
Visualizing the Holocaust: 
  Taboos and Potentialities

This conference stemmed from a 
DAAD summer seminar on this 
topic led by David Bathrick in 
2003 and was an opportunity for 
seminar participants to recon-
vene and present papers inspired 
by the seminar. The conference 
explored the questions raised by 
visualizations of the Holocaust 
through four panels with the 
following themes: “In the Begin-
ning was the Photo: Exploring 
the Power of the Indexical”; 
“Postmemorial Reception of the 
Traumatic Event”; “Mimesis and 
Narrative”; and “Mass Cultural 
Representations of a Traumatic 
Past.” 

In the Beginning 
was the Photo: 
Exploring the Power 
of the Indexical 
The morning session featured 
papers by Brad Prager (Univer-
sity of Missouri-Columbia) and 
Daniel H. Magilow (University 
of North Texas). Both papers 
considered the relationship 
between photographs and narra-
tive, raising questions about the 
status of perpetrator photography. 
Prager’s paper, “The Anti-Nostal-
gic Gaze: Against Liberating Per-
petrator Photographs from Their 
Holocaust Narratives,” focused 
on the relationship between nar-
rative and image in the writings 
of W.G. Sebald. Prager analyzed 
two key passages in Sebald:  in 
The Emigrants, a description of 
a photograph of the Lodz ghetto 
taken by the German accountant 
Walter Genewein; and in Aus-
terlitz, the protagonist’s appar-

ent recognition of his mother’s 
face in a pseudo-documentary 
about Theresienstadt produced 
by the Nazis. Prager suggested 
that these two passages represent 
Sebald’s attempts to come to 
terms with the complex terrain 
of post-memory and the aesthetic 
dilemmas raised by perpetrator 
photography. Prager argued that 
by not reproducing the photo-
graph of the Lodz ghetto that 
he describes in The Emigrants, 
Sebald subscribed to the often-
discussed “Bilderverbot” on Ho-
locaust images. Prager suggested 
that Sebald presented a more 
nuanced response to the problem 
of perpetrator photography in 
Austerlitz. Prager read Sebald’s 
description of the protagonist’s 
viewing of the Theresienstadt 
film as a complex engagement 
with the processes of identifica-
tion and fantasy that are inher-
ent the viewer’s relationship to 
perpetrator images.
     Daniel Magilow’s paper, “The 
Flaneuer in the Necropolis: Hein-
rich Jöst’s Warsaw Ghetto Pho-
tographs,” examined a collection 
of photographs of the Warsaw 
Ghetto taken by the Wehrmacht 
officer and amateur photographer 
Heinrich Jöst in 1941. Magilow 
outlined two approaches for 
reading Jöst’s photographs, both 
of which he considered to be 
problematic. He argued that read-
ing Jöst as an innocent bystander 
“comes across as at best naïve 
and at worst revisionist,” while 
understanding Jöst exclusively 
as a perpetrator “too comfortably 
marginalizes him as an inhuman 
monster who shares nothing with 
his critics.” Magilow’s interpre-
tation avoided this dilemma by 
providing a nuanced reading of 

the narrative created by the book 
in which the photographs first ap-
peared, Im Ghetto von Warschau: 
Heinrich Jösts Photographien, 
published in 2001. This book, 
which was edited by Günther 
Schwarberg, organizes the photo-
graphs and includes captions that 
were derived from a 1983 inter-
view with Jöst. Magilow argued 
that “by reading Heinrich Jöst’s 
photographs not simply as a cata-
logue of thematically linked but 
autonomous atrocity photographs 
from 1941 but instead as a heav-
ily mediated photo-essay [...] one 
can better understand some of the 
tensions inherent to categorizing 
Holocaust photographs.” Ma-
gilow presented an interpretation 
of the book as a “narrative that 
[…] produces a story of an old 
man who revisits the Holocaust 
and recognizes his responsibility 
for it,” while also recognizing 
that the photo essay is an “open 
work” that resists interpretive 
closure.                            —E.D.

Postmemorial 
Reception of the 
Traumatic Event
The Friday afternoon session, 
moderated by Cornell’s Michael 
Steinberg (History), sought to 
explore the role of trauma in the 
transmission of memory. 
     Elke Heckner (University of 
Oregon) discussed the possi-
bilities and limits of second-gen-
eration approaches to Holocaust 
memory, stressing in particular 
the dangers of the identificatory 
pedagogy promoted by many Ho-
locaust museums. In her paper, 
“Whose Trauma is it? Identifica-
tion and Secondary Witnessing 
in the Age of Post-Memory,” 
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Andreas Huyssen (Columbia Uni-
versity); Anson Rabinbach (Princ-
eton University); & conference 
organizer, David Bathrick

Visual representations of the Holocaust have proven 

to be an absolutely integral, but also highly contested 

means by which to understand and remember the Nazi 

atrocities of World War II. Beginning with the black and 

white photographic images emerging from the camps in the 

spring of 1945, these and later medial visualizations served 

for some as virtual access to knowledge of the horror; in a 

few cases, even preeminent verification that it actually hap-

pened. Yet coincident with the evidentiary or even iconical 

certitude these images might seem to convey, there have also 

arisen intense concerns about the propriety, in some cases 

even the possibility of visually representing this event. 

 This conference explored the dos and don’ts, the limits and 

the transgressions, the aesthetic quandaries and attempted 

solutions which have marked some of the discursive and 

artistic controversies within the area of Holocaust visual-

ization. Key questions included the following: In what 

ways have images of the Shoah facilitated or inhibited 

our understanding of it? What are the potentialities 

and limitations of different visual media (photo, 

film, comic book, painting, architecture, poem, 

novel), aesthetic styles (realism, modernism, 

postmodernism), or genres (melodrama, 

comedy, documentary), as made ap-

parent in their memorializations of 

the Holocaust? How have the 

debates about and practices 

of Holocaust visualization 

changed over the years in 

tandem with postme-

morialization? 

—David  Bathrick



Heckner analysed Marianne 
Hirsch’s theory of “postmemo-
ry.” Although “postmemory” is 
distinct from original survivor 
memory, the concept suggests 
the possibility of identification 
with the traumatized victim, 
because it involves “an affec-
tive-empathetic…interiorizing 
model” of transmitting Holocaust 
memory between generations. 
Postmemorial perception of the 
Holocaust mirrors the process 
of second-generation witness-
ing, in which memories of the 
survivor generation, instead of 
being passively stored away, 
initiate an active response in the 
recipient. This form of active en-
gagement—“secondary witness-
ing”— then serves as the model 
for successful Holocaust remem-
brance. Heckner, enthusiastic 
about Hirsch’s conceptualization 
of postmemory, is, however, 
critical of the result of secondary 
witnessing: If the subject of post-
memory experiences the affect 
associated with the survivor’s 
trauma, does she indeed render 
the act productive beyond the 
point of identification? As a con-
trast to Hirsch’s model of reliv-
ing trauma, Heckner introduced 
Daniel Libeskind’s “spaces of 
memory.” The sheer materiality 
of Libeskind’s unusual architec-
ture unsettles the viewer, not by 
confronting him with an indi-
vidualized trauma, but by forcing 
on him a sensation of physical 
unease that speaks to the expe-
rience of trauma at large, thus 

forbidding an identification with 
the individual victim. In Libes-
kind’s Jewish Museum in Berlin, 
Heckner suggested, identification 
and empathy—processes vital for 
Hirsch—are suspended; trauma is 
not “built up.” Heckner conclud-
ed that Libeskind, unlike Hirsch, 
succeeds in proposing a memory 
model which, because it avoids 
the pitfalls of identification, is 
future-oriented. Libeskind, then, 
has an interest in the continua-
tion of Jewish-German history; 
Hirsch, on the other hand, stops 
short by paralysing the secondary 
witness. 
     Darcy Buerkle (Smith 
College) introduced her paper, 
“Screening Hannah Arendt and 
Sivan’s Film The Specialist,” as 
part of a larger project in which 
she will examine the status of 
“the parenthetical,” which she 
describes as “that stylistic inter-
vention that allows the writer to 
insert interruptions into a text” 
and which, in Arendt’s text Eich-
mann in Jerusalem, makes room 
for affect. Buerkle argued that 
the 1961 trial of Adolf Eichmann 
was propelled largely by the 
affective relationship between 
the spectators and the proceed-
ings. The affective dimension 
of gestures and outcries among 
the spectators, which was not 
recorded as part of the trial and 
lurks only in the parentheses of 
Arendt’s text, was nonetheless 
central to the trial, as it was this 
“unconscious” in the trial that 
informed the future reception of 

Holocaust testimony. Based on 
500 hours of original documen-
tary footage of the trial shot by 
Leo Hurwitz, Eyan Sivan’s 1999 
film The Specialist communi-
cates the emotional dimension of 
the trial by including the outcries 
from members of the audience 
that are otherwise not considered 
part of the trial. Although Sivan 
has been attacked for splicing 
together pieces of the foot-
age and thereby manufacturing 
interactions that never occurred, 
Buerkle, who does not read the 
film as a documentary, concluded 
that the film nevertheless suc-
ceeded in documenting the affec-
tive dimension of the trial for the 
first time, thereby serving as the 
visual corollary to Arendt’s text. 
     Karyn Ball (University of 
Alberta) closed the first day of 
the conference with her paper, 
“The Remediation of ‘Authen-
tic’ Memory in the German 
Reception of Steven Spielberg’s 
Schindler’s List”.  Ball started by 
describing the German public’s 
self-consciousness about the fact 
that it was being closely watched 
by the world during the screen-
ing of the 1994 Steven Spielberg 
film Schindler’s List. Concern for 
Germany’s democratic reputa-
tion, bordering almost on anxiety, 
led German critics to debate the 
film’s authenticity. As Ball ar-
gued, this debate culminated in a 
“negative aesthetic” reminiscent 
of Theodor W. Adorno’s famous 
prohibition on lyric poetry. In-
fluenced by the poststructuralist 
criticism of the concept of au-
thenticity, Germans, too, referred 
to Adorno and to the prohibition 

on images, often invoking the 
“unrepresentability” of the Ho-
locaust. In Ball’s view, however, 
this reaction speaks not to a de-
sire to protect the integrity of the 
victims, but rather to a desire to 
distance oneself from the geno-
cide by elevating and sacralizing 
it. Ball furthermore suggested 
that the German embrace of this 
negative aesthetic, expressed 
via the notion of authenticity, is 
closely connected to the mecha-
nisms of repression. Referencing 
the Freudian concept of the ego-
ideal, Ball proposed the concept 
of a memory-ideal—a super-
egoic memory composite. In the 
case of Germans, this would be 
the “internal idealized locus of a 
diffuse anticipation of how other 
groups…expect Germans to 
remember and mourn the Holo-
caust.” In the case of the negative 
aesthetic, then, Germans adhere 
to a memory-ideal that is repres-
sive insofar as it allows Germans 
to view only “authentic” material 
of the Holocaust, material that 
is in any event “unpleasurable.” 
Ball concluded that this memory-
ideal is, however, not only the 
vehicle of a repressive aesthetic, 
but also cripples the possibility 
of a genuine working-through.  
               —M.S.

