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ON OUR COVER: Jürgen Tarrach as 
Mammon in the Salzburg Festival’s new 
2013 production of Jedermann. Directed 
by Julian Crouch and Brian Mertes; scenery 
and puppets by Crouch. Photo: Salzburg 
Festival/Forster. (See review on p. 12.)

departments

 Arta Ankrava, graduate student in the 
Department of Sociology at the University of 
Minnesota, was awarded both a full scholarship 
to participate in the Graz International Summer 
School (GUSEGG) 2013 by the current rector 
of the University of Graz, Austria, Univ.-Prof. 
Christa Neuper, and a travel grant from the 
Center for Austrian Studies.
 The summer school, titled “Collective Identi-
ties: Nationalism, Transnationalism: Europe and 
Beyond” is organized by the University of Graz 
in cooperation with the Diocese Graz Seckau 
and the Bishops’ Conferences of the European 
Community (COMECE). The coordinating 
unit is the Center for Inter-American Stud-
ies, directed by Ao.-Univ-Prof. Roberta Maier-
hofer; the program is supported by the Office of 
International Relations. The two-week intensive 
program ( June 30–July 13, 2013) focuses on 
the construction of collective identities and how 
these have defined the political, economic, and 
social realities in Europe and beyond. This year 
it included 100 students from 36 countries.
  Arta Ankrava, a student rooted in Europe 
through her Lativian heritage and immersed in 
the culture of the Americas fits the profile of 
the students targeted for this summer program. 
We were seeking highly motivated international 

students who could demonstrate their interest 
in current affairs in Europe and the Americas in 
their applications. 
 The summer school offers students morning 
plenary lectures, 10 thematic seminar modules, 
evening events, and time to network and social-
ize. Arta Ankrava listed the seminar module 
“Transnationalism and Migration”, our Jewish 
Studies track, as her first choice and stated in 
her impressive letter of motivation that her work 
with Latvian American diasporic periodical col-
lections at the Immigration History Research 
Center (IHRC) at the University of Minnesota 
sparked her interest in this track. In her letter 
she was able to demonstrate her sincere inter-
est in the program, and her application and high 
GPA  impressed the Steering Committee. Mai-
erhofer, the Academic Director of GUSEGG 
therefore recommended Ankrava for a full schol-
arship from the rectorate. This not only per-
mitted a brilliant student to participate in the 
summer school program, but also strengthens 
the existing ties between the University of Min-
nesota and the University of Graz.
 Detailed information on the Graz University 
Summer School 2013 can be found at interna-
tional.uni-graz.at/gusegg.

Heidrun Moertl, GUSEGG Program Manager

Ankrava funded for study in Graz

Arta Ankrava. Photo: Daniel Pinkerton.

CORRECTIONS: In the story “Follow the Lieder” (Spring 2013), we wish to 
make the following corrections: 1. The artistic director of the Schubert-Institut is 
Armin Zanner; 2. The founder, Deen Larsen, was born in the USA; 3. Beethoven 
did not perform the 9th Symphony in his rooms—he composed it there. 
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LETTER
DIRECTOR

from the

2013
fall calendar

CAS
Wednesday, October 9. The 2013 Kann Memorial Lecture. Gary B. 
Cohen, history, University of Minnesota. “Cultural Crossings in Prague, 
1900: Scenes from Late Imperial Austria.” 4:00 p.m., 1210 Heller Hall. 
Cosponsored by the European Studies Consortium and the Institute for 
Global Studies.

Thursday, October 17. The 2013 Ohanessian Chair Lecture. Vahram 
Shemmassian, director, Armenian Studies Program, California State 
University, Northridge. “The Musa Dagh Resistance to the Armenian 
Genocide and Its Impact through Franz Werfel’s Historical Novel 
The Forty Days of Musa Dagh.” 7:00 p.m., President’s Room, Coffman 
Memorial Union. Cosponsored by the Center for Holocaust and Genocide 
Studies and the College of Liberal Arts.

Friday, October 18. Lecture. Hans Peter Manz, Austrian Ambassador 
to the United States. “The Development of Transatlantic Relations: 
An Austrian Perspective.” 12:00 noon, 710 Social Sciences Building. A 
complimentary buffet lunch will be served. Cosponsored by the Institute 
for Global Studies.

Thursday, October 31. Lecture. Rainer Köppl, Institute for Theatre, 
Film, and Media Studies, University of Vienna; Visiting Fulbright 
Professor, Cultural Studies and Comparative Literature, University 
of Minnesota. “Vampires in Austria: The TRUE STORY behind 
the Austrian Vampire Princess.” 3:30-5:00 p.m., 1210 Heller Hall. 
Costumes encouraged.

