Todesarten’ prose, where
the declaration of treachery and assertion of desired vengeance dominant in the
late draft poems gives way to more sophisticated critique of the market-driven
culture industry.

The commodification of human suffering within popular culture had
already been problematized by Bachmann in her Frankfurt poetry lectures
of 1959/60, where she warned of a state of widespread apathy resulting from a
public demand to be entertained. In the second lecture entitled ‘Uber Gedichte’,
Bachmann ironically deploys the vocabulary of consumption to emphasize the
imperative for writers to devise provocative new forms of art:

Nur der gréfite Ernst und der Kampf gegen den MifSbrauch urspriinglicher
grofler Leiderfahrungen konnte uns helfen, es {das Publikum] aus seiner
phantastischen Lethargie zu wecken. {..] die Leute brauchen heute Kino
und Ilustrierte wie Schlagsahne, und die anspruchsvolleren Leute (und zu
denen gehéren ndmlich auch wir) brauchen ein wenig Schock, ein wenig
Ionesco oder Beatnikgeheul, um nicht tiberhaupt den Appetit auf alles
zu verlieren. Poesie wie Brot? Dieses Brot miifite zwischen den Zihnen
knirschen und den Hunger wiedererwecken, ehe es ihn stillt, Und diese
Poesie wird scharf von Erkenntnis und bitter von Sehnsucht sein miissen,
um an den Schlaf der Menschen rithren zu kénnen. Wir schlafen ja,
sind Schléfer, aus Furcht, uns und unsere Welt wahrnehmen zu miissen.
[KS 268-69]

With echoes of the culinary terminology central to ‘Keine Delikatessen’, the
insistence that art should generate new ways of perceiving social reality is
explicitly related to the need for formal experimentation. By rebelling against
forms of culture that merely entertain and subdue, the desired lyric mode is
intended to enable alternative possibilities for perception and reflection. The
violent representation of felt suffering evident in the draft poems may thus
be related to Bachmann’s heightening concern with the critical function of
literature. And her graphic depiction of conventionally taboo issues such as
abortion, alcoholism and consuming breakdown reflects the lyric determination
to engage with aspects of experience conventionally excluded from the public
sphere and the realm of High Culture. The often-shocking preoccupation with
affective experience and symptomatic expression that recurs throughout the
raw drafts may thus be interpreted as an experimental stage of the attempt to
devise new and provocative forms of expression and perception. Nonetheless,
the abortive character of many of the draft poems reveals the problematic
aspect of this endeavour, as the intensely negative implications of crisis and
unrelenting focus on personal pain provoke an outcry that spirals inevitably
into despairing silence. Consideration of an unfinished essay that Bachmann
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wrote in 1968 provides helpful elucidation of her views on the prerequisites for
the artistic representation of human suffering and the necessary move beyond
the articulation of exclusively personal pain. The essay discusses the portrayal
of mental breakdown in Sylvia Plath’s semi-autobiographical novel The Bell
Jar (1963), a book that first appeared in German translation in 1968, the year
of Bachmann’s draft essay [KS, 621]. In the following section of this chapter, I
will explore Bachmann’s reading of Plath’s novel and its prose representation
of psychological crisis. Her remarks, when compared with Plath’s journal
reflections on her own writing, reveal shared aesthetic concerns on the part of
the two female authors that can be used to illuminate a formal move beyond the
declaration of subjective distress in Bachmann’s writings of the 1960s.

Writing and Experience

Bachmann opens her essay by briefly stating the fact of Plath’s suicide, an event
that took place on 11 February 1963, just one month after The Bell Jar was first
published:

Sylvia Plath hat sich, dreif8ig Jahre alt, in London getétet. Die Riicksicht auf
die Menschen, die ihr nahgestanden sind, das Recht auf das Private, das
Geheimnis, erlauben es nicht, mehr dariiber zu sagen.

Trotzdem ist Die Glasglocke mit Recht als autobiographischer Roman zu
bezeichnen, aber keineswegs, weil hier jemand seine Privatangelegenheiten
einem sensationsstichtigen Publikum anbietet, sondern autobiographisch
in dem Sinn, in dem die geistige Figur einer denkenden, zerfallenden,
geschlagenen und zerstorten Kreatur einzig interessant und mitreiflend an
einem anderen sein kann. [KS, 450]

Following the opening declaration of resolve to provide no private details about
the author’s life, Bachmann contemplates the particular mode of reflexive
autobiography devised by Plath in terms that echo her later description of
Malina as ‘[e]ine geistige, imagindre Autobiographie.*® As Monika Albrecht
and Dirk Gottsche have pointed out, in the context of Bachmann’s “Todesarten’
work, ‘scheint es nicht zuletzt die Darstellung einer “Todesart” in der
komplexen Form eines autobiographisch begriindeten Schreibens zu sein, die
Bachmann an Plaths Roman interessiert hat.’* Dismissing the possibility that
Plath could be said to give a sensationalist account of her intimate affairs,
Bachmann’s essay argues instead that the autobiographical aspect of the novel is
to be identified in the intellectual figure found within the abused and suffering
creature depicted at its centre. The novel recounts the nervous breakdown of
its female protagonist, Esther Greenwood, and includes details of clinic stays
based loosely on Plath’s own experience during the 1950s. For Bachmann, it is
the subtle prose depiction of the origins of individual suffering — ‘dafl man
sich selbst nach der dritten Lektiire fragt, wo dieses geheime Ungliick anfingt
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und wie’ — that forms ‘das Beste und Seltsamste’ about the novel’s achievement
[KS, 451]. She highlights Plath’s skill in portraying a condition of psychological
distress that builds over the course of the narrative without ever being labelled
or diagnosed:

Danach das Anrennen Szene nach Szene in den Selbstmord, in den
Wahnsinn, der, obwohl die Unterhaltung mit den Arzten wiedergegeben
wird, nie bezeichnet wird, aber ein Krankheitsbild mit unheimlicher
Prézision beschreibt, wo andre Autoren (wie etwa <Marguerite Duras>)
vollkommen versagen, weil sie sich offenbar nicht einmal im Klaren
dariiber sind, dafl auch das geistige Krankheitsbild, das psychotische, einer
genauen Beschreibung bedarfund man nicht x-beliebige Wahnvorstellungen
zusammenstellen kann, weil sie etwas ‘Poetisches’ an sich haben. Nichts ist
poetisch an Krankheit, und die grofien Kranken von Dostojewski bis Sylvia
Plath wissen es, die Krankheit ist das schlechthin Entsetzliche, es ist etwas
mit tédlichem Ausgang, [KS, 451]

Underlining the ‘extraordinary precision’ with which Plath describes the con-
dition of psychological distress, Bachmann identifies the fierce anti-lyricism of
the depiction of sickness in The Bell Jar. In terms that recall the warning against
the commodification of human suffering within popular culture delivered in
her Frankfurt lectures, Bachmann contrasts this drive for linguistic exactitude
with stereotyped evocations of madness by writers such as Marguerite Duras,
who are said to be attracted by the ‘poetic’ quality of sickness. In Bachmann’s
view, the representation of psychological crisis demands an unrelenting
intellectual engagement on the part of the writer who must control and craft
the debilitating experience of sickness.

This belief in the need for the artist to demonstrate formal control over
painful experience has striking affinities with Sylvia Plath’s own views on her
task as a writer. Comments made by, Plath in a 1962 interview place similar
stress on the intellectual obligation to/ shape the stuff of personal experience:

I think my poems immediately come out of the sensuous and emotional
experiences I have, but I must say I cannot sympathize with these cries
from the heart that are informed by nothing except a needle or a knife, or
whatever it is. I believe that one should be able to control and manipulate
experiences, even the most terrifying, like madness, being tortured, this
sort of experience, and one should be able to manipulate these experiences
with an informed and an intelligent mind.*

Plath’s journal entries are explicit in identifying writing as a means of regaining
agency and control, describing how the composition process may be used to
channel malaise in order to overcome it. Indeed, the emphasis in the above
lines on the poetic imperative for control and manipulation might even be
said to replicate the torture itself in a kind of literary regress. A 1956 journal
entry comments on close descriptions of electric-shock therapy which came to
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feature prominently in The Bell Jar: ‘And now I sit here, demure and tired in
brown, slightly sick at heart. I shall go on, I shall write a detailed description
of shock treatment, tight, blasting short descriptions with not one smudge of
coy sentimentality [...].”® Plath highlights the irony that her deliberate efforts
to overcome ‘easy poeticisms’ are mistakenly considered ‘rough, anti-poetic,
unpoetic’® by contemporaries who fail to recognize the true nature of her
artistic project. Yet, simultaneously, these entries underline the precarious
balance between the need to craft lived experience and the imperative for the
writing to be grounded in this very material. Overly abstract and intellectualized
approaches are rejected as inauthentic as Plath insists: ‘Must root in life itself.
[...] Mesmerize myself into forgetting the waiting world. The IDEAS kill the
little green shoots of the work itself. I have experienced love, sorrow, madness,
and if I cannot make these experiences meaningful, no new experience will
help me.” The journal entries describe different stages in the composition
process; they underscore the aesthetic need first to engage with and then
move beyond events from her own life: ‘Must get into deep stories where all
experience becomes usable to me. Tell from one person’s point of view: start
with self and extend outwards: then my life will be fascinating, not a glassed-in
cage. If only I could break through in one story. [...] If only I could get it real.
Two days later, Plath reiterates the necessity of ‘opening out” her own experience
and longing to ‘break onto a meaningful prose’, identifying her quest ‘in search
of times past’ in order that ‘all time present will be endowed with special form
and meaning’” This desire ‘to break out into prose®® is reiterated a number
of times in the journal entries which use medical vocabulary, identifying the
mode as ‘a certain therapy’® and ‘very healthy antidote [..] to the poems’
intense limitations’,*° in their association of prose forms with a state of relief
and release. Recalling Bachmann’s own disillusion with verse composition,
Plath’s journals chart a frustration with lyric forms and suggest that prose is a
mode better suited to the articulation of personal experience:

Now that I have attained, shall I say, a respectable age, and have had
experiences, | feel much more interested in prose, in the novel. I feel that in
a novel, for example, you can get in toothbrushes and all the paraphernalia
that one finds in daily life, and I find this more difficult in poetry. Poetry, I
feel, is a tyrannical discipline, you've got to go so far, so fast, in such a small
space that you've just got to turn away from all the peripherals?

This assertion of the tyrannical character of lyric composition is closely related
to the spatial limitations of the genre, which necessitate an absolutist focus on
the essentials of what is to be expressed. Ultimately for Bachmann, Plath’s prose
narrative did not go far enough in formal terms — ‘sie hat weder die englische
Sprache zertriimmert noch zum Auferstehen gebracht’ [KS, 152]. Yet, Plath’s
status amongst ‘die Schriftsteller, die in der Hélle waren’ [KS, 152], as well as her
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poetological reflections and practice, which emphasize both the need for fierce
anti-lyricism on the part of the writer and the status of prose as a vehicle for
the portrayal of lived experience, help to shed light on the experimental shift
towards prose forms in Bachmann’s writings of the 1960s.

Clear parallels relating to the issues of literary genre and the expression of
lived experience are to be found in interview comments made by Bachmann
in 1971. Through the pointed inversion of an assertion about lyric composition
found towards the beginning of Rilke’s Die Aufzeichnungen des Malte Laurids
Brigge,”* Bachmann comments on the hybrid poetic prose of her first collection
of short stories, Das dreifligste Jahr (1961):

Diese erste Prosa kommt zum Teil noch aus dem Zustand des Gedichte-
schreibens. Es sind noch viele Versuche darin, den Satz so hochzutreiben,
daf} kein Erziihlen mehr moglich ist... Um ein wirkliches Gedicht schreiben
zu kdnnen, braucht man keine langjdhrigen Erfahrungen, keine Fdhigkeit
zu beobachten. Ein sehr reiner Zustand ist das, in dem nur die Sprache
eine Rolle spielt. Wortauftritte sind der Anstof8 fiir Gedichte. [...] Was sich
anhduft an Gesehenem, Erlebtem, eben das, was man mit dem hilflosen
Wort ‘Erfahrung’ bezeichnet, das macht einen eines Tags fihig, Prosa zu
schreiben 3

By paralleling the ability to write prose with the accumulation of things
seen and done, Bachmann suggests the new scope offered by the mode.
Most early reviewers of Das dreiffigste Jahr placed similar emphasis on the
proximity of its prose to lyric forms, as they contemplated the genre shift in
Bachmann’s oeuvre3* Horst Bienek drew attention to the originality of the
narrative style: ‘Die Bachmann gibt unserer Prosa neue Dimensionen. Thre
Fragen und Zweifel gehen tiefer als die Fragen und Zweifel der anderen. [..]
Die Bachmann kommt von der Lyrik her, man spiirt es in ihren sinnfilligen
Bildern.® Similarly, Rudolf Hartung underlined how ‘die Sprache dieser
auflerordentlichen Erziahlungen, in/denen Empfindung und Konstruktion
auf so einzigartige Weise zusamménwirken, sich hiufig anschickt, Sprache
des Gedichtes zu werden? Yet, it was precisely the hybrid character of this
poetic prose that so frustrated other commentators, foremost amongst whom
Marcel Reich-Ranicki, who criticized the narrative preoccupation with human
feeling: ‘Nicht konkrete Uberlegungen, nicht Gedanken veranlassen die Helden
dieser Erzdhlungen zu ihrer schwermiitigen Rebellion gegen die bestehende
Ordnung, sondern Gefiihle, Affekte und Leidenschaften, die zwar sehr ehrbar
sein mogen, sich jedoch weder definieren noch erkliren lassen.” In contrast
to Bachmann’s verse of the 1950s, where engagement with emotion is deemed
compatible with the universality of the lyric scene, the realistic prose settings
are dismissed outright:

Unklare und unkontrollierbare Pauschalgefiihle sind es, von denen sich
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diese Menschen treiben lassen. Nicht anders war es in den Versen der
Bachmann. Nur wurde dort das lyrische Ich gegen das ganze Universum
gestellt, alles geschah aufeiner symbolisch-poetischen Ebene, in kosmischen
Gefilden. Hier hingegen deutet Ingeborg Bachmann fiir die Aktionen ihrer
Helden einen durchaus realen Hintergrund an: Nicht zwischen Himmel
und Erde, sondern in dsterreichischen Stadten der fiinfziger Jahren spielen
diese Geschichten. Was in den Versen legitim und annehmbar war, ist
hier bisweilen schwer ertriglich. Andere Gesetze der Akustik gelten im
Welttheater, andere in einem Wiener Kaffeehaus®

This questionable insistence evident in these lines on an absolute distinction
between the subject matter suitable for poetry, on the one hand, and prose, on
the other hand, reflects a wider intolerance of the politicizing engagement with
emotion at the centre of Bachmann’s later writing. In Reich-Ranicki’s view,
the realistic prose portrayal of emotion must be characterized by clarity and
rationality. Whilst it is considered legitimate for poetry to voice human feeling
in timeless settings, ‘other rules’ are said to apply to prose. The critic provides
no wider context for these regulations; he simply objects on principle to the
prose engagement with emotional states that are dismissed as trivial and vague,
ignoring Bachmann’s contemporary concern to portray human experience in
its real social context. »

For Bachmann, writing in the post-1945 context, it was of primary concern
to devise a mode through which to give expression to real events observed
and experienced. Already in the first of her Frankfurt poetry lectures, ‘Fragen
und Scheinfragen’, Bachmann famously stressed the danger of any attempt to
separate literature and society: ‘Unsere Existenz liegt heute im Schnittpunkt
so vieler unverbundener Realitdten, die von den widerspriichlichsten Werten
besetzt sind [..] und wenn die Gesellschaft sich der Dichtung entzieht, wo ein
ernster und unbequemer, verindernwollender Geist in ihr ist, so kime das der
Bankrotterklirung gleich’ [KS, 268]. The reintroduction of the debate between
engaged and pure art is identified as a consequence of the war that reinforced
schematic modes of thought, which isolate and undermine art [KS, 256-57].
In her second lecture, ‘Uber Gedichte’, Bachmann was explicit in rejecting
the possibility of aesthetic transcendence after Auschwitz: ‘Meine Damen und
Herren, von einem heiligen Gesang, von einer Sendung, einer auserwidhlten
Gemeinschaft von Kiinstlern kann nidmlich heute tiberhaupt keine Rede mehr
sein’ [KS, 274]. A fear of ideological appropriation is acknowledged as partly
explaining artists’ desire to distance their work from the political realm. Yet,
referring to Ezra Pound and Gottfried Benn as key representatives of the Art for
Art’s Sake movement, Bachmann emphasizes — ‘dass es fiir jene beiden Dichter
[...] nur ein Schritt war aus dem reinen Kunsthimmel zur Anbiederung mit der
Barbarei’ [KS, 277] — in order to underline the danger of a wholly apolitical
response from the artistic community. Already, then, by the end of the 1950s,
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Bachmann was voicing fundamental scepticism about the defensibility of any
clevated aesthetic sphere. In this light, Marcel Reich-Ranicki’s notorious rebuke
over a decade later may be seen to accuse the female poet of falling from an
artistic realm that she had long denounced as politically suspect.

In response to an interview question in 1963 relating to her contemporary
interest in politics, Bachmann underlined her growing concern with the
political and its all-pervasive influence on human existence:

[..] ich denke, daf} dieses Interesse in vielem, was ich schreibe und was ich
sage, und in meinen Handlungen merkbar sein miisste. [...] Aber Interesse
fiir Politik — das klingt ein biffichen wie ‘Interesse fiir Archiologie’ oder
‘Interesse fiir Astrologie’ und hat doch etwas ganz anderes zu sein und will
es auch sein fiir jemand, der nicht an das Privatime von Denken glaubt und
auch nicht, dafl die Kunst die Kunst ist und die Politik die Politik ist und
die Wirtschaft die Wirtschaft. Dariiber méchte ich einmal ausfihrlicher
werden, mehr sagen zu diesem Komplex — das kann eine analytische
Arbeit werden oder eingehen in ein Buch, das primir kein ‘politisches’
Buch zu sein braucht?

These comments again stress the inseparability of the political and artistic
realms in outlining the author’s conviction of the need for detailed response, be
it analytical or artistic, to the wider social situation. A year later, Bachmann was
even more explicit in describing the role of the writing process for the author.
Like Sylvia Plath, she comments on how the act of poetic expression enables
experience to be endowed with form and meaning. Bachmann, however,
gives additional emphasis to the place of society, an issue increasingly central
to her aesthetic preoccupations: ‘Selbst wenn Unordnung gezeigt wird oder
gezeigt werden will. Schreiben ist Ordnen, und die Komponenten, die ordnen,
entspringen einem Prozef3, in dem die Subjekt- Objekt-Beziehung, die Beziehung
Individuum-Gesellschaft, immer wieder Erschiitterungen ausgesetzt ist.*° The
lines make explicit the crucial relationship between the crafting artistic con-
sciousness and the social order in which writing takes place. Bachmann gives
striking emphasis to the material impact of this order on the writer’s language,
which is derived from a disruptive exchange between individual and society.

The years of the 1960s came to mark a time of strengthening political
engagement for Bachmann. Along with contemporaries such as Giinter Grass,
the author lent her support to political campaigns and causes within the
Federal Republic. She also travelled abroad, making trips to Czechoslovakia
and Egypt, and the experience of these countries at a remove from the market-
driven Western system provided an alternative perspective on the situation
in the Federal Republic. Correspondence with Adolf Opel expresses feelings
of regeneration on return from these journeys.*" A letter to Hans Werner
Henze sent from Berlin in July 1965 gives further insight into her increasing
disillusion with the contemporary state of affairs in Germany. Describing
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herself as ‘der Diplomat mit Restriktionen’, Bachmann explains her decision
to back the SPD election bid in terms of the urgent need for social change.**
During her residence in Berlin from 196365, Bachmann became increasingly
preoccupied with political issues current in the Federal Republic artistic
circles in which she was moving. In 1963 she joined the action against the
CDU politician, Josef Hermann Dufhues, who had compared Gruppe 47 to
the Reichsschrifttumskammer, and she further spoke out against the end of the
limitation period for crimes committed under National Socialism. In autumn
1965, along with Hans Magnus Enzensberger, Bachmann was appointed to the
committee of COMES [‘Comunitd Europea degli Scrittori’] and, in December,
she supported a declaration against the Vietnam War made by leading artists
and thinkers.

A month after the July 1965 meeting with Giinter Grass, Bachmann again
wrote to Henze. Her letter voices a shift in her view of the ongoing election
campaign and clarifies her political stance in general:

Ich bitte Dich darum, gegen die CDU, gegen die Bourgeoisie, den
Revanchismus, den wieder hitbsch aufblithenden Nationalismus zu
sprechen, also dagegen, dagegen mit Deinem ganzen Temperament, ohne
Dich zu identifizieren mit einer Partei, die das kleinere Ubel ist und iiber
ein paar ehrenwerte Leute verfiigt, die zu bedauern sind im Grund [...] Ich
glaube, dass wir nicht nur auf der richtigen Seite sein miissen, in einem
pragmatischen Sinn, den Grass verficht, und Du weisst, dass ich seine
Argumente respektiere [.]. Aber ich glaube doch, dass unsre Anspriiche,
Ideen und Forderungen sich iiber den Tag erheben miissen, wie eine
tune — also ich bleibe unbelehrbar, und ich glaube, dass wir diesen Ideen,
auch wenn niemand sie verlangt, treu bleiben miissen, weil man nicht
existieren kann ohne den Absolutheitswahn, den Grass zum Beispiel mir
vorwirft. [...] Alle meine Neigungen sind auf der Seite des Sozialismus, des
Kommunismus, wenn man will, aber da ich seine Verirrungen, Verbrechen
etc kenne, kann ich nicht votieren. Ich kann nur hoffen (hoffen, wie man
hofft, wenn man weiss, verloren, verloren, fiir immer verloren), dass im Lauf
der Zeit das Gesicht der einzigen Revolution dieser Zeit die menschlichen
Ziige annehmen wird, die nie ein System annehmen wird.*

These lines give emphatic articulation to the importance of the act of
dissent for the artist. Whilst Henze became increasingly politically active
during the 1960s, Bachmann’s letter reveals a significant shift away from
direct political intervention that was to prove crucial for the direction of
her developing aesthetics. By declaring her reluctance to align herself to any
one party, Bachmann indicates a deep-seated distrust of ideology and hope
for an alternative expressive form. The suggestion that this form might be
compared to music (‘eine tune’) is related to its ability to transcend contingent
circumstances and fixed meanings. This understanding of the imperative for
the writer to maintain distance from direct political involvement is reiterated in
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Bachmann’s acceptance speech of the Anton Wildgans Prize in 1972. Here she
describes her difficulty as an author when asked to make public comment on
contemporary affairs.** She highlights the discrepancy between the occasion
of the prize ceremony and writers’ otherwise solitary existence — ‘asozial,
cinsam, verdammt’ [KS, 487], insisting on the unique character of the aesthetic
endeavour:

Die Forderungen, die darum an Schriftsteller gestellt werden, aufs
Leichtfertigste, doch zumindest die Welt zu verdndern, sind véllig sinnlos.
Ein aufnehmendes, abgebendes, verdndertes Ich, verdndert schreibend, ist
etwas anderes, und zu den Aktualititen habe ich nur zu sagen, dafl man sie
hinwegschreiben mufl, man mufl die Aktualitdten seiner Zeit korrumpieren,
man darf sich nicht von den Phrasen, mit denen diese Aktualititen
einem aufgedringt werden, korrumpieren lassen. Ein Schriftsteller hat
die Phrasen zu vernichten, und wenn es Werke aus unserer Zeit geben
sollte, die standhalten, dann werden es einige ohne Phrasen sein. [..] Die
kristallinischen Worte kommen in Reden nicht vor. Sie sind das Einmalige,
das Unwiederholbare, sie stehen hin und wieder auf einer Seite Prosa oder
in einem Gedicht. [KS, 490}

This speech outlines the writer’s obligation to retain a critical distance from
contemporary affairs and, in particular, to resist reproducing corrupt forms
of discourse in their work. Bachmann’s hope resides in those rare instances of
poetic articulation that she terms ‘die kristallinischen Worte’, which counter
everyday clichés as serendipitous moments of original aesthetic expression.®
From the mid-1960s onwards, then, Bachmann expressed heightening scepticism
as to the appropriateness of direct political intervention on the part of the
artist. Nonetheless, her radicalizing belief in the protest character of aesthetic
utterance is manifest in the effort to speak out that determines the poetic drafts
from the early years of the decade.