Mimesis and Narrative
The first speaker of the Saturday 
morning session was Michael 
D’Arcy, a recent Cornell Ph.D 
in Comparative Literature cur-
rently teaching at the University 
of Western Ontario. His paper, 
“Lanzmann, Adorno and the 
Justice of the Image,” followed 
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up on a debate in Holocaust film 
aesthetics between mass cultural 
realism (à la Schindler’s List) on 
the one hand, and anti-represen-
tational modernism on the other. 
D’Arcy set himself the task of 
discussing the most difficult of 
anti-representational Holocaust 
films, Claude Lanzmann’s Shoah, 
using the ideas of one of the most 
difficult aestheticians, Theodor 
Adorno. Drawing especially 
from a late Adorno piece entitled 
“Transparencies on Film,” D’Arcy 
laid the groundwork for a reading 
of Lanzmann’s use of montage 
as the evocation of “imaginary 
images,” as determinate negativ-
ity itself in the way it allows an 
unrepresentable reality to appear 
aesthetically through its negation-
by-montage.     
     Sven-Erik Rose (Miami Uni-
versity), focused on “Holocaust 
Photography and Detective Work 
in Recent Theory and Fiction.” 
Situating his paper within a 
larger project that links detec-
tion to a certain conception of 
modernity, Rose approaches the 
Shoah as an object of detective 
inquiry, in particular through read-
ing photographic images of the 
event as “clues.”  Working with 
Benjamin’s and Kracauer’s writ-
ings on photography, Rose gave 
a critical account of Didi Über-
mann’s notion of the “dialectical 
image” and raised the question of 
how to begin to theorize and read 
the visual traces of this otherwise 
inscrutable event. 
     The final paper was given by 
Eric Kligerman (University of 
Florida—Gainsville) and entitled 
“Celan’s Cinematic: Ethics as 
Optics in ‘Night and Fog’ and 
‘Engführung.’” Applying Em-
manuel Levinas’ ethics (his 
concepts of face and place) to 
what he calls the “prosthetic sites 
of Holocaust memory,” Kliger-
man offers a reading of three such 
sites (Resnais’ film Night and 
Fog, Celan’s poem “Engführung,” 
and Liebeskind’s Nussbaum 
Museum). He writes, “If Belzec’s 
trench signifies an absolute ethi-
cal failure in Holocaust memory, 
what is the spectator’s respon-
sibility to the defaced other in 
prosthetic sites of memory” where 
the face or place of the other is 

precisely what is effaced 
in representation? As his 

talk segued into a panel discus-
sion, this question linked the 
papers together around problems 
of negativity and representation, 
and aesthetic/ethical experience of 
such representations.  —J.D. 
          

Mass Cultural 
Representations of 
a Traumatic Past
Andreas Huyssen (Columbia 
University) moderated the last 
session of the conference, which 
tackled the ubiquity of Holocaust 
memory in popular culture.  
     The first presenter, Lisa J. 
Nicoletti (Centenary College of 
Louisiana), delivered a paper on 
contemporary representations of 
Anne Frank in the U.S. The paper 
opened with the question of why 
Frank kept “lurking in the United 
States?” The title of Nicoletti’s 
presentation hints at the an-
swer: “No Child Left Behind: 
Anne Frank Exhibits, American 
Abduction Narratives, and Nazi 
Boogeymen.” In a tour de force 
analysis of numerous examples of 
contemporary art projects, films, 
books, and classroom stories, 
all of which have “Holocaust 
time-travel” as their subject, 
Nicoletti concluded that it is the 
American propensity to transform 
a dead child victim into an icon of 
“everything that cannot be” which 
keeps Anne Frank alive. The 
most recent Frank exhibit, “Anne 
Frank the Writer: an Unfinished 
Story” (2003), organized by the 
United States Holocaust Memo-
rial Museum, reproduces anxieties 
about child abduction and abuse 
by portraying Frank as “the child” 
and elevating child portraits to 
iconic images. Yet what about the 
adolescent Frank, who, as artist 
Ellen Rothenberg thematized in 
her three-part installation The 
Anne Frank Project (1990-), con-
sciously experienced her growing 
sexuality? This aspect of Frank’s 
history is absent in popular rep-
resentations of her, which rely on 
the objectification and fetishiza-
tion of Frank as “the child” in 
order to “exorcise the worst fears” 
of society. 
     The last two presentations had 
in common an engaged inter-
est in comical representations of 
the Holocaust. David Brenner 
(Kent State) asked “How Tragic 

is Comedy in the Contemporary 
Holocaust Cinema?” His paper 
analysed the 1998 film Train 
de Vie, a French, Belgian, and 
Dutch co-production written and 
directed by Radu Mihaileanu. 
Mihaileanu, a child of Holocaust 
survivors, decided to make his 
own Holocaust film after he was 
disappointed by the success of 
Spielberg’s Schindler’s List. His 
intentions were not to prove that 
comedy is somehow closer to 
historical “truth,” but rather to 
reject the redemptive tragic mode 
typical of Spielberg’s, and also 
Claude Lanzmann’s, epic produc-
tions. His film is, unlike Benigni’s 
Life is Beautiful, recognizable as a 
fable from the beginning, and, by 
privileging the perspective of the 
fool, it picks up the tradition of 
the “most Jewish language there 
is—the tradition of bittersweet 
comedy—and of self-mocking 
humour” (Mihaileanu). Brenner 
went on to discuss the aspect of 
absurdity in Ashkenazi folklore, 
which informed Mihaileanu’s 
film. The film depicts the fate of 
the residents of a shtetl who seek 
to create a fake deportation train 
that will take them to the Soviet 
Union. Obviously, the undertaking 
fails, and the entire storyline is 
absurd. Yet, as Brenner suggested 
on the basis of a quote from 
Zizek, the ridiculous combats the 
sublime that, in its pure aesthetic 
form, is dishonest and prevents 
understanding. Comedy in its 
pure from is similarly mislead-
ing, however, and in Train de 
Vie, as Brenner argued, the comic 
does not exclude the tragic. On 
the contrary, the film, far from 
being a Holocaust comedy, is full 
of tragicomic irony that enables 
the viewer to understand that, as 
Brenner concluded, the past is 
also a “potentiality…imminent in 
the present.” 
“‘Heil Myself!’ Impersonation 
and Identity in Comedic Repre-
sentations of Hitler” was the title 
of the paper by Michael Rich-
ardson (Ithaca College), which 
looked at some of the eighty 
filmic representations of Hitler. In 
such films, Hitler has been played 
by B-movie actors and cartoon 
figures as well as by Hollywood 
stars, most memorably Charlie 
Chaplin. Looking at the comedic 
representations of Hitler during 

World War Two, Richardson was 
quick to conclude that the Ameri-
can culture industry, by diminish-
ing Hitler in every possible way, 
contributed to the war effort, thus 
proving once again the inherently 
aggressive nature of humor. It 
is less clear, however, why the 
desire to impersonate and mock 
Hitler has continued in U.S. popu-
lar culture, and how this desire 
relates to the pervasive interest in 
the Holocaust and in Nazi history.    
     Drawing on Freud and Bergson 
to argue for the function of humor 
as ersatz violence and as a tool 
for group identity formation, and 
using the examples of Chaplin’s 
The Great Dictator and Ernst 
Lubitsch’s To Be or Not To Be, 
Richardson made remarkable ob-
servations: Although Hitler cannot 
be evoked without also evoking 
the Holocaust, its absence—and 
Hitler parodies exclude, as a 
rule, the topic of the Holo-
caust—allows “for a convenient 
momentary forgetting, which in 
turn allows for the ritual humili-
ation of Hitler.” Moreover, any 
cruel acts committed by the Hitler 
impersonator are not ascribed to 
the protagonist, who remains a 
distinct American actor, but to the 
character being impersonated. As 
a result, the American audience, 
Richardson continued, spatially 
and temporally already removed, 
has no need to critically reflect 
on such representations of Hitler. 
And, because Hitler and the Nazis 
are easily associated with Ger-
mans in general, the American au-
dience is similarly oblivious to the 
need for a critical re-examination 
of German-American relations 
and the American self-image in 
the face of Germans. The result of 
this indifference is yet another re-
inforcement of the belief that the 
Holocaust was part of a particular 
German history and had little to 
do with modernity as such. Thus 
comedic representations of Hitler 
convey the idea that the Holocaust 
had “no bearing on the actions 
and attitudes of U.S. society.” 
This, Richardson argued, explains 
the continuous desire for Hitler 
parodies.              —M.S.



“Even war has some-
thing sublime about it 
if it is carried on in an 
orderly way and with 
respect for the sanctity 
of the citizens’ rights.”

In the quote above, Kant sees the sublimely fought war as an instance in which we become conscious of our 

superiority to nature within us, “and thereby also to nature outside of us.” Where, however, can we wit-

ness the war that includes both conflict and sympathy? Freud, at the outbreak of World War One, exposes 

our expectation of a just war as an illusion. Modern man mistook war as the “chivalrous passage of arms, 

which would limit itself to establishing the superiority of one side in the struggle, while as far as possible 

avoiding acute suffering that could contribute nothing to the decision, and granting complete immunity for 

the wounded.” The illusion of the chivalrous war was certainly shattered with World War One, when new 

technologies allowed the war to be fought at a distance with no direct human contact. Killing became easier. 

Freud writes that the primitive warrior has always survived in humans despite society’s efforts at “cultiva-

tion.” War thus breeds a logic of killing that is similar to that of the Freudian primitive who views everyone 

as a lethal enemy and seeks pleasure in unleashing the fury of cruelty. 

Freud writes that primitive instincts of aggression did not change over time, but were redirected internally; 

in the case of war, the tension in the human psyche caused by this redirection is set free, and instincts are 

lived out again. During the war, the behavior of soldiers thus discloses that the “ennoblement of instincts” 

accounts for nothing but Enlightenment rhetoric. The enlightened subject is merely a “cultural hypocrite” 

whose moral acquisitions can potentially fall into oblivion. Moreover, even in times of peace, humans are 

not so much compelled by the cruelty of war itself as by the images that result from it. To me, then, it seems 

as if aesthetic standards such as “taste” emerge at what is the constitutional inability of war to cover up 

Western civilization’s insecurity felt over allegedly “primitive” instincts. In closing with Kant, who granted 

war the power of the sublime, I would like to remind you that he considered it the one, irresistible veto: 

“There shall be no war.”             —Melanie Steiner

Aesthetics of War
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     In answering these questions, 
Kittler detailed shifts in strategic 
warfare beginning around 1800 
through which war began in-
creasingly to exceed or transcend 
the senses.  These included, 
among others, the introduction 
of the “military staff” and the 
information network that resulted 
from the invention of the tele-
graph.  The power of the written 
word took over the might of the 
sword, giving birth to “warfare as 
machine.”
     Increased signal speed only 
led to the further withdrawal of 
the action of war from the scene 
of human 
perception, a 
process that 
extended 
from the de-
velopment of 
the “military 
staff” to the 
new means 
of transpor-
tation of the 
nineteenth 
century (the 
train) to the 
age of the 
transatlantic 
telegraph, 
and later to 
the digital 
age.  

     Kittler dwelled on the 
coupling of the military and 
the press that resulted from this 
new, disembodied warfare.  He 
drew attention to the complic-
ity of the military and the press.  
When the military invents new 
technologies, these often end up 
in the hands of the press, so that 
modern wars are now reported 
by the exact same means by 
which they are fought.  Today 
the “digital soldier” is merely 
a part of the universal machine 
that gathers and processes data 
in real time.  Television, rather 
than being a witness, has become 
an accomplice to what it shows.  
The gadgets and machines that 
were once for the specialist are 
now in everybody’s hands.  “The 
wars of our times are sudden, 
unperceived, undeclared,” said 
Kittler.  Thus removed from our 
perception, beyond the senses, 
war cannot (or can no longer) be 
the locus of an aesthetic.
     In the second part of his talk, 
Kittler read the work and recep-
tion of visual artist Joseph Beuys, 
especially his installation piece 
“Blitzschlag mit Lichtschein auf 
Hirsch” (“Lightning with Stag in 
its Glare,” 1985), a construction 
out of aluminum and bronze cast-
ings and various other metallic 
elements.  Kittler showed that 
Beuys’ work in general, and this 
statue in particular, have nothing 
to do with the mystical realms of 
nature, as Beuys and his inter-
preters have long maintained 
(and as is still the received 

opinion among many art histori-
ans).  Instead, Beuys’s work is a 
“literal simulation of dive bomb 
attacks.”  Beuys, trained both as 
a dive bomber and as  a wire-
less operator, has appropriated 
the materials of modern aircraft 
construction for his installation 
art and sculptures, with each of 
the components of this work, 
“Blitzschlag,” containing an allu-
sion to the history of metallurgy.   
                              —S.F.