Thursday, November 7. Candidate for director of CAS. Howard 
Louthan, history, University of Florida. “Erasmus, Poland, and the 
Reformation.” 1:30-3:00 p.m., 1210 Heller Hall.

Friday, November 8. Candidate for director of CAS. Howard Louthan, 
history, University of Florida. “A Vision for the Future of CAS.” 12:00-
1:15 p.m., 614 Social Sciences Building.

Tuesday, November 19. Candidate for director of CAS. Daniel 
Unowsky, history, University of Memphis. “Local Violence and State 
Crisis: The 1898 Anti-Jewish Riots in Habsburg Galicia.” 3:30-5:00 
p.m., 1210 Heller Hall.

Wednesday, November 20. Candidate for director of CAS. Daniel 
Unowsky, history, University of Memphis. “A Vision for the Future of 
CAS.” 12:00 p.m. - 1:15 p.m., 614 Social Sciences Building. 

Thursday, November 21. Candidate for director of CAS. Egbert 
Klautke, School of Slavonic and East European Studies, University 
College, London. “A Vision for the Future of CAS.” 12:00-1:15 p.m., 
614 Social Sciences Building.

Friday, November 22. Candidate for director of CAS. Egbert Klautke, 
School of Slavonic and East European Studies, University College, 
London. “The Descent of Freud: On the Reception and Popularization 
of Freudianism in Europe and America, c. 1930-1990.”  2:00-3:30 p.m., 
1210 Heller Hall.

Thursday, December 5. Panel discussion.  “Antisemitism: Then and 
Now.” 4:00 p.m., President’s Room, Coffman Union. Cosponsored by The 
Center for Holocaust and Genocide Studies.

 Fall is in the air: cold morn-
ings, sunny and warm days. The 
leaves are turning and the banks 
of the Mississippi on campus 
show a rich palette of browns, 
greens, yellows, and reds. Stu-
dents are back, crowding cam-
pus again after a quiet summer. 
Classrooms are full again. Most 
people might think of autumn 
as a time of endings; at a univer-
sity autumn represents the oppo-
site, a time of new beginnings and 
renewal. And with it comes the 
eager enthusiasm that accompa-
nies a new school year.
 At the Center, too, we are eager 
for the new year. We have an excit-
ing semester and year ahead of us.  
We are in the process of finalizing 
our fall schedule, which, in addi-
tion to our usual lineup of lectures and screenings, includes several events 
commemorating the 75th anniversary of Kristallnacht in November. We’ve 
teamed up with our friends at the Center for Holocaust and Genocide 
Studies and the Minneapolis/St. Paul Film Society for a series of events 
on the broad theme of “Antisemitism: Then and Now.” Antisemitism, but 
also terroristic intolerance of right wing extremists against foreigners, per-
ceived foreigners, or fellow citizens perceived as “other,” is still too common 
an occurrence in Europe, including Austria—even 75 years later.
 Another sort of new beginning is represented by the campus visits and 
public presentations of three finalists for the position of faculty director of 
the Center. It’s the third time we are going through this exercise, but each 
time it brings a sense of anticipation, a good vibe of new direction, new 
ideas, and long-term stability for the Center. Unfortunately, of course, the 
last round did not work out, but as the German saying goes: Aller guten 
Dinge sind drei. We are ready for the visits. Times and locations are listed 
on this page; we will also e-mail and post web announcements. Better yet, 
check out our Facebook page and follow us on Twitter.
 Facebook and Twitter represent another new beginning for us. We have 
been hard at work on our social media presence and I am proud to say 
we have moved into the 21st Century. Do befriend us on https://www.
facebook.com/#!/CenterForAustrianStudies.  (I know, “befriend” is arcane 
language, but I still can’t get used to friend as a transitive verb.) We’ve also 
made it much easier to sign up for our e-mail announcements. Simply enter 
your name and email address in the form on the front page of our web site 
and it will automatically add you to our e-mailing list. This is magic as far 
as I am concerned, but clearly good magic.
 Lastly, beginnings and endings are not either-or propositions. The one 
presumes, even defines, the other. At the Center we had to say goodbye to 
Katie Evans. Katie very ably served as the Center’s program coordinator 
for the last year and a half. But what is a sad ending for us is a happy new 
beginning for Katie. She has moved on to a new job as coordinator at the 
Human Rights Program at the American University in Washington, DC, 
a great opportunity for her. We’ll miss her, but wish her all the best in her 
new career. In the meantime, Kevin Mummey is assuming the duties of 
program coordinator for CAS, as well as administrative assistant to the 
interim director.