In the lyric text that begins ‘Wihrend eine Ideologie die andere rammt’
[IW, 147), the drive to bear witness is explicitly related to a personal crisis that
escapes notice in a world defined by strife and catastrophe. The draft’s opening
lines merge reference to conflict in the Balkans with everyday images of human
casualty, those of a fall from scaffolding and a child being run over by a car,
before moving into a form of internal dialogue that uses the second-person
pronoun to articulate the speaker’s own isolated state:

Wihrend eine Ideologie die andere rammt
wihrend die Erde bebt am Balkan

einer vom Gerfist stiirzt

und ein Kind, ein einziges,

in ein Auto [duft,

eine Gasleitung undicht geworden ist,
wihrend es da und dort sich stirbt
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und gestorben wird, ein Zeitziinder platzt
und Du weif3t es auch,

bist Du allein in Lebensgefahr

Das weifit Du anders das ist

so anders und wichst noch kein Kraut
dagegen und zitterst und ziichtest

ein Kraut dagegen, nur Ruhe und Tapferkeit
Tapferkeit sagst Du in der Nacht,

tapfer sein, das heifit

leben mit dem Ger6ll

im Kopf mit dem Rollen und beim Untergang
dessen was gliicklich macht, was war es,

es war blof3 ein wenig, aber alles,

ist schon untergegangen, du gehst unter,

du mufit etwas dagegen sagen, Dir

den andren das tibliche sagen, wie geht es
und danke gut,

gutt gutt gutt in einer Lache Blut,

das tropft gutt gutt, bei Lebensgefahr

mit der offenen Schlagader

nichts zu machen [IW, 147]

As is the case in the letter to Henze, the lines voice the need for protest at fatal
individual crisis: ‘du gehst unter, / du muflt etwas dagegen sagen’. Frustration
with social convention is made clear in the mention of those standard formulae
that bear no relation to the speaker’s actual condition. The graphic images of
the puddle of blood and exposed artery in the poem’s final lines suggest the
state of damage that otherwise goes unspoken. The combination of fractured
clauses, run-on lines and repetitions convey the speaker’s confusion at an
order in which resilience is defined by the ability to stand the destruction of
that which makes her happy. At the close of the draft, the repeated gutturals
of the claim to be fine [‘gutt gutt gutt’] give symptomatic expression to her
sense of powerlessness before finally breaking off into silence. For the author
increasingly concerned to address the inextricability of individual and cultural
malaise, the raw draft reveals the protest value of lyric expression, as well as
the false distinction often made by critics who attempt to separate her personal
crisis from her strengthening political reflection during the 1960s, as though
the two experiences were entirely unrelated.*® In fact, personal experience
of sickness provoked Bachmann’s concern with the wider roots of individual
distress and her new preoccupation with symptomatic states and forms of
expression. In what follows, I focus on the increasing emphasis on the body
in the author’s contemporary writings and, particularly, the interaction of the
individual body with the body social in order to demonstrate the expressive
effort to challenge the all-pervasive influence of ideology.
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Writing the Body

Was ich unter Politik verstehe, hat sich herangebildet in mir, einem
einzelnen, und nun mag das Wort hingeworfen werden zum erstenmal:
nicht als Resultat denkender Uberlegungen, sondern als eines der Physis.
Damit m&chte ich sagen: ich habe nicht eines Tages alle méglichen Theorien
vorgesagt bekommen, in alle Praktiken Einsicht genommen, um mich fiir
die eine oder andre zu entscheiden, zum Beispiel daraus hervorzugehen
als Demokrat — wihlen wir ruhig die harmloseste und schwierigste
Absonderlichkeit —, sondern auf Grund einer langen umwegigen Geschichte
der Physis, das heifit, dafl ein im Prozef befindliches Korperwerk, dessen
Tentakel die andren Tentakel des gesellschaftlichen Korpers dauernd
beriihrt, von ihnen abgestoflen und angezogen wird. [KS, 373-74]

These lines appear in a short prose draft entitled ‘Politik und Physis’ dating
from the early 1960s that vividly depicts the interconnected personal and social
spheres with this arresting description of touching bodies.*” The text was first
published in Kritische Schriften (2005) alongside four contemporary prose drafts
which are similarly preoccupied with the failings of political discourse in the
Cold War era (‘Milieu und Sprache’; ‘Sprache von Mann und Frau’; ‘Europa und
Marxismus’; ‘Sprache der Politik und der Medien’).*® Dirk Géttsche identifies
the five texts as an attempt by the author to combine her linguistic scepticism
with political critique in essayistic form.*® Gottsche draws attention to the
simplistic opposition between mind and body in the fragment, yet he suggests
it is to be interpreted in the context of Bachmann’s developing conception of
an alternative kind of politics that takes seriously the individual experience
of suffering and enables a mode of thought beyond ideology’® Arturo Larcati
further elucidates this point when he identifies ‘Politik und Physis’ as part of
Bachmann’s project to develop an aesthetic mode capable of fusing ‘physical
response, intensity of sympathy, and ideological commitment’> The text
is said to present the body as representing a direct form of contact to those
things, particularly from the political sphere, affecting the subject. Larcati
reads the image of the tentacle with reference to a passage from Bachmann’s
prize acceptance speech Die Wahrheit ist dem Menschen zumutbar (1959)
that describes the writer’s vocation. Here, Bachmann employs an image
of touching to advocate an immediate form of response to the world: ‘Alle
Fithler ausgestreckt, tastet er nach der Gestalt der Welt, nach den Ziigen des
Menschen in dieser Zeit’ [KS, 247]. Referring to Jiirgen Habermas’s conception
of ‘kommunikative Vernunft’, Larcati stresses Bachmann’s ‘emphatischels]
Eintreten fiir ein sinnlich und kérperlich akzentuiertes Politik-Verstindnis
[..].* In its rejection of rational modes of contemplation, as well as of abstract
theoretical forms, the draft provides explicit commentary on the political
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motivation for the development of a poetics of perception that draws on sensory
and emotional experience. Another of the five contemporary prose drafts,
‘Sprache von Mann und Frau, explicitly critiques pre-formulated linguistic
modes for compounding social structures which alienate men and women in
an abstract realm unconnected to material reality:

Mann und Frau sind die Knechte einer Sprache, es ist unwahr, dafl sie
sich, selbst in den spontansten Zusammentreffen etc., spontan duflern.
Alle Begriffe sind ihnen vorgekdut von der Gesellschaft, sie finden nur
innerhalb dieser Sprache statt, und es gibt nur wenige, die {iberhaupt eine
Mbglichkeit in sich fithlen, gegen diesen Kodex zu verstofen und etwas zu
duflern, das nicht bestimmt ist. [KS, 370]

Hans Holler explicitly identifies the prose texts as a theoretical background to
the contemporaneous lyric writing and comments pointedly on Bachmann’s
politicizing literary endeavour: ‘[d]ie Formel “Politik und Physis” [...] meint den
Versuch, in moglichst grofer Ndhe zu priméren korperlichen Erfahrungen,
zur “Physis”, zu einer anderen “Politik” des Schreibens zu finden.* The
preoccupation in Bachmann’s draft poems with physical symptoms and
symptomatic expressive forms may then be related to a politicizing project to
depict aspects of affective experience typically excluded from the ideologically
determined public sphere of language.

Throughout the draft poems, the female speaker describes her condition of
physical extremis in graphic detail. Evocations of bodily fluids and functions, of
extreme medical treatments, as well as of sexual desire and gratification, rebel
against those social drives that promote conformity through regulated forms of
speech and behaviour>* In ‘Geriiche’ [IW, 38], a condition of physicality that is
said to provoke general opprobrium is described in first-person perspective:

Geriiche

Immer habe ich den Geruch geliebt, den Schweif3,
die Ausdiinstung am Morgen, auch die Exkremente,
den Schmutz nach langer Bahnfahrt und in einem Bett.

Mein Geruch ist verdammt geworden, ich war eine
Schnapsfahne in einem wohlbestellten Haus.

Dreimal Baden auch keine Seltenheit. Am Monatsende
bin ich gemieden worden wie ein Kadaver,

Ich habe viel bereut, am meisten aber meinen Geruch.
Am meisten, dafl mein Geruch nicht gefallen hat.
Es erzeugt HaB, Rachsucht, Verdammung werden noch so erzeugt. [IW, 38]

The resolute listing of social unmentionables — ‘Schweif’, ‘Ausdiinstung’,
‘Exkremente’, ‘Schmutz’ — compounds the shocking character of the speaker’s
opening declaration that she has always loved their smell. Terming herself ‘eine
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schnapsfahne’ and ‘ein Kadaver’, the speaker underlines her socially outcast
position. The politically charged foregrounding of the suffering body here and
in many of the lyric drafts may be further elucidated through consideration of
contemporary Frankfurt School concern with the repression of the physical
realm within rational Western culture, particularly as set out by Horkheimer
and Adorno in their seminal Dialektik der Aufkldrung (1947). Completed
in Californian exile before the end of World War II, this work devises a
complex dialectical critique of the history of Enlightenment under which the
prioritization of instrumental reason within Western culture is said to have
promoted practices of exclusion and domination that inevitably culminated
in Fascism. The study identifies the natural realm as the absolute threat for
enlightened civilization® The complicit role of language is emphasized by
the authors in their examination of those cultural mechanisms which banish
non-rational drives and states from the public sphere as ‘Other’ and so render
them a source of fear3® Comments from the third section of the study describe
the Enlightenment project to cast suspicion on natural human functions and
instincts:

Vom Ekel vor den Exkrementen und dem Menschenfleisch bis zur Ver-
achtung des Fanatismus, der Faulheit, der Armut, geistiger und materieller,
fithrt eine Linie von Verhaltensweisen, die aus addquaten und notwendigen
in Scheufilichkeiten verwandelt wurden. Diese Linie ist die der Zerstdrung
und der Zivilisation zugleich. Jeder Schritt war ein Fortschritt, eine Etappe
der Aufklirung®

The unrelenting linguistic evocation of shocking scenes of corporeality in
Bachmann’s draft poems can be read as a rebellion against the oppressive norms
dominant within mass culture. In the draft entitled ‘Geriiche’, Bachmann could
be read as experimenting, under the influence of having read Dialektik der
Aufkldrung, with her own status as woman who figures nature within culture.

The reflective tone and composed form of the typewritten draft suggests a
degree of self-awareness that stands’in defiant contradiction to the state of
speechless objectification to which the speaker suggests she is so anonymously
relegated. By engaging with her own body as that which is treated as threatening
and obscene by civilized society, the speaker attempts to write out from the
isolated place to which she has been banished.

Sigrid Weigel was the one of the first to stress the influence of Horkheimer
and Adorno’s study on Bachmann’s novel. In her intellectual biography of 1999,
she identifies Malina and Ich, who comprise the dual subject position at the
centre of the novel, ‘als Verkdrperungen einer Dialektik der Aufklirung®®
Tracing a trajectory of gendered critique from the short story ‘Undine geht’
(1961) to the ‘Todesarten’ cycle, Weigel disputes common interpretations of Ich
as Malina’s alter ego and stresses, instead, ‘vielmehr ist das Ich das Andere von
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Malina’?® Drawing on Weigel’s study, Marion Schmaus further underscores
the influence of Dialektik der Aufkldrung on the culturally critical content of
Bachmann’s oeuvre. Schmaus explicitly refers to the ongoing effort to find a
voice for reason’s Other in Bachmann’s late prose work:

Mit Undine und den Protagonistinnen des spiten Prosawerks erhdlt das
Ausgeschlossene, das Andere der Vernunft eine Stimme. Schlieflich wird
durch das Doppelwesen Malina-Ich die Auseinandersetzung zwischen
diesen beiden kulturgeschichtlich und geschlechtlich codierten Vernunft-
formen in eine Person verlegt.®

GeorginaPaul has similarly examined the correspondences between Horkheimer
and Adorno’s thought and the symbolic functioning of gender in Malina, where
the masculine is aligned with the rational and abstract and the feminine with
the irrational and corporeal. Paul argues that ‘the account of the formation
of the rational, analytical, self-contained male-subject-as-norm that underlies
Bachmann’s novel corresponds closely to the account of the Enlightenment
subject presented in Horkheimer and Adorno’s Dialectic of Enlightenment.®"
Paul draws attention to the passage in the study that acknowledges ‘the
structures of power that permitted the cultural creation of woman as the
embodiment of objectified nature®

Der Mann als Herrscher versagt der Frau die Ehre, sie zu individuieren.
Die Einzelne ist gesellschaftlich Beispiel der Gattung, Vertreterin ihres
Geschlechts und darum, als von der ménnlichen Logik ganz Erfafite, steht
sie fiir Natur, das Substratum nie endender Subsumtion in der Idee, nie
endender Unterwerfung in der Wirklichkeit. Das Weib als vorgebliches
Naturwesen ist Produkt der Geschichte, die es denaturiert.%

In this light, the lyric drafts can be read to manifest an early stage in what Paul
identifies as Bachmann’s effort to engage with how the bourgeois hierarchy
turns gender into a symbolic phenomenon where ‘“femininity” becomes the
site in which is lodged all that masculinized subjectivity has had to repress in
the course of socialization. [...] The unconscious relationship to the projected
“feminine” motivates the male subject’s psychological attraction to it, as well as
his violence towards women as those who embody to him what is impermissible
in himself’®* Woman, as embodiment of objectified nature, therefore stands for
the repression of those aspects of existence that bourgeois society considers a
threat to the rational system. Drawing on her own experience of marginalization,
the female writer attempts to occupy the place of those excluded by society
through construction of a politicized aesthetic mode that restores the human
body to a place of cultural significance.

Horkheimer and Adorno’s draft section entitled ‘Interesse am Korper
included in the notes at the end of the Dialektik der Aufklirung, considers how
it is the ambivalent attitude of enlightened culture towards the human body
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that fosters latent aggression. Both rejected as inferior and desired as forbidden,
the body is treated as something to be dominated and possessed. The draft
argues that it is the sexual libertine who constitutes the greatest threat to the
murderous rational system. The free practice of sexuality is said to represent
a lost state of immediacy and unity whose relation to the natural serves as a
reminder of human mortality. The notes identify ‘der Morder’ as the brutal
agent of the rational hierarchy who forms the extreme example of this love-hate
relationship with the human body:

In der freien Sexualitdt fiirchtet der Morder die verlorene Unmittelbarkeit,
die urspriingliche Einheit, in der er nicht mehr existieren kann. Sie ist das
Tote, das aufsteht und lebt. Er macht nun alles zu einem, indem er es zu
nichts macht, weil er die Einheit in sich selbst ersticken mufl. Das Opfer
stellt fiir ihn das Leben dar, das die Trennung iiberstand, es soll gebrochen
werden und das Universum nur Staub sein und abstrakte Macht.*

A number of Bachmann’s draft poems describe physical desire and gratification
through the evocation of acts of casual sex. The exotic context of these
texts serves to align their speakers with uncontrollable elements excluded
from rational Western culture. The draft that begins ‘Ich habe euch, meine
Spiefler, hitt euer hundert’ [IW, 169] contrasts a bourgeois lifestyle, defined
by its humiliations, boredom and quick judgements, with a tumult of sensual
experience that provokes a new sense of liberation for the lyric speaker. Mention
of an orgy, along with the references to sand, desert and the Red Sea, suggest the
draft poem’s relation to the Wiistenbuch manuscript, composed between June
1964 and November 1965 following Bachmann’s return from her Egypt journey
[TK 1, 563-69]. ‘Auflosung’ [IW, 168] sketches a scene of sexual encounter with
a stranger picked up in the street. The typewritten draft details feelings of
sensory pleasure in the act of touching and of being touched and describes
sexual longing in terms of physical hunger:

Auflésung /,'f :
Eines Tags, es war gestern, oder, ist auch
gleichgiiltig, da setzt dieses Gesicht sich wieder
zusammen, da holen die Fiifle aus, ganz zerbrochen
immer noch innen, eines Tags holt man sich jemand
von der Strafie, von wo ist auch gleichgiiltig,
man betastet und wird betastet, verldfit
sich wieder darauf daf dieses Fleisch hungrig
ist,
aber am néchsten Tag erst, nicht wihrend
es sich vereinigt, sich betreibt, sich duflert,
macht es die Poesie, auf die es schon keinen Wert
mehr legt, es erinnert sich, allein, geséiubert,
es erinnert sich mit und ohne Hilfe des Kopfs
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es mochte wieder, es mdchte so wieder und

besser lieben, es mochte hat ja das Gefiihl,

das ins Fleisch schneidet. zubereitet.

Ménner und Frauen, Mann und Frau, das ist gut, das
soll oft sein, und Mann und Mann und Frau Frau,
gut ist nur, was gut tut, es hat immer

gut getan

An einer Kreuzung stehen, nach einer Kreuzigung,
und vor Dankbarkeit nicht wissen, wohin gehen.
Der Weg ist kurz.

In jedem Fall.

Wihl welchen du willst,

es ist gleichgiiltig.

Ich rufe Dich von der Strafle,

komm, hab schwarzes Haar, sei jung,

sei hart, tu weh, hier wo alle blond sind,
terra nova, Africa, ultima speranza. [IW, 168]

Stressing the process of recollection, the draftappears caught up in contemplation
of a mode of being, informed by physicality, where memories of sexual
experience are said to provoke new desire. Use of the first-person pronoun
is absent from the poem and, instead, the repeated reference to ‘das Fleisch’
suggests a subjectivity that lives through flesh. The animal character of sexual
unijon is not only underscored through this alignment of the speaker with the
material realm but it is further emphasized by the repeated use of the neutral
third-person pronoun which signals the anonymity of the physical contact.
Whilst the indeterminate ‘es’ initially appears to refer to ‘das Fleisch’, its eight-
fold repetition in the space of five lines [ll.10-15] amidst confused syntax and
impersonal constructions further conveys a sense of release from the ‘Ich’ in
the orgiastic moment. The Groddeckian connotations of the impersonal cipher
suggest the speaker’s symptomatic effort to give voice to an underlying condition
for which linguistic expression cannot be found. The emphatic formal character
of the poem’s diction compounds the lyric preoccupation with the physical
by evoking the corporeal rhythms of the sexual act: ‘Mann und Frau, das ist
gut, das / soll oft sein, und Mann und Mann und Frau Frau, / gut ist nur, was
gut tut, es hat immer / gut getan’. Referring to the longed-for cut of penetration
from her young African lover, the speaker associates sex with a pleasurable
pain that, as Horkheimer and Adorno argue, threatens rational Western
norms.

The association of the black lover with sexual passion is to be found in other
poetic drafts, most notably in Immer wieder Schwarz und Weiss’ [IW, 167]
where a scene of primal encounter is described:
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Immer wieder Schwarz und Weif3

Wieder wolbt sich mein Mund tiber Mitternacht.
Eine dunkle Zunge rithrt in mir einen Ton wach

mit dem ich schluchzend hing, an dir, nichtelang
tagelang 1af8 ich Licht ein, und werde nicht rein.
Meine Haut ist farbig von deiner geworden.

Ach wie gut, dafl niemand weif}, wie du heifit,

dafl meine junge Schwirze herriithrt von deiner alten.
von deiner uralten, eingeborenen

Du rufst mich wie die Konigin vom Sambesi [IW, 167]

The association of race and sexuality evident in the late poetic drafts might
justifiably be read as a stereotypical European projection of Africa or even,
as Sara Lennox argues in her postcolonial interpretation of the “Todesarten™
Projekt, a portrayal of Imperialist fantasies of the exotic.®® However, comparison
of these drafts with a 1957 poem, ‘Liebe: Dunkler Erdteil’ [W 1, 158-59], clarifies
their status as evidence of an attempt to engage with aspects of experience
which do not conform to Enlightenment norms. Heralding ‘der schwarze
Konig’ as he presides over the kneeling speaker and abundant natural world,
the 1957 poem presents an array of images relating to animals and nature which
correspond to traditional Western renderings of the exotic:

Er, fellig, farbig, ist an deiner Seite,

er greift dich auf, wirft tiber dich sein Garn.
Um deine Hiiften kniipfen sich Lianen,

um deinen Hals kraust sich der fette Farn.

Aus allen Dschungelnischen: Seufzer, Schreie.

Er hebt den Fetisch. Dir entféllt das Wort.

Die stiflen Hélzer rithren dunkle Trommeln.

Du blickst gebannt auf de;x?en Todesort. [W 1, 158: 17-24]

In the 1960s drafts, however, the cliéhéd nature imagery is absent, as are the
regular, end-stopped lines, and the focus of the rawer, less-crafted texts has shifted
to explore the nature of the lovers’ physical relationship. The power relations
evident in the 1957 poem have been superseded by an effort to align the female
speaker with her non-white lover through representation of a physical meeting
of bodies. Clearly, the interrelation of race, gender and sexuality portrayed in
‘Tmmer wieder Schwarz und Weif8’ proves hugely problematic, especially from
the contemporary viewpoint, displaying crass racial stereotyping. Nonetheless,
the insistence on the socially taboo character of the relationship [‘Ach wie
gut, dafl niemand weif3, wie du heifit’] and reference to the speaker’s impure
condition [‘und werde nicht rein’] underscore the experimental lyric effort to
find a means of engaging with those natural instincts and chaotic desires that
are not privileged by Western culture, laying bare the mechanisms which seek
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to repress and exclude all that is Other. The draft’s delegation of the corporeal
to the female reflects the effort by the poet to use the fact of her sex to attain
a speaking position able to address something universal about the culture,
thereby moving beyond the expression of exclusively personal suffering.

‘Todesarten’-Projekt

The publication of the “Todesarten’-Projekt in 1995 shed crucial light on Bach-
mann’s composition methods during the 1960s, revealing her work on how to
depict the relation between individual disturbance and a state of wider malaise
occasioned by the trauma of Fascism in the post-1945 era. In the introduction
to their editorial commentary, Monika Albrecht and Dirk Géttsche outline
their intentions in bringing out this collection of published and manuscript
material:

Die vorliegende kritische Teilausgabe der Werke Ingeborg Bachmanns
versteht sich als eine historisch-kritische Rekonstruktion von Ingeborg
Bachmanns ‘Todesarten’-Projekt. Dieses grofl angelegte Projekt erzdhlender
Prosa umfaflt in seiner tiberlieferten unvollendeten Form neben dem Roman
Malina, den Simultan-Erzihlungen und dem Prosatext Ein Ort fiir Zufille,
die zu Lebzeiten der Autorin erschienen, etwa die Hélfte des literarischen
Nachlasses: drei Romanfragmente, eine Flille weiterer Erzdhlfragmente
sowie einige poetologische Entwiirfe — Texte, die zwischen 1962/3 und
1973 entstanden. Die Fragmente von drei Romanvorhaben und drei
Erzéhlungen aus der unmittelbaren Vorgeschichte der “Todesarten’ in den
1950er und frithen 1960er Jahren sind ebenfalls Gegenstand der Edition.
Alle diese Texte sind thematisch-motivisch, genetisch und zum Teil
auch zyklisch aufs engste miteinander verkniipft. Der Titel “Todesarten’-
Projekt meint in diesem Sinne den engen Zusammenhang der Einzeltexte
in einem {bergreifenden literarischen Arbeitsprozef3, dessen Stationen
und Ergebnisse in wesentlichen Teilen zu Lebzeiten unverdffentlicht
blieben und aufgrund ihres fragmentarischen Charakters allein in ihrem
Entstehungszusammenhang angemessen darzustellen sind. [TK 1, 615]

Albrecht and Géttsche quote correspondence between Bachmann and the Piper
publishing house to identify summer 1962 as the probable start of the project,
when the author described her intention to begin work on something new [TA
1, 618]. Ultimately, Bachmann was to abandon this first “Todesarten’ novel —
termed ‘Bugen-Roman II’ by the editors because of its relation to a series of
drafts from the mid-1950s also featuring the figure Eugen — that depicts a male
protagonist who fears being murdered [TA 1, 104]. A journey to Egypt in spring
1964 immediately left its mark on Bachmann’s writings. Desert scenes feature
in her October acceptance speech of the 1964 Biichner Prize in which Berlin is
portrayed as an alienating clinic space, where patients seek escape into the sands
of Brandenburg. The speech was published in 1965 as Ein Ort fiir Zufille and its
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disrupted style proved radically different from the author’s previous published
work. Around this time, Bachmann spoke openly of her plans for a novel
and, in early 1966, gave a series of readings from Todesarten, the unfinished
narrative which posthumously became known as Der Fall Franza after its
publication in the Werke edition of 1978. The editors emphasize that this text
constitutes ‘eine erste radikale Metamorphose der Problemstellungen, Motive
und Figuren eines vorausgehenden Romans mit dem gleichen Titel Todesarten
dar, an dem Ingeborg Bachmann in den Jahren 1962 bis 1964/65 gearbeitet hat’
[TA 1, 618]. Largely composed between late summer 1965 and March 1966, the
Franza novel relates how its female protagonist, Franziska Ranner-Jordan, has
been destroyed psychologically by her psychiatrist husband who — drawing on
his knowledge of female survivors of Nazi medical experiments — treated her
as a case study. Told from the perspective of Franza’s brother Martin, the novel
narrates ‘eine Reise durch eine Krankheit’ [TA 2, 77] through the account of a
journey through the Egyptian desert undertaken by the siblings that culminates
in Franza’s violent death.

The issue of psychological destruction — this time in the literary domain —
is also to be found at the centre of the other unfinished “Todesarten’ narrative
which Bachmann was writing during the 1960s. Begun in 1964, with renewed
work from 1966-70, this narrative focuses on the exploitation of a female figure
called Fanny whose life has been sold off as fiction by her younger lover, Toni
Marek. In 1966 Bachmann completed the short story ‘Requiem fiir Fanny
Goldmann’ and, parallel to her composition of Malina which she termed the
‘overture’ to the “Todesarten’ cycle, began to develop this story into a longer
narrative. As the editors highlight, by 1966 Bachmann had definitively moved
away from the conception of a single “Todesarten’ novel [TA 1, 619]. In an inter-
view of May 1969, she elucidated her understanding of this narrative cycle:

Schon ehe ich die Erzdhlungen gescfljrieben habe, diesen Erzahlungsband
‘Das dreifligste Jahr’, hab’ ich gewufit, dafl es ein Buch fiir mich geben
wird, das man spiter natiirlich einen. Roman nennen wird. Fiir mich ist es
kein Roman, es ist ein einziges langes Buch. Es wird mehrere Béinde geben,
und zuerst einmal zwei, die wahrscheinlich gleichzeitig erscheinen werden.
Es heifit “Todesarten’ und ist fiir mich eine einzige grofle Studie aller
mdglichen Todesarten, ein Kompendium, ein Manuale [...] und zugleich
stelle ich mir vor, da8 es das Bild der letzten zwanzig Jahre geben kénnte,
immer mit dem Schauplatz Wien und Osterreich.”

Despite Bachmann’s longstanding preoccupation with this project, however,
she never devised definitive form for her narrative cycle. The editorial
attempt to reconstruct the genesis — over three decades — of a project that
was never finished has thus met with considerable critical controversy. In
particular, scholars have highlighted their difficulties with the attempt to
impose a chronological sequence on the fragmentary drafts. They have further
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criticized the editors’ decision to include certain texts, for example previously
unpublished prose fragments from the 1950s, which appear to have relatively
little in common with the projected cycle in terms of date and subject matter.
Corina Caduff, for example, questions why greater efforts were not made to
publish all the extant drafts from the estate in a more coherent edition.®® Whilst
acknowledging the editorial achievement of the collection, Hans Holler stresses
the hypothetical character of its reconstructions and suggests that, at times, the
interpretations do not adequately differentiate between drafts in very different
states of completion.® Sigrid Weigel draws attention to the danger of any
attempt to read the extant drafts as a key to understanding the never-finished
“Todesarten’ cycle in its projected entirety:

Da jetzt allen in der Todesarten-Edition publizierten Fragmenten der Status
einer Vorstufe zugeschrieben wurde, ist gerade das unlesbar geworden, was
fiir die Arbeitsweise Bachmanns besonders signifikant ist: die Abbriiche
und Verwerfungen in ihrer Schreibbarkeit. Wenn man die Entwiirfe
ndmlich dazu verwendet, die Liicken im unvollendeten Werk zu fiillen,
anstatt sie als Spuren und Symptome fiir das Unfertige und damit fiir das
Ungeniigen und die Kompositionsarbeit der Autorin zu entziffern, wird das
Interessanteste verschiittet.”

Weigel’s comments help to elucidate my own approach in this study for
examining the representation of crisis in Bachmann’s writings of the 1960s and
70s. As I suggested in the introduction, rather than attempting a chronological
reconstruction of the projected ‘Todesarten’ cycle, my readings are concerned
to examine the fragmented drafts as evidence of a new aesthetic in Bachmann’s
oeuvre that manifests both a formal and a thematic preoccupation with the
symptomatic.

Before the more recent publication of the poetic drafts, the publication of
the extant prose ‘Todesarten’ manuscripts in 1995 had already illuminated the
1960s as a period in which Bachmann was preoccupied with states of suffering
and physical symptoms. As Johanna Bossinade points out in her study Kranke
Welt bei Ingeborg Bachmann, the focus on sickness in these prose writings is
crucially related to the human crisis provoked by a morally sick order:

Die Metapher ‘krank’ ist in einer grundlegenden Schicht von Bachmanns
Prosa gleichbedeutend mit dem Urteil ‘unethisch’, wobei der fatal zu
nennende gemeinsame Nenner in einer sozial akzeptierten, nicht mehr
als deviant empfundenen Art von Verkehrtheit liegt. In dieser verbreiteten
Normalitit des Verkehrten erblickt Bachmann das Skandalon der kranken
Welt.”!

In the course of the 1960s, the depiction of extreme physical states and preoccu-
pation with symptomatic modes in Bachmann’s writing becomes increasingly
related to the search for a viable means of portraying the complex state of
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individual and cultural malaise that, in a 1971 discussion of Malina, she was to
describe as follows:

Denn, was meint man eigentlich damit, die ganze Gesellschaft beschreiben,
die BewufStseinslage in einer Zeit? Das heifit doch nicht, dafl man die Sétze
nachspricht, die diese Gesellschaft spricht, sondern sie muf3 sich anders
zeigen, denn sonst wird man nie wissen, was unsere Zeit war. Und die
Krankheit, die Folter darin, und die Krankheit der Welt, und die Krankheit
dieser Person, ist die Krankheit unserer Zeit fiir mich.”?