     Jason Lieblang (Modern 
Languages, Kwantlen University 
College (Canada)) began the first 
panel with his paper “‘Should 
an Army Be Raised by the Same 
Means as the Customers for 
Jam?’ The Language of American 
and German Propaganda Post-
ers of the Great War.”  Lieblang 
took issue with the “universality” 
often ascribed to the poster lan-
guage used by different nations 
during World War I, contrasting 
the semiotics and rhetoric of 
American and German propagan-
da.  The two national examples 
differed in their treatment of the 
past, the images of community 
they constructed, their depictions 
of the enemy, and their portrayals 
of gender relations.  American 
propaganda featured much more 
iconography drawn from the 
world of advertising , pointing 
to a general American savvy in 
“selling” war to the populace. 
      “War and Inconspicuousness: 
The Use of Art as Document 
and Camouflage” was the title of 

     Cornell Professor of Ger-
man Studies and Comparative 
Literature Wolf Kittler’s keynote 
address “cast a shadow,” as he 
put it, on the entire conference’s 
object of investigation by pro-
vocatively questioning the very 
existence of an “aesthetics of 
war.”  He answered the title of 
his talk—“Is there an Aesthet-
ics of War?”—with an em-
phatic “no.”  This for the obvious 
reason, he stated, that “art (the 
object of aesthetics) is supposed 
to create beauty, whereas war is 
an ugly business.”
     When Kittler says there is no 
aesthetics of war, however, he 
means this in a strictly historical 
sense.  There is no aesthetics of 
war today.  Following Hegel—art 
is the appearance of the idea—
Kittler asks two crucial ques-
tions: Does war still meet our 
senses, and what is the relation-

ship between war and the 
realm of ideas?  
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the next paper by Sebastian P. 
Baden (Fine Arts, Hochschule 
der Künste Bern (Switzerland)), 
which looked at bunkers de-
signed by the Swiss army to look 
like “traditional” mountain cha-
lets.  This camouflage makes use 
of a certain kind of imagery and 
iconography that Switzerland has 
consciously used to market itself 
to tourists; ironically, as Baden 
pointed out, tourists have a very 
hard time telling a disguised bun-
ker from a real chalet.  This curi-
ous design phenomenon presents 
a kind of art that is not intended 
to stand out or be spectacular.  
Baden speculated whether one 
might understand these bunkers 
with the critical apparatus 
of Jean Baudrillard or 
Paul Virilio.  Now that 
these bunkers (originally 
intended to fend off Ger-
man aggression in World 
War II) are obsolete by 
the standards of twenty-
first century warfare, 
their status as objects of 
tourist interest might well 
make them into simulacra 
of themselves!
     The afternoon panel 
on February 26 was mod-
erated by Julie Jacoby 
(Ph.D. candidate in His-
tory, Cornell). Dayton 
Henderson (UC Berke-
ley) presented on “War 
Trauma in Hugo von Hofmannst-
hal’s Reitergeschichte.” In his 
paper, Henderson tackled the dif-
ficult problem of interpreting this 
so-called “Schreibübung” using 
psychoanalytic tools. The novella 
contains dream states, subjective 
narration, and the appearance 
of Doppelgänger, which usually 
trigger connections between the 
novella and Freud’s notion of the 
uncanny. However, Henderson 
tried to prove that the demise of 
the protagonist, Anton Lerch, 
was caused not by his encounters 
with the uncanny, but rather by 
war trauma. He found connec-
tions between all three appear-
ances of the Doppelgänger in the 
novella and battle scenes—each 
encounter with a Doppelgänger 
bearing textual resemblance to 
an earlier, traumatizing battle. 
In Henderson’s analysis, the 

Doppelgänger play the roles of 
peace-time and war-time egos, 
as articulated in Freud’s work on 
war neurosis. Theoretically, the 
peace ego should hinder the war 
ego from endangering the body. 
However, the Doppelgänger 
practically paralyze Lerch by the 
end of the novella, and instead of 
protecting the body, the split ego 
contributes directly to his death. 
In other words, Lerch fails to 
overcome his trauma.
     Vern Walker’s (Binghamton) 
presentation was entitled “‘My 
sentences are all supposed to 
be read slowly’: Wittgenstein, 
Bachmann, and the War Rhetoric 
of Progress.” Drawing from a 

mix of ideas and personal experi-
ence, Walker wished to establish 
the possibility or impossibility 
of pacifism through slowness or 
stoppage as a response to a civili-
zation bent on progress for prog-
ress’s sake. Walker juxtaposed 
Kant’s ideal of perpetual peace 
with Wittgenstein’s emphasis on 
the limits of language to raise the 
possibility of a type of ethical 
experience that transcends the 
boundaries of conventional “lan-
guage games.” The opposition 
between such an experience and 
the scrutiny of the mundane oc-
currences of everyday life would 
create a tension that could high-
light the violent aspects of even 
the seemingly most negligible 
aspects of human life, thus open-
ing up possibilities for pacifist 
resistance to the “war machine” 
that masquerades under the guise 

of progress. Walker finds a reflec-
tion of Wittgenstein’s project in 
Ingeborg Bachmann’s short story 
“Youth in an Austrian Town,” in 
which Bachmann offers a series 
of scenes from a wartime child-
hood without passing any kind 
of emotional judgment. Thus, art 
succeeds in showing the ethical 
and the mystical where philoso-
phy would fail.
     Nilima Rabl (Binghamton) 
presented her paper “When War 
is Done: A Threefold Engage-
ment with Creative Expression as 
Peaceable Paradigm.” In the pre-
sentation, Rabl focused on three 
treatments of the text Malina: 
Ingeborg Bachmann’s novel, the 

screenplay adaptation by Elfriede 
Jelinek, and the film adaptation 
by Werner Schroeter. She tracked 
these artists’ efforts to avoid the 
co-optation of their work by the 
dominant discourses of “peace, 
freedom, and progress.” They 
represent a trend in post-World-
War-II German-speaking societ-
ies of artists remaining wary of 
official declarations of peace 
and ostensible encouragement 
of “free expression,” while in 
reality art is being appropriated 
to support the causes of war’s 
beneficiaries. Regulating or 
recognizing art with the confer-
ral of various honors on artists 
and artworks is the state’s way of 
controlling aesthetic expression 
and diminishing or even elimi-
nating resistance. The authors of 
Malina’s different formats prefer 
the role of relative outcasts who 

can remain vigilant at all times in 
the face of seductions on the part 
of the regime.             —M.M.

Steven Miller (Professor of Eng-
lish, SUNY Buffalo) delivered 
Sunday’s featured lecture.  In his 
talk entitled simply “Mayhem,” 
Miller argued that a popular 
understanding of war as sim-
ply a form of conflict entailing 
death needs to be reconsidered 
and expanded, for there exist 
forms of violence that can be 
inflicted even upon the already 
dead.  In order to supplement this 
lack, Miller introduced the term 
“mayhem” as a form of political 
violence with no specific end that 
seeks to maim or dismember the 
bodies of either the living or the 
dead.  Mayhem thus has three 
components.  First, it features 
acts that are often redundant and 
gratuitous.  Secondly, it repre-
sents the transition between war 
and cruelty. Finally, it threatens 
one’s dignity, though not one’s 
life, as war is generally thought 
to do.  Such acts reveal the pos-
sibility for an aesthetics of war in 
that they often co-opt an aesthetic 
space and turn war into a theater.
     Mayhem is particularly invidi-
ous insofar as it does not respect 
the distinction between the living 
and the dead.  This permits the 
victims of mayhem to suffer fates 
worse than death, given that their 
bodies are permanently disfig-
ured. Mayhem, in this regard, 
provides a scenario in which the 
possibility for the survivor to die 
in a manner that partakes of the 
ideality of a beautiful death is 
entirely precluded. This further 
proves the distinct character of 
mayhem as a form of violence 
that need not stop with the 
victim’s mere death. Indeed, it 
is a form of violence that affects 
the very connection between the 
body and life.   —T.H.

     Bernd Piringer opened Sun-
day’s first panel with his talk “As 
an Idealist it is Easier to Die than 
to Live,” in which he discussed 
the manner in which war can 
serve individuals as a means of 
coping with structural unhappi-
ness resulting from processes of 
modernization.  Piringer argued 

Casey Servais (German Studies, Cornell) 
Erica Doerhoff (German Studies, Cornell)



that war, at least since World 
War I, has functioned to supplant 
the boredom, contingency, and 
alienation inextricably linked to 
modern, especially urban, experi-
ence. War was able to fulfill such 
a function insofar as it created 
strong social bonds amongst 
soldiers and supplied life with a 
particular metaphysical meaning 
by means of its connection to 
death. 
     Daniel Kinderman was the 
second speaker and presented 
a paper entitled “On the Intel-
lectual Organization of Political 
Hatreds: Weber, Schmitt, and 
Habermas on War.”  According 
to Kinderman, the considerations 
of Weber and Schmitt concerning 
war have more in common with 
each other than with Habermas, 
for Weber and Schmitt both con-
tend that all other interests are 
subservient to the nation.  
     The final speaker of this panel 
was Casey Servais, whose paper 
“Straussian Kulturkritik and the 
Concept of the Political” traced 
the intellectual lineage of a 
number of prominent advocates 
of recent US foreign policy, 
showing how their discourses 
perpetuated a specifically 
cultural-critical argument in 
favor of war first advanced by 
the later National Socialist Carl 
Schmitt in his book The Concept 

of the Political. Through close 
textual analysis, Servais showed 
how the political philosopher 
Leo Strauss adopted Schmitt’s 
arguments to the effect that only 
“the political” in the form of a 
friend/enemy distinction con-
ditioned upon the possibility of 
violent conflict could serve as 
an antidote to a putative process 
of cultural decline ending in the 
ubiquity of “entertainment.” 
Tracing the persistence of this 
argument from Strauss’s 1932 
review of Schmitt’s book to his 
later, more influential works like 
On Tyranny, Servais concluded 
by showing how this Schmittian 
argument is also characteristic of 
the thought of later Straussians, 
including Francis Fukuyama in 
his “End of History” essay and 
writers associated with the peri-
odical The Weekly Standard.  
     Joshua Dittrich (German 
Studies, Cornell University) 
opened the final panel with his 
paper entitled “The War Ma-
chine and the Style of Politics,” 
where he explored the viability 
of looking at Kleist’s philosophi-
cal and literary style via certain 
central concepts in the work of 
Gilles Deleuze.  Dittrich at-
tempted to locate the political 
stakes of Kleist’s style through 
a close reading of Kleist’s short 
piece “Über die allmähliche 

Verfertigung von Gedanken” and 
a juxtaposition of this piece with 
the Deleuzian notion of the war-
machine.  In what way can style 
be militant, martial, and in what 
ways can it be pacific, and how 
might we ascertain this?  Or is 
style always “delirious,” oscillat-
ing between the subversion and 
support of the status quo?  
     Phillip Haberkern’s (History, 
University of Virginia) paper 
entitled “The Rhetoric of Restitu-
tion: Bernhard Rothmann’s Von 
der Rache and the Apocalyptic 
Crusade of the Anabaptist King-
dom of Münster” concluded the 
conference.  Haberkern exam-
ined the apocalyptic and militant 
rhetorical strategies of Bernhard 
Rothmann, the primary theorist 
and propagandist of the Anabap-

tist kingdom of Münster that rose 
and fell during 1534 and 1535.   
Haberkern’s socio-rhetorical 
analysis explored the symbolic 
and persuasive vocabulary that 
ultimately proved effective for 
Rothmann in terms of sustain-
ing belief in Münster’s crusade 
against opposing Roman Catholic 
and Lutheran powers. Issues of 
evil and authority, and especially 
of time, were most often the 
central concerns in Rothmann’s 
argument for the Anabaptists’ 
role in the apocalyptic drama. 

In his presentation, Peter Staudenmaier explored the contradictory pre-
sentation of censorship and self-censorship as democratic acts during the 
period known as German Autumn.  An anonymous Göttingen student’s “furtive delight” 
at the Red Army Faction’s murder of Chief Federal Prosecuter Siegfried Buback (preceding the more 
widely remembered kidnapping and assassination of president of the German Employers’ Union and 
former S.S. officer Hans Martin Schleyer in September and October 1977) sparked intense debate about 
so-called terrorist sympathists in West Germany. Staudemaier argues that the content of what came to 
be known as the “Mescalero Letter” was secondary to state and press steps to suppress it. These in-
cluded the dismissal of public servants who refused publicly to distance themselves from the letter to 
the satisfaction of the state; public prosecutions estimated to cost the state some three million Marks; 
and the reinforcement of popular understandings of terrorism as an exclusively moral rather than politi-
cal category. A lively discussion focused on what Staudemaier described as “the distinction between 
political critiques of violence and moral censure of violence; the relationship between affective and 
intellectual modes of reflection on such violence.”  
                   — Jamie Trnka, graduate student in Comparative Literature

European 
History 
Colloquium 
The Pen & the 
Sword: 
Public Discourse 
on Terrorism in the 
Mescalero Affair, 
Germany 1977

Sam Frederick, Sean 
Franzel, Martins Masu-
lis, and Tim Haupt are 
graduate students in 
German Studies.