Klaas van der Sanden
Interim director, CAS
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NEWS from the CENTER

Call for submissions: 2014 Center for 
Austrian Studies Book & Dissertation Prizes

 The Center for Austrian Studies will hold competitions for both a 
2014Center for Austrian Studies Book Prize and Dissertation Prize. Each 
prize carries a cash award of $1,500, funded by a generous donation from 
David and Rosemary Good.
 The purpose of these biennial competitions is to encourage North 
American doctoral candidates and scholars in the full range of academic 
disciplines to do research in the field of Austrian and Habsburg studies. 
Multi-authored studies or multi-author collections of essays are not eligible 
for this competition.
 To be eligible for the 2014 CAS prize competitions, a book must have 
been published (or a dissertation defended) between January 1, 2012 and 
December 31, 2013. Authors must be citizens or legal residents (holders 
of “green cards”) of the United States or Canada. Eligible works may be 
from any discipline in the humanities, social sciences, or fine arts. The sub-

ject matter may deal with contemporary Austria, contemporary Austria’s 
relationship with Central Europe and the European Union, or the history, 
society, and culture of Austria and the lands of Central and Eastern Europe 
with a common Habsburg heritage. The language must be English.
 Send 5 copies of each book (or 3 copies of each dissertation) to: 
  Center for Austrian Studies
  University of Minnesota
  Attention:  CAS Book (or Dissertation) Prize Committee
  314 Social Sciences Building
  267 19th Avenue S.
  Minneapolis MN 55455

 The deadline for submissions is April 1, 2014. The winners will be 
announced at the GSA convention in October, 2014.

2013 CAS SUMMER STIPENDS
 The Center for Austrian Studies held a competition for Summer  
Research Grants of $4,000. The grants provide financial support to 
currently enrolled University of Minnesota graduate students in order to 
further their progress toward the degree. 
 The awards went to:
 Danielle Kuntz (Musicology/Ethnomusicology, School of Music), to 
research musical connections between the Habsburg Central European 
courts and Portugese courts in the 18th century.
 Kalani Michell (Moving Image Studies, German, Scandinavian, and 
Dutch) to conduct dissertation research at the Valie Export film archives.
 Ryan Moltz (Sociology) to complete the writing of his dissertation, 
“Dealing with Totalitarian Legacies: Lustration in Post-Communist Eu-
rope.”
 Marla Zubel (Cultural Studies and Comparative Literature) to travel 
to Poland in order to research the early writings of journalist Ryszard 

Kapuścìński.
 CAS also gave a $1,500 travel grant to Arta Ankrava (sociology). See 
separate story and picture on p. 2.

CFP: 2014 CAS SUMMER STIPENDS
 The Center will once again be holding a competition to award up to four 
Summer Research Grants for University of Minnesota graduate students. 
The grants are intended to provide financial support to currently enrolled 
University of Minnesota graduate students in order to further their prog-
ress towards their degree. Applications are welcome from all disciplines 
with a connection to Austrian/Central European studies. In addition, we 
will be awarding a Voices of Vienna Fellowship for summer study in 2014 
(this fellowship alternates between the School of Music and CAS). The 
VOV Fellowship can go to an undergraduate senior or a graduate student. 
For more information, see our website, www.cas.umn.edu, or contact Klaas 
van der Sanden, vande001@umn.edu. v

CAS summer research grants: 2013 & 2014 

Danielle Kuntz Marla Zubel Ryan Moltz Kalani Michell
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Interrogating the Archive: the inside story
by Ellen Manovich

 When I first signed up for the interdisciplinary seminar “Interrogating 
the Archive: Politics of Historical Memory,” I thought of it as a good cap-
stone graduate course before full-time archival work on my dissertation. 
I glossed over some of the descriptions of our transatlantic collaboration 
with Central European University. Yet this connection defined the course. 
Throughout fall semester 2012, our conversations and collaboration with 
our counterparts in Budapest ensured a class experience that proved to be 
unusual and productive for me and other members of the seminar, one that 
reverberated beyond the confines of the classroom and even the semester.
 The seminar was different from typical courses in several ways. It was 
not only interdisciplinary (participants included doctoral candidates in 
history, German studies, gender studies, historic preservation, communi-
cations, and Spanish studies), but it was also transatlantic, taught on two 
sites and connected by video and audio technology. In Minneapolis, we met 
weekly as a group and established a connection with the group meeting at 
the Budapest site. We were led by three professors: M. J. Maynes, history, 
University of Minnesota; Leslie Morris, Jewish studies and German stud-
ies, University of Minnesota; and Andrea Petö, history and gender studies, 
CEU University-Budapest. We were also observed by several researchers 
who were studying the pedagogy and dynamics of the class for their own 
work. We were, in that sense, a living archive, and the format of the class 
enhanced (in occasionally quite the meta sense) our own interrogations 
of archives, archiving, and a host of related politics, practices, and perfor-
mances. 
 During these conversations, we often paused to ask questions, such as, 
“Do you hear me?” “Is that clear?” and “Did you understand that?” Although 