One of Bachmann’s most explicit appraisals of the morally diseased condition
of post-war society is to be found in a series of draft introductions written
to preface four public readings from the Franza manuscript in March 1966
included in the critical edition of the ‘Todesarten’-Projekt. The unfinished
Franza novel, largely composed between late summer 1965 and May 1966, is
concerned with Fascism as a word that describes private behaviour [TK 2, 53].
Questioning where the murderous impulses have gone which were so recently
sanctioned in the public realm, the draft introductions emphasize the dual
conception of sickness and wrongdoing at the centre of the narrative: ‘Das Buch
ist aber nicht nur eine Reise durch eine Krankheit. Todesarten, unter die fallen
auch die Verbrechen. Das ist ein Buch {iber ein Verbrechen’ [TK 2, 77]. The
introductions repeatedly employ the term, “Virus Verbrechen’, to suggest the
malignant force at work in the post-1945 order:

Es ist mir immer, und Ihnen wohl auch, ein Problem gewesen, wohin das
Virus Verbrechen verschwunden ist, es kann sich vor zwanzig Jahren nicht
verfliichtigt haben [..] Es ist nur unendlich viel schwieriger geworden,
Verbrechen zu begehen und die Verbrechen sind sublim, die heute
begangen werden, in unsrer Nachbarschaft, unter unsren Augen, die nicht
sehen. [TK 2, 71]

Explicitly criticizing the drive for prqgress and renewal, as well as superficial
modes of engagement with past abuse, Bachmann underlines the need to
address those everyday acts of violence, which are repressed and censored by
civilized society.

SaraLennoxhashighlighted the parallelsbetween the description of aggressive
social drives found in these draft introductions and the characterization of
National Socialism in ‘Was bedeutet Aufarbeitung der Vergangenheit, the
well-known speech delivered by Adorno in November 1959.7° Alluding to the
reinstatement of dubious figures in positions of political power, Adorno also
employs organicist vocabulary to identify the threatening perpetuation of
National Socialism within democracy:

Der Nationalsozialismus lebt nach, und bis heute wissen wir nicht,
ob bloB als Gespenst dessen, was so monstrds war, dafl es am eigenen
Tode noch nicht starb, oder ob es gar nicht erst zum Tode kam; ob die
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Bereitschaft zum Unséglichen fortwest in den Menschen wie in den
Verhiltnissen, die sie umklammern. [...] Ich betrachte das Nachleben des
Nationalsozialismus in der Demokratie als potentiell bedrohlicher denn
das Nachleben faschistischer Tendenzen gegen die Demokratie*

The lines emphasize the continued existence of Fascism in post-war society
and, in terms that recall the biological conception of individual and society
put forward by Bachmann in ‘Politik und Physis’ [KS, 373-74], allude to its
potential survival within individuals, as well as those wider social structures
which contain and define them. Adorno draws attention to the absurdity that
the vocabulary of trauma is used to denote widespread inability of the German
populace to come to terms with guilt of the past, since the state of injury ought
to apply to the victims and not the perpetrators of the abuse: ‘Die Idiotie alles
dessen ist wirklich Zeichen eines psychisch Nichtbewiltigten; einer Wunde,
obwohl der Gedanke an Wunden eher den Opfern gelten sollte.””> Bachmann
similarly condemns her contemporary society for its failure to engage properly
with past wrongdoing. Concerned, above all, with the misdeeds being carried
out in contemporary society, the draft introductions to the Franza readings
stress the contribution of literature to the widespread failure to acknowledge
present forms of abuse:

Die Todesarten wollen die Fortsetzung sein, in einer Gesellschaft, die
sich die Hénde in Unschuld wéscht und nur keine Mdglichkeit hat, Blut
flieBen zu lassen, zu foltern, zu vergasen. Aber die Menschen, die sind
nicht so, nicht plétzlich zu Limmern und Entriisteten geworden. Unsere
Literatur mochte kithn sein, auf Kosten der Vergangenheit, aber ich habe
herausgefunden, dafl sie unbewuft einer Tauschung unterliegt. Daf8 sie,
ohne es zu wissen, verheimlicht, welche Dramen sich abspielen, welche
Arten von Mord. [TK 2, 77]

Inge von Weidenbaum was the first to note that Bachmann borrows this
conception from a short story entitled ‘La Vengeance d’une Femme’ by the
nineteenth-century French writer J. A. Barbey d’Aurevilly, similarly concerned
with the relation between the failings of literature and hidden forms of abuse.”®
In a detailed article that treats the reception of Barbey d’Aurevilly in the
‘Todesarten’ prose, Dirk Gottsche further argues that through the innovative
portrayal of internal abuse, Barbey d’Aurevilly provided Bachmann with
a narrative model for her Franza novel’” Géttsche stresses that the French
author was also writing in the aftermath of historical catastrophe and relates
this situation to the aesthetic project to expose wrongdoing’® In his story,
Barbey d’Aurevilly specifically identifies the danger inherent in literature’s
‘impérissable pudeur’,”® emphasizing that superficial notions of the taboo and
immoral lead to a much more ethically dubious tendency to repress and silence
the very real issues that must be dealt with in the public sphere. Bachmann
echoes this sentiment when she notes: ‘[d]as Jetzt ist schwer aufzufinden, weil
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alles in Watte verpackt ist, aber nur zum Schein. Und Mord und Grausamkeit
in dieser Gesellschaft, die sind zu entdecken’ [TK 2, 17]. The draft introductions
describe the goal of the “Todesarten’ writing to depict the internal scenes of
contemporary abuse:

Dieses Buch versucht etwas anderes — das aufzusuchen, was nicht aus der
Welt verschwunden ist. {...] Die wirklichen Schauplitze, die inwendigen,
die in die duleren mitgenommen waren und stirker sind, finden in dem
Denken statt, einmal in dem das zum Verbrechen fithrt, einmal in dem,
das Sterben macht. Denn es ist das Innen, in dem alle Dramen stattfinden,
kraft der Dimension, die wir oder imaginierte Personen ihren Gedanken
verleihen kénnen, denn es ist nicht wahr, dafl wir in einer Zeit ohne
Dramen leben. [TK 2, 75-76]

Bachmann thus sets out her project to develop a literary mode through which
to give representation to deathly present dramas, and their relation to historical
wrongdoing, in the post-war era.

The artistic engagement with private forms of Fascism was not, however,
without its challenges and problems. As Kurt Bartsch has pointed out, the use
of the term to describe everyday behaviour involves its potential trivialization
and risks conflating subjective and collective suffering in the moment of
identification with history’s victims. Referring specifically to Bachmann’s use
of the term in Der Fall Franza and late interviews, Bartsch comments:

Der Bezug auf die nationalsozialistische Schreckensherrschaft fithrt
folgerichtig [...] zur Verwendung des Begriffs ‘Faschismus’ fiir alltigliche
zwischenmenschliche Verhaltensweisen. Dies mag problematisch sein,
nachdem der Begriff trotz fortschreitend prizisierter Definition in den
Sozialwissenschaften durch geradezuinflationéren, trivialisierten Gebrauch
seit Mitte der sechziger Jahre an Schirfe verloren hat, besonders auch, da
der Begriff hier von einem politischen und sozialen Phénomen auf eine
scheinbar rein private Ebene transferiert wird %

Iréne Heidelberger-Leonard has also questioned the subjective character of
Bachmann’s engagement with Auschwitz in the ‘Todesarten’ prose. In parti-
cular, she draws attention to a problematic private appropriation of historical
catastrophe in the effort to denounce the perpetrators:

Bachmann schreibt nicht tiber Auschwitz, sie schreibt durch Auschwitz
hindurch, [...] sie schreibt, um es noch deutlicher zu sagen, ihr Auschwitz.
Die eigene Geschichte wird ihr zur Geschichte aller, ‘die doch die grofie
Geschichte ausmachen’ (III, 433). Daf8 eine derart persénliche Ausein-
andersetzung, ja eine solch private Vereinnahmung dieser weltgeschicht-
lichen Katastrophe ihrerseits wieder problematisch ist, zumal sie vonseiten
der nachgeborenen Tétergeneration vorgenommen wird, 148t sich unschwer
erahnen. Denn die Perspektive, die die Autorin dabei in ihren Werken
einnimmt, ist primér die der Opfer, und ihre Figuren, deren Vernichtung
sie minutiés nachzeichnet, denunzieren die Taterschaft der Morder.®
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Underlining the difficulty of any identification with the victims of historical
atrocity by the child of one of its perpetrators, the lines further allude to
Bachmann’s status as the daughter of an early member of the NSDAP3? In
other research, Heidelberger-Leonard examines the issue of identification with
history’s victims through the consideration of references to the writings of
Jean Améry, the Austrian author and Auschwitz survivor, in Bachmann’s ‘Drei
Wege zum See’, the final story in the Simultan collection. Without naming
Améry directly, Bachmann describes the reaction of her protagonist, a political
journalist and photographer, after reading one of his most famous essays:

Sie las zufillig einen Essay ‘tiber die Tortur’ von einem Mann mit einem
franzdsischen Namen, der aber ein Osterreicher war und in Belgien lebte,
[...] darin war ausgedriickt, was sie und alle Journalisten nicht ausdriicken
konnten, was auch die iiberlebenden Opfer, deren Aussagen man in rasch
aufgezeichneten Dokumenten publizierte, nicht zu sagen vermochten.
Sie wollte diesem Mann schreiben, aber sie wufite nicht, was sie ihm
sagen wollte, denn er hatte offenbar viele Jahre gebraucht, um durch die
Oberfliche entsetzlicher Fakten zu dringen, [...] weil dieser Mann versuchte,
was mit ihm geschehen war, in der Zerstérung des Geistes aufzufinden und
auf welche Weise sich wirklich ein Mensch verdndert hatte und vernichtet
weiterlebte. [TK 4, 389-90]

Published as ‘Die Tortur’ in 1965, Améry’s essay reflects on the experience of
being tortured by the Gestapo after he was arrested in July 1943 as a member of
the Belgian resistance for distributing anti-Nazi propaganda.® In the essay that
he wrote more than twenty years later, Améry leaves no doubt about the lasting
significance of this experience for the tortured subject: ‘Die Tortur ist das
fiirchterlichste Ereignis, das ein Mensch in sich bewahren kann.®4 Bachmann’s
protagonist recognizes Améry’s literary achievement in finding expressive form
for an inalterable condition of human damage and its lasting consequences.
In an essay published in 1993, Heidelberger-Leonard highlights the context
in which Bachmann wrote the story after the suicide of Paul Celan in April
1970 and suggests ‘dafl sie bei Améry die Worter findet, die die Vernichtung
des Freundes am genauesten zu fassen vermogen.®® Améry describes how the
experience of physical pain provokes psychological destruction that ultimately
results in the obliteration of the human subject:

Die Grenzen meines Kérpers sind die Grenzen meines Ichs. [...] Der andere,
gegen den ich physisch in der Welt bin und mit dem ich nur solange sein
kann, wie er meine Hautoberfliche als Grenze nicht tangiert, zwingt mir
mit dem Schlag seine eigene Kérpetlichkeit auf. Er ist an mir und vernichtet
mich damit.®

Heidelberger-Leonard highlights this differentiation between physical and
psychological destruction in Améry’s essay and suggests that Bachmann, who
conflates the two categories in her late story, disregards the significance of this
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crucial distinction. In her prize-winning biography of Améry, published in
2004, Heidelberger-Leonard formulates it thus:

Bachmann, die sofort von der ‘Zerstérung des Geistes’ spricht, setzt sich
somit {iber die grundlegende Differenz zwischen Versehrung der Korpers
und Versehrung des Geistes in ihrer Paraphrase hinweg, [...] Natiirlich fiihrt
auch bei Améry im nachhinein die physische zur psychischen Vernichtung,
aber dies ist Gegenstand der Reflexion, wird nicht von vornherein als
Pramisse gleichgesetzt.%”

These lines challenge the implicit prioritizing of psychological damage in
Bachmann’s story and suggest that, in seeking expressive form for a condition
of invisible disturbance, her text does injustice to the real experience of physical
pain. In the poetic drafts of the 1960s, the representation of conflated states of
physical and psychological distress might be said to pose a similar problem. My
concern in what follows is to explore this earlier stage of the expressive project in
which Bachmann sought a viable means of relating a state of subjective distress
to historical circumstance. I chart the developing political preoccupation in
the poetic drafts from the early 1960s with physical symptom and injury, as
well as with symptomatic linguistic modes. Acknowledging the difficulties
and potential pitfalls of this aesthetic endeavour, I identify an attempt — and
not necessarily always a conscious one — to express the cultural origins of
individual suffering. Monika Albrecht, in her entry on National Socialism in
the Bachmann-Handbuch, draws attention to the fragmentary character of
many of Bachmann’s later writings in the context of the search for literary form
for the experience of ‘Fascism in private relationships™

Eine Frage, die selten aufgeworfen wird, in diesem Kontext jedoch
unverzichtbar ist, betrifft den Fragmentcharakter vieler spéter Texte [...],
insofern die in den Entwiirfen vorliegenden Konkretisierungen des Themas
Nationalsozialismus nicht zuletzt auch unter dem Aspekt der Suche nach
einer Darstellungsweise des ‘Fascismus in privaten Beziehungen’ zu lesen

/

wiren.® /e

It is in this experimental context that I situate many of the poetic drafts of
the 1960s. This chapter thus closes with a reading of a draft poem that forms
an early example of Bachmann’s politicizing aesthetic experimentation. I
demonstrate how, through graphic depiction of the distressed female body, the
text manifests an early stage of the project to construct a gendered mode of
socio-cultural critique.
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The Body as Site

Nach vielen Jahren

nach viel erfahrenem Unrecht,
beispiellosen Verbrechen rundum,
und Unrecht, vor dem nach Recht
schreien sinnlos wird.

Nach vielen Jahren erst, alles

gewuflt, alles erfahren,

alles bekannt, geordnet, gebucht,

jetzt erst geh ich da, lieg ich da,

von Stromstoéflen geschiittelt,

zitternd iiber das ganze Segeltuch

ganz Haut, nach keinem Ermessen,

in meinem Zelt Einsambkeit,

heimgesucht von jeder Nadelspitze,

jeder Wiirgspur, jedem Druckmal,

ganz ein Koérper, auf dem die Geschichte
und nicht die eigne, ausgetragen wird,

mit zerrauftem Haar und Schreien, die

am Bellevue die Polizei dem Krankenwagen
tibergibt, auf Tragbahren geschnallt, im Regen,
von Spritzen bet4ubt, von Spritzen

ins Wachen geholt, ins Begreifen,

was doch niemand begreift.

Wie soll einer allein soviel erleiden kénnen,

soviele Deportationen, soviel Staub, sooft hinabgestoflen
sooft gehdutet, lebendig verbrannt, sooft

geschunden, erschossen, vergast, wie soll einer

sich hinhalten in eine Raserei

die ihm fremd ist und der heult tiber eine erschlagene Fliege.

Soll ich aufhéren, da zu sein, damit dies aufhért.
Soll ich die Qual mir abkiirzen, mit 50 Nembutal,
soll ich, da ich niemand in die Hande falle,

aus allen Hénden fallen, die morden [IW, 60]

This typewritten draft poem opens as a memory articulated by a first-person
speaker who describes long experience of wrongdoing. References to medical
treatments and emergency services gathered at Bellevue suggest the text’s likely
composition during Bachmann’s Berlin residence between spring 1963 and
winter 1965. Manifesting the struggle for words, the generalizing first lines of
the poem convey the misdeeds whose excess renders meaningless all notion of
justice. Recalling what Bachmanun, in ‘Politik und Physis’ [KS, 374, terms ‘ein im
ProzeR befindliches Korperwerk’, the text presents the speaker as so mentally
unable to deal with acts of past horror explicitly related to the atrocities of the
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Holocaust — ‘geschunden, erschossen, vergast’ — that she collapses in physical
breakdown. The gradual return of repressed memories is conveyed through
the text’s faltering repetitions and reiterations and, in its second section, scenes
of flashback to past abuse merge with those of present suffering to evoke the
temporal disorientation inherent to the experience. The sudden precision of the
successive images of bodily distress is made even more striking through heavy
punctuation, insistent repetition and emphatic alliteration [‘von Stromstéflen
geschiittelt, / zitternd iber das ganze Segeltuch’] which convey the relentlessness
of urgent crisis. The destructiveness of the experience for the individual
subjectivity is conveyed as the speaker declares herself ‘ganz Haut’ and, a few
lines later, ‘ganz ein Korper’, aligning herself with an alienated physical realm
that recalls Améry’s description of the consequences of torture.*> Unable to
cope psychologically with society’s history of violating Others, the sick female
body brings forth symptoms relating to what society has done.

The lyric depiction of the impact of historical abuse on the human subject
finds an illuminating theoretical precedent in a famous passage from the
third of Bachmann’s Frankfurter Vorlesungen. Here, Bachmann sets out a new
conception of the interrelation of individual and socio-cultural circumstance
as part of a discussion of human alienation in the post-1945 context. With the
advent of psychology, Bachmann suggests that the position of the modern
subject vis-a-vis the surrounding world has undergone radical questioning:

Die erste Verinderung, die das Ich erfahren hat, ist, daf§ es sich nicht mehr
in der Geschichte aufhilt, sondern dafl sich neuerdings die Geschichte im
Ich aufhilt. Das heif3t: nur so lange das Ich selber unbefragt blieb, solange
man ihm zutraute, daf} es seine Geschichte zu erzihlen verstiinde, war auch
die Geschichte von ihm garantiert und war selbst als Person mitgarantiert.
Seit das Ich aufgeldst wird, sind Ich und Geschichte, Ich und Erzihlung es
nicht mehr. [KS, 299]

Hans Héller was the first to relate ‘di¢ Geschichte im Ich’ to Bachmann’s effort
to manifest the roots of her late writing in a state of subjective injury®® He
argues that the formulation draws together ‘Geschichte, Lebensgeschichte und
Werkgeschichte’ and contains ‘eine neue Konzeption von Lebensgeschichte
und Werk, von Biographie und Literatur, die nichts mit herkémmlichen
Dichterbiographien zu tun hat und traditionellen Dichterpsychologien, sondern
die Geschichte in der psychischen Struktur des schreibenden Ich entdeckt.®"
Holler identifies Bachmann’s aesthetic achievement in her recognition of the
expressive potential of traumatic experience as a means of historical testimony.**
He argues that throughout the author’s writings the traumatized subjective
condition is consistently related to concrete socio-historical experience. For
example, in the draft poem quoted above, figures for the atrocities of the
Holocaust are seen in the lyric references to deportation, dust and being burnt
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alive. The traumatic nature of the speaker’s condition is suggested through
her symptomatic response to past wrongdoing.”® Devoid of any identifiable
aggressor, injuries appear as symptoms on the speaker’s body. The draft’s
opening emphasis on the belated character of her response further suggests
the repressed character of this condition. The sense of affinity with suffering
creatures declared in contemporary draft poems, where laboratory animals are
described as ‘Genossen’ [IW, 9] and ‘Briider’ [IW, 21], assumes a new historical
dimension in the speaker’s hyper-identification with victims of abuse. In the
context of the lyric engagement with the atrocities of the Holocaust, allusion
to Nazi characterization of Jews as vermin can be read in the image of a
crushed fly in the draft’s penultimate section. A passage from the Dialektik der
Aufkldrung provides a further point of reference in considering the historical
resonance of the draft:

Die Erklarung des Hasses gegen das Weib als die schwéchere an geistiger
und kdrperlicher Macht, die an ihrer Stirn das Siegel der Herrschaft trigt,
ist zugleich die des Judenhasses. Weibern und Juden sieht man es an, daf sie
seit Tausenden von Jahren nicht geherrscht haben. Sie leben, obgleich man
sie beseitigen konnte, und ihre Angste und Schwiche, ihre grofere Affinitat
zur Natur durch perennierenden Druck, ist ihr Lebenselement. Das reizt
den Starken, der die Stirke mit der angespannten Distanzierung zur Natur
bezahlt und ewig sich die Angst verbieten muf, zu blinder Wut.%*

The identification of women and Jews as the physically weak objects of
patriarchal violence serves to illuminate the likely theoretical background
to the lyric evocation of the female body as the site of returning abuse. In its
re-inscription of cultural stereotypes, such recourse to a theoretical tradition
that associates women and Jews with physical weakness recalls the clichéd
alignment of sexuality and race in contemporary draft poems. Nonetheless,
Bachmann’s lyric parallels with Horkheimer and Adorno’s analysis could be
understood to reflect her ongoing aesthetic project to find a perspective from
which to represent that which is victimized and excluded by culture. A draft
prose text, likely to have been written around the time of her work on ‘Unter
Mordern und Irren’ in 1960 [KS, 594], articulates the problem thus:

Auf das Opfer darf sich keiner berufen. Es ist MifSbrauch. Kein Land
und keine Gruppe, keine Idee, darf sich auf ihre Toten berufen. Aber die
Schwierigkeit das auszudriicken! Manchmal fiihl ich ganz deutlich die eine
oder andere Wahrheit aufstehen und fithle, wie sie dann niedergetreten
wird in meinem Kopf von anderen Gedanken oder fiihle sie verkiimmern,
weil ich mit ihr nichts anzufangen weifs, weil sie sich nicht mitteilen 148t,
ich sie nicht mitzuteilen verstehe oder weil gerade nichts diese Mitteilung
erfordert, ich nirgends einhaken kann und bei niemand. [KS, 351]

In the draft poem written a few years later, the female author comes to use
depiction of her own suffering body as the matter in which to ground the
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aesthetic portrayal of historical victimization and abuse. By compounding past
participles which detail acts of torture and genocide, ‘sooft hinabgestolen / sooft
gehdutet, lebendig verbrannt, sooft / geschunden, erschossen, vergast’, the draft
gives symptomatic linguistic form to the burden of historical suffering assumed
by the speaker. The aggressive attitude of rational culture towards the natural
world elucidated in the Dialektik forms a further point of comparison for Hans
Holler’s reading of the lyric references to laboratory animals in ‘Eintritt in die
Partei’ [IW, 9-10]. Holler demonstrates the affinities between Horkheimer and
Adorno’s understanding of the abused subjects of scientific experiment and
the helpless lyric speaker who identifies her comrades in the bloated rabbit and
comatose rat.”> As Holler highlights, however, Bachmann’s poetic drafts cannot
be subsumed by the philosophical argument put forward by Horkheimer and
Adorno, since the lyric fragments go beyond theoretical commentary in their
attempt to express from the place of the victimized and excluded.®® Here, the
isolated speaker communicates the rhythms and ruptures of immediate sensory
experience, alongside wider frustration at a culture in which crucial aspects
of lived reality are relegated to the domain of the obscene and the taboo, and
where art finds itself in the service of ideology in its sublimation of urgent
human suffering.

Leslie Morris has argued that both Bachmann and Sylvia Plath approach
portrayal of the Holocaust and Jewishness through representation of an
inherently fragmentary female subjectivity. Morris draws on Jacqueline Rose’s
reading of Plath to suggest the inseparability of history and subjectivity for both
writers.”” In Bachmann’s draft poem, the disorderly character of the writing,
its disrupted syntax and repetitive forms, underscore the destructiveness of
the crisis for the human subject. The implied rhetorical question — ‘Wie soll
einer allein soviel erleiden konnen’ — can be read as an attempt to convey
the inextricability of history and subjectivity. Yet, from the reader’s point of
view, the questionable character of this endeavour is seen in the speaker’s
undifferentiated identification with 4 universal victim position. In an essay that
treats the poetry of Sylvia Plath, Seamus Heaney questions the intense focus on
the lyric subject evident in Plath’s writing. His comments help to shed further
light on the ambivalent aesthetic quality of the speaker’s self-styling as victim
in many of Bachmann’s poetic drafts:

There is nothing poetically flawed about Plath’s work. What may finally
limit it is its dominant theme of self-discovery and self-definition, even
though this concern must be understood as a valiantly unremitting
campaign against the black hole of depression and suicide. I do not
suggest that the self is not the proper arena of poetry. But I believe that
the greatest work occurs when a certain self-forgetfulness is attained, or at
least a fullness of self-possession denied to Sylvia Plath. Her use of myth,
for example, tends to confine the widest suggestions of the original to
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particular applications within her own life. [..] In ‘Lady Lazarus’ [..] the
cultural resonance of the original story is harnessed to a vehemently self-
justifying purpose, so that the supra-personal dimensions of knowledge —
to which myth typically gives access — are slighted in favour of the intense
personal need of the poet.?

In the context of the poetic drafts, these comments provide illuminating
commentary on the artistic difficulty of the speaker’s unqualified identification
with the victims of abuse. Whilst mythical references are not a feature of
Bachmann’s draft writing, Heaney’s questioning of the artistic effectiveness of
Plath’s subjective recourse to myth may usefully be employed to challenge other
forms of identification manifest in the drafts. Here, too, the intense personal
need of the lyric subject collapses crucial distinctions between self and Other,
and the speaker risks co-opting the suffering of other victims for her own
expressive project. A further tension in the act of identification with the victims
of persecution has been identified by Sigrid Weigel as part of her discussion
of Bachmann’s longstanding dialogue with Jewish intellectuals and authors
during the post-war years:

Ist die Haltung der Empathie einerseits eine Voraussetzung fiir den
Versuch, die Lebenssituation, die Krankungen und Angste von Uber-
lebenden zu verstehen, so kann sie andererseits allzu leicht zum Ferment
einer Versohnungspolitik werden, die in erster Linie der Abwehr eigener
Schuldangst dient und dazu geeignet ist, auf dem Wege der Identifikation
mit den Opfern alle Unterschiede vergessen zu machen — so wie die
‘Wiedergutmachung’ primér zum symbolischen Kapital in der Vergangen-
heitspolitik der Deutschen geworden ist.”®

Here, Weigel argues that straightforward identification with the victims of
genocide leads all too easily to a false sense of reconciliation with the events
of the past. And it was not until Malina that Bachmann devised an aesthetic
solution to the representation of continuing fascist structures and their relation
to subjective crisis in the post-Holocaust situation. Moving beyond the person
of the poet through construction of a dual subject position, the novel devises
an abstract mode of gendered cultural critique that uses oblique depiction of
the crimes of the symbolic father figure to denote the patriarchal roots of social
violence.