Joshua Dittrich (German Studies, Cornell)
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    The idea of compo-
sitional unity has in 
recent years been ques-
tioned and redefined by 
musicology. As the assump-
tions underlying the concept of 
unity are interrogated, various 
revisions of and new approaches 
to this concept have emerged. 
Some musicologists have called 
attention to the elements of 
disunity in repertoires that have 
traditionally been hailed as apo-
theoses of organic unity; Daniel 
Chua, for example, challenging 
the still-prevalent notion that or-
ganic unity is a guiding principle 
in Beethoven’s works, argues 
that there is disjunction and even 
chaos at all levels of structure 
in the Galitzin String Quartets. 
Endeavors such as Chua’s often 
operate within an Adornian 
framework that focuses on the 
crisis of subjectivity in the mod-
ern era and the impossibility of 
reconciliation between individual 

and society. With the question-
ing of conventional definitions of 
unity and the reexamination of 
conceptions of musical greatness, 
however, there has also been an 
interest in demonstrating compo-
sitional integration in works that 
were previously thought to lack 
unity. 
      In “‘Ich bin der Welt ab-
handen gekommen’: Mahler’s 
Rückert Setting and the Aesthet-
ics of Integration in the Fifth 
Symphony,” William Kinder-
man contends that Mahler’s 
Fifth Symphony does not express 
the aesthetic of brokenness that 
Adorno finds in Mahler, and that 
Adorno’s reading of the sympho-
ny fails to do justice to the finale. 
Kinderman asserts contra Adorno 
that there is a rich network of in-
terconnections in the symphony. 
Kinderman’s own paper exhibits 
an integration of hermeneutic and 
analytical techniques, which he 
uses to explore the connections 
among and within movements. 
He discusses the possible rela-
tionship between the Adagietto 
and the Rückert song “Ich bin der 

Welt abhanden gekommen” and 
observes that such a relationship 
would not exclude the possibility 
that the Adagietto was intended 
for Alma. By alluding in music 
written for Alma to a poem about 
exclusion from the world, Mahler 
might have been both implor-
ing her to relieve him from his 
solitude and offering her a place 
within his secluded world. The 
resemblance between “Ich bin 
der Welt” and the Adagietto also 
provides an interpretive key to 
the recall of the Adagietto in the 
finale—the music that depicted 
utter solitude becomes integrated 
into a movement that is bustling 
with evocations of the public 
sphere. Conation of the music 
supports this reading, as te-
leological musical processes are 
integral to the trajectory of this 
symphony.
     Kinderman asserts also that 
the finale is not as unproblem-
atically affirmative as Adorno 
claims. Adorno hears a finale that 
strives for a celebratory affect 
and fails, but Kinderman hears 
a finale that seeks not affirma-

tion but a critique of affirmation, 
a reading that both redeems the 
finale within Adornian terms and 
argues against Adorno’s assess-
ment of the finale. Adorno tended 
to be critical of music that strove 
for heroism and triumphant 
closure, whereas he perceived 
subversive potential in works that 
presented affirmative gestures as 
fundamentally untrue. Although 
much of Kinderman’s paper em-
phasizes the unity among move-
ments in Mahler’s Fifth Sym-
phony, he calls our attention also 
to certain disruptive moments in 
the symphony in order to support 
his claim that the seemingly opti-
mistic gestures in the finale could 
be considered parodic. Drawing 
on Jean Paul’s understanding of 
humor as consisting in certain 
types of contrast, Kinderman 
explores the ways in which the 
chorale in the finale is made to 
sound somewhat grandiose and 
even pompous by the music that 
surrounds it.
— Tekla B. Babyak, gradu-
ate student in the Music 
Department

Music 
Colloquium:

Marx Against Theory 
     (Much Ado About Nothing—and Poetry)
On March 9, 2005, Robert Kaufman (Stanford University) delivered 
a lecture on the role of aesthetics in Marxian thought. He framed his analysis 
in terms of competing interpretations of Marx’s famous eleventh thesis on Feuerbach: “The phi-
losophers have only interpreted the world; the point, however, is to change it.” Kaufman argued that 
there has been a persistent tendency within some strains of Marxist thought to read this thesis in 
a reductionist manner, either dismissing the value of theory and of aesthetic experience altogether 
or mistaking Marxian theorizing for a form of immediate praxis. Basing his argument on a reading 
of Marx and Engels’ The German Ideology, Kaufman insisted that these were the very errors Marx 
and Engels had diagnosed in the thought of the Young Hegelians. Counter to the Young Hegelians, 
Kaufman argued, Marx and Engels valorized the type of reflexive judgment characteristic of aesthet-
ic experience as opening up the space for revolutionary praxis. According to Kaufman, the antithesis 
of this proto-critical potential of aesthetic experience is the commodity form as analyzed by such 

later Marxian theorists as Walter Benjamin and Theodor W. Adorno: In the commodity form, the suspension or indeterminacy of judgment 
characteristic of aesthetic experience is negated insofar as the object is subsumed under the super-concept of exchange value. Kaufman 
illustrated the manner in which various poetic renderings of Marx’s thesis eleven capture the irreducible, proto-revolutionary function of 
aesthetic experience, offering lively and insightful readings of poems by Bertolt Brecht, César Vallejo, and Louis Zukofsky.  
           — Casey Servais, graduate student in German Studies
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On Hannah Arendt’s

There is much in the world around us to bring us back to Hannah Arendt’s classic study 

The Origins of Totalitarianism. There are new forms of, and new words for, rightlessness: 

“enemy combatants” for detainees at Guantanamo Bay, for instance. Closer to home, there 

are the influential theorizations of empire and sovereignty in academic discourse. One even 

finds references to Arendt’s book in the press. The San Francisco Chronicle used a long cita-

tion to explain the results of our recent election:

“In an ever-changing, incomprehensible world the masses had reached the point where they 
would, at the same time, believe everything and nothing, think that everything was possible 
and that nothing was true . . . Mass propaganda discovered that its audience was ready at all 
times to believe the worst, no matter how absurd, and did not particularly object to being de-
ceived because it held every statement to be a lie anyhow. The totalitarian mass leaders based 
their propaganda on the correct psychological assumption that, under such conditions, one 
could make people believe the most fantastic statements one day, and trust that if the next day 
they were given irrefutable proof of their falsehood, they would take refuge in cynicism”  

A brief and ephemeral article such as this simply applies Arendt’s words directly to the pres-

ent situation, despite what seem to me potentially glaring discrepancies.  In the framework of 

this symposium we hope to revisit her text with critical thought—in the spirit of that thought 

which Arendt distinguishes from the implacable logic that underpins ideologies—in order to 

reflect in a more multifarious way upon the limits and potentialities of her forceful elabora-

tions above and be-

yond the question 

of the accuracy or 

persuasiveness of its 

various theses, The 

Origins of Totalitari-

anism is for me an in-

vitation to thought, 

to active reflection 

on one’s experience 

of reality. 

       —Natalie Melas

The Origins of Totalitarianism 



Jon Carroll, The San Francisco 
Chronicle, January 28, 2005.

     On February 20, in the 
English Lounge, Natalie 
Melas (Comparative Litera-
ture) organized and introduced a 
symposium on Hannah Arendt’s 
The Origins of Totalitarianism. 
Melas described the event as a 
moment of collaborative pub-
lic reflection on the enduring 
significance of Arendt’s major 
work. With an overt reference to 
the recent presidential election, 
Melas invited the participants to 
examine our current historical 
moment, in which people believe 
that everything is possible but 
nothing is true. This condition, 
with its endless potential for 
political deceit and intellectual 
delay, forces us to revisit Hannah 
Arendt’s thought in a critical 
manner, mindful of the spirit of 
Arendt’s own approach as op-
posed to the implacable logic that 
underlies ideology. To compre-
hend, confront, and resist real-
ity—whatever it may be—is, in 
Melas’s words, not only the very 
meaning of Arendt’s work, but 
also the role of every intellectual, 
today as always. It was there-
fore a great achievement of the 
symposium to open up a space 
for public speech and to con-
nect this historically significant 
intellectual work to the currently 
urgent political debate. Exactly 
how urgent this debate is became 

clearer as Melas quoted a recent 
article in the London Guardian 
in which a senior presidential 
adviser for the Bush administra-
tion boldly declares: “We’re an 
empire now, and when we act, 
we create our own reality. And 
while you’re studying that reality 
. . . we’ll act again, creating other 
new realities . . . We’re history’s 
actors…and you, all of you, will 
be left to just study what we do.” 
     As this menacing distinction 
between the actors and students 
of history resonated in the Eng-
lish Lounge, we were all seated 
below the painting that adorns 
the Lounge, a painting by Win-
slow Homer that 
depicts a young 
girl, comfort-
ably lying in the 
shade, reading a 
novel. According 
to this paint-
ing, reading is a 
pleasant, private 
pastime. Implic-
itly, however, the 
symposium on 
Hannah Arendt 
called into ques-
tion the notion 
of the privacy 
and seclusion 
of intellectual 
pursuits in order 
to remind us that 

“history’s ac-
tors” may be in 
need of critical 
unmasking, 
while those 
who “just 
study” need 
to recognize 
that their study 
is urgently nec-
essary if and 
when it calls 
into question 
unjust political 
realities.
     In the first 
part of the 
symposium, 
Professor 
Dominic Boy-
er (Anthropol-
ogy) looked 
at Arendt’s 
analysis of 
totalitarianism 

in relation to Slavoj Žižek’s cri-
tique of her work and examined 
Žižek’s notion of the “toothless” 
practice of criticism in an era 
of alienation. The question that, 
according to Boyer, haunts all 
reflection on totalitarianism is its 
connection to and its dependence 
upon the fundamental estrange-
ment and “homelessness” of the 
dehumanized masses.
     PhD cadidate Casey Servais 
(German Studies) proceeded to 
examine the links between colo-
nialism in Africa and European 
totalitarianism. Servais used texts 
by Hans Grimm (Der Richter in 
der Karu) and Ernst Jünger (Af-

rikanische Spiele) to argue that 
the colonial experience served 
as an inspiration for the Nazi 
movement, showing how these 
texts by ideological precursors to 
National Socialism demonstrated 
the aestheticization of violence 
and the desire for anonymity that 
Arendt diagnosed in the person-
alities of those drawn to both 
colonialism and totalitarianism. 
     Professor Peter Uwe Hohen-
dahl (German Studies) focused 
on the second section of The 
Origins of Totalitarianism and 
drew attention to Arendt’s key 
concepts: class, race, nation-
state, nationalism, capitalism, 
and overseas and continental im-
perialism. Europe is, in Arendt’s 
analysis, built on the principles 
of the nation-state, the class 
system, and class-consciousness 
based on the rule of law. Yet, 
what prefigures totalitarianism 
is the exclusionary model that 
disregards the other and under-
mines the nation by excluding 
any possibility of coexistence. 
This is why, although interested 
in European totalitarianism, 
Arendt spends much time on 
overseas imperialism. Within 
Europe itself, various Pan-move-
ments, such as Pan-Germanism 
and Pan-Slavism, also subvert 
the nation-state. Hohendahl thus 
drew attention to the tension 
between Pan-movements and 
totalitarianism.
     In the ensuing discussion, 
Arendt’s concept of the masses—
“the mob”—was questioned, as it 

Natalie Melas (Comparative Literature, Cornell) 
& Casey Servais (German Studies, Cornell)
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ther the movement of Nature, 
as in Nazism, or of History, as 
in Stalinism. Once movement is 
the operative principle of laws, 
law and terror become mutually 
implied concepts: Terror, not law, 
is the positive mode of enactment 
of the Higher Laws of History 
or Nature. Terror is law without 
lawfulness or legality, and this 
paradoxical structure of totalitari-
an law is reflected in the tensions 
of Arendt’s argument.
     Michael Steinberg (History) 
closed out the symposium with 
a discussion of the relationship 
between Hannah Arendt’s Jewish 
identity and her political phi-
losophy, stressing the manner in 
which this identity contributed to 
her skepticism towards attempts 
to realize human rights within 
the confines of the nation state. 
Professor Steinberg also provided 
commentary on the remarks of 
the participants preceding him, 
helping to clarify and synthe-
size their views and opening the 
symposium up to another round 
of discussion. 

refers to free-floating, atomized 
individuals and is essentially 
apolitical. Max Pensky sug-
gested that Arendt had lost her 
belief in the proletariat and could 
not project anything positive 
into the future. Her work was 
characterized not as retrospec-
tive but as “forensic” since it 
occupies an odd position between 
the past and the future. Hohen-
dahl remarked that Arendt’s 
writing is both descriptive and 
evaluative/normative, but that her 
normative toolbox is challenged 
by the reality she describes. In 
response, Natalie Melas empha-
sized the place of “experience” 
as an important phenomenologi-
cal category in Arendt’s work, 
suggesting that Arendt learned 
and wrote from experience and 
faced the problem of dialectics 
in relation to such learning. Peter 
Gilgen noted that it is important 
to recognize Arendt’s work as 
unfinished and therefore marked 
and made interesting by its own 
internal movements and tensions. 
It is, however, this unfinished 
openness that brings us back to 
the core idea of the entire sym-
posium: How can the open and 
honest questions of the student 
counter the questionless answers 
of the actor?  —S.R.