the impetus for these queries was the occasionally uncertain technology, 
these are questions that do not often get asked enough in graduate semi-
nars, where participants frequently talk at and around one another. The 
transatlantic format heightened our awareness of the inevitable gaps of 
comprehension in any discussion, and our shared conversations were richer 
for the moments we took to reassure ourselves of our connection or attempt 
to fix it.
 Our connection with CEU also sharpened our ability to incorporate 
brevity and urgency into our presentations. With two large classes and only 
two hours to communicate—and no real confidence that we wouldn’t get 
cut off prematurely—our meetings were marked by the goals of getting 
straight to the most pressing questions and issues each week. Punctuated 
by these qualities, our conversations ranged over vast issues and materials 
each week. 
 As we worked on our individual research topics, we also participated in 
several collaborative efforts: during the course, a transatlantic group proj-
ect, and after the course, a conference in Minneapolis from May 18-20 [see 
program in spring 2013 ASN—Ed]. The conference was a wonderful chance 
to continue to work on and share our own projects and come together “in-
person” with some of the people we had only ever seen as fuzzy faces on a 
small screen, including Dr. Petö. 
 If you check the course catalogue, the class has been over for months, but 
our work together continues as we move toward publication of an anthol-
ogy of our findings. Various seminar members have noted that this course 
has been a rare opportunity for sustained, interdisciplinary interrogation. 

 Ellen Manovich is a doctoral candidate in history at the University of Min-
nesota. v

A session of the May 18-20 conference, “Interrogating 
the Archives.” CAS was one of the event’s cosponsors.

CFP: 2014 CAS faculty research grants
 The Center for Austrian Studies at the University of Minnesota once 
again invites applications for a multidisciplinary or interdisciplinary 
research or art project grant for up to $40,000. The grant is intended for 
scholarly or artistic projects that are broadly based in Austrian/Central 
European Studies. CAS may split the $40,000 between two projects, as it 
did in 2011, when it awarded a grant to Alice Lovejoy, Cultural Studies and 
Comparative Literature, UMN, for her project, “The Army and the Avant-
Garde: Art Cinema in the Czechoslovak Military,” and a smaller grant to 
Donna Gabaccia, Immigration History, UMN, and Annemarie Steidl, his-
tory, University of Vienna, for “Digitizing Immigrant Letters.” The antici-
pated period of award ranges up to but not more than 18 months.
 We ask that you submit the following documents: 1) Short project 

description and time line (3 pages maximum), including anticipated out-
comes; 2) 2-page CV of the Project Leader and ½ page bios of collaborat-
ing researchers/artists; and 3) Short project budget.
 For parameters and selection criteria, see our website, cas.umn.edu. 
 Electronic submissions are preferred; send them to casahy@umn.edu. 
However, you may also submit via postal service or fax to Center for Aus-
trian Studies, Faculty Research Grant, University of Minnesota, 314 Social 
Sciences Bldg., 267 19th Avenue S., Minneapolis, MN 55455. Fax: 612-
626-2242
 For more information about the program, please contact Klaas van der 
Sanden, Interim director, Center for Austrian Studies. E-mail: vande001@
umn.edu. v
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The University of Minnesota’s School of Music enjoys a strong national 
reputation, particularly for its work with vocal students. The University 
Opera has been performing high-quality work, giving students experience, 
and frequently stepping outside the territory of “war horses” for its 
repertoire. David Walsh, the current director of the University Opera, 
has taken what seems like a very unusual step this year: committed to an 
all-Czech season, with Bedřich Smetana’s The Bartered Bride playing from 
November 21-24 and LeoŠ Janáček’s The Cunning Little Vixen in spring 
semester. (Gary Cohen is giving a background talk about Smetana and The 
Bartered Bride in the fall.) 

In early fall, ASN had an opportunity for a brief interview with Walsh; 
his decision intrigued us, considering the CAS interest in all things Central 
European.