The lyric experimentation with the felt effects of past atrocity in Bachmann’s
writings of the early 1960s reveals an early stage of her aesthetic engagement
with the abusive cultural conditions and hierarchies that is articulated in the
draft introductions to her readings from the Franza manuscript. In the lyric
text beginning ‘Nach vielen Jahren’, as in other draft poems of the period,
it is the experience of crisis that enables understanding of those aspects of
experience repressed and excluded by society. The poem describes in jolting
phrases the speaker’s enforced removal from the public realm where, passing in
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and out of consciousness, she declares herself on the verge of comprehending
what otherwise eludes the rational grasp: ‘auf Tragbahren geschnallt, im Regen
/ von Spritzen betdubt, von Spritzen / ins Wachen geholt, ins Begreifen / was
doch niemand begreift.” By suggesting the inextricability of the individual and
historical conscience through the shocking portrayal of physical injuries which
appear as symptoms on the speaker’s body, the speaker attempts to lay bare
civilization’s repressed crimes and their hidden relation to acts of everyday
exclusion. In her final threat to end it all — ‘mit so Nembutal, / soll ich, da
ich niemand in die Hande falle, / aus allen Hinden fallen, die morden’ — the
speaker voices the concern at the centre of the “Todesarten™Projekt with the
deathly wider causes of subjective crisis:

[..] habe ich bemerkt, dafl alle abwarten, sie tun nichts weiter, tun nichts
Besonderes, sie driicken den anderen die Schlafmittel in die Hand, das
Rasiermesser, sie sorgen dafiir, dafl man kopflos an einem Felsenweg
spazierengeht, dafl man in einem fahrenden Zug betrunken die Tir
aufmacht oder dafd sich einfach eine Krankheit einstellt. Wenn man lange
genug wartet, kommt ein Zusammenbruch, es kommt ein langes oder ein
kurzes Ende. [TK 3.1, 551]

Taken from a scene of psychoanalytic exchange in the central dream chapter of
Malina, the lines are articulated by Ich as Malina brings her to contemplate her
own complicity in an abusive relationship. In the unpublished lyric draft, the
urgency of crisis and intensity of personal need rule out such reflective appraisal
of the relationship between individual suffering and wider patterns of abuse.
Whilst the developing preoccupation with symptomatic modes and states in
the lyric writing manifests a drive to engage with those aspects of experience
repressed within modern Western culture, the unproblematic alignment of the
female speaker with the body in these drafts leads ultimately to a re-inscription
of patriarchal norms. Relegated to a/deathly physical realm, the speakers
frequently move towards a position of 'speechless despair that does not permit
reflection about the cultural conditions which engender such states of suffering.
The second chapter of this book considers the depiction of West Berlin in other
poetic drafts of the early 1960s and demonstrates that Bachmann’s shift into
experimental prose in Ein Ort fiir Zufiille enables a more extensive treatment of
the wider sources of subjective suffering. I trace how, through engagement with
the socio-cultural roots of individual malaise, Bachmann transforms the lyric
depiction of personal breakdown in the city into a radical prose critique of the
disturbed condition of her entire social order.
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CHAPTER 2

>

The Case of the Berlin Writings

West Berlin forms the setting for a series of Bachmann’s prose and verse
writings from the early years of the 1960s. Throughout these texts, the former
centre of the German Reich is presented as a scene of occupation and strife,
its Western zone appears as the arena for continued militarism and everyday
aggression during peacetime. The construction of the Berlin Wall that began
on 13 August 1961 consolidated the dominant post-war image of the city as the
site not only of national division but of the international East-West divide.!
Conceived to combat the mass exodus from the GDR to the FRG during the
19508, this 45-kilometre-long barrier surrounded the city’s French, British and
American sectors. Although widely reviled within the Western world, the Wall
was nonetheless accepted as a solution to the forced co-existence of the two
states,” an attitude that gave rise to an image of West Berlin as a last outpost or
free island in the middle of the Socialist East. Increasingly, however, writers in
the Federal Republic began to question such representations and to explore the
relation between extreme consumerism and the abuses of the recent past, above
all through the examination of the tensions palpable in the western half of the
city during the years of economic recovery.

With its radical portrayal of Berlin as the site of historical violence and mass
disturbance, it is Bachmann’s acceptance speech for the 1964 Biichner Prize
that is widely acknowledged as her most sophisticated aesthetic engagement
with the city. The speech was delivered at the prize ceremony in Darmstadt on
17 October 1964 and was published in 1965 as Ein Ort fiir Zufiille, in an edition
with illustrations by Giinter Grass? It pioneers a symptomatic mode of writing
that portrays Wirtschaftswunder Berlin from the viewpoint of psychiatric ward
patients, conveying the underlying social disturbance by integrating signs of
past atrocities into the depiction of a general state of distress. As Helmut Peitsch
has argued, similar use of the representation of illness to debunk the myth of
a thriving West Berlin is to be found in later novels such as Alfred Andersch’s
Efraim (1967) and Giinter Grass’s Ortlich betiubt (1969). Peitsch identifies
Bachmann’s speech as an early literary attempt to counter West German
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stereotyping of the Socialist threat and to expose the fascist roots of popular
anti-Communist feeling.* The text emphasizes the sensory impact of Berlin’s
noise, pace and unbridled consumerism on its most vulnerable inhabitants.
One of the first substantial examinations of the speech, a 1985 article by Kurt
Bartsch, identifies it in the context of the wider project to engage with latent
violence in the author’s late work. Terming the speech ‘ein[e] Prosagroteske’}
Bartsch considers how the radicalized form evokes the inextricability of the
destructive environment and all-pervasive social sickness. Hans Holler objects
to how this genre definition sets the speech apart within Bachmann’s oeuvre
and conceals, in particular, its relation to the depiction of Rome in her 1955
essay, Was ich in Rom sah und horte. For Holler, the representations of the two
cities represent extreme possibilities of historical experience in Bachmann’s
work, where Rome stands for the utopian aspect and Berlin for the traumatic.’
Holler refers to Sigmund Freud’s Das Unbehagen in der Kultur to suggest that
the portrayal of Rome enables Bachmann to find a scene upon which to depict
the presence of the past in the human psyche’ In Bachmann’s prose drafts for
the Biichner Prize speech, Sigrid Weigel similarly identifies the first explicit
engagement with trauma in the author’s oeuvre:

Berlin wird in diesen Entwirfen als Schauplatz eines entstellten
Gedichtnisses kenntlich, an dem es auch der Schriftstellerin selbst moglich
wurde, ihre Geschichte im Kontext traumatisierter Erinnerungsspuren der
Nachkriegsgeschichte zu lesen. Und erst hier taucht in Bachmanns Werk
das Motiv des Traumas erstmals explizit auf. Insofern ist das “Trauma’
fiir Bachmann ein Thema der Nach(kriegs)geschichte und ein Phinomen
der Nachtraglichkeit. Es bezieht sich nicht unbedingt auf katastrophische
Ereignisse, deren Intensitit es dem Subjekt méglich macht, addquat darauf
zu antworten, sondern auf ‘unerinnerbare’ bzw. vergessene Szenen aus
der Vergangenheit, denen nachtriglich, aufgrund spéterer Erlebnisse, ihre
traumatische Bedeutung verliehen wird, eine Bedeutung, die erst durch den
Aufenthalt an einem historischen Symptomschauplatz wahrnehmbar und
lesbar wird.® /s

Arguing that the city forms the privileged scene of memory in Bachmann’s
text, Weigel identifies the Berlin of Ein Ort fiir Zufille as a historical Symptom-
schauplatz on which traumatic meanings derived from forgotten past scenes are
played out and rendered perceptible.

This chapter establishes an early stage of the author’s symptomatic depiction
of West Berlin in a group of poetic drafts from the early 1960s. Although these
drafts are accounted for in more recent considerations of Bachmann’s Berlin
writing, foremost amongst which Holler’s Letzte, unverdffentlichte Gedichte
(1998) and Elke Schlinsog’s Berliner Zufille (2005), no thorough examination
of their relation to the later prose has been carried out. In particular, Holler
identifies in the lyric writing ‘[elin Versuch, die krisenhaften Erfahrungen




CHAPTER 3

<>

‘Liebe ist ein Kunstwerk
The Appeal to Gaspara Stampa

Wenn ein Schriftsteller alles ausdriicken will, was er selbst ist, so bedeutet
das den Versuch, alles auszudriicken, was ist. Deshalb glaube ich, dafl
das aufschlufireichste und dsthetisch wirksamste Werk eine Dichte haben
muf}, die sich in einer gewissen Dunkelheit bekundet. [...] Ein Mensch
ist sich selbst genau in dem Mafle dunkel, wie die gesamte Gesellschaft
sich selbst dunkel ist. Er kdmpft an seinem Ort gegen die Widerspriiche
dieser Gesellschaft, wenn er sich ausdriickt um sich zu erhellen; doch die
Erhellung kann nicht vollkommen werden, ohne ihre Wahrheit zu verlieren
(wenigstens fiir den Kiinstler). So engagiert sich der Schriftsteller, wenn er
in sich eintaucht mit der Absicht, nicht sein Individuum auszudriicken,
sondern seine Person innerhalb der komplexen Gesellschaft, die ihn
bedingt und ihn trégt. [...] Wenn die Liebe Kampf gegen den Tod und Sieg
tiber den Tod ist, mufd das Liebesgedicht, wenn es authentisch ist, auch mit
unseren tiefen Angsten verbunden sein, mit der gegenwirtigen Mdglichkeit
eines kollektiven Todes; es mufl den Inhalt der heutigen Tragik enthiillen
und realisieren.’

These interview reflections by Jean-Paul Sartre, translated into German for
the first issue of the landmark Kursbuch journal, cast significant light on
Bachmann’s politicizing artistic project during the 1960s. Whilst Sartre’s model
of the political intellectual cannot be applied to Bachmann’s more sceptical
poetics,® his remarks about writing correspond closely to her contemporary
aesthetic concern to depict the interrelation of individual and society. Sartre’s
aesthetic interest in areas of human contradiction and ambiguity, as well as
his emphasis on the need for a contemporary perspective on age-old literary
themes such as love and death, provide a useful starting point from which to
interpret Bachmann’s concern to engage with her own contemporary culture
at this time. Taking as its central focus the author’s poetic drafts of romantic
crisis from the early 1960s, this chapter will identify a moment of caesura in
the ongoing engagement with love in her work. Although ecstatic feelings are
depicted in combination with feelings of destruction throughout the oeuvre, it
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is from the early 1960s that radical efforts are seen to capture a new violence
in the symptomatic form of the writing. This period was defined by the crisis
that followed separation from Max Frisch and his 1964 publication of the semi-
autobiographical Mein Name sei Gantenbein. Bachmann identified aspects
of her own person in the female protagonist of this novel and felt keenly its
appropriation of intimate experience for the male-narrated work of fiction?
Many poetic drafts from this period contemplate the failing love affair and
raw feelings of fatality and betrayal, reflecting a new endeavour to engage with
the state of present crisis.* In amorous expression, a vital mode is identified
that offers an alternative perspective on the dominant order. The poetological
interest of the poetic drafts of crisis will thus be shown as crucially related
to their urgent experimentation with the lyric mode. By rebelling against
literary convention, the drafts attempt to stretch lyric potential for expressive
immediacy and thereby devise critical aesthetic form. Nonetheless, Bachmann’s
decision not to publish these poetic drafts is simultaneously understood in
terms of her ongoing project to develop an oblique means of exposing the dark
underside of the post-war era and the deathly interrelation of individual and
social disturbance.

The chapter is concerned with the female writer’s engaged project to turn
the experience of romantic desolation to critical aesthetic account. I focus
on Bachmann’s shifting engagement with a single sonnet by the Italian
Renaissance poet Gaspara Stampa (c. 1523~1554), and her identification with
the female lyric tradition of lovers’ protest represented by the older poet. My
opening consideration of Bachmann’s early love poetry provides a framework
that outlines the poetological character of the enduring literary preoccupation
with love and her fleeting, early allusion to the Renaissance sonnet. The point
of contrast found in this early poetry further makes explicit the radical caesura
that comes in Bachmann’s writing of the 1960s. I am centrally concerned with
the transposition of references to Stampa from an early love poem to the lyric
drafts of crisis and then to the prosé:of Malina where, amidst a constellation
of artist figures, the Italian poet appears as a sister. Scholars have tended
to discuss the allusions to Stampa and her writings that appear throughout
Bachmann’s oeuvre in quite general and uncritical terms, often interpreting
them as a straightforward identification with a female capacity for ecstatic
love’ In what follows, however, I will demonstrate Bachmann’s increasingly
critical engagement with the key citation, ‘vivere ardendo e non sentire il
male’ [to live ardently and not to feel the pain’], which I suggest manifests
the reflexive impulse in her late writing more generally. The appeal to the
literary predecessor reveals the gendered project to rebel against the murderous
objectifying tendencies of the work of art. On the one hand, the ongoing
preoccupation with love experience relates to Bachmann’s project to expose the
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fatal vulnerability of the one who loves and, on the other, it is associated with
the communicative drive underlying her aesthetics, a utopian counter-strand
that gestures towards alternative forms of interaction and being.

The Early Love Lyrics

Love, the primary impulse for human connection, forms a poetological
principle, as well as a central theme, throughout Bachmann’s oeuvre. Whilst
conventional love poems are seldom found in the author’s writing, engagement
with love experience consistently describes an immediate, yet often hazardous,
move beyond self towards contact with another. From Bachmann’s earliest
love lyrics onwards, however, the relation of the writing to this immediate
experience is defined by ambivalence. The poems manifest awareness of their
own problematic attempt to hold fast an event of the moment. Writing, as that
predicated upon absence and separation, revisits the immediate moment of
human encounter from a situation of solitariness and seeks to capture it within
the space of the text. This reifying aspect inherent to the literary endeavour was
one that increasingly preoccupied Bachmann and, in the “Todesarten’-Projekt,
she pursues the wider cultural implications of the problem of finding aesthetic
form for intensely lived experience. Ongoing understanding of love experience
as a temporary state is found throughout her oeuvre. Through exploration of
the poetological concern with love in Bachmann’s early lyric writing, an ever
more explicit engagement is revealed with the paradoxical implications of the
project to capture vital experience in permanent written form.

One of the most conventional love poems in Bachmann’s oeuvre is an
unpublished text from the juvenilia that in all likelihood refers to the 1945
romance between the eighteen-year-old Bachmann and Jack Hamesh, a
member of the British Army stationed in Klagenfurt just after the war.
Entitled ‘Der Gastfreund’ [N388], Bachmann’s love poem describes feelings of
youthful passion for a man from a foreign country. The publication in 2010
of Kriegstagebuch, an edition that contains diary entries made by Bachmann
between September 1944 and June 1945, along with eleven letters that she
received from Hamesh between Easter 1946 and summer 194y, has shed light
on this relationship.® As Bachmann notes in her diary, the eighteen-year-
old Hamesh had left Vienna in 1938 with other Jewish children as part of a
‘Kindertransport’ bound for England.” Detailing their acquaintance during the
months immediately after the war, one of her journal entries declares: ‘Das ist
der schonste Sommer meines Lebens, und wenn ich hundert Jahre alt werde
— das wird der schonste Frithling und Sommer bleiben. Vom Frieden merkt
man nicht viel, sagen alle, aber fiir mich ist Frieden, Frieden!’® These lines
suggest the significance of the encounter with Hamesh during the first months
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of peacetime for the young Bachmann. In the poem, as part of a generalizing
third-person address, the consistent lyric use of the present tense reflects an
aesthetic impulse, albeit of a naive order, to accord wider significance to the
brief yet meaningful personal experience:

Der Gastfreund

Manchmal kommt Einer

aus fremdem Land,

fremd gekleidet,

mit fremder Zunge.

Doch wie man Ihm in die Augen sieht,
begreift man,

dass Er begreift.

Man lehnt den Kopf an Seine Schulter

und beginnt Dinge zu erzéhlen

nach denen Er nie fragen wiirde:

Dass einem der Wind bis ans Herz schligt,
dass man die Sterne bis ins Blut spiirt,
dass man...

Er steht, hort und versteht,

Man kann die ganze Brust an die Seine geben,
die Arme um Thm schlingen...

Und so hat man Ihn,

hat sich,

bis zur Mitternacht! [N388]

Heralded by the arrival of the stranger in the first line, the poem comprises a
series of approaches, which reflect a concern with the intimate relation between
self and Other. The lyric speaker pushes the boundaries of her childish world
through acts of contact with the male counterpart who is felt to be at once alien
and intimately known. In the poem,tender physical gestures — their shared
gaze, the speaker’s head inclined against his shoulder, the final embrace —
facilitate the spontaneous voicing of things that would otherwise be retained
within the self. A diary entry dated 14 June 1945 provides a biographical context
for these encounters; it details how Bachmann and Hamesh talked about books
and authors such as Zweig and Hofmannsthal, describing Bachmann’s confused
reaction to this early intimacy:

Wir sind auf der Bank gesessen und ich habe so furchtbar gezittert wieder
im Anfang, dass er denken hat miissen, ich bin verrtickt oder ich habe ein
schlechtes Gewissen oder weiss Gott was. Und ich weiss {iberhaupt nicht
warum. Ich weiss auch nicht mehr, was wir am Anfang geredet haben, aber
dann auf einmal von Biichern, von Thomas [Mann] und Stefan Zweig und
Schnitzler und Hofmannsthal. Ich war so gliicklich, er kennt alles und er
hat mir gesagt, er hitte nie gedacht, dass er ein junges Madchen finden
wiirde in Osterreich, das trotz der Nazierziehung das gelesen hat. [..] Wir
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haben bis zum Abend geredet, und er hat mir die Hand gekiisst, bevor
er gegangen ist. Noch nie hat mir jemand die Hand gekiisst. Ich bin so
verdreht und gliicklich, und wie er fort war, bin ich auf den Wallischbaum
gestiegen, es war schon dunkel, und ich hab geheult und mir gedacht, ich
mdchte mir nie wieder die Hand waschen?

Hans Hoéller, in his afterword to the edition, comments on the ‘unbewufite
Korpersprache’ detailed in the entries and further refers to Bachmann’s later
preoccupation with Politik und Physis in both her literary and her theoretical
writings.'® Héller highlights another passage from the journal in which
Bachmann describes her confusion at her own embarrassed denial to Hamesh
that she was ever a leader in the Nazi girls’ organization Bund deutscher Mddel
— ‘Es ist ganz unverstdndlich, warum man auch rot wird und zittert, wenn man
die Wahrheit sagt.™ Holler suggests that even in these early journal reflections
there exists an awareness of the significance of sensory reactions as indicators
of what he terms ‘eine tiefer reichende Wirklichkeit’.'* In the poem, description
of sensory experience is associated with the attempt to convey the radical
character of what the speaker recounts to her companion. In lines 11 and 12, the
speaker shifts into a metaphorical register and uses natural imagery denoting
physical clash and penetration to suggest feelings of intensity."” Instances of
ellipsis similarly convey the difficulty of giving written expression to that which
passes in spoken and demonstrative form, as well as evoking the open nature of
communication with the man who provides physical, emotional and intellectual
reassurance: ‘Er steht, hort und versteht” In the closing exclamation, the
speaker celebrates this temporary communion with the stranger and, perhaps
more significantly, with herself, acknowledging the access that has been gained
to unspoken sides of her own character. Although the poem forms a positive
account of the love encounter, implicit lyric recognition of the temporally
bounded character of the experience is already found in the closing reference
to the midnight curfew.

Rarely again in the author’s oeuvre was the love encounter to prove a forum
for open communication and easy reconciliation of feeling and understanding.
Instead, in the two lyric collections of the 1950s, love increasingly proves a
principle that enables exploration and questioning of the self vis-a-vis Other,
world and language.'* Comments made by Bachmann in Die Wahrheit ist dem
Menschen zumutbar, her 1959 acceptance speech for the Radio Play Prize of the
War Blind, identify love amongst those ideals which provide abstract impetus
for the writer’s attempt at affective connection. Stressing the dialogic character
of the authorial endeavour, the speech illuminates the crucial literary character
of the movement beyond self towards Other.” In her study of issues of language
and utopia in Bachmann’s love poetry, Mechthild Oberle is concerned with the
complex lyric depiction of the interrelation of love and language. Exploring
the relation between moments of connection and those of separation, Oberle
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identifies in the dialogic form of the love lyrics a process of encounter between
self and world® In the author’s love poetry of the 1950s, the precarious
relationship with the intimate Other provides a context for the subject’s
heightened questioning of the relationship between language and experience.
The intense yet fleeting erotic encounter enables heightened sensory engagement
that brings understanding beyond the rational. Nonetheless, the transitory
character of the experience and the ever-qualified dialogue with the lover
further point towards a condition of partial isolation and silence derived from
knowledge of the historical circumstances in which the love affair plays out.”

A paradigmatic example of the early impulse for amorous dialogue is found
in ‘Dunkles zu sagen’ [W I, 32], a famous love poem from Die gestundete Zeit
whose title reworks a line from ‘Corona’ in Paul Celan’s contemporary volume,
Mohn und Gedichtnis (1952).)% Both texts may be loosely related to the love
affair that began in Vienna in early 1948 when Celan spent several months
in the city and they mark the beginning of the literary exchange between the
two writers that was to continue for many years. The 1948 interlude formed
part of a post-war emigration that took Celan from his native Czernowitz, site
of his parents’ fatal deportation, via Bucharest and Vienna, to Paris where he
lived until his suicide in April 1970.” Light has been shed on the longstanding
personal and literary dialogue between the two authors by the publication
of their collected correspondence in 2008. Identifying defining traits of the
letters — ‘das Sprechen am Rande des Erstickens, die verborgenen und offenen
Schuldzuweisungen, die Mif3verstindnisse, die “Einbriiche von Schweigen”’*°
— the editorial afterword describes the texts as ‘symptomatische Schriften,
deren Geheimnis im Problem von Schreiben und Autorschaft nach Auschwitz
liegt.* Throughout the correspondence, both authors testify to difficulties in
finding words with which to express themselves and, in an early letter of August
1949, Celan makes reference to historical circumstance in distinguishing their
respective silences: /7

Vielleicht tausche ich mich, vielleicht ist es so, daf wir einander gerade da
ausweichen, wo wir einander so gerne begegnen méchten, vielleicht liegt
die Schuld an uns beiden. Nur sage ich mir manchmal, dafl mein Schweigen
vielleicht verstandlicher ist als das Deine, weil das Dunkel, das es mir
auferlegt, dlter ist.>?

Bachmann did not send a reply to Celan until the end of November 1949,
when she included her initial response from August 1949 with a further letter,
acknowledging the different barriers to expression facing them both: ‘Dein
Schweigen war sicher ein Andres als meines. Fiir mich ist es selbstverstindlich,
dass wir jetzt nicht iiber Dich und Deine Beweggriinde sprechen wollen.
Bachmann emphasizes, however, her own difficulties in finding words: ‘Du
musst doch noch wissen, wie schwer es mir fallt, ein Wort zu finden. Ich
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wiinsche mir, dass Du alles aus meinen Zeilen herauslesen konntest, was
dazwischen steht.* This sense that meaning is to be found in the gaps between
words reflects the symptomatic character of these writings, which both
articulate and actualize the struggle for expression. Indeed, in her penultimate
letter, Bachmann goes so far as to pathologize her own inability to write: ‘aber
es ist seit langem schon wie eine Krankheit, ich kann nicht schreiben, bin schon
versehrt, wenn ich das Datum hinsetze oder das Blatt in die Maschine ziehe.’”
Throughout the correspondence, the letters demonstrate the sheer difficulty
of interpersonal communication, yet they simultaneously reveal the renewed
efforts by both authors to keep up their precarious dialogue and to continue
writing. Bachmann expresses it thus in a letter sent to Celan in December 1958:
‘Wie das Bose aus der Welt zu schaffen ist, weifd ich nicht, und ob man es nur
erdulden soll, auch nicht. Aber Du bist da und hast Deine Wirkung und die
Gedichte wirken fiir sich und beschiitzen Dich mit — das ist die Antwort und
ein Gegengewicht in der Welt.”?®
It is this inherent tension at the centre of the expressive endeavour that

is made explicit in the title of Bachmann’s early love poem, ‘Dunkles zu
sagen’, which acknowledges the difficulty yet affirms the purpose of the lyric
project. The poem begins as its speaker addresses an intimate yet unidentified
counterpart and reflects on an obligation to speak of the dark aspects inherent
in the amorous encounter:

Wie Orpheus spiel ich

auf den Saiten des Lebens den Tod

und in die Schénheit der Erde

und deiner Augen, die den Himmel verwalten,
weif} ich nur Dunkles zu sagen. [W I, 32: 1~5]

The lyric speaker’s central identification with Orpheus, musician-poet of
antiquity renowned for his sublime lament for his dead lover, immediately
establishes the poetological concern in the text with the interrelation of love,
mortality and artistic creation.”’” The mythical setting calls forth a sequence
of motifs — the dark river, the shadow hair of the night, the black flakes of
darkness that fall as snow on the lover’s face — whose ambivalent character
suggests a sense of threat. Similarly ambiguous similes of the poppy, wine,
mussels, blood and moon in Celan’s text reflect the dark heritage of the erotic
encounter.”® Barbara Wiedemann has argued convincingly that these motifs
should be viewed as part of a wider symbolic constellation in the first cycle of
Mohn und Geddichtnis, according to which ‘das Sagen von Dunklem’ proves
the only possible way of speaking about the genocide of the Jewish people.”
Taking this speech-act as its title imperative, Bachmann’s love poem reworks
the unified first-person plural form of ‘Corona’ into an opposition of first- and
second-person singular. This dialogic mode signals the limited possibilities for
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human connection in view of the dark historical circumstances that define the
Jove relationship:

Und ich gehor dir nicht zu.
Beide klagen wir nun.

Aber wie Orpheus weif8 ich

auf der Seite des Todes das Leben,

und mir blaut

dein flir immer geschlossenes Aug. [W 1, 32: 19~24]

The sense of solidarity between self and Other lauded in the childish love poem
‘Der Gastfreund’ has given way to a solitary testimony that acknowledges the
impossibility of the lover’s re-awakening. Sigrid Weigel interprets the closing
vision of the forever closed blue eye — a possible allusion to ‘Dunkles Aug
im September’, another poem in Mohn und Geddchinis — as a metaphor for
the deathly transformation of vital experience in the work of art3® The lyric
identification with Orpheus thus aligns the speaker with an aesthetic tradition
in which beauty and death are linked. Indeed, in a letter to Celan written in June
1949, Bachmann comments explicitly on this aspect of her understanding of
‘Corona’: ‘Ich habe oft nachgedacht, “Corona” ist Dein schonstes Gedicht, es ist
die vollkommene Vorwegnahme eines Augenblicks, wo alles Marmor wird und
fir immer ist.”* In their afterword, the editors draw attention to the knowing
‘weif3 ich’ at the close of the poem in identifying Bachmann’s longstanding
distrust of aesthetic transcendence: ‘Diesem Trost des gelungenen Gedichts,
das auf der Trennung von Kunst und Leben beruht, hat Bachmann von Beginn
an mifitraut.®* Elsewhere, in a discussion of Bachmann’s early preoccupation
with “Todesarten’ themes, Holler further emphasizes the destructive character
and gendered portrayal of the creative act in Die gestundete Zeit: ‘Die lyrischen
Selbstentwiirfe [..] sind minnlich konturiert. Die weibliche Stimme oder
das Verlangen nach Liebe werden hochstens, wie im Titelgedicht, als etwas
Untergehendes und Verlorenes erinpert.® Referring to the title poem of the
collection, Holler draws a parallel between the symptomatic character of the
correspondence between Bachmann and Celan and the ‘case’ of feminine
authorship portrayed in the poem: ‘Bachmanns Gedicht stellt das Verstummen
der “Geliebten” als Stumm-gemacht-Werden dar und ist damit zugleich
Widerspruch und Anklage®* As Sigrid Weigel emphasizes, in Bachmann’s
writing from this point onwards, experimentation with lyric voicing and
composition techniques with affinities to musical forms sought to counter
the mortal pairing of beauty and death and gradually paved the way for
the polyphonic late prose? ‘Erklar mir, Liebe’ and ‘Lieder auf der Flucht),
two representative love poems of the mid-1950s, mark an early stage of this
project. ‘Erkldr mir, Liebe’ contains the earliest allusion to the Gaspara Stampa
sonnet that was to recur throughout Bachmann’s oeuvre. This sonnet forms a
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reflection on the start of a new love affair where the speaker compares herself
to a salamander living in ceaseless fire. Bachmann’s lyric engagement with the
Renaissance verse is to be seen in the context of her contemporary preoccupation
with metaphor. Throughout the writing of this period, the recurrent image of
the flame consistently denotes a state of passion that permits access to a realm
of sensory fulfilment beyond bleak external circumstance.