Stanka Radovic, grad-
uate student in Com-
parative Literature.

Max Pensky (SUNY Binghamton), right

Über Stefan Georges Marketing in eigener Sache
Thomas Wegmann, visiting from Humboldt-Universität in Berlin, deliv-
ered his paper entitled “‘Bevor ich da war, waren all die Gedichte noch 

gut.’ Über Stefan Georges Marketing in ei-
gener Sache” on April 4, 2005. Despite claiming to 
be “weder Georgianer noch George-Experte,” Wegmann provid-
ed a wide-ranging commentary on George’s self-styling of his 
public image. His work focused on George’s attempts to control 
the marketing, publication, and distribution of his works in order 
to create the ideal “performance” and audience for his poems; 
no longer reducible to the word alone, George’s poetry was 
intended to be a multi-sensory experience. George, Wegmann 
showed, thought that his poetry should be read aloud, believing 
that the experience of poetry involved a dimension of ritual and 
performance. In this vein, George also paid close attention to the 
printing and typography of his books, controlling many aspects 
of their publication. These ritualistic elements of the experience 
of poetry, Wegmann argued, led to a quasi-religious experience 
of poetry and the poetic work for George. The poet also attempted to control his own public image. 
By dictating the circulation of photographs, George was able to control his public persona, thus creat-

ing a sharp divide between the creator of the poetic work and the audience. Despite George’s claim that his work was directed against the 
popularity of the market, Wegmann concluded, George himself possessed a deep knowledge of the workings of the market and skillfully 

used them to present his poetry to the public in the most philosophically and aesthetically desirable light.            
                               —Cassandra Henry, graduate student in German Studies

Stefan George

Tomas Wegmann
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     Professor Max Pensky (Phi-
losophy, Binghamton University) 
focused his analysis on Chapter 
13 of The Origins of Totali-
tarianism, entitled “Ideology and 
Terror: A Novel Form of Govern-
ment.” Pensky located the major 
challenge of Arendt’s argument 
in the tension between her aim of 
demonstrating the utterly novel 
character of totalitarianism and 
her strategy of illustrating this 
novelty by incessantly comparing 
totalitarianism to earlier, highly 
familiar forms of governance. 
For Pensky, this dilemma is 
perhaps most clearly evident in 
Arendt’s notion of totalitarian 

law, which she defines in relation 
to a two-thousand-year history of 
legal thought even while insisting 
that it constitutes a radical break 
with this tradition.
     Pensky drew on Arendt’s 
book The Human Condition in 
order to help reconstruct her ac-
count of the history of concepts 
of law: Greek, Roman, Natural 
Law, and Positive Law. Accord-
ing to Arendt, all of these laws 
have a basic conceptual unity in 
common: the use of positive law 
to translate a higher principle 
into a stasis or foundation. For 
Arendt, totalitarian laws, by con-
trast, are laws of movement—ei-



Professor David Bathrick (Cor-
nell University) has been work-
ing with Dr. Rainer Stollmann 
(Professor of German Studies 
and Cultural Science at Bremen 
University) to digitize a series 
of discussions between the West 
German writer and filmmaker, 
Alexander Kluge, and the East 
German playwright, Heiner Mül-
ler. The videotaped discussions 
were provided by Alexander 
Kluge and given to Dr. Rainer 
Stollmann, who is a leading 
authority on Kluge’s work. The 
digitization project represents a 
collaborative venture between 
Cornell University and the Sta-
ats- und Universitätsbibliothek at 
Bremen. Specifically, the project 
benefits from the shared interests 
of the German and Media/Visual 
Studies programs at both institu-
tions. 
     The first phase of this project 
required viewing the entire col-
lection and determining which 
of the discussions should be 
digitized. Of the approximately 
twenty-five interviews between 
Kluge and Müller, a third of the 
interviews aired on television 
and sixteen interviews have been 
published by Rotbuch Verlag in 
the two volumes Ich schulde der 
Welt einen Toten and Ich bin ein 
Landvermesser (1996). Contin-
ued work on the project involves 
preparing bibliographies for 
Kluge and Müller, researching 
secondary literature pertaining 
to the various subjects discussed 
in the interviews, and providing 
English subtitles for selected 
interviews. The materials will 
be collected within an electronic 
book, which will be available to 
scholars working at both Cornell 
and Bremen.

     The Kluge and Müller discus-
sions occurred during an eight-
year period between June 1988 
and November 1995. Kluge and 
Müller’s final conversation took 
place shortly before Müller’s 
death at the age of 67 on De-
cember 30, 1995, and their first 
discussion occurred one year 
before the collapse of the Berlin 
Wall on November 9, 1989. This 
initial interview is especially 
significant because no other East 
German writer or intellectual was 
ever able to appear on West Ger-
man television and return to East 
Germany. Given the series of 
monumental events taking place 
during the eight-year span of the 
interviews, it is indisputable that, 
regardless of specific subject 
matter, each of the discussions is 
explicitly and implicitly suffused 
with the historical context in 
which it occurs. 
     One of the interviews fo-
cuses on a discussion of Müller’s 
thirty-year Hamlet project, which 
included his translation of Shake-
speare’s Hamlet and the writing 
of his own masterpiece Hamlet-
maschine. Kluge and Müller’s 
discussion draws attention to 
Müller’s staging of a seven and 
a half hour Hamlet montage, 
which stressed the relevance of 
the crisis enacted in the original 
play as related to the more recent 
crisis of change resulting from 
the 1990 German unification. 
Another interview deals at length 
with Müller’s position within the 
political situation in East Ger-
many. His trust in Kluge allowed 
Müller to self-critically explore 
his own complex relationship to 
the ruling Party, discuss his rela-
tionship to power, and acknowl-
edge his own privileges and 
weaknesses. Kluge also encour-
aged Müller to speak at length 
about Müller’s role in the pivotal 
demonstrations of November 4, 
1989, when Müller spoke to a 
crowd of approximately 500,000 
people in East Berlin.
     The importance of these inter-
views is not limited to what was 
discussed, but, in addition, ex-
tends to the issue of how Kluge 
and Müller conveyed their posi-
tions and ideas. Both Kluge and 
Müller are renowned for their 

use of the interview as a form of 
dialogic philosophizing. Unfor-
tunately, nearly ninety-eight per-
cent of their interviews are only 
available through print transcrip-
tions. Providing visual access to 
these dialogues would allow for 
a new level of appreciation and 
study—creating a unique op-
portunity to focus on what Kluge 
and Müller were able to commu-
nicate beyond verbal articulation. 
This is not limited to gestures, 
sounds, or facial expressions; 
Kluge is famous for supplement-
ing his interviews with musical 
accompaniments and, at various 
points in the tapes, he includes 
figural drawings framed by oddly 
delineated hieroglyphics. 
     Kluge’s televised Kultur-
magazin is legendary for these 
innovations. His intriguing and 
experimental montage techniques 
expanded the horizon of televi-
sion as a medium and allowed 
him to create a new form of vi-
sual and acoustical estrangement. 
When viewing the Kluge and 
Müller interviews—and consid-
ering the digitized version of the 
materials for use in teaching—it 

is important to consider how and 
what knowledge is being im-
parted at various registers of the 
video text. More than just a series 
of interviews; the unique stature 
of these two figures, the time and 
place that they represent, and the 
level of their discourse document 
unique cultural and philosophical 
contemplations on German and 
European history of the twentieth 
century. This digitization project 
will provide a contemporary 
audience new access to these 
valuable materials. 

David Bathrick is the Jacob Gould 
Schurman Professor and Chair 
of Theatre, Film & Dance and a 
professor of German Studies.  He is 
a co-founder and co-editor of New 
German Critique, an interdisciplin-
ary journal of German studies. He 
served as chair of the Department 
of German Studies (1991–1994) and 
has been chair of the Theatre, Film 
& Dance Department since 1995. 
His areas of specialization include 
the history and theory of modern 
drama, 20th century German litera-
ture, critical theory, Weimar culture, 
European film, Holocaust studies, 
Nazi cinema, and cultural politics of 
East Germany. 

Faculty 
Research 
Digitizing the 
Alexander Kluge 
& Heiner Müller 
Interviews

Heiner Müller was born in Eppendorf, eastern Ger-
many, in 1929 and died in Berlin in 1995. He was a 
major East German writer and, indisputably, the 
most important German dramatist (some would 
argue European dramatist) in the second half of 
the twentieth century. His thirty plays helped rede-
fine modern theater in European and Anglo-Saxon 
venues, and a number of his most important works 
(Hamletmaschine, Quartett, Medeamaterial, and 
Der Auftrag) have been translated and staged in-
ternationally. 

Alexander Kluge was born in Halberstadt, Germany, 
in 1930. After earning a law degree, he distinguished 
himself as a leading writer, filmmaker, and public 
intellectual. In addition to his twenty-three feature 
films—three of which became classics of German 
New Wave Cinema in the 60s and 70s—Kluge is also 
known as a leading fiction writer and cultural theo-
retician in the tradition of the Frankfurt School.
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    I think it’s 
enough to have 
deep insight into 
oneself. That’s 
difficult enough. 
And there one 
finds everything 
one wants: from 
a murderer to 
the savior of 
the world.

J.S.: How important is it for you 
to engage in exchanges with 
other writers? For example in 
projects like the “Forum of the 
Thirteen,” at which, I believe, 
you were once a participant?

Beuse: Writers never talk to 
each other about their work, 
much less about the secrets of 
their craft. Writers are the most 
boring people one can imagine. 
They whine all day, talk about 
how badly things are going for 
them, neglect the people they 
care about; they are taciturn, ego-
centric, vain, moody, and self-
righteous: absolutely unbearable. 
No, I would really prefer to have 
nothing to do with writers . . .

J.S.: Gore Vidal once said that if 
a book was good or bad could be 
determined by whether its author 
felt embarrassed when reread-
ing it. How do you feel when you 
read your early texts?

Beuse: Gore 
Vidal is a very 
clever man, and, 
on the basis of 
my own experi-
ence, I agree with 
him wholeheart-
edly: The feeling 
of embarrassment 
is an excel-
lent indicator. 
Furthermore, 
this is how I too 
proceed in the 
final stages of the 
revision process: 
I imagine that 
this text is being 
read by a person 
I respect and who 

I hope will continue to talk to me 
in the future. Or I imagine that I 
am reading the text aloud in front 
of a large audience. I discard the 
words, syllables, or sentences 
that turn my stomach. Immedi-
ately, and without thinking a lot 
about it. 

J.S.: How important is mastery of 
craftsmanship—of “technique”—
when writing literature? Is it a 
positive development that the 
teaching of “Creative Writing” is 

Stefan Beuse 
served as the 
ICGS Writer 
in Residence 
from Febru-
ary through 
March 2005.  
While at Cor-
nell, he gave 
a public read-
ing from his 

literary work, led a graduate seminar on 
questions of con-
temporary litera-
ture, contributed 
to the language 
program, and 
worked with the 
local community 
of writers. 
     Stefan Beuse is 
an accomplished 
and award-win-
ning author. 
Since 1997 he has 
published several 
books, including: Wir schießen Gummibän-
der zu den Sternen [Shooting Rubberbands 
at the Stars] (1997), Kometen [Comets] 
(2000), Die Nacht der Könige [Night of the 
Wolves] (2002), and Meeres Stille [The Si-
lence of the Sea] (2003)
     Beuse’s next book, Heilige Kühe, will be 
published this fall. Last year he coauthored 
screenplays for films based on his novels, 
Kometen and Meeres Stille. He is currently 
working on two film projects.
     These are exerpts from an interview con-
ducted by Jens Schellhammer, a graduate 
student in German Studies. The complete 
interview is available online:     
           www.arts.cornell.edu/igcs

An Interview with

Stefan
 Beuse

Jens Schellhammer: When did 
you start to write novels and 
stories, and why? Was there an 
initial burst of creativity?