It is, above all, the experience of Otherness inherent to the passionate
encounter that is explored in the love lyrics of Anrufung des Grofien Biren
(1956). The play with dialogue and metaphor demonstrates a preoccupation
with the striking and foreign, specifically the South, and reflects the texts’
probable origin in stays in Italy during these years. ‘Erklir mir, Liebe’ [W I,
110}, the most famous love poem of the collection, is renowned for the shifting
lyric perspective that blurs the respective positions of its anonymous speaker
and lyric addressee® The poem’s contemplation of the strained relationship
between thought and feeling uses nuanced description of the natural world to
convey a realm of wordless contentment removed from the human sphere. In
the penultimate section, a series of rhetorical questions enables articulation of
frustrated awareness of the obstacle posed to loving interaction by thought.
Again, reference is made to the transience of time:

[..]

Erkldr mir, Liebe, was ich nicht erkliren kann:
sollt ich die kurze schauerliche Zeit

nur mit Gedanken Umgang haben und allein
nichts Liebes kennen und nichts Liebes tun?
Muf} einer denken? Wird er nicht vermif3t?

Du sagst: es zdhlt ein andrer Geist auf ihn...

Erklar mir nichts. Ich seh den Salamander

durch jedes Feuer gehen.

Kein Schauer jagt ihn, und es schmerzt ihn nichts. [W I, 110: 30-38]

As Mechthild Oberle has highlighted, the closing vision of the salamander
unharmed in the midst of the inferno is taken over from Stampa, who
reworked this Petrarchan symbol of unconsummated love into a radical lyric
contemplation of the sexual relationship.” Continuing the association of fire
imagery with physical passion in the Renaissance sonnet, Bachmann’s poem
similarly employs the motif to advocate an alternative to the rational processes
that it genders masculine: ‘Muf3 einer denken? Wird er nicht vermif}t?’ In ‘Erklir
mir, Liebe’, the final renunciation of the desire for explanation instead advocates
fearless self-exposure to passionate experience implicitly associated with the
female poet predecessor. As Oberle emphasizes, however, the salamander forms
a figure of contrast, as well as of identity, whose resilience is not shared by the
speaker of the poem2® It is the ambiguous character of the engagement with
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Stampa that I seek to trace in Bachmann’s oeuvre as, increasingly, the female
author became preoccupied with the ambivalent consequences of the aesthetic
celebration of high passion.

Comparable fire and heat metaphors depicting love as a condition of physical
extremity are to be found in ‘Lieder auf der Flucht’ [W I, 138-47], the closing
song-cycle of Anrufung des Groflen Bdren. Voiced by a solitary lyric subject,
the fifteen-part cycle weaves variations on recurrent motifs and images into its
dialogic contemplation of love as a counter to human isolation® Lines from I
Trionfi, the thirteenth-century love poem by Petrarch, provide a signature to
the text that proclaims the supremacy of love:

Durra legge d’Amor! Ma, ben che obliqua,
Servar convensi; perd ch’ella aggiunge
Di cielo in terra, universale, antiqua.

[‘Hard is the law of Love! But though unjust / One must obey it, for that law

prevails / Throughout the universe, and lasts for aye.”*°]

The cycle opens with the depiction of an unconventional southern landscape in
which a frozen palm tree is breaking under the weight of snow. The editors of
Herzzeit convincingly suggest that Bachmann employs the Petrarchan signature
to transpose ‘den Topos des Liebesstreits in die Literatur nach 1945. Die Szenen
ihrer Gedichte sind Schauplitze eines Kampfes, bei dem es um Leben und
Tod geht’*' Mention of historical aggression combines with description of
the oppressive cold to underline the speaker’s solitary place: ‘Kélte wie noch
nie ist eingedrungen. / Fliegende Kommandos kamen {iber das Meer. / Mit
allen Lichtern hat der Golf sich ergeben. / Die Stadt ist gefallen. // Ich bin
unschuldig und gefangen / im unterworfenen Neapel [..J' [W I, 139-40]. The
bleak surroundings dominate until the fifth movement of the cycle where the
promise of summer and new life, signalled through images of fruit, paves the
way for the first explicit mention of love. This comes in the sixth poem of the
cycle with reference to the exploding Vesuvius, a metaphor that heralds a form
of amorous experience different from that taught in books and set formulae:

[...]

eingeweiht in die Liebe

aber erst hier —

als die Lava herabfuhr

und ihr Hauch uns traf

am Fufl des Berges,

als zuletzt der erschopfte Krater
den Schliissel preisgab

fiir diese verschlossenen Kérper —
[...] W1, 141: 76~83]

As elsewhere in the author’s writing, the fire metaphors denote a condition
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of vitality that offers a way out of isolation through passionate encounter
with another. Heat and light images suggest an elemental state that channels,
conducts and fuses, drawing together separate entities in sensual union. As
the cycle progresses, however, this positive force dwindles and is renounced as
futile.* Ultimately, the transitory character of physical passion is acknowledged
and, in the final movements, the intimate dialogic address favoured in the
ecstatic central sections fades as the speaker comes to terms with her intractable
position. Only in the enduring lyric song is consolation found:

[..]

Die Liebe hat einen Triumph und der Tod hat einen,
die Zeit und die Zeit danach.

Wir haben keinen.,

Nur Sinken um uns von Gestirnen. Abglanz und Schweigen.
Doch das Lied tiberm Staub danach
wird uns Gbersteigen. [W 1, 147: 205~11]

Similarly to the Orpheus allusion in the final lines of ‘Dunkles zu sagen’
which acknowledge the lasting power of the lyric lament, as well as to the
Stampa reference in the closing vision of ‘Erklir mir, Liebe’, these final echoes
of Petrarch’s I Trionfi, as well as of the closing lines of number 19 in part I of
Rilke’s Sonette an Orpheus,® celebrate the posterity endowed by the work of
art, whilst simultaneously making clear the living cost of this prize. In their
recourse to the Jong Western literary love tradition, all three poems actualize
texts from the canon in acts of resistance to those deathly circumstances —
loosely associated with images of historical catastrophe — which threaten to
overcome the speakers with consuming silence. Of the three poems, it is most
explicitly ‘Lieder auf der Flucht’ that identifies the eternal memorial found in
the literary text. The closing metaphor of the song that rises above the dust
calls up an age-old understanding of the work of art as that which takes leave
of materiality and transcends mortal experience.

Despite the ongoing dialogue with past works of art throughout Bachmann’s
oeuvre, from the 1960s onwards the notion of aesthetic transcendence was
one that she increasingly came to question. In concluding his afterword to
Bachmann’s collected correspondence with Hans Werner Henze, Hans Holler
differentiates the contrasting attitudes of the two artists towards the concept of
the enduring aesthetic work:

Und immer wieder verstehen und mifverstehen sie einander mit ihren
so kontrdren Ideen vom ‘Werk’, das iiberdauert, vom ‘Blatt’, das uns ‘auf
den Wellen’ nachtreibt (‘Im Gewitter der Rosen’), vom ‘Lied tiberm Staub
danach’, das ‘uns tibersteigen’ wird (‘Lieder auf der Flucht’) — von ihm als
Bilder der Rettung durch das Werk gedeutet, von ihr als Untergang und
Verschwinden des lebendigen Autors.*4
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Increasing scepticism towards the fetishizing tendencies associated with the
lyric, as famously articulated in the late poem ‘Keine Delikatessen’ [W 1, 172-73],
contributed to Bachmann’s efforts to develop a mode that sought distance from
certain kinds of established symbol and metaphor and, instead, to re-engage
with the materiality of lived experience. The sense of having been made the
passive subject of the male-narrated work of fiction compounded this distrust
of misrepresentation in the inalterable work of art. A resulting obligation to
testify to vitally felt pain is seen especially in the poetic drafts of amorous crisis
that refer to Gaspara Stampa. These texts harness the urgency inherent to the
discourse of the suffering lover in a determined rebellion against crafted lyric
forms. The context of the failing sexual partnership provokes the gendered
portrayal of certain forms of behaviour and expression. Here, the destructivity
of impassioned physicality depicted in Bachmann’s earlier verse is further
radicalized and voiced from the female perspective. The new lyric concern with
the figure of Stampa manifests ambivalent identification with the lyric tradition
represented by the older poet. As in the early love lyrics, the dialogic appeal to
a literary predecessor demonstrates the open and abiding capacity of the work
of art to be voiced anew. In this later writing, however, further engagement
with the implications of cultural appropriation for the woman writer reflects
an increasingly critical stance. Consideration of Stampa’s polarized reception in
Western tradition, where she has been characterized, on the one hand, as a mere
conduit of unmitigated emotion and, on the other, as a figure of transcendent
aestheticism, opens a way into exploration of cultural tendencies to undermine
the political agency and potency of the female artist. The concern in more
recent feminist criticism to draw out reflective aspects of gendered critique in
the Renaissance poet’s work provides a framework for tracing similar features
in Bachmann’s writings.

Gaspa/fg Stampa

Hast du der Gaspara Stampa

denn geniigend gedacht, daf§ irgend ein Midchen,
dem der Geliebte entging, am gesteigerten Beispiel
dieser Liebenden fiihlt: daf ich wiirde wie sie?
Sollen nicht endlich uns diese &ltesten Schmerzen
fruchtbarer werden?*

These lines, taken from the first of Rainer Maria Rilke’s Duineser Elegien (1923),
form probably the most famous reference to Gaspara Stampa in European
literature. Stampa is singled out as a figure whose heightened refashioning of
feelings of primary hurt provides a model for the male poet’s own endeavours.
As the author of 311 Rime that rate amongst the most acclaimed love poems
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in Italian literature, Stampa has long been a figure of the Western artistic
imagination. It is above all the myth of the romantic heroine that has determined
her reception in European art and literature and has established a legacy of a
wronged woman forsaken by her distant and uncaring lover. Brought up in
Venice, where she was educated and musically trained, it was likely to have
been at one of the city’s salons that, around 1548, Stampa met Count Collaltino
di Collalto, with whom she had a pass1onate love affair for three years and to
whom she dedicated hundreds of lyrics.*® Predominantly employing the sonnet
form, the Rime describe feelings of ecstasy and carnal passion, as well as the
devastating consequences of betrayal.

The Stampa sonnet cited throughout Bachmann’s oeuvre proves a
representative example of her love poetry. Voiced by a female speaker, it
describes a passionate new love affair:

Amor m’ha fatto tal ch’io vivo in foco,
qual nova salamandra al mondo, e quale
Ialtro di lei non men stranio animale,
che vive e spira nel medesmo loco.

Le mie delizie son tutte e ’1 mio gioco
viver ardendo e non sentire il male,

e non curar ch’ei che m’induce a tale
abbia di me pietd molto né poco.

A pena era anche estinto il primo ardore,
che accese l'altro Amore, a quel ch’oi sento
fin qui per prova, piti vivo e maggiore.
Ed io d’arder amando non mi pento,

pur che chi m’ha di novo tolto il core
resti de Parder mio pago e contento.

[Love has made me live in ceaseless fire / Like a strange salamander come to
earth / Or like that bird of fable, no less strange, / That lives and breathes in
this same element. / All my delight it is, and all my joy, / To live, endlessly
burning, with no pain, / Not caring whether he who caused my grief / Takes
pity on me, either great or small. / Barely had I put out my heart’s first flame
/ Than Love kindled a second, which I feel / As sharper, livelier than the
first had been. / This ardency of love I don’t repent, / So long as he who lit
my heart anew / Remains at peace, contented in my love.#]

By employing the image of the salamander — traditional symbol of unfulfilled
love — in the context of the sexual relationship, the sonnet reveals its critical
revision of the penitential Petrarchan Rime sparse model and its exclusive
devotion to a remote beloved. The ambiguous reference to the rekindled flame
suggests both the physicality of the unrepentant speaker’s love, as well as the
fact that the lover is not her first sexual partner. It might also be interpreted
in formal terms as a self-conscious allusion — by the skilful female poet —
to the beginning of the tercet. Editions of Stampa’s verse have long favoured
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biographical interpretations of her poems, frequently arranging the texts into
a record of a love relationship that culminates with a repentant heroine.*® This
pattern has encouraged critical tendencies to extract moral lessons from the
poet’s real-life love affair, deflecting attention from the literary worth of her
oeuvre to promote an enduring fascination with her personal myth. Romantic
artists particularly féted the innocence, passion and early death of the broken-
hearted ‘poetess’.* Recently, feminist critics have come to question the primary
ideological, as opposed to literary, character of Stampa’s reception. Their
exploration of the literary strategies employed in Stampa’s texts provides a useful
way into consideration of the portrayal of romantic crisis in Bachmann’s mature
writing which similarly seeks to resist the fatal undermining of the female voice.

Particularly illuminating when considering the critical backlash against
Bachmann’s draft poems of crisis is Fiora Bassanese’s attack on the under-
standing of Stampa’s sonnets as the journal-style outpourings of a troubled
soul. Bassanese criticizes both the penitent, romantic myth of the Renaissance
poet and the further fiction of the ‘eternal appassionata’, proposed by
Benedetto Croce in 1018, for their bogus reading of the lyric project. These
interpretations are said to neglect the artistic accomplishment of the texts and
celebrate, instead, a supposed lack of agency on the part of the female poet.
Instead, Bassanese is concerned to establish Stampa’s radical response to the
predominantly masculine culture of her day. She focuses on the deliberately
gendered perspective in the poems and emphasizes the aesthetic and political
dimensions of the lyric project in its engagement with private experience°
Stampa’s literary challenge to the status quo similarly forms the focus of
Patricia Phillippy’s research. Phillippy traces how the writing turns away from
‘a Petrarchan penitential narrative and its notion of ethical recantation, toward
a version of a palinode that focuses on the genre’s essential link with gender and
the representation of the female.” In the community of female voices in Ovid’s
Heroides, Phillippy suggests that a classmal model is found for ‘the replacement
of a linear narrative of conversion with the gender-oriented, feminine narrative
of replicated experience.® Phillippy convincingly demonstrates how, by
identifying with female figures who similarly bear witness to mistreatment and
abandonment by their lovers, Stampa finds a means of accusing and critiquing
the male-dominated social order’® This chapter shows how the voicing of
intimate injury in Bachmann’s late lyric writing is similarly to be read in
political terms. In the fragmentary poetic drafts of the 1960s, radical formal
protest is seen against aestheticizing modes and their bogus romanticization of
the mortally injured female subject. The resonant appeal to the poet-sister figure
is understood to attempt an alternative dialogue that endows the experience of
intimate suffering with wider significance, enabling implicit critique of the
state of non-communication within the aggressive sexual relationship.
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During a 1971 discussion of love literature and writing about love, Bachmann
explicitly mentions Stampa when questioned about the compatibility of ecstatic
love and the place of woman in modern society. Highlighting the fervour and
implicit destructiveness found in the Renaissance verse, the remarks refer to the
author’s integration of the phrase ‘vivere ardendo e non sentire il male’ (‘to live
passionately and not to feel the pain’) in Malina. Ecstatic love — a phenomenon
said to define the novel’s female writer protagonist — is said to be inconceivable
within the contemporary social order:

[..] Liebe ist ein Kunstwerk, und ich glaube nicht, dal es sehr viele
Menschen konnen. Ob es mir gelungen ist, das Genie der Liebe zu
zeigen, weifl ich nicht. Ich weifl nur, dafl die wenigen grofien Beispiele so
aufBerordentlich sind, dafl man sagen muf3, es gibt zweifellos Menschen,
die dort, wo die anderen ein kleines gelegentliches Talent haben, etwas
geschenkt bekommen haben; das erwirbt man sich nicht, deswegen ist
es etwas Verbrennendes. Es gibt nur sehr wenig Beispiele dieser Art, zu
denen ich die Briefe der portugiesischen Nonne zihle und die Gedichte
der Gaspara Stampa, die an einen Graf Sowieso gerichtet sind, der sie
offenbar sehr rasch verlassen hat. Thr ist, glaub’ ich, rasch — wie das im 16.
Jahrhundert héufig war — eine Lungenschwindsucht zu Hilfe gekommen,
sich aus dieser fiir sie nicht mehr ertriglichen Welt davonzumachen.
Diese Gedichte sind einfach unglaublich schén, ich habe in meinem Buch
daraus einen Satz zitiert: ‘Vivere ardendo e non sentire il male’ — dieses
Glithendleben und das Bése nicht fiithlen’*

The remarks suggest the relation of the Stampa phrase not only to states of
passionate physicality, as conveyed by the fire and nature metaphors common
to Bachmann’s early lyrics, but more significantly, to a ‘burning’ aesthetic
mode. Although the biographical context of the short-lived love affair is
acknowledged, the author’s remarks are most concerned with the high literary
achievement of Stampa’s poetry. In the context of Bachmann’s mature work,
the Italian refrain is thus increasingly associated with an aesthetic that engages
with a self-destructive condition aligned with female love experience.

It is from the author’s comparison of Stampa’s poems with love letters long-
attributed to a seventeenth-century Portuguese nun called Mariana Alcoforado
that clarification of the particular achievement of this writing may be derived.’s
Alluding to this interview, Barbara Agnese highlights the reference point of
Rilke’s Die Aufzeichnungen des Malte Laurids Brigge where she suggests both
Stampa and Alcoforado are associated with an ecstatic, gendered aesthetic.5® In
Rilke’s novel, the love poems and letters are said to enable an artistic channelling
of heightened feeling that relates to the female experience of abandonment.’”
For Rilke, the empowering quality of the female lover’s lament is attributed to
its capacity to voice critique: ‘[...] die gewaltigen Liebenden [...] die, wihrend sie
ihn riefen, den Mann iiberstanden; die {iber ihn hinauswuchsen, wenn er nicht

‘LIEBE IST EIN KUNSTWERK’ 149

wiederkam, wie Gaspara Stampa oder wie die Portugiesin, die nicht abliefien,
bis ihre Qual umschlug in eine herbe, eisige Herrlichkeit, die nicht mehr zu
halten war.®® The state of icy cold described in these lines contrasts with the
sustained fire imagery in Bachmann’s engagement with Stampa’s writing.
Rilke identifies the achievement of this writing in its potential for aesthetic
transcendence: the women become the source of a lament that goes far beyond
the beloved object of affection.’® Rilke’s 1907 essay ‘Die fiinf Briefe der Nonne
Marianna Alcoforado’ uses comparable terms to underline the transformative
character of the lover’s solitary plaint:

Alleingelassen, nahm ihre Natur es auf'sich, alle die Anspriiche nachzuholen
und zu erfiillen, die der Geliebte, in seiner Oberflichkeit und Eile,
vergessen hatte. Und fast méchte man sagen, daff Einsamkeit nétig war, um
aus dieser hastig und nachlédssig begonnenen Liebe etwas so Vollkommenes
zu machen.®°

The appraisal of this powerful literary drive to move beyond subjective
experience through construction of an open mode of address recalls those
remarks made by Bachmann in Die Wahrheit ist dem Menschen zumutbar,
where impossible ideals such as love and freedom are said to provide impetus
for the boundary-pushing literary project [KS, 247].%" However, whilst Rilke
emphasizes the fulfilled and transcendent quality of the resultant prose, it is
the affective connection with the surrounding world that is said to determine
the writer’s task in the post-1945 context. In her speech, Bachmann seizes on
the appeal, made during the contemplation of Stampa in the first Duino elegy,
that the oldest kinds of pain should yield artistic fruit. The modernist plea for
artistic transcendence is reworked into an assertion of the need to lay bare the
destructive effects of suffering:

So kann es auch nicht die Aufgabe des Schriftstellers sein, den Schmerz zu
leugnen, seine Spuren zu verwischen, iiber ihn hinwegzutduschen. Er mufl
ihn, im Gegenteil, wahrhaben ug@‘noch einmal, damit wir sehen kdnnen,
wahrmachen. Denn wir wollen ‘alle sehend werden. Und jener geheime
Schmerz macht uns erst fiir die Erfahrung empfindlich und insbesondere
fir die der Wahrheit. Wir sagen sehr einfach und richtig, wenn wir in
diesen Zustand kommen, den hellen, wehen, in dem der Schmerz fruchtbar
wird: Mir sind die Augen aufgegangen. [KS, 246]

The insistence on the relation between the subjective perception of hurt and
acts of recognition reveals a conception of literature as an engaged medium
concerned to enable a process of reflection. In the author’s draft poems of
crisis from the early 1960s, the first attempts were made to devise a formal
solution for this project. These texts manifest concern with the burning quality
of Stampa’s verse as a vital mode of voiced protest at the state of affliction in
which the amorous subject finds herself. Increasingly in Bachmann’s writing,
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the motif of burning assumes a crucial historical aspect and, by Malina, fire
and flame images are associated with an engaged aesthetics that seeks to depict
subjective crisis in the context of recent atrocity.? The novel famously takes up
the Flaubertian refrain — ‘Avec ma main br(lée, j’écris sur la nature du few’
[TK 3.1, 390] — which, as Joachim Eberhardt has highlighted, is adapted from
an 1852 letter to Louise Colet where the French author describes his sense of the
imperative to establish distance from experience in order to write about it.** As
Eberhardt suggests, for the woman writer in the post-1945 context, it is not an
attitude of detachment but rather the consuming and destructive experience of
burning that is chosen as a fitting metaphor for authorial activity.’* The ongoing
interest in Stampa’s verse will thus be understood to relate to Bachmann’s wider
project to find symptomatic literary form for urgent subjective crisis. In the
ambivalent lyric identification with the female predecessor in the draft poems
of the 1960s, the first explicit attempts to gender this project will be traced.

The Poetic Drafts of the 1960s

The breakdown of a love relationship, being what provoked the author’s
real-life crisis during the early 1960s, is of central concern in many of
Bachmann’s contemporary poetic drafts. Consistently, the distressed female
speaker contrasts her own condition with that of her cold and indifferent male
lover who forms an absent counterpart throughout the texts. Similarly to the
early love lyrics, a means of self-definition is sought through exploration of this
relationship. The crisis provoked by intimate betrayal, however, lends a new
urgency to the writing and the verse portrays the speaker attempting to voice

present pain at ongoing feelings of loss and betrayal. Veering between moments -

of quiet desolation and those of anguished plaint, the texts search for a means
through which to articulate and, so, reflect on the experience of suffering. The
work of Gaspara Stampa, a female poet also famously abandoned by her lover,
forms an explicit reference point for the expressive endeavour in three of the
drafts, ‘Wie lange noch’ [IW, 124], ‘Das Strafgesetzbuch’ [IW, 120] and ‘Alla
piu umile, alle piu umana, alla piu sofferente’ [IW, 116-17], where the sonnet-
line ‘vivere ardendo e non sentire il male’ is used as an opening signature.
Manuscript evidence and similarities of theme and motif suggest the relevance
of a further text, ‘Un altra notte ancora senza vederlo’ [IW, 123), for a discussion
of these writings of romantic crisis.% Close readings of the poems explore how
the act of writing and its appeal to the literary sister figure attempt to counter
the passive state of abandonment through a new and accusatory form of female
authorship. A tension is seen between the ambivalent Italian signature motif
that advocates the passionate transcendence of lived pain and the more realistic
sense of helpless suffering articulated throughout the texts.
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The breakdown of an abusive love relationship forms the subject of the
typewritten draft that begins ‘Wie lange noch’ [IW, 124]. The three-part poem
is voiced by a solitary first-person speaker who addresses her former lover and
considers their failed partnership:

Vivere ardendo e non sentire il male
Gaspara Stampa

Wie lange noch. Nicht mehr lange.
Warum so lange schon. Ich weif3 es nicht.
Wird das nie enden. Nicht fragen.

Es wird nie enden. Wozu fragen.

Ich spreche immer mit dir,

aber nicht mehr freundlich,

ich habe zuviele Fragen.

Auch iber deinen Verbleib.

Aber wo warst du in den gemeinsamen Jahren.
Mit wem hast du gesprochen,

wen gewlirgt, wen beansprucht,

wen angeschrien.

Ich habe mich ganz zur Verfligung gestellt.
mich oft gefiirchtet, aber meine Furcht mit
der Liebe ausgetrieben, ich habe mich

nicht einmal vor Deinen Handen gefiirchtet
nur manchmal, und zu spét. [IW, 124]

The speaker’s opening words announce a contemplation of ongoing suffering,
immediately indicating the poem’s situation in the present moment. Gone is
the celebration of the transcendent artistic monument lauded in the love lyrics
of the 1950s. Instead, the human need to come to terms with an experience
of estrangement provides the motivation for the lyric reflection. In the first
part of the text, projected questions relatlng to the collapse of the partnership
are formulated yet never posed for réal. Instead, clipped assertions give blank
articulation to sentiments whose validity is denied as soon as utterance is
found. The draft thus quickly draws attention to the closed dialogue reflecting
the isolating relationship where communication is impossible.

The ambiguous use of the Italian epigraph for this lyric recollection of an
unhappy love affair creates a certain tension as the speaker reveals her distance
from the Renaissance poet’s celebration of the beloved. Although no further
allusion is made to the Italian poet or her work, the speaker casts herself in
the place of her literary predecessor from the beginning of the draft’s second
section. With bitter irony, she describes her ongoing dialogue with her lover.
Here, present-tense description of the fraught interaction quickly shifts into
questioning recollection of their roles within the relationship. In the suggestion,
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‘Ich spreche immer mit dir, / aber nicht mehr freundlich’, a shift away from
Stampa’s celebration of the lover who abandoned her can further be identified.
Introduction of the intimate addressee only compounds the sense of non-
communication. In lines 9-12, the absence of question marks again conveys
the awareness that answers will not be forthcoming, as aspects of the lover’s
mistreatment are described. Referring to herself with the repeated impersonal
pronoun ‘wer’, the speaker suggests an ambivalent state of alienation from the
lover to whom she was an arbitrary counterpart, as well as from her former self
who proved complicit in the abuse. In the poem’s final section, the repeated first
person lends active force to this acknowledgement of guilt. Indeed, by declaring
the mistaken character of the speaker’s unreflective love and its ensuing state
of physical vulnerability, the poem ends in a moment of apparent regret at the
consequences of the passionate abandon lauded in the Italian verse.

The Stampa motif similarly provides an ambiguous signature for the
handwritten draft entitled ‘Das Strafgesetzbuch’ [IW, 120] where, once again,
no further reference to the Italian poet or to her writing appears in the body
of the text. The text gives a stammered account of feelings of mortality and
victimhood which relate to a sense of powerlessness following the collapse
of a relationship. As suggested by the ironic title, the injustice that no official
means is found for acknowledging and punishing the speaker’s mistreatment
motivates the expressive attempt and indicates a lyric concern with the social
ramifications, or lack thereof, of intimate abuse. The poem begins with a
moment of identification with insects pinned on display. This identification
with objectified creatures is found elsewhere in the contemporary lyric writing,
particularly in relation to laboratory animals.5® This metaphorical reference
to murder denotes the deathly transformation of reality into matter for
observation:

Das Strafgesetzbuch
Gaspara Stampa
Vivere ardendo e non sentire il male

Der Kifer, aufgespief3t, der Schmetterling
ins Album geprefit, das Blatt zwischen
Buchseiten gelegt —

ermordet die Wirklichkeit, auf feinste Weise,
nur Menschen gestattet, auch das ist

erlaubt, ein Gift zu geben, ich

ich lese im Strafgesetzbuch und

finde keinen Paragraphen, der es

verbietet.

Verloren, verramscht, eine Liebe
ins Versatzamt getragen, nicht mehr
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ausgelost, Opfer abgeschoben, Kiisse ausgespuckt
Kranke auf die Strafe geworfen, ange-
schrien, mangelndes Verstindnis meinerseits,
vorausgesetzt und bedauert.

Im Himmel, wenn es ihn gibt, im

Himmel, was wird da sein.

Und wenn nun gar ein Leidender,

der Gott fern ist, anfangt zu beten,

Kalte, Geldchter,

Votum: ich sehe es kommen, es triumphiert
die nackte Gewalt und

Daf} keine meiner Schmerzen ihn bewegt,

kein Schweif8 ihn feuchtet, nicht der Todeschweif3
nicht gelbes Fieber, nicht der Scharlachbrand

ihn brennt, ihn brennen macht,

und keine Litanei, und Rufe, Briefe,

Schreie wie nie

gewesen sind, was soll noch mehr sein,

Mehr kann nicht mehr sein.

Daf keiner dieser Tode, und kein zer-
fetztes Fleisch, zufassen noch ein
Hirn, das nicht begreifen kann, daf§
nicht und niemals, nie es ihn bewegt,
wie kann das sein,

Es kann nun nichts mehr sein.

Ist so ein Mensch, gefallen in die

Nacht, noch einmal aufgestanden,

Sagt es an. Ist so erniedrigt, so gesteinigt
schon einer worden, ja, warum hat

man ihn nicht getdtet, warum nicht,
Warum ihn nicht getétet, weils anders

besser geht, ‘
weil die Verleumdung [IW, 120-21]

Acts of betrayal — evoked in material terms of being rejected, abused and sold
— have provoked the crisis here. In stark contrast to the romantic landscapes
and mythical scenes which characterize Bachmann’s early love poetry, new
concern with the depiction of painful physicality marks this text of romantic
abandonment. The succession of precise images in section I quickly gives way, as
the disturbed speaker refers to her own attempt to make sense of the experience
of injustice. The stammered first-person pronoun and halting rhythms suggest
her growing confusion. As her agitation builds, the repeated ‘ver’-prefix and
harshly alliterative ‘k’, ‘g’ and ‘t’ sounds make the distress felt aurally and so
seeks symptomatic form for a disorienting experience that is never named
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directly. Without clarifying the agent of abuse, the inhumanity of a world in
which love counts as a commodity to be pawned, kisses are spat out, and the
sick are thrown onto the street is pronounced in categorical past participles.
The state of isolation evoked leaves the speaker searching for external reference
points through which to make sense of and so resist her sense of abandonment.
The consolation offered by religion, age-old source of solace, is questioned
in this world defined by brute violence. The speaker’s attempt to understand
provokes ambiguous recourse to the masculine third person which, by the final
section of the poem, carries religious overtones in positing identification with an
abused Christ-like figure. This self-alignment with the male Christ, archetypal
religious figurehead, is not elucidated: confused questions, which suggest that
death is preferable to a fate defined by slander and violence, tail off in the final
lines of the open-ended draft. The sense of having been murdered that results
from the experience of rejection and humiliation is thus directly related to the
inability to express, something reflected in the female speaker’s struggle to find
a fitting cultural reference point for articulation of her own crisis.

In the context of the engagement with amorous betrayal, however, the
implicit comparison with the ultimate betrayal of selfless love in the Western
tradition is illuminated by consideration of Bachmann’s contemporary prose
draft, ‘Die gestohlenen Jahre’. Here, echoes of the biographical circumstances
surrounding the publication of Mein Name sei Gantenbein can be discerned.
The actress narrator, Fanny, also describes herself in Christ-like terms as a
lamb and uses iconographic images relating to the crucifixion to evoke her
murderous sacrifice by a former lover. The draft contains the seeds of the
Fanny Goldmann plot, a central “Todesarten’ text about a famous actress that
Bachmann was working on in the late 1960s, which is centrally concerned to
critique the commodification of private experience on the literary market. In
her study of the engagement with Max Frisch and his oeuvre in Bachmann’s late
writing, Monika Albrecht highlights the ongoing association of Woman with
an eternal capacity for self-reinvention that is termed ‘das Schauspielerische’
in the Swiss author’s work. Albrecht stresses the differentiated position taken
in the “Todesarten’ prose and traces its nuanced critique of the clichéd gender
stance in Frisch’s oeuvre.” ‘Die gestohlenen Jahre’ forms an early response
by the female author to the experience of intimate betrayal, where its actress-
narrator uses internal monologue to reflect on her lover’s transformation of
personal details into an inalterable work of fiction:

Sie kdute jedes einzelne Wort, manche Sitze dann schnell, um sich nicht
daran zu verschlucken, dann wieder Wort fiir Wort, Er schrieb, und sie las,
und so wiirde es nun immer bleiben, sie war {iber vierzig, und sie las nur
noch in einem Buch. Das Buch handelte von ihr, so sagte sie sich, er hatte sie
zwei Jahre gekannt und dann nicht mehr, und es handelte aber von ihr. [..]
es waren lauter Dinge, die sie ihm erzdhlt hatte, wann erzihlt, nachts, wenn
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sie neben ihm lag, am Nachmittag, wenn sie durch einen Wald gingen,
wie sie radfuhren, wenn sie Kaffee tranken, was war ihr blof} eingefallen,
sie hatte ihm in zwei Jahren das wirklich alles erzihlt. Oh ja, das hatte sie
getan. Sie sagte sich: schuldig [...] Er war zehn Jahre jiinger als sie gewesen
und war es eigentlich noch immer, dort driiben, einige Bezirke weiter,
war er noch immer zehn Jahre jiinger, ihr Schlichter, den sie Schwein
nannte, obwohl sie das Tier war, das er geschlachtet hatte, ein Lamm,
Lamm Gottes [...] Er hatte aber einen vollen Namen, der Bibelschreiber,
der Passionsschilderer, hiefl Anton Marek und hatte jetzt Erfolg mit der
Schlachtung, mit dem Olberg und dem Essigschwamm, den sie sich auf die
Stirn gepref3t hatte. [TK 1, 117-19]

The narrator’s sense of her intractable position here stems from recognition of
her lover’s abuse of the most private aspects of the relationship and her own
complicity in having surrendered entirely within that intimate sphere. Feelings
of exploitation and helplessness engender despair at the prospect of never being
able to write again. The narrator’s reference to her age relates to the alienating
experience of being rendered passive witness to a male-narrated account of
her life. The implied feelings of mortality are thus paralleled with a condition
of silence and inability to write. Elsewhere in the prose draft, the narrator
expresses outrage at this bogus rendering of her person in the fixed narrative
of the published work of fiction. With echoes of those culinary metaphors
central to ‘Keine Delikatessen’ [W I, 172-73], images of consumption, physical
violence and butchery suggest the aesthetic culling of personal experience. This
contemplation of authorship becomes explicitly gendered as the female narrator
describes witnessing her life appropriated in the work of fiction. In the ironic
suggestion that the speaker has been made fodder for the exemplary tale by the
successful male scribe, the masculine character of the literary act is identified as
that which takes leave of lived experience, aligned with Woman, and overcomes
it in creation of the transcendent arid inalterable text. The text thus posits a
connection between literature that transcends lived experience and the sale,
in the literary market, of a product thade at someone else’s cost. The relatively
conventional narrative account does little more, however, than describe the
abuse suffered and, in this way, contrasts considerably with the verse in which
experimentation with symptomatic expressive forms suggests the felt rupture
of present-tense crisis. The urgent act of lyric composition resists that impulse
to detachment which, by reducing a lived experience of human suffering into a
packaged work of fiction, serves to normalize and render harmless its crisis.

It is the contemplation of the romantic relationship that lends a binary aspect
to ‘Das Strafgesetzbuch’, whose female speaker defines herselfin stark opposition
to a male counterpart figure with whom she has been conducting a troubled
love affair. Unlike ‘Die gestohlenen Jahre’, the poem’s account of the partners’
respective roles within the relationship does not attempt psychological character
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portraits in any realistic sense. Instead, the partners are cast at symbolic poles
of the cultural spectrum, according to which Woman is aligned with body
and Man with mind. The female speaker contrasts her painful physicality,
consistently aligned with an experience of dying, with her male counterpart’s
rational indifference. The partners’ anonymity manifests the aesthetic effort
to move beyond exclusively personal articulation of romantic crisis as each
is presented as an extreme representative of their sex. In the description of
physical collapse that merges references to pain, sweat, tropical fevers, voiced
cries, as well as to death, a lyric effort is evident to find metaphorical form
through which to manifest and so protest at the disempowering experience
of suffering. The female poet uses the fact of her sex to present, in radicalized
form, cultural treatment of Woman as embodiment of objectified nature. By
defining her own building distress through contemplation of her male lover’s
cold imperturbability, the speaker suggests how the latter contributes to her
disturbance. The graphic state of emergency in which the female body is
portrayed manifests a defiance of social norms and aesthetic conventions, a
rebellion that is further effected in formal terms in the extreme turning away
from wrought modes and conventional schemes of rhyme and metre.

The radical free verse and open-ended character of the draft reflect a
determination to develop an improvised poetic in which suffering is not
overcome but, rather, laid bare in the disrupted movement of the writing.
Repetition, a defining trait of the lyric mode, is employed heavily with the often
erratic reiterations of sounds ['sch’; ‘ei’] and words [‘nicht’; “Tod’ ‘brennen’;
‘mehr’ ‘nie’] lending the text a symptomatic quality. There is a palpable tension
between the apparently compulsive establishment of rhythmical patterns and
their determined undermining, as the paradoxical effort to stretch the lyric
form inevitably collapses into destruction. The paradox that the excessive
physical distress felt by the speaker is defined solely through negation
suggests the extreme helplessness and alienation occasioned by intense pain.®®
Recalling ‘Enigma’, the two stand-alone lines [‘Mehr kann nicht mehr sein’ /
‘Es kann nun nichts mehr sein.’] use end-stops and negated comparatives to
express the sense of desolation, yet their bid to articulate impossible extremity
leaves recourse to silence the sole option for the speaker. By structuring its
contemplation of the love relationship around the symbolic gender binary that
works to objectify the female body and, thereby, fatally silence the female voice,
the draft depicts how absolutist oppositions isolate and ultimately disempower
the crisis-stricken subject. As I suggested in Chapter 1, the lyric alignment
of Woman with a condition of bodily distress reflects a discrepancy between
the extreme images of physical anguish and their solely metaphorical use for
depiction of the emotional injury suffered in the failing love relationship.
Furthermore, the relentless lyric drive to radicalize the speaker’s crisis leads
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inevitably from declaration of corporeal suffering to reiteration of feelings of
impending mortality. Ultimately, the draft breaks off as the isolated female
subject, left fatally bereft of addressee, falls from a condition of distressed
physicality into helpless silence. Although the ambiguous signature phrase
evokes a tradition of lyric protest in which to situate the revolt against intimate
abuse, the contradiction between the aspiration articulated in the Italian
verse that pain should not be felt and the modern account of human suffering
reveals the distance of the aesthetic ideal from the crisis experienced. This
dislocation is signalled in the formal recourse to employment of a signature
motif otherwise absent from Bachmann’s contemporary drafts of crisis. On the
one hand, the aesthetic motto promises ultimate vindication for the speaker
who seeks external orientation to come to terms with her distress. On the other,
the raw character of the lyric writing simultaneously issues an implicit formal
challenge to the older poet that manifests the radical discrepancy between the
motto and the reality of the pain felt.

Although no reference to Stampa is made in the fragmentary ‘Un altra notte
ancora senza vederlo’ [IW, 123], strikingly similar terms are employed to express
the crisis of the female subject and, again, the gender binary appears central
to the depiction of distress. As Camilla Miglio has highlighted, the title words
are taken from lines sung by Leonora, the female protagonist in Verdi’s opera
Il Trovatore (1853), a work in which fire metaphors are used to denote her love
for the male title figure.® Even more explicitly than in ‘Das Strafgesetzbuch’,
the lyric speaker defines herself in relation to her anonymous male counterpart
who is referred to only using the third-person pronoun. The first-person lament
identifies the correlation between his supreme indifference and her heightened
pain, stammered repetitions and reiterations evoking the insistent efforts to
elicit sympathy:

Un altra notte ancora sen'za vederlo

Daf} keine meiner Schmerzen

ihn beweget ‘

(der Himmel, nein vom

Himmel red ich nie,

also von ihm, da doch vom Himmel
nicht)

daff nichts und nichts und

alles ihn nie bewegt,

kein Sammelsurium von Schmerzen, Ersticken, Angst
ich hab ihn nie geriihrt, herbeigerufen
nie,

ich war schon weif3, schon kalt,

ihn hat es nie gerihrt,

ich war so weif3 nicht, nie so kalt,
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ich war immer bewegt,

immer so bewegt,

als kénnt es ihn bewegen.

Und es gelang mir nie.

Jahre von Haut, mir abgezogen

und ich gesotten, [ge]braten und verbrannt
gefoltert, gemordet, [er]drosselt

und erwiirgt, es hat ihn nie bewegt, [IW, 123]

In the opening refusal to talk of heaven, the speaker underlines her concern
to engage with the immediate experience of human crisis. To this end, graphic
images of corporeal violence accumulate to evoke the intensity of suffering
caused by the indifferent male subject, who is accused of having treated the
speaker not as a person but an expendable commodity. As seen in lines 12-17, the
faltering voice seeks to affirm its accusations through jumbled superlatives and
negations which convey simultaneous excess and emptiness. Articulated from
the female perspective, the speaker’s deliberate self-alignment with a condition
of mortal physicality demonstrates the effort to express the consequences of
abandonment. By enacting the experience of suffering in the disrupted body
of the language, the lyric draft rebels against strict formal organization as
somehow complicit with a tradition which promotes leaving behind lived
experience in the quest for the transcendent form. This effort to speak from
the place of abandonment thus revolts against the male-created culture that
renders the female subject its object and so robs it of its life. The claim — ‘ich
war so weif} nicht, nie so kalt, / ich war immer bewegt’ — could be read as
referring back to Rilke’s advocation of ‘eisige Hertlichkeit’, a transcendent
ideal vehemently rejected in these lines. Ultimately, however, the effort to
find form for the crisis fails as images of distress accrue helplessly, tailing
off in resigned acknowledgement of the futile attempt to capture the scale of
the crisis. In the potentially self-critical reference to ‘Sammelsurium’ lies an
implicit recognition of the misguided attempt to provoke compassion through
relentless display of affliction. Cut off from her indifferent male counterpart,
the speaker acknowledges the fatal character of this impasse that renders
continued articulation impossible. By structuring the lyric draft around the
symbolic gender binary that works to align the feminine with the physical and
the mortal, Bachmann depicts how absolutist oppositions isolate and ultimately
silence the female voice.

In the third of the three draft poems which take the Stampa line as their
signature motif, the alienation within the failing love relationship gives way to
a reflection about the sister artist. The typewritten poem bears the title ‘Alla
piu umile, alle piu umana, alla piu sofferente’ [IW, 116-17] and is voiced by
an isolated first-person speaker who, in muted tones, describes an undefined
experience of injustice. It is likely that the ‘alle’ in the poem’s title should read
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‘alla’ i.e. ‘Alla piu umile, alla piu umana, alla piu sofferente’ (“To the most humble,
caring and long-suffering woman’). This conveys the communicative impulse
in the draft poem, as well as its reflection on the implied relationship with the
exemplary writings of the female predecessor. The editors of the volume present
the poem as an amalgam of two manuscripts. Consideration of typographical
evidence, however, suggests that the title should only be applied to the first 17
lines, which are arranged in a loose but self-contained lyric structure on a single
page [N173]7° These lines treat the relationship with a dead sister figure, who is
presented as a conflation of both the speaket’s nurse and Gaspara Stampa:

Alla piu umile, alle piu umana, alla piu sofferente

Vivere ardendo e non sentire il male
Gaspara Stampa

Meine Schwester soll mir weiterhelfen.
meine Schwester ist nicht weit von hier,
Nur viel Zeiten ferner und so nah bei mir.
Nur viel langer tot ist als ich.

Zu ihr sprech ich seit fast tausend Tagen,
und sie sagt mir, dafl ein Ende wird
laB mich schlafen, nie erwachen.

Und sie lebt fiir mich, sie weif3 zu leben,
leidets fiir mich, wird verhhnt, geschmiht,
verstoflen und verdammit, sie leidet es.

Ich vertrete nur den Schlaf, den langen.

Die Gnade Morphium, aber nicht die Gnade eines Briefs
die Gnade schmerzt [- -], aber nicht die Hand,

die Gnade Delirium, aber nicht die Riickkehr

um das Bése gutzumachen; bedarf es blof$ eines Worts,
um das Bdse nicht mehr zu fithlen, bedarf es des Tods.

Meine Schwester hat mich auch verlassen. [IW, 116]

The end-stopped lines with their rhymes and internal echoes [‘weit’ — ‘Zeit’ —
‘leidets’; ‘hier’ — ‘mir’ — ‘ihr’] create a calm tone that conveys the consolation
provided by the sister who, by assuming the speaker’s pain, is presented as an
aesthetic incarnation of the Christ-like figure of other contemporary drafts.
Bachmann reworks the symbolic masculine victim-saviour into a sister-poet
who does not stand for ultimate religious transcendence but permits immediate
human identification. In what appears a lonely hospital setting, the poetic draft
thus begins with a spatial and temporal situating of this eternal nurse-sister
who, belonging to both past and present, forms an imaginative reference point
according to which the speaker begins to place her own distress.

This treatment of the nurse figure is found in several of the author’s
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contemporary poetic drafts and is particularly obvious in the handwritten
‘Gloriastrasse’ poem dedicated to Schwester Ammeli [IW, 58-59]. This realistic
description of personal illness similarly falls back on a sisterly relationship after
repeated failed attempts to position the isolated self”* The first three sections
open with increasingly abstract designations of the individual place in a hospital
ward: ‘In einem Bett, / in dem viele gestorben sind [...] Im Morphiumrausch /
unter Schmerzen [...] Im Leeren, wenn das / Telefon nie geht [...]. A strange
emptiness marks the clauses which have been stripped of both subject and main
verb in expressing the experience of lack. In the fourth and final section, it is the
single word that becomes the active subject of an experience of encounter that
brings relief. The figure of the nurse — whose solidarity is captured in a series
of tender physical gestures — appears the embodiment of a more humane mode
of existence. The fragmentary poem ends hopefully as this contact between the
self and the Other enables a tentative dialogue and means of self-commentary.
With comparable recognition of the consoling potential of the sisterly word,
‘Alla piu umile, alle piu umana, alla piu sofferente’ conveys the felt character of
the poetic encounter through its opening portrayal of the sister’s quasi-physical
presence. Manifest in those mutual acts of approach signalled in the first two
sections of the poem, a form of exchange is suggested that might be understood
in poetological terms as a comment on the immediate experience of reading
lyric poetry. Like other of Bachmann’s female protagonists, the speaker’s
illness is implied to stem from an inability to cope with experience. Whilst the
speaker voices repeated desire for silence and oblivion, ‘laf mich schlafen, nie
erwachen’, it is the work of her predecessor that is said to live on and accuse
the real origin of the suffering. By articulating the injury done to a woman by
a man, the text as mediation permits identification and indicates a gendered
pattern that crosses centuries. A progressive distancing from the sister figure
is seen in the course of the poem, as the speaker slips entirely from the realm
of human interaction. Dulling morphine gives way to delirium and, ultimately,
the speaker’s desertion by the sister which marks her solitary death and its final
elimination of sensation.

In their different ways, the lyric drafts of romantic crisis voice protest by
a female speaker at an experience of deathly abuse inflicted by an intimate
counterpart. Gone is the celebration of the eternal love-song found throughout
the author’s earlier love lyrics. The poet breaks radically from the natural
images which dominate in her early love lyrics. No longer, as in the texts of
the 1950s, do dark historical circumstances constitute the principal source of
threat for the lyric self”* Rather, the present context of interpersonal conflict
and intimate betrayal alienates the female subject whose urgent articulation
of suffering motivates her expressive attempt. The engagement with Gaspara
Stampa sets the articulation of personal suffering into implicit relation with the

‘LIEBE 18T EIN KUNSTWERK’ 161

poetic tradition, which is seen in the sustained yet ambiguous employment of
the Renaissance quotation as an opening signature. The renowned writings of
the female predecessor provide a model for the author concerned to work the
experience of personal suffering into gendered accusation of abuse. Yet, the
idealist motto advocating passionate surrender is questioned in the modern
German poems where it becomes associated with an aesthetic tradition that
promotes leaving behind lived experience in the quest for transcendent form.
Instead, Bachmann’s experimental attempt to endow the experience of distress
with symptomatic linguistic form harnesses the present drama of the female
Jover’s crisis in radical condemnation of her abuser. The impassioned physicality
portrayed in Bachmann’s earlier verse assumes radical, destructive character
now voiced from the female perspective. By inscribing the damage done onto
the disrupted body of the verse, the drafts engage with the lived moment and, in
so doing, generate an aesthetic concerned not with the transcendent or eternal
but with drawing attention to the present crisis of female suffering. By including
references to extreme corporeal conditions, to blood and to bodily fluids, the
drafts give representation to what it means to be objectified. Nonetheless, in
trying to expose the symbolic gender binary that relegates Woman to a state of
unreflexive excitation, the drafts demonstrate how, within the context of the
failing partnership, the attempted radical aesthetic serves merely to reinforce
pre-existing gender stereotypes. Whilst identification with the sister-artist
enables partial self-definition and more reflective critique, it loses the urgency
of other drafts and fails to capture the burning destructiveness of crisis.

Not until Malina, the experimental novel that Bachmann published to
critical acclaim in 1971, was a formal solution found for giving gendered
depiction to the phenomenon of murderous intimate abuse. The abstract
mode adopted in this work portrays the crisis of the female writing subject
and manifests how states of individual emergency relate to cultural norms
determining expression and authorship. Intended as the ‘overture’ to the
planned ‘Todesarten’ prose cycle, the novel has been interpreted as giving
gendered representation to what Hannah Arendt, in The Human Condition
(1958), describes as the originary murder central to the work of art”? As part
of its extended critique of the conformist and materialistic drives at the heart
of modern society, this key text of twentieth-century political theory identifies
the ‘reification and materialization’ inherent to the work of art, which is said to
exist as a ‘thought thing’ or ‘the “dead letter” in which the “living spirit” must
survive’”* For Arendt, it is the inherent lack of utility value of the work of art
which guarantees its permanence and, so, survival. In an otherwise present-
tense narrative that charts the gradual elimination of an anonymous female
voice, Malina famously closes with the words — ‘Es war Mord’ [TK 3.1, 695].
The novel is widely understood to represent present-tense excitation, aligned
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with the feminine, prior to its aesthetic reification in the retrospective, male-
narrated text”> The burning character of this project ‘to reconcile the demand
for endurance with the inevitability of destruction’ forms the subject of a
recent article by Caitriona Leahy that treats the historical and the metaphorical
dimensions of the novel’s representation of burning. Leahy argues that, in
metaphorical terms, the burning motif denotes a constant utopian movement
in the author’s narrative used to ‘indicate the impossibility of her metaphors
coming to rest in any kind of definitive meaning or reason’’® Given the
historical associations of much of the novel’s fire imagery, Leahy identifies the
simultaneous utopian and traumatic aspects of the burning motif in the writing,
In the context of Bachmann’s developing style, my concern is similarly with the
co-existent traumatic and utopian strands in her late prose. In the concluding
section of this chapter, I use close readings to trace how, through radical prose
portrayal of love experience, Bachmann finds a means of exposing culture’s
gendering of this condition of excitation. An extended structural analysis of
Bachmann’s present-tense prose first examines how the symptomatic evocation
of the amorous female voice in Malina enables representation of the deathly
place of the feminine within art and culture. The chapter closes by returning
to consideration of the author’s treatment of the Stampa motif. The oblique
prose reworking of the line of Italian verse will be identified in the context of
the utopian counter-movement in the novel that gestures towards alternative
forms of expression and being. Following Hannah Arendt’s evaluation of music
and poetry as ‘the least “materialistic” of the arts’/” the innovatory poetic prose
will be similarly understood to employ condensation and rhythm as a means
of resisting reifying aesthetic drives. Arendt argues that it is its ‘closeness to
living recollection that enables the poem to remain, to retain its durability,
outside the printed or the written page’’® something suggested by the female
speaker’s instinctive and unexplained recollection of the Stampa line in the
novel’s central dream chapter. The prose rendering of the Renaissance verse
will be read as indicative of the abstract method of the novel as a whole which
draws lines from other lyric sources, including poems and songs, as well as
fragments of musical notation, into a dense motivic narrative that avoids the
direct articulation of suffering and, in so doing, implicitly critiques oppressive
norms determining culture and expression.

Reading Malina through Barthes: Fragments d’un discours amoureux

This reading of Malina begins with consideration of a 1977 work by Roland
Barthes, a contemporary and acquaintance of the author from a period of
collaboration on the international Gulliver journal in the early 1960s [KS, 606].
Fragments d'un discours amoureux is a prose text that ranges, in alphabetical
order, around eighty ‘figures’ or ‘outbursts of language’ said to be taken
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at random from the mind of the amorous subject. In his preface, Barthes
introduces his text by proposing that the extreme solitude of the modern
lover’s discourse lends it the status of an affirmative site, since it exists severed
from social mechanisms of authority. The text presents the lover as a reader of
signs, desperately searching for indications of requited passion but consistently
experiencing love as loss and anxiety. Sigrid Weigel has alluded to structural
parallels between the portrayal of love experience in Fragments d’un discours
amoureux and in Bachmann’s writings, particularly her early love lyrics, as well
as the radio play Der gute Gott von Manhattan (1958) and Malina.”® In what
follows, detailed consideration of Barthes’ account of the necessary adoption
of the dramatic method for staging the amorous speech act will provide new
insight into the formal achievement of Bachmann’s novel:

Tout est parti de ce principe: qu’il ne fallait pas réduire 'amoureux 4 un
simple sujet symptomal, mais plutot faire entendre ce qu'il y a dans sa
voix d’inactuel, clest-3-dire d’intraitable. De 13 le choix d’une méthode
‘dramatique’, qui renonce aux exemples et repose sur la seule action d’un
langage premier (pas de métalangage). On a donc substitué 4 la description
du discours amoureux sa simulation, et'on arendu 4 ce discours sa personne
fondamentale, qui est le je, de facon a mettre en scéne une énonciation, non
une analyse. C'est un portrait, si 'on veut, qui est proposé; mais ce portrait
n’est pas psychologique; il est structural: il donne 4 lire une place de parole:
la place de quelqu’un qui parle en lui-méme, amoureusement, face A 'autre
(I'objet aimé), qui ne parle pas. [...] Je tiens sans fin & 'absent le discours de
son absence; situation en somme inouie; l'autre est absent comme référent,
présent comme allocutaire, De cette distorsion singuliére, nait une sorte de
présent insoutenable [...] ce temps difficile: un pur morceau d’angoisse.®

[Everything follows from this principle: that the lover is not to be reduced
to a simple symptomal subject, but rather that we hear in his voice what
is ‘unreal, ie., intractable. Whence the choice of a dramatic method
which renounces examples and rests on the single action of a primary
language (no metalanguage). The dgscrlptlon of the lover’s discourse has
been replaced by its simulation, and to that discourse has been restored its
fundamental person, the I, in order to stage an utterance, not an analysis.
What is proposed, then, is a portrait — but not a psychological portrait;
instead, a structural one which offers the reader a discursive site: the site
of someone speaking within himself, amorously, confronting the other (the
loved object), who does not speak. [...] Endlessly I sustain the discourse of
the beloved’s absence; actually a preposterous situation; the other is absent
as referent, present as allocutory. This singular dlstoruon generates a kind
of insupportable present [...] a pure portion of anxiety.”]