Beuse: The initial spark for ev-
ery writer—aside from a unique 
view of the world and the talent 
to make literary use of one’s 
surroundings—is no doubt the 
fact that he or she was already a 
reader. I started to write stories 
as soon as I could hold a pen. At 
that time it was a kind of defense 
mechanism against the demands 
of the world and of my environ-
ment, a space that belonged only 
to me, a parallel universe that 
not only offered a refuge but also 
served as a weapon.

J.S.: Do you wait until you’ve 
finished writing something before 
you show it to other people, or 
do you sometimes solicit other 
peoples’ opinions while you’re 
still in the process of writing?

Beuse: I’ve 
experimented 
a lot in this 
regard, given 
out manuscripts, 
sometimes just 
sketches of 
ideas, much too 
early, out of van-
ity, uncertainty, 
impatience, or 
a mixture of all 
of these; I’ve 
also talked about 
it too early, 
shown it to too 
many people, 
been unsettled, 
reassured, or 
confused, but not 
really benefited from it. It’s diffi-
cult to find the right balance  . . . 
in terms of how much input helps 
and how much is too much. What 
I’ve learned, though, is never to 
talk about an idea until the novel  
has “turned the corner,” because 
a perhaps very promising and 
complex idea that could expand 
in (unanticipated) directions 
during the writing process can, if 
one talks about it, come to seem 
so banal and insipid that one 
abandons it, kills it.14



   An idea for 
a new book always 
occurs to me almost 
miraculously just as 
I complete the cur-
rent one. This is 
probably a type of 
self-protection, if I 
had finished a novel 
and were sudden-
ly without it, with-
out the language, 
without characters, 
without a story, I 
would feel pretty 
useless.

in these terms while writing, and 
do these analogies even make 
sense to you? Do you as a novel-
ist have the feeling that you need 
to compete with other media, for 
instance with television?

Beuse:  Ideally, all media (film, 
books, theater, internet . . .) open 
up aesthetic dimensions to each 
other, and one should understand 
and use  these dimensions as an 
opportunity instead of condemn-
ing them and viewing them as 
competition. Die Nacht der 
Könige in particular turned into 
a very “visual,” “filmic” book, 
but rather unconsciously, simply 
because it seemed appropriate 
to the material. The form always 
depends on the material. And 
when I have a story that takes 
place in the present, it’s fine with 
me if a television appears in it.

J.S.: Would you be interested 
in writing for the cinema? As a 
screenplay writer? What kind of 
experiences have you had work-
ing on film adaptations of your 
books?

Beuse:  Screenplay writing is a 
completely different discipline. 
It has nothing whatsoever to do 
with writing prose, and when I 
agreed to work on the screen-
play for the film adaptation of 
Kometen, I didn’t understand yet 
how different these worlds are. 
Ultimately, I would summarize 
my experiences by saying: A sup-
posedly fun thing I’ll probably 
never do again . . .

gradually becoming common in 
Germany as well as in the US?

Beuse: John Irving likes to 
say that he is “a bad writer, but a 
good rewriter.” 
The same is 
true of me. 
Craftsmanship, 
technique, 
amount to 
much more 
than ninety-
five percent of 
the work, and 
one can learn 
this technique. 
Unfortunately, 
the remainder 
(soul, inspira-
tion) can’t 
be taught. 
Creative writ-
ing seminars 
are an effective 
way of making 
good authors 
into very good 
authors. But 
they can’t 
make mechan-
ics into writers.

J.S.: Is it abso-
lutely neces-
sary for a writer to have deep 
insight into other people?

Beuse: I think it’s enough to have 
deep insight into oneself. That’s 
difficult enough. And there one 
finds everything one wants: from 
a murderer to the savior of the 
world.

J.S.: Is it possible to  use re-
search to compensate for a lack 
of inspiration?

Beuse: Research usually has 
the disadvantage of taking place 
a relatively short time before one 
writes, and time is the decisive 
filter for memories, at least in 
terms of what one can use in 
literature. When research is indis-
pensable, it is a major artistic 
challenge to integrate the results 
organically into the plot and not 
to insert them in an “undigested”  
manner. This is an art that almost 
no one has perfectly mastered.

J.S.: When writing, do you some-
times find yourself in a situation 
in which you notice: I have writ-
ten this scene before (to write it 
again would be too simple now), 

or: I have had 
a different 
character say 
this sentence 
before (I can’t 
use it again).

Beuse: 
Certainly. 
All the time. 
Basically, I 
repeat myself 
constantly, 
just as do all 
the authors 
I like: They 
constantly 
restage what 
they have to 
say, dress it 
up in new 
stories, 
characters, 
constella-
tions. For the 
most part, 
furthermore,  
without even 
noticing it . . 
. For my part, 

I often notice it for the first time 
after several years have passed. 
And I always only notice the 
things that I don’t do consciously. 
There seem to be certain images, 
symbols in my writing (archaic, 
almost Biblical symbols) that 
constantly reappear without 
my being aware of them. Other 
people point them 
out to me. Sometimes 
even reviewers. It’s 
exciting to decipher 
these images, almost 
like interpreting 
dreams. Naturally I 
never succeed at it. 
Thank God. Other-
wise I would have to 
stop writing. 

J.S.: Many discus-
sions of your last 
two books (Meeres 
Stille and Nacht der 
Könige) emphasized 
their “filmic” aes-
thetic. Did you think 

J.S.: When you have finished a 
novel, do you always already 
have another book project that 
was on the back burner and that 
now becomes your top priority, 
or do you make such decisions 
spontaneously?

Beuse: An idea for a new book 
always occurs to me almost mi-
raculously just before I complete 
the current one. This is probably 
a type of self-protection, because 
if I had finished a novel and were 
suddenly without it, without the 
language, without characters, 
without a story, I would feel 
pretty useless. I would start to 
eat and drink too much. I would 
become insufferable, both to 
others and to myself. The world-
spirit seems to be so afraid of 
what would happen under these 
circumstances that it always 
provides me with new ideas in a 
timely manner. I am very grateful 
to the world-spirit for this.  

J.S.: There are rumors that your 
stay in the Telluride House may 
have inspired you to write a 
campus novel.  Can you divulge 
anything about this?

Beuse: I’m working on it. 
Day and night. It’s going to be a 
great book, really. My best. And 
naturally I’m not going to say 
anything about it, for reasons 
I’ve already explained. I will re-
turn to Cornell when it’s finished, 
though, to present it. And to find 
a translator, of course . . .

Leslie Adelson & Anette Schwarz (Ger-
man Studies, Cornell) with Stefan Beuse
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From ‘The Most 
Powerful Bank’ to 
‘the Power of the 
Better  Argument’: 
The Deutsche 
Bundesbank After 
the Millennium
Daniel Kinderman, a gradu-
ate student in the Department of 
Government, opened the spring 
2005 colloquium series with an 
examination of the changing role 
of the Deutsche Bundesbank 
since the turn of the millennium. 
Basing his analysis in part on 
interviews conducted with offi-
cials at the bank and framing the 
relevant issues in terms of Jürgen 
Habermas’s theory of communi-
cative action, Kinderman argued 
that the Bundesbank has under-
gone a “communicative turn” 
since giving up its monetary 
policy authority to the European 
Central Bank on January 1, 1999. 
Prior to 1999, the Bundesbank’s 
preeminent position allowed it 
to interact “strategically” with 
its environment, enforcing its 
preferred anti-inflationary poli-
cies even against the objections 
of other central banks with little 
need to justify these policies 
discursively. Since 1999, how-
ever, the Bundesbank has lost its 
preeminent position and become 
one of eighteen members of the 
Board of the European Central 
Bank. In this new situation, ac-
cording to Kinderman, the bank 
must rely upon “the power of 
the better argument” 
to convince its peers 
if its hopes to see its 
policy preferences 
enacted. According 
to Kinderman, the 
bank has responded 
to its new reliance on 
communicative action 
by “revving up” its 
research efforts in 
order to have the best 
possible evidence to 
support its positions. 
     The discussion fol-
lowing Kinderman’s 
presentation ad-
dressed the concept 
of “the millennium” 

in Kinderman’s title, which for 
some readers resonated eerily 
with Chapter 20 of the Book 
of Revelations. Discussants 
also raised the question of how 
truly “communicatively” the 
Bundesbank can be said to act in 
view of its efforts to insulate its 
internal operations from public 
scrutiny, as well as the question 
of the Bundesbank’s relation-
ship to institutions such as the 
International Monetary Fund 
and the World Bank. Finally, the 
discussion addressed the relation-
ship between the Bundesbank’s 
“communicative turn” and its 
advocacy of a neo-liberal Ord-
nungspolitik likely to increase 
economic inequality and hence 
weaken democracy in German 
society as a whole.            —C.S.

Encyclopedic 
Aesthetics: 
Narrating Totality in 
the 13th Century
For the colloquium on February 
18, Jeff Turco (PhD candidate, 
German Studies) presented part 
of his dissertation entitled “En-
cyclopedic Aesthetics: Narrating 
Totality in the Thirteenth Cen-
tury.” Turco’s object of inquiry 
is what he calls encyclopedic 
literature, a category he wants to 
distinguish from the canonical 
or the literary encyclopedia. The 
latter (forerunners of our modern 
conception of the encyclopedia) 
rely mainly on descriptive modes 
to order and explain reality; the 

former, “encyclopedic literature,” 
consists of vernacular narratives 
that strive, in form and content, 
to represent totality. Not clas-
sifiable as encyclopedias, such 
works are encyclopedic by virtue 
of their “encyclopedic program,” 
their palpable “encyclopedic 
mentality” that manifests itself 
by way of structure, theme, and 
ideology. Stressing the shift 
from Latin to the vernacular 
(which accompanied the shift 
to a new, secular audience) and 
the transition from a descrip-
tive to a narrative mode, Turco’s 
project explored literary forms 
that attempt to represent “ordered 
totality,” usually with a decidedly 
pedagogical impulse. Turco’s 
colloquium paper explores this 
form of encyclopedism in Dante 
and Snorri (the larger project 
will also include Wolfram von 
Eschenbach), with emphasis on 
their use of dialog, which he sees 
as constitutive to their respective 
encyclopedic projects.        —S.F.

The Terror of 
Reproduction: 
Early Cinema’s 
Ghostly Doubles 
and the Right to 
One’s Own Image
On April 8, Stefan Andriopou-
los, an assistant professor of 
Germanic Studies at Columbia 
University, presented a paper on 
the early reception and develop-
ment of cinema entitled “The 
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Terror of Reproduction: Early 
Cinema’s Ghostly Doubles and 
the Right to One’s Own Image.” 
The paper deals with the interre-
lation between, on the one hand, 
the legal status of cinema and 
the cinematic self-image (Eigen-
bild) at the turn of the century, 
and, on the other, the efforts of 
early filmmakers to legitimate 
their new medium over and 
against traditional media such 
as theater and literature. The 
legal discourse had to adapt the 
contemporary concept of Persön-
lichkeitsrecht to accommodate 
the photographic and cinematic 
self-image, a new legal category 
in fact created in response to the 
techniques of photography and 
film and the copyrighting prob-
lems they posed. 
     Andriopoulous connects this 
legal problem to a common 
theme among early art films (e.g. 
Mack’s Der Andere and Rye’s 
Der Student von Prag), namely 
the reproduction of a character’s 
image in the form of a double; 
here the technical potential of 
film gives new formal possi-
bilities to a common narrative 
device, and these films, Andrio-
poulos argues, thus legitimize 
themselves aesthetically pre-
cisely through their technical 
self-reflexivity. In both cases, the 
question concerning technology 
prompts a rethinking of legal 
and aesthetic categories. Along 
the way, Andriopoulos pointed 

out sev-
eral uncanny 
parallels 
between the 

legal concepts of ego and Eigen-
bild and psychoanalytic work on 
doubling and the mirror stage.  
                —J.D.