Barthes’s concern with the amorous staging of language permits appreciation
of the similarly reflexive functlon of the revolutionary dramatic structure
adopted in the prose of Malina.®* Beginning with a list of dramatis personae
and declaring its unity of time and place, ‘Zeit Heute / Ort Wien’ [TK 3.1,
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276], the novel voices a present-tense account that describes ‘pathologischle]
Erregung’ [TK 3.1, 278] as experienced by an anonymous writer known only as
Ich. Ich defines herself in relation to two masculine figures, her lover Ivan and
the mysterious Malina with whom she shares an apartment and who provides
a rational counterpart to her state of romantic excitation. In a 1971 interview,
Bachmann comments explicitly on the solitariness of ecstatic love experience
in terms comparable to those of Fragierts d’us discours amoureux. Bachmann
suggests that the only means to render love communicable is in art where it
finds form and relates her protagonist’s agitated condition to the intensity with
which she loves:

Liebe fiihrt in die tiefste Einsamkeit. Wenn sie ein ekstatischer Zustand
ist, dann ist man in keinem Zustand mehr, in dem man sich durch die
Welt bewegen kann. [..] Die Liebe ist fiir das Ich im Buch von solcher
Ausschliefllichkeit, dafl nichts daneben Platz hat. Sie driickt sich nicht
durch ein Geschehen aus, sondern durch Intensitit, durch Fanatismus.
Diese Art von Liebe kann nicht in der Zeit bestehen.®

The articulation of amorous experience, not through description of any
event, but through an unsustainable intensity of expression is enabled by the
subjective drama thaf unfolds in Malina. Monika Albrecht draws attention to
the rarity of references to love in the novel and suggests that instead Bachmann
conducts 3 Futhless analysis of the phenomenon commonly‘termed ‘love’ and
transposes the resumé”'ﬁh“e‘“dep”c‘ffafof“ﬁ&“ central figure.** Tmmediately
evident in the striking.form of the novel’s prologue, the prose works with
dramatic impact as Ich begins to speak in long, pulsing sentences which draw
on lyric rhythms to convey the burning excitation of her condition. A further
contemporary interview by the author gestures towards the dramatic mode
in highlighting the novel’s non-descriptive character and internal focus of its
action: ‘Die Aktion ist ja ganz ins Innere verlegt. Ich meine sie ist inwendig,
innerlich ist sie {iberhaupt nicht. Die groffen Aufregungen des “Ich” entstehen
ja niemals durch dufere Handlungen, sondern durch Auseinandersetzungen
mit sich selbst.® In what seems a likely response to repeated attempts by early
commentators to interpret the novel as a kind of melodramatic autobiography,
Bachmann was frequently at pains in interviews to emphasize the imaginative
situation of her text and its concern to portray the mental processes within an
individual subjectivity: ‘Eine Autobiographie wiirde ich es nur nennen, wenn
man darin den geistigen Prozef eines Ichs sieht, aber nicht das Erzihlen von
Lebensliufen, Privatgeschichten und dhnlichen Peinlichkeiten.®® Through its
depiction of the extreme isolation of the one who loves, the abstract form of the
novel moves beyond the lyric articulation of intimate suffering and, instead,
adopts a dramatic prose method through which to lay bare the wider cultural
implications of the subjective crisis.

of a detached standpoint from which to impose any. convenuorT"l ch
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The list of dramatis personae with which Bachmann’s three-part novel opens
serves to establish the non-realistic character of the narrative to follow. The
barest of personal details are provided for each of the three characters. Ivan —
‘geboren 1935 in Ungarn, Pécs (vormals Fiinfkirchen)’ [TK 3.1, 275] — is identified
as the father of two children and a brief account of Malina’s academic career
and current position in the Austrian Military Museum is further outlined. The
reader learns little more about Ich, the anonymous first-person speaker, than that
she has brown eyes and blond hair, is in possession of an Austrian passport and
lives in Ungargasse in Vienna’s third district. The dramatic structure establishes
that what is at stake is not a psychological character portrait in any realistic
sense. Rather, as the prologue immediately shifts into a train-of-thought-style
monologue describing the present situation of the narrative and its implications
for the speaker, the Barthesian staging of an utterance may be witnessed. The
shifting poetologic4l Teflection describing

ing the speaker’s ‘hopeless’ relationship ...
R B I ) « »

with ‘today” — ‘Nur ich fiirchte, es ist “heute”, das fiir mich zu erregend ist, zu

malos, zu ergreifend, und in dieser patﬁf _]{)glschen Erregung wird bis zum

letzten Augenblick fiir mich ° “heute sein’ [TK 3.1, 277-78] — s1mu1taneously
enacts how the condition of present-tense excitement prevents the constru

Sy iiodaliadsiveiehs? Sl
or.omniscient order onto ‘the har

generated that, in’ Fragments dun dzsceurs amoureux, is understood in terms
of the lover’s attempt to postpone the death of the absent beloved Labsence

retarder aussffongtemps que p0351b1e Tinstarit ot l'alitre pourrait basculer
séchement de P’absence dans la mort’®” [‘Absence persists — I must endure it.
Hence I will manipulate it: transform the distortion of time into oscillation,
produce rhythm, make an entrance onto the stage of language [...] to delay as
long as possible the moment when the other might topple sharply from absence
into death’].%® In the Mr ’glgfose of Malina, comparable engagement
with the shifts and jolts of spoken discourse also relates to an effort to convey
and, thereby, counter the experience of disturbance in which the amorous
speaker constantly articulates feelings of mortality. As Sigrid Weigel suggests is
true of Der gute Gott von Manhattan, Bachmann inscribes a gendered element
into her structural portrait of the lovers’ dialogue 8 And it was this concern

d1v1§gggw Ifi déscribing the centrahty of the love thematic for the novel and the

pain inherent to this passionate condition, the cover notes to the first edition .

S
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indicate that the two flgures are not to be understood as separate characters:

Malina ist wohl die denkbar ungewohnhchste Dre1ecksgesch1chte weil 4
_zwel der Betelhgten in Wahrheit eine Person sind, ‘eins sind’ und doch jede |
“Person ‘doppel’c ist. Das Buch handelt von nichts anderem als von Liebe. In
“dieser AusschlieSkeit erinfiert es uns wieder daran, daf die, die lieben, dem i
Schmerz und der Verzweiflung preisgegeben sind °°

The identities of Malina and Ich, as well as of Ivan, are never precisely
defined in the novel and have long been the subject of scholarly dispute. Britta
Hermann’s overview of critical interpretations of Malina was published as
part of the Bachmann-Handbuch and it suggests that, in basic terms, Malina
and Ich are to be understood as two aspects of a gender binary®* Citing Ellen
Summerfield’s 1976 study, which formed the first de“‘f“ﬂthlsm to carry
out in- -depth analysis of Bachmann’s novel, Hermann also highlights the
atus of Ivan who may form a further psychic manifestation of
prblogue, Ich identifies her subordinate place in the pairing and
“stresses that her difference from Malina may not be explained in simple terms
of sex. Ich conducts an extended comparison of the compulsive character of her

own experience with' Malina’s ever-rational behaviour; T

Mir scheint es dann, daf} seine Ruhe davon herruhrt weil ich ein zu
unw1cht1ges und bekanntes Ich fiir ihn bin, als hétte er mich ausgeschieden,
einen Abfall, eine iiberfliissige Menschwerdung, als wire ich nur aus
_seiner” Rippe gemacht und ihm seit jeher entbehrlich, aber auch eine
_unvermeidliché dunkle Geschichte, die seine Geschichte  begleitet, ergdnzen
will, dié eraber von'semer klaren Geschlchte absondert und abgrenzt. [TK

3.1, 291-92] T d abgren:

Consistently, Malina is presented as the masculine alter-ego who not only

organizes the -practicalities of Ich’s daily Fﬁ”rel'atrng to her apartment and

finances but who, 1ncreas1ng1y, is portrayed attempting to _clarify her ‘dark
story to bring about the construction of an ordered narrative and, ultimately,
her obliteration at the end of the novel. This dual- construct1on exposes the
long-standing cultural subordination of the feminine within Western tradition
by enabling separate subject positions, connoted as masculiné and as feminine,
as opposed to character portraits in any realistic sense.®® Interview comments
made by Bachmann in 1971 underscore the breakthgough that came with the
construction of this dual narrative posmon

Daf ich immerzu nach dieser Hauptperson gesucht habe. Daf ich wufite:

sie wird ménnlich sein. Daf ich nur von einer ménnlichen Position aus
erzahlen kann. Aber ich habe mich oft gefragt; y 1 eigentlich? Ich habe
es nicht-verstanden, auch in den Erzéhlungen nic waruguch_,,so Joft das..
ménnliche Ich nehmen mugte. Es war nun fiir mich wie das Finden meiner
Person, niilich dieses weibliche Ich nicht zu verleugnen und trotzdem das

Gew1cht auf das mannhche Tl zii Tegen .. 4

o, — e
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As Kurt Bartsch highlights, this subject position formed the culmination of
Bachmann’s long search for a viable-narrator-figure that began with her work on
the ‘Eugen-Roman’ in the mid-fifties.”> Hans Holler similarly identifies Malina
as a manifestation of the masculine lyric vbice that dominates Bachmann’s

poems of the 1950s. 9 Sigrid Weigel suggests that in Malina, Bachmann findsa ™

viable means of depicting ‘den unmoglichen Ort eines weiblichen Siibjekts und
einer welbhchen Autorschaft’ 77 Readmg the novel as an aesthetlc reflectlon

realm and, in so doing, effects‘ a radlcal mode of gendered cfith;e
ea
Tn the portrayal of thé Gbsessive love affair that dominates the first part of
the novel, ‘Gliicklich mit Ivan’y”

, the speaker’s traumatized condition comes to
the fore. In love with a man who declares himself able to love only his children,
Ich spends much of her time smoking and waiting for Ivan’s telephone calls,
as she futilely struggles to comply with his demand that she write a book with
a happy ending.®® Her hope of being healed in the love relationship is qu1ckly
given articulation:

[..] denn mit seinen Blicken muf3 Ivan erst die Bilder aus meinen Augen
waschen, die vor 'seinem Kommen auf die Netzhaut gefallen sind, und
nach vielen Reinigungen taucht doch wieder ein finsteres, furchtbares
Bild auf, beinah nicht zu [dschen, und Ivan schiebt mir dann rasch ein
lichtes dariiber, damit kein boser Blick von mir ausgeht, damit ich diesen
entsetzlichen Blick verliere, von dem ich weif}, wieso ich ihn bekommen
habe, aber ich erinnre mich nicHt; erinnre mich nicht.. (Noch kannst
du es nicht, noch immer nicht, v1eles stort dich...) Aber weil Ivan mich
zu heilen anfingt, kann es nicht' mehr ganz schlimm sein auf Erden.
[TK 3.1, 304-05]

This barely punctuated monologue expresses fervent desire that Ivan will
cleanse the dark pre-history that haunts Ich’s existence. As Barthes argues
in Fragments d’un discours amoureux, the frant1c _speech itself manifests how

the attempt to write love is to confront ‘[..] Te gdchzs du langage: cette région

d’affolement ot le langage est 4 1a fois trop et trop peu [...]""°° [|...] to write love
is to confront the muck of language that region of hysteria where language is
both too much and too little [...]'].'* The compulsive quality of Ich’s agitated
monologues with their insistent recourse to repeated formulations, whether
voicing disturbance as in the above lines or articulating excitement as elsewhere
in the narrative — ‘GLUCKLICH, GLUCKLICH, es heift gliicklich, es muf}
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gliicklich heiflen’ [TK 3.1, 341] — recalls Barthes’s comments on the irrepressible
and unforeseeable quality of the lover’s speech where words are attributed
symptomatic character. In particular, the je-t-aime refrain is described as
‘the repeated utterance of the love cry’ whose entire meaning is conveyed
in its immediate saying: Je-t-aime est sans ailleurs. C'est le mot de la dyade
(maternelle, amoureuse); en lui, nulle distance, nulle difformité ne vient cliver
le signe; il n'est métaphore de rien”°* [I-love-you has no ‘elsewhere’ — it is the
word of the (maternal, amorous) dyad; in it, no distance, no distortion will split
the sign; it is the metaphor of nothing else].'** In her discussion of Barthes’s text,
Christina Meyer uses similar reasoning to compare amorous with traumatic
experience. She suggests that, due to their mutual resistance to symbol and
signification, neither form of experience may be interpreted or integrated on
the linguistic level.'>* Bachmann’s burning first-person narrative takes over
the agitated shifts, obsessive repetitions and broken syntax of the draft poems
of romantic crisis. Yet, it is not so much through the description of corporeal
suffering common in the lyric drafts, as in the symptomatic rendering of the
disrupted female voice, that the prose devises a deliberate mode through which
to enact this ongoing subjective drama. It is the novel’s conscious construction
of the amorous voice that offers a structural solution to the urgent outpouring
of feeling found in the poetic drafts. Judged most harshly by those critics who
fail to acknowledge its formal artistry and wrought character,'®® the novel
thus demonstrates Bachmann’s recognition of the aesthetic need to establish
structural distance from the experience of crisis.

The dramatic prose method adopted in the novel emphasizes the non-
communication between the two lovers by integrating dysfunctional dialogues
into the body of the experimental narrative.’°® The recurrent motif of the
telephone call, as a paradoxical figure of dislocated expression, particularly
evokes the impossibility of human connection.'™ Ich’s devotion to her absent
lover is depicted in terms of religious supplication as she is said to kneel by the
receiver, her head on the floorboards in the Muslim prayer position, awaiting
his call [TK 3.1, 319]. Sigrid Weigel has highlighted the parallels with Barthes’s
text where, similarly, waiting by the phone is seen to foster a state of unreality:
‘Auch bei Barthes niamlich erscheint die Erwartungsangst als ein Verharren
in Untitigkeit, bei dem der Andere nicht ein reales Wesen ist, vielmehr
erschaffener oder halluzinatorischer Anderer.”*® Marked with incomprehension
and antagonism, the one-sided character of the telephone exchanges reveals the
lovers’ polarized roles within the partnership:

Zu Ivan am Telefon:

Oh, nichts Besonderes, ich habe nur
Wie klingst du denn, hast du geschlafen
Nein, nur erschopft, den ganzen Nachmittag
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Bist du allein, sind die Leute

Ja, weg, der ganze Nachmittag auch

Ich habe den ganzen Nachmittag versucht
Ich habe den ganzen Nachmittag verloren

[..] Ivan greift wieder an.

Oft kann ich es in deinem Gesicht sehen

Damals hast du alt ausgesehen

Manchmal siehst du richtig alt aus

Heute siehst du zwanzig Jahre jiinger aus

Lach mehr, lies weniger, schlaf mehr, denk weniger
Das macht dich doch alt, was du machst

Graue und braune Kleider machen dich alt
Verschenk deine Trauerkleider ans Rote Kreuz
Wer hat dir diese Grabkleider erlaubt?

Natiirlich bin ich bése, ich habe Lust, b6se zu sein
Gleich siehst du jiinger aus, ich treib dir das Alter aus! [TK 3.1, 400~01]

In the first section of the above dialogue, the open-ended sentences project
into silence, occasioning a partial response from the supposedly intimate inter-
locutory that merely highlights the absence of spontaneous exchange in the
relationship. The formulaic quality of the spoken lines which glide past one
another, echoing words and syntax but nonetheless failing to connect, trans-
mits a sense of emptiness that reflects the lovers’ mutual experience of alien-
ation. The inherently dramatic form of the dialogue permits la mise-en-scéne
of the process of the failing love relationship. By deriding Ich for her fading
looks and commanding her to read and think less, Ivan amasses gender clichés
and attempts to force his lover into a reductive stereotype. The one-sided,
impersonal tirade with which the dialogue closes demonstrates how the lack of
understanding within the relationship fosters intense aggression, a destructive
dynamic finally laid bare in Ivan’s open declaration of intended violence.
Despite the novel’sironic treatment of the dysfunctional romanticrelationship,
its dramatic first-person narrative convincingly depicts the radical intensity
with which Ich loves. Positive moments in the lovers’ interaction are described,
above all in those instances where Ich and Ivan recourse to states of wordless
physicality:
Denn wenn wir aufhdren zu reden und iibergehen zu den Gesten, die uns
immer gelingen, setzt fiir mich, an Stelle der Gefiihle, ein Ritual ein, kein
leerer Ablauf, keine belanglose Wiederholung, sondern als neu erfiillter
Inbegriff feierlicher Formeln, mit der einzigen Andacht, deren ich wirklich
fahig bin. [TK 3.1, 326]

Consistently, the speaker’s employment of religious vocabulary is used to
portray ecstatic love as bringing escape from the known world into a private
realm of ritual and age-old taboo. Emphasis is given to the harmonious




170 ‘LIEBE IST EIN KUNSTWERK’

exchange between the lovers that takes place beyond language and, at these
moments, a quasi-mystical form of union is described. On one such occasion,
the revolutionary dream inspired by this free coming together of equals is made
particularly explicit:

Zwei Wesen sind es, die nichts miteinander vorhaben, nicht die Koexistenz
wollen, [.] keine Vereinbarung auf eine vorherrschende Sprache. Auch
ohne Dolmetscher kommen wir aus, ich erfahre nichts {iber Ivan, er erfihrt
nichts von mir. Wir treiben keinen Handelsaustausch von Gefiihlen, haben
keine Machtpositionen, erwarten keine Waffenlieferung zur Unterstiitzung
und Sicherung unserer Selbst. Die Basis ist locker und gut, und was auf
meinen Boden féllt, das gedeiht, ich pflanze mich fort mit den Worten und
ich pflanze auch Ivan fort, ich erzeuge ein neues Geschlecht, aus meiner
und Ivans Vereinigung kommt das Gottgewollte in die Welt:

Feuervogel

Azurrite

Tauchende Flammen

Jadetropfen

[TK 3.1, 403-04]

In these lines, the merging of flame imagery with that relating to natural growth
and fertility carries positive connotations of social renewal. Such moments of
harmonious exchange between the lovers has led to a tendency within criticism
to stress the utopian depiction of erotic love in the novel. Barbara Agnese,
for example, reads Bachmann’s portrayal of female love in mystical terms,
interpreting it as a counter to the experience of trauma and suffering:

In Malina wird die Mystik der Liebe stetig als weibliches Spezifikum
definiert, als ein Weg zur Befreiung und zur Erlésung fiir das weibliche
Selbst. [...] Die Mystik der Liebe verkdrpert zugleich einen weiblichen Weg
zum Genie und zur Erldsung von dem Ungliick. In der Bachmannschen
Darstellung wird die Liebeserfahrung zu amour-passion im Sinne Stendhals,
aber, insofern sie mit jener ‘Bewegung aus Leiderfahrung’ zusammenfallt,
[..] liegt in der Liebesmetaphysik auch eine wohl konkrete Hoffnung zur
Rettung.'?

Despite the glimpses of utopia, what emerges from Bachmann’s depiction of
amorous experience in Malinag is not so much the concrete hope of salvation
stressed in Agnese’s reading of the novel, but the unsustainable character
of a passion that has no place in the world."® As Bachmann was at pains to
underscore in a 1971 interview, the ironic presentation of the amorous voice
in the novel serves in fact to convey the pathos of Ich’s damaged condition. ™"
Although the narrative immediately establishes the protagonist’s hopes of being
healed by Ivan, what is ultimately at stake in the symptomatic rendering of the
amorous voice is the impossibility of this wish and the linguistic realization of
an ongoing condition of traumatized femininity.""
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Throughout the first chapter, the speaker’s declaration of her love for Ivan
consistently proves a vehicle for expression of feelings of mortality. The dramatic
monologues give especially vivid enactment to her sense of hopelessness:

Ich denke an Ivan,

Ich denke an die Liebe.

An die Injektionen von Wirklichkeit.

An ihr Vorhalten, so wenige Stunden nur.
An die néchste, die stirkere Injektion.
Ich denke in der Stille.

Ich denke, daB3 es spit ist.

Es ist unheilbar. Und es ist zu spit.

Aber ich {iberlebe und denke.

Und ich denke, es wird nicht Ivan sein.
Was immer auch kommt, es wird etwas anderes sein.
Ich lebe in Ivan.

Ich {iberlebe nicht Ivan. [TK 3.1, 322~23]

Projecting outwards as enclosed instances of contemplation, the end-stopped
lines manifest the speaker’s isolation as they cut off after only a few words and,
in so doing, perform the resignation to which they simultaneously allude. At
times missing subject and verb, the repetitive articulations appear as snatches
of internal speech which, devoid of addressee, convey an impression of human
emptiness, something compounded by the narcotic quality attributed to
the brief encounters with Ivan. As so often in Bachmann’s late writing, the
impersonal ‘es’ gestures towards disturbance that cannot be named but that
is understood, nonetheless, to relate to a fatal condition from which recovery
is impossible. What is established through the representation of the amorous
speech act in the novel is the impossibility of finding ordered linguistic form
for the experience of present emergency. In the opening pages of Fragments
d’un discours amoureux, Barthes describes how the uncontrollable character of
amorous experience provokes a shifting, illogical discourse:

Tout le long de la vie amoureuse, les figures surgissent dans la téte du
sujet amoureux sans aucun ordre [...] Aucune logique ne lie les figures, ne
détermine leur contiguité: les figures sont hors syntagme, hors récit; ce sont
des Erinyes; elles s'agitent, se heurtent, sapaisent, reviennent, s'éloignent,
sans plus d’ordre quun vol de moustiques. Le dis-cursus amoutreux n'est
pas dialectique; il tourne comme un calendrier perpétuel, une encyclopédie
de la culture affective [...] Pamoureux parle par paquets de phrases, mais
il n’intégre pas ces phrases & un niveau supérieur, & une ceuvre; c’est un
discours horizontal: aucune transcendance, aucun salut, aucun roman
(mais beaucoup de romanesque).®

[Throughout any love life, figures occur to the lover without any order
[..] No logic links the figures, determines their contiguity: the figures
are non-syntagmatic, non-narrative; they are Erinyes; they stir, collide,
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subside, return, vanish with no more order than the flight of mosquitoes.
Amorous dis-cursus is not dialectical; it turns like a perpetual calendar,
an encyclopedia of affective culture {...] the lover speaks in bundles of
sentences but does not integrate these sentences on a higher level, into a
work; his is a horizontal discourse: no transcendence, no deliverance, no
novel (though a great deal of the fictive).,"*4]

The voiced account of the fraught love relationship in Malina transposes the
lyric articulation of romantic crisis into a narrative that revolves and turns,
drawing the moments of impasse reached in the abortive draft poems into
an present-tense speech whose ruptures and breaks are harnessed as part of
an ongoing cycle. The rhythmical prose works to manifest the destructive
experience of distress with provocative effect. The reader is challenged to
recognize the excessive and deluded testimony of the lover’s fictive discourse,
yet — as has been argued of the succession of thought-figures in Fragments d’un
discours amoureux — in a way that avoids the violence of a demythologizing
critique.”® By attaching this ‘horizontal’ narrative to an abstract feminine
subject position, Bachmann found a means of demonstrating the cultural
alignment of Woman with a condition of irrationality and excitation long-
excluded from ‘transcendent’ forms of High Art. In contrast with the poetic
drafts of the 1960s, however, this wrought narrative now constitutes a self-
consciously dramatized form.

Particularly in the series of psychoanalytic dialogues in parts IT and IIT of the
novel, in which the relationship with the masculine Malina appears to the fore,
Bachmann devised an abstract form through which to lay bare the culturally
symbolic functioning of gender and its relation to issues of narration and
authorship.”® No longer, as in the draft writings of the 1960s, does the female
artist contemplate being sold off by the murderous male scribe. Instead, in
these exchanges, Malina is presented as that masculine organizer and Instanz
needed to construct meaning from the condition of traumatized disturbance
connoted as feminine."” Bachmann emphasized in an interview of 1971 that
Mahna Jas intended to become the narrator of the subsequent ‘Todesarter’
prose.”® It is in one of the eight psychoanalytic dialogues interspersed between
the dream scenes that the Stampa motif is found in part two of the novel. In the
concluding section of this chapter, I begin an examination — continued in the
final chapter of this book — of how the oblique method adopted in this dream
chapter forges alternative expression for the causes of the disturbance evident
throughout the novel."? Bachmann commented in notes to Malina that the
dream narrative is intended to reveal ‘die wahre Ursache der Zerstrung dieses
Ichs’ [TK 3.2, 739]. My reading treats the prose reworking of the Stampa motif as
representative of the abstract composition technique employed in the author’s
late writing. The lyric rejection of fetishist aesthetic forms is taken further in
the polyvalent prose where the line of Italian verse appears alongside diverse
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motifs from literary tradition as part of an oblique reflexive critique of the
misappropriation of the feminine within Western art and culture,

The Figure of ‘Schwester Eleonore’

Entitled ‘Der dritte Mann’, in a likely allusion to the 1949 film noir by Carol
Reed set in post-war Vienna,'*® the central chapter of Malina is taken up with
the representation of a series of nightmares, related to the Fascist crimes of the
recent past, through a series of decipherable signs.'” Immediately, emphasis is
given to the abstract situation of the narrative which is declared to be beyond
time and place: ‘Der Ort ist diesmal nicht Wien. Es ist ein Ort, der heifdt
Uberall und Nirgends. Die Zeit ist nicht heute. Die Zeit ist {iberhaupt nicht
mehr [..] Es sind die Trdume von heute nacht’ [TK 3.1, 501]. Beginning with
a dream vision of the cemetery of murdered daughters, a setting that recurs
three times in the course of the chapter, the prose is concerned to depict the
abuse experienced in an incestuous relationship with a brutal father figure.
As a form of ‘Erinnerungsarbeit’, the chapter combines thirty-five nightmares
describing scenes of past trauma with eight psychoanalytic dialogues between
Ich and Malina which are interspersed between the dream scenes. As Kurt
Bartsch highlights, ‘[d]er Klarungsprozef der Ich-Erzihlerin findet vor Malina
statt, der nicht zufdllig als Historiker, ja Militdrhistoriker eingefiihrt wird, und
demaskiert das durch den Vater reprisentierte Gewaltprinzip.*** In one of
these exchanges, the line of Italian verse is attributed to a dream recollection
of a reading by a sister, Eleonore, who recurs as a fellow victim of the father-
aggressor throughout Ich’s dreams. As is true for Ich, the sister’s vulnerability is
consistently related to her capacity for love and, throughout the chapter, she is
presented in ambivalent terms as semi-complicit with the brutal patriarch.

Warning Ich not to repress her past, Malina poses open questions
which provoke from her a shlftlng contemplatlon of buried memories. The
psychoanalytic dialogue reveals a ‘process of distancing that forces Ich to
re-examine the recurrent sister figure and encourages her to distinguish
between a ‘real” and an imaginative relationship. In his function as interrogator,
Malina could be seen as a figure of analytical self-reflection that permits the
author to depict that aspect of her psyche which has distanced itself from the
earlier experience of suffering, thus enabling her to regard more coolly her
past identification with such figures as Stampa. Ich’s opening account of past
interaction with a ‘real’ sister creates a confused impression of a relationship
marked by misunderstanding and disconnection. Further contemplation of the
imaginary Eleonore reveals a more ambiguous apparition;

Malina:  Warum kommt deine Schwester vor, wer ist deine Schwester?
Ich: Eleonore? Ich weifd nicht, ich habe keine Schwester, die
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Eleonore heifit. Aber wir haben doch alle eine Schwester, nicht
wahr? Verzeih, Wie konnte ich nur! Aber du willst ja etwas
von meiner wirklichen Schwester wissen. In der Kinderzeit
waren wir natiirlich immer beisammen, dann noch eine
Weile in Wien, am Sonntagvormittag gingen wir zu den
Konzerten im Musikverein, manchmal verabredeten wir
uns mit denselben Ménnern, lesen konnte sie auch, einmal
schrieb sie drei traurige Seiten, die gar nicht zu ihr pafiten,
wie eben vieles nicht zu uns paflt, und ich habe das nicht
ernst genommen. Ich habe etwas versdumt. Was wird meine
Schwester getan haben? Ich hoffe, sie hat sich bald danach
verheiratet,

Malina:  Du sollst nicht so von deiner Schwester sprechen, es strengt
dich nur an, sie zu verbergen. Und Eleonore?

Ich: Ich hitte es ernst nehmen miissen, aber ich war noch so jung
damals.

Malina:  Eleonore?

Ich: Sie ist viel dlter als meine Schwester, sie muf} in einer anderen

Zeit gelebt haben, in einem andern Jahrhundert sogar, Bilder
kenne ich von ihr, aber ich erinnere mich nicht, erinnere mich
nicht... Gelesen hat sie auch, einmal hat mir getraumt, sie
liest mir vor, mit einer Geisterstimme. Vivere ardendo e non
sentire il male. Wo steht das?

Malina:  Was ist aus ihr geworden?

Ich: Sie ist in der Fremde gestorben. [TK 3.1, 542]

Ich’s symptomatic account gives indications as to the identity of this spiritual
sister, Eleonore, and critics — such as Joachim Eberhardt — have been quick to
seize upon these narrative ‘clues’ in attempting to decipher the dream. Relating
Ich’s disturbed memory of her sister to that dark story that haunts her existence,
Eberhardt understands the relationship between Eleonore and the Italian
citation to parallel that between Ich’s own life and writing, Eberhardt identifies
Stampa as the author of the line of Italian verse and, referring to the Renaissance
poet’s early death, concludes: ‘Das Deutungsmuster ist also: Hingebende Liebe
der Frau, Verletzung durch den Mann, Tod der Frau als Folge. Bachmann
scheint Stampa damit einzureihen in den Reigen der “Ermordeten”*”® Whilst
the sister’s status as fellow victim is of significance in revealing the process
of identification at work in the scene, Eberhardt’s offhand attempt to impose
formulaic meaning neglects to explore the nature of their fatal relation, as well
as to recognize the real linguistic achievement of Bachmann’s metonymic prose.

In fact, the construction of the dream narrative in Malina enables precisely
aesthetic potential for multiplicity of meaning, something that is demonstrated
in the scene’s ambiguous citation of the Italian line and contemplation of the
mysterious Eleonore. No longer, as in Bachmann’s lyric work, is the line of
verse set apart as a detached literary signature by a famous poetic predecessor.
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Instead, it is attributed to a dream apparition who cannot be clearly identified
or placed. Through the psychoanalytic dialogue with Malina, this spiritual
sister is revealed as a conflated figure, resistant to any definitive interpretation,
put whose shifting appearance in different dream scenes suggests she can be
read in Freudian terms of condensation and displacement. By stating that the
sister lived in another century, the prose aligns her with Stampa, yet the name
Eleonore, the claim that she died in a foreign country and, particularly, the
connotations of the verse further bring to mind the renowned Italian actress,
Eleonora Duse, who died whilst on tour in America in 1924.

Monika Albrecht was perhaps the first scholar to highlight this allusion
to Duse and her tempestuous relationship with the Decadent writer Gabriele
D’Annunzio.'** D’Annunzio famously took up the same Stampa line —
‘vivere ardendo e non sentire il male’ — in his semi-autobiographical novel I
fuoco [‘The Flame’] of 1900. This work is crucially concerned with its orator
protagonist’s quest for a new dramatic form able to unite the lyrical, sexual
and political in a radical fusion of life and art. Evident in the central love affair
between the protagonist, Stelio ‘Effrena, and an ageing actress, Foscarina-
Perdita, the narrative turns around the sublime interrelation of the amorous
and the aesthetic. Scandalized readers recognized in this work the stuff of
D’Annunzio’s ongoing relationship with Duse, four years his senior. The
actress’s private correspondence testifies to her sense of being packaged and
sold off in this novel:

Ich dachte, ich allein wiirde mich kennen, ich dachte es. Er hat mich so
blofigestellt, dafl ich mich nackt fiihle. Sein grausames Genie hat mich
neu geschopft. Er hat mich vorgefithrt wie ein Tier auf dem Markt ...
Niemandem war es gelungen, die Linien meines flieenden Schattens
nachzuzeichnen. Ach! Man kann es nie wieder gutmachen, nie die ‘Rolle’
verlassen, die er mir zugewiesen hat. Argerlich!'®

Here, the comparison with cattle tradihg recalls the terminology of Bachmann’s
early draft, ‘Die gestohlenen Jahre’, where the actress protagonist contemplates
the fictionalization of her life by a male lover. As Albrecht points out, in this
prose text that was composed as part of work on Eugen-Roman II around 1964,
Duse is identified amidst a series of ‘Opfer der Literatur’, including Countess
Tolstoy and Lady Byron, in an ironic prose treatment of the literary cliché of
the exemplary heroine who recourses to silence and death for unrequited love
[TK 1, 135)."*¢ Critiquing the editors of the “Todesarten’-Projekt for their failure
to identify the texts in question, Joachim Eberhardt speculates at length as to
what works are intended, yet his guesswork adds little to our understanding of
the novel.'”

The references to Stampa appear towards the end of Il Fuoco when, as part
of a reflection on the Renaissance poet’s tragic fate, Effrena reminds Foscarina
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of the lyric exhortation to live fervently, praising the expressive possibility
engendered by ‘mortal passion’. Soon afterwards, Foscarina recalls these words
during a moment of epiphany when she comes to recognize the reality of the
abusive love relationship. The title image of the flame, ceaselessly consuming
and rekindling, is used throughout the novel to suggest the destructive
character of the male artist’s self-interested passion for his expendable female
muse. If, as it has long been read, Malina is to be considered an aesthetic
trumping of Mein Name sei Gantenbein and Bachmann’s experience of seeing
aspects of herself appropriated in Lila, its actress protagonist,'*® this implied
identification with the famously exploited actress Eleonora Duse can be
interpreted as an oblique means of provoking reflection on culfure’s deathly
commodification of Woman. Based on his knowledge of Malina, Dirk Gottsche
inaccurately interprets the Stampa line in the poetic drafts as a simultaneous
allusion to Duse, yet he offers no textual evidence from the drafts to support
this reading" 1 would suggest that it is first in Malina that, through the
oblique allusion to Duse, Bachmann found a viable means of critiquing the
commodification of love experience in the literary work. As a revolutionary
renunciation of the decadent drama envisaged by the male orator of Il Fuoco,
Bachmann’s dramatic portrait of the divided subject in the post-1945 context
instead accords worth to the fragmentary truth contained in disrupted human
speech. The celebration of the sublime interrelationship of the amorous and the
aesthetic in D’Annunzio’s novel has been replaced by an amorous voicing that
speaks from a traumatic place of exclusion and uses oblique dream imagery to
further signal the historical atrocities of the recent past. In the first dream in
the novel in which reference is made to Eleonore, Ich describes herself calling
to her mother and sister for help, as she burns in hell: Ich bin in der Hélle.
Die feinen gelben Flammen ringeln sich, die Locken hingen mir feurig bis
zu den Fiilen, ich spucke die Feuer aus, schlucke die Feuer hinunter’ [TK 3.1,
506]. Edith Bauer reads the scene as an allusion to the central fire imagery
of Il Fuoco and interprets its appeal to the sister figure as a call to Eleonora
Duse who, like Bachmann herself, she terms one of literature’s victims.'3°
Signalling the reference point of Mein Name sei Gantenbein, Bauer’s study gives
a full account of D’Annunzio’s novel in its exploration of a broader pattern of
identification with actresses and dramatic heroines in the dream chapter. In
the psychoanalytic exchange featuring the line of verse by Gaspara Stampa,
an oblique allusion to Malina’s dead actress-sister is found in Ich’s opening
remarks: ‘Aber wir haben doch alle eine Schwester, nicht waht? Verzeih, Wie
konnte ich nur!” Bauer draws out the covert reference method employed in the
prose, identifying an indirect mode of articulation in the intertextual dream
allusions to fatal heroines.

Two turn-of-the-century Scandinavian plays are given particular attention
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by Bauer, August Strindberg’s Pdsk [‘Easter’] of 1901 and Henrik Ibsen’s Ndr vi
dode vaagner [When We Dead Awaken’] of 1899, whose female protagonists
declare themselves to be dead following experiences of betrayal by beloved male
figures. Eleonore, the mentally ill sister at the centre of Strindberg’s drama,
steals, in an act of displaced identification with the father whose embezzlement
leaves his household facing ruin. Bauer is concerned to interpret Ich and Duse
through Strindberg’s protagonist who she also understands to be implied in
the dream sister Eleonore, reading all three in Freudian terms as victims of
the symbolic power of the father figure.”’ Similarly in her treatment of Ibsen’s
play, Bauer explores the deathly influence of a gendered power relationship, this
time in an aesthetic context. The Norwegian play recounts the sculptor Rubek’s
asexual passion for Irene, his female muse, and employs images of petrification
to convey the symbolic murder of Woman in the objectifying quest for a
transcendent work of art. Entitled “The Resurrection Day’, Rubek’s masterpiece
is said to depict a pure young woman awakening from a deathly sleep into
a higher realm. The play portrays a mature encounter with his muse during
which Rubek is made aware of the fatal consequences of her appropriation in
the sterile work of art.

In Malina, Ibsen’s drama is referred to by name in the third of those dreams
describing the cemetery of murdered daughters. Highlighting the statuesque
quality of the waxen corpses, Bauer gives a convincing interpretation of the
scene as a nightmarish version of the male sculptor’s projection of transcendent
Woman:

Um den See herum liegt ein Friedhof, die Griber sind genau zu erkennen,
die Erde tut sich iiber den Gribern auf, und fiir einen Augenblick stehen
mit wehenden Haaren die gestorbenen Tochter auf, ihre Gesichter sind
nicht auszumachen, die Haaren fallen ihnen bis tiber die eine Hand,
die rechte Hand aller Frauen ist erhoben und im Weifllicht zu sehen, sie
spreizen die wichsernen Hande, es fehlen die Ringe, es fehlt der Ringfinger
an jeder Hand. Mein Vater 1463t den See iiber die Ufer treten, damit nichts
herauskommt, damit nichts zu sehen ist, damit die Frauen iiber den
Grébern ertrinken, damit die Gréber ertrinken, mein Vater sagt: Es ist eine
Vorstellung: WENN WIR TOTEN ERWACHEN. [TK 3.1, 548]

Far from the pure vision celebrated by Rubek, Bachmann’s zombie-like
daughters are frozen in identical mutilated poses with overtones of incestuous
abuse. Bauer identifies the resonance of the play’s gendered analysis for a
reading of Malina and argues that the motif of incest is used more generally
in the novel to denote the abusive objectification of real women into das
Kunstweibliche: ‘Im Rahmen der Erinnerungsarbeit ihrer Ich-Figur, lassen
sich deren Inzesttraume im Bezug auf ihren intertextuellen Hintergrund als
Deckphantasien fiir den Mifbrauch des Weiblichen in der minnlichen Kunst
und Wissenschaft deuten.”®® Bauer’s thorough account of the covert source
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material in Malina provides illuminating insight into the reflective literary
critique effected in the novel. Nonetheless, the exhaustive character of the critic’s
search for intertextual references in Bachmann’s narrative leads to a somewhat
reductive project to systematically uncover the repressed traumatic memories.
The ensuing thematic — as opposed to linguistic — focus of Bauer’s research
generates speculation about the author’s own biographical circumstances,
going so far as to raise the possibility of early incestuous experience.'
Bauer’s suggestion that the novel’s symptomatic dream narrative should be
considered ‘ein bewuflt eingesetztes Darstellungsmittel lebensgeschichtlich
einschneidender Erlebnisse Bachmanns™* reflects a wider failure in her study
to adequately acknowledge the extent of the author’s aesthetic achievement in
Malina. Not only do the nightmare scenes succeed in finding representation for
the trauma of objectification, the abstract method adopted in the novel goes far
beyond the expression of biographical experience to devise a mode of critique
that challenges the cultural hierarchy under which such forms of domination
are fostered.

The point of comparison found in the author’s draft writings of the 1960s
reveals the radicality of this abstraction. In the poetic drafts, an ambivalent
identification with the Italian poet and her verse is to be found. Stampa is
appealed to as a sister-artist whose writings serve as a model for the suffering
poet’s own endeavours. Yet, the predecessor’s celebration of passionate abandon
is implicitly critiqued by the modern poet as complicit with an aesthetic
tradition that promotes leaving behind lived experience in the quest for
transcendent form. In Malina, the line of Italian verse no longer appears as
a detached signature. Instead, woven into the metonymic dream narrative,
it forms part of a reflexive contemplation of a mysterious sister who appears
displaced in different dream scenes as a conflated figure of the unconscious.
As a relational mode that operates through displacement, metonymy offers an
expressive alternative to hierarchical reasoned modes by provoking the reader
into a process of critical engagement. The metonymic prose in Malina draws Ich
and Eleonore into association with Gaspara Stampa and Eleonora Duse, as well
as a range of dramatic heroines, to suggest the long-standing abuse of a form of
love experience culturally aligned with Woman and its misappropriation within
cultural tradition. By merging the artistic female victims in the imagined sister
Eleonore, however, the prose simultaneously gestures towards an alternative
mode of interaction that, following Barthes in A Lover’s Discourse, can be
understood in aesthetic terms: ‘Le plaisir sexuel n'est pas métonymique: une fois
pris, il est coupé: c’était la Féte, toujours close, par levée temporaire, surveillée,
de l'interdit. La tendresse au contraire n'est qu'une métonymie infinie, insatiable
[...] La ot1 tu es tendre, tu dis ton pluriel”™ [‘Sexual pleasure is not metonymic:
once taken, it is cut off: it was the Feast, always terminated and instituted only by
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a temporary, supervised lifting of the prohibition. Tenderness, on the contrary,
is nothing but an infinite, insatiable metonymy [..]. Where you are tender,
you speak your plural’]l.*® The symptomatic prose rendering of the amorous
voice in Malina effects damning critique of those structures according to
which the male author attains transcendence at the cost of the female beloved’s
vitality. The writing’s commitment to the present — impossible as the end of
the novel displays — refuses that which comes after and, through metonymy,
continuously defers final meaning to retain its ‘presentness’. In the intertextual
appeal woven into this fragmentary prose, self-reflexive engagement with past
artists and their work permits an ongoing aesthetic community that not only
lends wider validity to the solitary speech-act but suggests a utopian state of
multiplicity in which diverse sources are cast into a creative dialogue that
functions through the productive play of difference.

Narrative Solutions: ‘Liebe ist ein Kunstwerk’

1t was with the resonant formulation, ‘Liebe ist ein Kunstwerk’, that Bachmann
found articulation for this intertextual practice when, in an interview of 1971,
she described her integration of the Stampa citation in Malina. Referring to
these remarks, Marion Schmaus terms ‘love’ a formal principle in the author’s
late writing that describes the integration of citations from other works of art,
as well as the combination of literary modes woven together in the ‘Todesarten’
prose.’”” The narrative in Malina draws together disparate fragments of past
voices from poems and songs, as well as multiple dialogues and letters, to
establish a metonymic web that demands of its readers sustained reflexive
engagement and refuses any conventional narrative closure. No longer, as in
Bachmann’s love poems of the 1950s, is the eternal lyric song celebrated as that
which captures and holds passionate experience in transcendent literary form.
The dialogic impulse inherent to these early texts, however, lingers as a utopian
counter strand in a fragmentary prose that takes over the disrupted forms and
burning rhythms of the 1960s drafts in portraying the present-tense crisis of
the one who loves. The articulation of intimate suffering is replaced with a
dramatic portrait of the amorous subject that recalls the engaged literary mode
described by Jean-Paul Sartre in the interview remarks quoted at the beginning
of this chapter:

Wenn die Liebe Kampf gegen den Tod und Sieg tiber den Tod ist, muf3 das
Liebesgedicht, wenn es authentisch ist, auch mit unseren tiefen Angsten
verbunden sein, mit der gegenwirtigen Mdoglichkeit eines kollektiven
Todes; es mufl den Inhalt der heutigen Tragik enthiillen und realisieren.’s®

For Sartre, the power of the contemporary love poem — if it is authentic —
resides in its capacity to address and expose profound human fears in the post-
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Shoah era, as well as to suggest an alternative to the deathly order. By reworking
the interpersonal conflict of the sexes central to the drafts of romantic crisis
into a gendered exchange within the divided self, Bachmann proves able to
manifest the cultural construction of diametrically opposed gender positions
and the relation of these to conventions of authorship in a way that does
not lend the phenomenon further validity but reveals the fatal effect of the
aggressive symbolic binary. The abstract prose thus devises a structure through
which to enact the systematic eradication of the feminine — as one of reason’s
Others — within Western tradition. Yet, within this framework, the female
poet’s oblique appeal to fellow victim- and artist-figures seeks to challenge the
binary forms and objectifying tendencies of patriarchal culture. The reflexive
prose gestures towards an alternative artistic mode where hierarchy gives way
to plurality and whose utopian aspect resides in a necessarily fragmentary
engagement with other works of art. Here, the celebration of eternal aesthetic
transcendence is replaced by an open form of expression that calls on its readers
for their ongoing creative response. The final chapter of my book takes further
this exploration of a reflexive aesthetic in Bachmann’s late writing by tracing
her shifting engagement with motifs from Wagner’s Tristan. What Sartre terms
the modern author’s obligation to reflect on aspects of contemporary tragedy
can be identified in the novel’s construction of an oblique critique of the female
artist’s place within the patriarchal order.
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nicht nur dieses einen Mario. / Gerechtigkeit, auch fiir unsere Morder. / Oft habe ich

gedacht, wenn der Hafl / stirker war und wenn ich springen / wollte, von der obersten

Terrasse, / dich dorthin zu rufen, wo Verzeihung / und Gericht sein konnte.’ [N331] It is

found on a manuscript above the eleven-line draft entitled ‘Auf der obersten Terrasse’

[IW, 125]. Whilst a shared motif describing a suicide leap relates these two latter drafts,

I can identify no grounds for combining the twelve-line lyric engagement with Tosca

with ‘Alla piu umile, alle piu umana, alla piu sofferente’ [N173].

This dedication indicates the public status of the draft and the author’s conception of it

as a text that might one day be finished as a positive communication.

72. Cf. Andrea Stoll, ‘Erinnerung und Schreibprozef}: Zur dsthetischen Relevanz subjektiver
und kollektiver Erinnerungsformen im Werk Bachmanns’ in Ingeborg Bachmann:
Neue Beitrige zu ihrem Werk, ed. by Dirk Géttsche and Hubert Ohl (Wiirzburg:
Konigshausen & Neumann, 1993), pp. 225-38 (p. 226-27).

73. Cf. Georgina Paul, Perspectives on Gender in Post-1945 German Literature, p. 72.

74, Hannah Arendt, The Human Condition (Chicago: University of Chicago Press, 1998), p.
169.

75. Cf. Lennox, Cemetery of the Murdered Daughters, p. o1.

76. Caitriona Leahy, ‘Bachmann’s Burning Question’, p. 120.

77. Arendt, The Human Condition, p. 169.

78. Ibid.

79. Weigel, Ingeborg Bachmann, pp. 149, 222, 548.

80. Roland Barthes, Fragments d’un discours amoureux (Paris: Editions du Seuil, 1977), pp.
7 21-22.

81. Roland Barthes, A Lover’s Discourse: Fragments (London: Vintage, 2002}, pp. 3, 15.

82. Although Barthes and Bachmann became acquaintances during their mutual
collaboration on the Gulliver journal, research remains to be carried out as to whether
Barthes was familiar with Malina at the time of his work on Fragments d’un discours
amoureux (1977). The French translation of Bachmann’s novel was first published in
1973: Ingeborg Bachmann, Malina, trans, by Philippe Jacottet (Paris: Editions du Seuil,
1973).

83. Bachmann, Wir miissen wahre Siitze finden, p. 74 [Interview with Veit Mélter, 23 March
1971].

84. Albrecht, ‘Die andere Seite’, pp. 153~54.

8s. Bachmann, Wir miissen wahre Séitze finden, pp. 108-09 [Interview with Ilse Heim, 5
May 1971].

86. Bachmann, Wir miissen wahre Séitze finden, p. 88 [Interview with Ekkehart Rudolph, 23
March 1971]. '

87. Barthes, Fragments d’un discours amoureux, p. 22.

88. Barthes, A Lover’s Discourse: Fragments, p. 16.

89. ‘In der Abfolge der Szenen zwischen Jan und Jennifer hat Bachmann nicht nur jenes
strukturale Portrat der Liebessprache vorweggenommen, das Roland Barthes in seiner
Rettung der Fragmente einer Sprache der Liebe 1977 beschrieben hat. Sie hat diesem
Portrit zugleich die von ihm eher vernachléssigten Dissonanzen eingeschrieben, die
einer asymmetrischen, geschlechtsspezifisch organisierten Dialogizitét dieser Sprache
geschuldet sind.” Weigel, Ingeborg Bachmann, p. 222,

g0. Cf. Ingeborg Bachmann, Malina (Frankfurt a.M.: Suhrkamp, 1971).

-

7L

o1. Britta Hermann, ‘Malina’, in Albrecht and Géttsche, eds, Bachmann-Handbuch, pp.
130-44 (p. 132).

92. Cf. “Wie ich beim Korrigieren das alles wieder hab’ lesen miissen, habe ich auch
gemerkt, dal es mit Ivan gar nicht so einfach ist; dafl er vielleicht auch eine Doppel-




186

93.
94.

95.
96.

97.
98.

99.
100,
10
102.
103.
104.

et

105.

106.

107.

108.
109.
110.

111,

‘LIEBE IST EIN KUNSTWERK’

oder Dreifachfigur ist [...].” Bachmann, Wir miissen wahre Sétze finden, p. 88 [Interview
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BACHMANN Ohne daf sie ihr Pathos verliert...

KIENLECHNER Und die Spannung der Liebe zeigt sich [..] gerade darin,
dafl die Telephongespriche so trivial sind und das
dahinterstehende Gefiihl so unheimlich zwitterhaft ist. Da
wird doch eine Idolatrie getrieben, die recht abgriindige
Mutmaflungen zuldfit...

BACHMANN Aber es wird nie ausgesprochen — es sollte trotz dieser

Trivialitat sichtbar werden, mit welcher Vehemenz dieses

Ich...
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Bachmanns ‘Malina’, ed. by Andrea Stoll (Frankfurt a.M.: Suhrkamp, 1992), pp. 265-
87.
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dhnlicher Ausdrucksfunktion in den Roman Malina eingehen — und ringt in diesem
intertextuellen Dialog mit Musik und Literatur zugleich um “ein neues Leben”’
Gottsche, ‘Spite Gedichte’, in Albrecht and Géttsche, eds, Bachmann-Handbuch,
p- 79.

130. Edith Bauer, Drei Mordgeschichten: Intertextuelle Referenzen in Ingeborg Bachmanns
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131. Cf. Bauer, Drei Mordgeschichten, pp. 176-77.
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136. Barthes, A Lover’s Discourse: Fragments, p. 224.
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CHAPTER 4

>

Tristan and the Composition
of a Reflexive Aesthetic

Ich habe zuerst angefangen zu komponieren und dann erst zu schreiben,
Und immer wenn ich tiber Musik spreche, fillt mir ein, dafl Musik mein
erster Ausdruck war, der erste kindliche Ausdruck war und heute fiir mich
noch immer der héchste Ausdruck ist, den die Menschheit tiberhaupt
gefunden hat. Fiir mich ist Musik gréer als alles, was es gibt an Ausdruck.
Dort haben die Menschen das erreicht, was wir durch Worte und durch
Bilder nicht erreichen kdnnen. [...] Ich kann ohne Musik nicht leben, und
ich kann vor allem — da es wenig interessant ist, womit oder mit wie wenig
ich leben kann — , aber ich kann nicht arbeiten ohne Musik. [...] Und was
ich meine mit Musik, weil manchmal gesagt wird ‘musikalische Prosa’,
‘musikalische Lyrik’, diese Ausdrucksweise lehne ich ab. Es gibt keine
musikalische Prosa, Musik ist etwas ganz anderes.’

The identification of music as the highest form of artistic expression described
by Bachmann in this late interview reflects its privileged place throughout
her oeuvre. As seen in these comments, Bachmann’s contemplation of music
consistently relates to her considera;tion of literature and her own writing
processes, where music features as a powerful, alternative mode of expression.
Elsewhere in the interview, Bachmann'emphasizes the informed character of her
relationship to music and suggests that her ability to sight-read sets her apart from
other writers. She outlines the importance of her long-standing friendship with
Hans Werner Henze, for whom she wrote libretti and enjoyed a long aesthetic
collaboration, and identifies, with reference to Hofmannsthal and Strauss, the
productive aesthetic exchange between composer and writer.> Particularly in
late interview discussions of Malina, Bachmann uses musical terminology
to define her own writing techniques, terming the novel the ‘overture’ to the
planned ‘Todesarten’ cycle and referring to its dense ‘composition’? The literary
preoccupation with music is further manifest in the novel’s integration of
musical directions and fragments of score into its narrative, as well as in its
frequent allusions to works of music, musicians and composers.* The tension,