Carl Schmitt and 
Hans Morgenthau: 
The Hidden 
Dialogue, Part II
On April 22, William E. 
Scheuerman, Professor of Politi-
cal Science and Associate Profes-
sor of Law at the University of 
Minnesota, presented a paper on 
the relationship be-
tween the rightwing 
German political 
thinker Carl Schmitt 
and the German-
Jewish émigré 
intellectual Hans 
Morgenthau, who 
went on to become 
“the leading light 
of postwar Realist 
international rela-
tions theory” in the 
United States. The 
paper built on “Part 
I” of Scheuerman’s 
analysis of Schmitt 
and Morgenthau’s 
“hidden dialogue,” 
which appears in 
his 1999 book Carl 
Schmitt: The End of 
Law.

     Scheuerman opens 
his paper with an 
analysis of Morgen-
thau’s claim that 
Schmitt had essen-
tially plagiarized 
from his dissertation 
when revising the 
1927 book The Con-
cept of the Political 
for its 1932 second 
edition, a claim that 
Scheuerman finds 
plausible. Whereas 
the 1927 edition of 
the book sometimes 
misleadingly sug-
gests that the “po-
litical” is a distinct 

sphere of value like morality, 
aesthetics, or economics, the 
1932 edition more consistently 
follows the alternative “intensity 
model” of the political described 
in Morgenthau’s dissertation. 
In this model, the political is 
defined not in terms of a set 
of pre-given objects or issues, 
but rather in terms of a specific 
degree of intensity that any type 
of conflict is capable of achiev-
ing. Scheuerman then moves 
from an analysis of Morgenthau’s 
influence on Schmitt to an 
analysis of Schmitt’s deep and 
lasting influence on Morgenthau. 
Raising the question of why a re-
spected scholar like Morgenthau 
would publicly acknowledge his 
influence on Schmitt, Scheuer-
man suggests that Morgenthau’s 

unacknowledged influence on 
The Concept of the Political rep-
resents “the tip of the iceberg in 
terms of the deep intellectual ties 
between the two authors.”
     In analyzing Schmitt’s influ-
ence on Morgenthau’s theories in 
the field of international rela-
tions, Scheuerman demonstrates 
how this influence can help 
explain many of the perplexing 
contradictions in Morgenthau’s 
thought. While Morgenthau 
acknowledged that only a world 
state could effectively counter 
the threat of nuclear war, for 
example, his valorization of the 
“political” in Schmitt’s sense led 
him to “decry even relatively 
modest attempts at global gover-
nance.” In Morgenthau’s writ-
ings, Schmitt’s “concept of the 
political” is transformed into an 
advocacy of “power politics,” the 
notion that foreign policy should 
be guided by a nation’s funda-
mental “life interests” rather than 
by “legalistic” and “moralistic” 
impulses. Furthermore, Morgen-
thau, following Schmitt, tends to 
view the type of deadly conflict 
that “power politics” of this type 
entails as somehow essential 
to human nature. According to 
Scheuerman, Morgenthau held 
the view that “ambitious mod-
els of transnational government 
potentially represent an assault 
on human nature because they 
would rid human experience 
of those conflicts that are most 

Anette Schwarz (German Studies, Cornell)  
& Stefan Andriopoulos (Columbia)

Peter Hohendahl (German Studies, Cornell) & William 
Scheuerman (University of Minnesota)
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intense and thus authentically 
political.” Schmitt’s influence 
could thus be said to contribute 
to Morgenthau’s paradoxi-
cal rejection of the very types 
of international institutions he 
acknowledged were essential to 
human survival.              —C.S.

 
Exporting Security: 
German-American 
Relations after 9/11
On May 6, Hubert Zimmerman 
(Cornell Universtiy, Government 
Department) drew this year’s 
colloquium series to a close with 
his paper “Exporting Security: 
German-American Relations 
after 9/11.”  The paper was 
rooted in questions surrounding 
the recent crisis in European-
American relations that came to 
a head in discussions of the Iraq 
War. It sought both to explain the 
historical transformations this 
relationship has undergone and 

to sketch an outlook for possible 
future cooperation across the 
Atlantic.
     A key concept in Zimmer-
man’s considerations of trans-
atlantic relations was that of 
“burden-sharing.”  This concept 
encompasses not only the strictly 
military and economic aspects of 
the European-American alliance, 
but also draws attention to do-
mestic components undergirding 
this relationship insofar as the 
concept of burden-sharing “im-
plies that a major task for gov-
ernments is to extract from their 
electorates the necessary (and 
potentially massive) resources 
that projects based on common 
purpose and interests require.”  
     Zimmerman situated the 
Cold War as the starting point 
for his discussion of the history 
of German-American relations.  
During the Cold War, Europe 
was primarily concerned with 
its territorial defense.  Unable 
to produce sufficient military 

resources for defense, European 
nations imported security from 
the US.  American leadership 
in foreign policy was accepted 
by European nations because of 
their dependence on American 
security.  This situation changed 
drastically with the waning of 
Communism.  Significantly, as 
the external threat of Commu-
nism receded, so did domestic 
support for a European-American 
alliance, insofar as “the Cold War 
helped to keep domestic opposi-
tion to transatlantic ideological, 
political, and economic burden-
sharing at bay.”  So too, with 
the destabilization of Central 
and Eastern Europe, European 
nations began exporting security 
to these regions and so began to 
attain for themselves function-
ally different positions in foreign 
policy.  This situation gave rise to 
European calls for a transatlantic 
alliance of equal partners as op-
posed to one of mere acceptance 
of American leadership.

September 2
Casey Servais

PhD Candidate, German Studies
Cornell University

Art and Sovereignty: 
Weimar Literature and 

the Jurisprudence of Crisis

September 16
Hermann Danuser

Professor, Musicology
Humboldt University, Berlin

Der Held—Idee und Ideologie 
in Weltanschauungsmusik 

1850–1950

October 14
Erica Doerhoff

PhD Candidate, German Studies
Cornell University

Siegfried Kracauer & Bertolt Brecht: 
A Dialogue on the Author 
in the Age of Mass Media

Fall 2005 Colloquium Series

     In the current situation, the 
outlook for German-American 
relations is in many regards quite 
promising. According to Zim-
merman, common security inter-
ests requiring shared intelligence 
and common policing practices 
point to the necessity of strong 
transatlantic relations.  Neverthe-
less, “the biggest threat [to Ger-
man-American relations] lies in 
unleashing domestic forces that 
undermine adherence to common 
norms and institutions.”  Insofar, 
then, as these “domestic forces” 
can be subjugated to the common 
security interests of Europe and 
America, German and American 
relations will continue to prosper 
well into the new century. —T.H.

October 28
Randall Halle

Assoc. Professor, Modern Languages & Cultures
Assoc. Professor, Film & Media Studies

University of Rochester

The Historical Genre and 
the Transnational Future

November 11
Katharina Gerstenberger

Associate Professor, German Studies
University of Cincinnati

Archaeologies of the Future—
Staring into the Depth of History 

at Potsdamer Platz

December 2
Sean Franzel

PhD Candidate, German Studies
Cornell University

Taking the Bildung out of Bild:  
Fichte’s Encounter 

with Mesmerism

Casey Servais, Sam 
Frederick, and Tim 
Haupt are graduate 
students in German 
Studies.
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On March 7, 2005, Cor-
nell Cinema screened 
Taking Sides (directed 
by István Szabó), a film 
based on the life and 
career of German con-
ductor Wilhelm Furt-
wängler. Furtwängler served 
as head of the Berlin Philhar-
monic Orchestra during the Sec-
ond World War and was arguably 
the most distinguished conductor 
of his generation. The film opens 
with Furtwängler conducting 
Beethoven’s Fifth Symphony 
for an audience of Nazi Party 
officials. The concert is violently 
disrupted by an enemy attack, 
but as bombs fall around the 
concert hall and air raid sirens 
are heard outside, Furtwängler 
seems oblivious to all external 
distractions and focuses only on 
his music. 
     A sudden blackout forces the 
concert to an abrupt end and, 
following the fall of the Third 
Reich, Furtwängler is next seen 
as a suspect under investigation 
by the American Denazification 
Committee. Major Steve Arnold 
(of the US Army) is charged with 
establishing connections between 
Furtwängler and key figures 
in the Nazi regime—including 
Hitler himself. During the course 
of the investigation, Arnold 
questions Furtwängler about 
his decision to stay in Germany 
after Hitler took power in 1933. 
While many Jewish artists fled 
Germany and others voluntarily 
went into exile to protest the 
political situation, Furtwängler 
retained his position and enjoyed 
promotions and patronage dur-

ing the Nazi regime. 
Although Furtwängler 
saved nearly eighty 
people—focusing his 
efforts on individuals 
he identified as cultur-
ally valuable artists 
and musicians—he was 
widely recognized as 
one of the Nazis’ major 
cultural assets. 
     It is Furtwängler’s 
role as a cultural 
ambassador that is ul-
timately under investi-
gation by the American 
committee. In addition 
to having to defend his 
actions, Furtwängler is 
questioned about what 
he represented within 
the regime. Throughout 
the investigation, Furt-
wängler argues that art 
and politics should be 
kept separate and insists that he 
stayed in Germany to promote 
a musical culture independent 
of the political situation. This 
assertion was addressed during 
the discussion led by Professor 
Carol Gruber (Prof. Emerita of 
History, William Paterson Uni-
versity) following the screening 
of the film. Gruber contrasted the 
original play (of the same name, 
written by Ronald Harewood), 
which pushed the audience to 
identify with a position, with the 
film, which presents a more am-
biguous version of Furtwängler’s 
situation. 
     The discussion focused on 
this ambiguity, noting a key piece 
of documentary footage at the 
end of the film. In this footage, 
the real Furtwängler wipes his 
own hand with a handkerchief 
after shaking hands with Hit-

ler. This raised the question of 
whether there are political and 
ethical standards to which artists 
should be held in a given situa-
tion—and to what degree politics 
can influence cultural interests 
or claim ownership of art and 
aesthetic representations. During 
the course of the discussion, the 
participants also debated the 
allegorical relationship between 
a conductor and his orchestra, 
focusing on the comparison of 
the conductor to a political leader 
who demands disciplined loyalty. 
     The group also discussed 
the extent to which individuals 
living within the Nazi regime 
understood the full ramifications 
of their leaders’ policies. At a key 
moment in the film, Major Ar-
nold forces his assistant, Emmi 
Straube—whose father was 
involved in the plot to assassi-
nate Hitler— to watch footage of 

concen-
tration 
camp 
victims. 
When 
she 
protests 
that most 
Germans 
didn’t 
know 
about 
these 
events, 

he asks why, if no one un-
derstood the situation, some 
Germans went to great lengths 
to protect Jewish citizens. Emmi 
responds that they knew enough 
to know that they didn’t want to 
know more. 
     Furtwängler was not permit-
ted to work during the American 
investigation into his role in the 
Third Reich. Although he was 
eventually acquitted and contin-
ued his career as a conductor, the 
fact that he had remained in Nazi 
Germany—lending a level of 
cultural legitimacy to the regime 
and “distracting” the popula-
tion—negatively influenced press 
coverage and public opinion. 
After the war, he was invited to 
conduct in Chicago, but, fol-
lowing strong public reaction, 
the invitation was withdrawn. 
Furtwängler never conducted in 
America and died in 1954.

The screening and discussion 
were organized by Professor 
Michael Steinberg (History) 
and sponsored by the De-
partments of French Studies, 
German Studies, History, and 
Music; the Jewish Studies 
Program; the Society for the 
Humanities; and IGCS. Carol 
Gruber is currently working on 
a book about artists and their 
careers during World War II.
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Filmmaker Monika Treut will be 
the IGCS Artist in Residence 
for the Fall 2005 Semester. 
During her tenure (September 
4 - 23) she will screen one of 
her recent films and lead a 
discussion of her work, partici-
pate in film courses, and lead 
a graduate seminar.
     Monika Treut was born in Mönchengladbach, 
Germany, on April 6, 1954. She studied literature 
and politics at Philipps-University, Marburg. Her 
PhD thesis, The Cruel Woman: Female Images in the Writing of Marquis de Sade and Leopold von Sacher-Masoch, was published in Germany, 
Switzerland, and Austria in 1984. Treut has worked as an avant-garde performance artist and, since 1982, she has written numerous essays for 
magazines and books in Germany, Switzerland, Austria, England, the U.S. and Canada. 
     In the mid-seventies, Treut began working with video; from 1978 until 1982, she was in charge of programming for media centers and art 
houses in Berlin and Hamburg; and  in 1984, Treut and Elfi Mikesch co-founded Hyena I/II, a film production company based in Berlin and 

Hamburg. During the mid-eighties Treut contin-
ued to write, direct, and produce award-winning 
independent features and documentaries.  Her films 
[see sidebar] have screened at numerous film festi-
vals throughout the world and enjoy international 
distribution. 
     For nearly two decades, Treut’s films have 
unselfconsciously depicted worlds that the main-
stream media tends to treat as “deviant.” Her work 
consistently explores challenging and controversial 
issues surrounding minority sexual and gender 
identities, and she often makes films dealing with 
lesbianism and sadomasochistic fantasies in par-
ticular. She is considered an innovator in gay and 
lesbian cinema and is noted for making films that 
are challenging and yet sensitive.

Mon ika Treut has a lw ays put the experience and the p leasure o f the senses in the fo re -
ground o f her film s w ith a subtle sense o f humor and a rea l tenderness for her characters .

Mon ika Treut’s transgress i v e brand o f filmmakin g serves as a m uch needed interventio n 
into the arena o f sexua l po litics . Her m isbeha v in g w omen are a v ita l fo rm o f res istance ..

Monika Treut with the Taiwanese production crew 
during the filming of Tigerwomen Grow Wings



Verführung: Die Grausame Frau 
(Seduction: The Cruel Woman, 1985)
. . . was inspired by the novel Venus in Furs by Leopold von Sacher-
Masoch. The film examines the psychological aspects of sadism and 
masochism through the tale of 
Wanda (Mechthild Grossmann), a 
German lesbian dominatrix who 
runs a gallery where audiences 
pay for the privilege of watching 
her humiliate her slaves. 

Die Jungfrauen-
maschine 
(The Virgin Machine, 
1988) 
. . .tells the erotic story of a 
young journalist, Dorothee (Ina 
Blum), who leaves Germany 
for San Francisco. Her sexual 
adventures include encoun-
ters with a male impersonator, 
Ramona (Shelly Mars); a charming Hungarian bohemian, Dominique 
(Dominique Gaspar); and Susie Sexpert (Susie Bright), a barker for an 
all-girl strip show. 

 My Father Is Coming (1991)
 …explores sexual subcultures through the story of Vicky (Shelley 
Kastner), a German actress in New York City who tries to impress her 

visiting father and hide her bi-
sexuality by concealing her job as 
a waitress and by having her gay 
roommate pose as her husband. 
Meanwhile, her father explores a 
world of transgendered individu-
als and transsexuals, and has a 
fling with ex-porno-queen-turned-
performance-artist Annie Sprinkle 
(playing herself). 

Female Misbehavior 
(1992)
…is a compilation of four shorts 
about “misbehaving” women: 
Bondage (1983) looks at the ap-

peal of lesbian S&M, tit torture, and bondage; Annie (1989) showcas-
es the performance art of Annie Sprinkle; Dr. Paglia (1992) is a por-
trait of the controversial critic Camille Paglia; Max (1992) documents 
the transsexual journey of Max Valerio from his former life as Anita, a 
lesbian Native American, to his new identity as a heterosexual male.  

Erotique. Didn’t Do It for Love (1997)
…chronicles the flamboyant life of Norwegian-born actress turned sex 
therapist Eva Norvind. She studied in New York and was penniless 
when she traveled to Mexico during the ’60s, where she found roles 
in Mexican “B”-movies. Her S&M experiments inspired her to launch 
her own company in 1987 before moving on to embrace academia and 
criminal psychology.

Danske Piger Viser Alt 
(Danish Girls Show Everything, 1998)
… is an amusing exploration of cross-cultural clichés, where Holly-
wood, the world capital of film, meets Copenhagen, the world capital 
of porn. The film stars two real-life Danish actresses, Camilla Soeberg 
and Karen Moller, who are asked to audition for a B-movie produc-
tion company in Hollywood. Their adventure is framed by a European 
Women’s Channel television host 
who falls victim to prejudice and 
misconceptions about American 
media culture.

Gendernauts (1999)
…won a Teddy Award at the 1999 
Berlin Film Festival. Gender-
nauts explores gender fluidity at 
the end of the millennium in the 
Bay Area of California through 
a group portrait of transgendered 
cyborgs in San Francisco

Warrior of Light 
(2001)
…was shot on-location in Brazil 
as a documentary portrait of the extraordinary Brazilian social activist 
Yvonne Bezerra de Mello, an internationally renowned artist and hu-
man rights activist who works with endangered children in the slums 
of Rio de Janeiro. De Mello is seen, not as a saint, but as a fiercely 
individual female pioneer, a woman who is as vividly real as she is 
inspirational

Tigerwomen Grow 
Wings (2005)
…paints in vivid detail the indi-
vidual life stories of three women. 
It also draws a picture of Taiwan 
as it steers a course between the 
conflicting values of East and 
West and of Confucianism and 
globalization while at the same 
time facing military threats from 
China. The film shows the many 
facets of Taiwan: the modern and 
the traditional, the secretive and 
the open-minded, the gay and the 
melancholic.

Monika Treut Films
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Adalbert Stifter at 200: 
    An International Symposium
Organized by: Ute Maschke & Sam Frederick

Adalbert Stifter, arguably Austria’s most influential 
writer of the last two centuries, has long been con-
sidered one of the giants of nineteenth-century Ger-
man literature, albeit a problematic one. His work is 
a stylistic provocation as it attempts to establish or-
der as both an aesthetic and a moral category. This 
symposium celebrates Stifter’s 200th birthday and will 
reinvigorate the critical discussion of Stifter’s work as 
an educator, Austrian civil servant, and writer who 
both propounded and challenged existing aesthetic 
and moral categories. Stifter has long been viewed 
as the heir to the Great Classical Tradition, but even 
critics persuaded of this view often detected trou-
bling subtexts in his writings.  More recently, commen-
tators of his work (from Franz Kafka to Thomas Mann 
to W.G.Sebald) have understood Stifter as an impor-
tant precursor of modern writing whose work remains 
stylistically provocative and challenges and unsettles 
the reader.

October 20
Opening Remarks & Reception: Reading Stifter
7:00 – 10:00pm    

October 21       
Discussion: My Stifter
8:30 – 10:00am

Reflection: Presentations and Discussion
10:30 – 12:00pm  

Discussion: The Joy of Influence: Writing after Stifter
2:00 – 5:00pm    

Hermann Danuser is a profes-
sor of historical musicology at the Humboldt 
University in Berlin. He will be a visit-
ing professor at Cornell from September 
8 through September 23. During his time 
at Cornell, Danuser will present a paper, 
“Prophecy and Redemption: On Musical Dra-
maturgy in Wagner’s Parsifal,” at the Music 
Colloquim Series (September 12) and read 
from his paper, “Der Held—Idee und Ideolo-
gie in Weltanschauungsmusik 1850–1950,” 
for the IGCS Colloquium Series (September 
16).
     Hermann Danuser was born in 1946 in Frauenfeld, Switzer-
land. In 1965 he began his studies at the University of Zürich, 
where he focused on musicology, philosophy, and German 
literature. He studied piano with Sava Savoff at the Musikhoch-
schule Zürich and studied oboe privately with André Lardrot. 
He completed his doctorate in 1973 with a dissertation on 
musical prose, Musikalische Prosa. After receiving his degree, 
Danuser studied with Carl Dahlhaus (Technische Universität 
Berlin) and Gerhard Puchelt (Hochschule für Musik in Berlin) 
and worked at the Staatliches Institut für Musikforschung and 
the Pädagogische Hochschule. 
     In the early 1980s, Danuser was a fellow at Cornell’s Society 
for the Humanities. He completed a second dissertation, in 
which he focused on music of the twentieth century, at the 
Technische Universität Berlin in 1982 before working as a pro-
fessor of musicology at the Hochschule für Musik und Theater 
in Hannover (1982–1999) and the Albert-Ludwigs-Universität 
Freiburg (1988–1993). In 1991 he was a guest professor at 
Stanford University, and since 1993 he has taught as a professor 
of historical musicology at the Humboldt University in Berlin.
     Professor Danuser’s research focuses on the musical history 
of the eighteenth to twentieth centuries, incorporating musical 
interpretation, musical analysis, the aesthetics of music, and the 
recent history of music theory. In his work, Danuser relies on 
several methodological approaches. He combines work- and 
discourse-analysis in his approach to the aesthetics of music 
and includes a transdisciplinary focus on nationalism, poetics, 
aesthetics, and the avant-garde. 
     Danuser’s Habilitation, Die Musik des 20. Jahrhundert, was 
published in 1984 as the seventh volume of the series Neues 
Handbuch der Musikwissenschaft. He later served as the editor 
of the Neues Handbuch der Musikwissenschaft (1989–1995), 
the coeditor of the journal Musiktheorie (1986–1996), and since 
1993 he has been the editor of the series Meisterwerke der 
Musik. In 1998 he became a regular member of the Berlin-Bran-
denburg Academy of Sciences. His monograph publications 
include: Gustav Mahler: Das Lied von der Erde (1986) and 
Gustav Mahler und seine Zeit (1991).

Roundtable Discussion on the 
Future of German Studies: 

Transnational Contexts

Friday ~ 4 November ~ 3:00pm
Organized by: Erica Doerhoff & Sean Franzel



Franco–German Alliance 
and the New Europe

Conservative Thought in West Germany After 1945:   
        Martin Heidegger, Carl Schmitt, & Ernst Jünger

1 – 2  April 2006 ~ Cornell University
This conference will explore the transition of conservative thought from the 1940s to the 1950s with emphasis 
on the transition from the Third Reich to the Post-War Order. It is the first half of a two-part event focusing on 
this topic. A second conference is scheduled for Fall 2006 in Berlin.

Organizers: Peter Hohendahl & Wolf Kittler in conjunction with Humboldt University

Speakers will include: 
Susan Buck-Morss (Government, Cornell University)
Marcus Bullock (English, University of Wisconsin Milwaukee)
Michael Geyer (History, University of Chicago)
Constantin Goschler (History, Humboldt University) 
Peter Hohendahl (German Studies, Cornell University)

Wolf Kittler (German Studies, Cornell University)
Steffen Martus (German Literature, Humboldt University)
William Scheuerman (Political Science & Law, University of Minnesota)
Erhard Schütz (German Literature, Humboldt University)
Geoff Waite (German Studies, Cornell University)

19 November 2005
Morning Presentations &

Afternoon Panels

Post-Referendum Europe
Dominic Boyer (Anthropology)

Peter Katzenstein (Government)
Ulrike Liebert (Political Science, Bremen)
Max Pensky (Philosophy, Binghamton)

University Reform
Davydd Greenwood (Anthropology)
Peter Hohendahl (German Studies)

Philip Lewis (Romance Studies)

14 November 2005
Keynote Address: Daniel Cohn-Bendit

     Cohn-Bendit only occupied center stage in French 
politics for a few weeks in 1968. However, more than 
anyone else, he came to personify the new left that 
swept through Western Europe in the late 1960s and 
early 1970s. In 1989 he was elected deputy mayor of 
Frankfurt, and  in 1994, he was elected to the Europe-
an Parliament. In 1999 he reentered French politics as 
the leader of the French Green Party and in 2004 he 
was the candidate for the German Greens as well as 
the leading candidate of the European Green Party
     Since January 2002 Cohn-Bendit has served as 
co-president of the Greens/Free European Alliance 
Group in the European Parliament. He is a member 
of the Committee on Economic and Monetary Affairs 
and a member of the Committee on Constitutional 
Affairs. He is also a substitute in the Subcommittee on 
Security and Defence. 



Institute for German Cultural Studies
Cornell University
726 University Avenue
Ithaca, NY 14850

www.arts.cornell.edu/igcs

DAAD Weekend
Made in Germany: 
Rocket Science & The Many Faces of Modernity

Speakers will Inlude:

Francis Moon (Engineering) 
...on Franz Reuleaux: 

Founder of Kinematics 

David Bathrick (German Studies) 
...on the Holocaust

Bassam Tibi (University of Göttingen) 
...on Turkish–German Issues 

Herbert Deinert (German Studies) 
...on Faust

24 – 25 September 2005 
Organized by: 

Professor Wolf Kittler 
(German Studies) 

Additional information about all events listed is avail-
able on our website: www.arts.cornell.edu/igcs. Event 
listings will be updated throughout the semester. If you 
would like to be added to our mailing list, please con-
tact Robin Fostel (rtf8@cornell.edu). 

Contributions to German Cultural News are welcome. 
If you would like an event listed or have a brief review 
or article to submit, please contact Tim Haupt (th268@
cornell.edu).