ASN: Bold choice! What considerations went into your decision?
DW: When constructing the University Opera Theatre seasons, my first 
consideration is always to find operas and roles that will serve the interests 
of voice and orchestral students as future professional artists. The music 

U of MN Opera to present all-Czech season
and text must be of a high quality and there must be the potential for 
challenging ensemble work and character development opportunities. 
Having said that, I also feel a responsibility as University Opera director 
to broaden the horizons of both my students and the audience members 
who attend our productions. Over the years, I have presented ‘standard 
repertoire’ but also have dipped into less well-performed material on 
occasion and been pleasantly surprised by the positive response from all 
quarters. Our production of Janáček’s Jenůfa, the trio of Stravinsky operas, 
and then our more recent presentation of Robert Aldridge’s Elmer Gantry 
and Parables are cases in point. It was in this spirit of exploration off the 
beaten path that I conceived a season of Czech operas. 

ASN: Why did you pick these particular operas?
DW: Bedrich Smetana’s The Bartered Bride has long been a staple of the 
operatic repertoire in Germany, Austria, and Central Europe, but it has 
been less frequently performed in North America, particularly in recent 
years. Perhaps it is assumed to be a rather dusty relic of the late 19th 
century folkloric style, which is associated with the German singspiel 
tradition. I have to admit that for many years I myself subscribed to this 
view, without really examining the opera thoughtfully. On closer reading, 
though, it proves to be a witty satire of authoritarian, bourgeois thinking 
and practices, and this elevates it above the formulaic idiom of singspiel and 
romantic comedy.

ASN: However, The Cunning Little Vixen is less well-known, isn’t it?
DW: Of course, but Leos Janacek is well-known in operatic circles as the 
composer of Jenůfa, one of the true masterpieces in operatic literature. 
Yes, his other operas are less familiar to performers and the public alike, 
although in recent years conductors, such as the late Sir Charles Mackerras, 
have championed them and brought them to wider notice.  Janacek’s operas 
are compelling music dramas, even when somewhat unconventional in 
style, and the music of The Cunning Little Vixen brilliantly evokes the world 
of his characters with all the lush expressivity we might associate with, for 
example, Giacomo Puccini.

ASN: That’s quite a comparison. You sound confident about these choices. 
DW: I do, but naturally, it feels as if I am going out on a limb by presenting 
a so-called “all-Czech” season. In the past, I have always hedged my bets 
by including at least one fairly popular piece in our season. Nevertheless, I 
believe our audiences enjoy, and have come to expect, the more adventurous 
planning of University Opera Theatre seasons, and so I look forward to 
introducing them, as well as our students, to these fabulous operas by two 
great Bohemian masters!

Daniel Pinkerton

A rehearsal for The Bartered Bride. Left to right, Benjamin Dutcher 
(Krushina), Beth Bayley (Marenka), Ye Chen (Kezal), and Deavan Swainey 
(Kathinka). Photo courtesy University of Minnesota Opera.

Voices of Vienna, Russian Seasons to collaborate on operetta concert
 On Sunday, October 20, Russian Seasons in Minnesota (Tatyana 
Dikareva, artistic director) and the Voices of Vienna (Kathryn Keefer, 
artistic director) will combine to present an evening entitled “Love 
Mysteries: Russian Inspiration in Viennese Operetta.”
 The event will be held at 7:00 p.m. in the Buetow Music Audito-
rium, Concordia University, 275 North Syndicate St., St. Paul, MN.   
  The Voices of Vienna (VoV) has collaborated in an October con-
cert with Russian Seasons in Minnesota (RSM) since 2005, typically 
presenting Viennese operetta as its part of the program. Since 2008, 
VoV has provided singers to perform Russian operatic compositions, 
Russian romances, and compositions of the RSM founder Tatyana 
Dikareva. 
 According to concert organizers, this program, while all from classic 

Viennese operettas of the late 19th through mid-20th century, repre-
sents Viennese composers’ ideas of “Russianness,” or their attempts to 
translate Russian folk music into a popular Viennese idiom. 
 The concert will feature music by Johann Strauss II, Franz Lehár, 
and Emmerich Kálmán, with selections from Die Fledermaus, The 
Gypsy Baron, Giuditta, Countess Maritza, The Merry Widow, and more.
 Artists include singers Beth Bayley, Laura Hynes, Sidney Walker, 
Michael Hoffman, Kathryn Keefer, Stephen Mumbert, and Carl Rat-
ner. The singers will be accompanied by Lawrence Henry and Tatyana 
Dikareva on piano, and Eric Ray on accordion. Special guests include 
dancer Tatyana Butkova and the Vidéki Hungarian Dancers.
 A reception with Viennese desserts will follow the performance. For 
tickets, visit www.russianseasons-mn.com. v
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sights of spring

 On February 26, Farid Hafez, political science, philosophy of law, 
University of Vienna, gave a lecture, “From Harlem to Hoamatlond/the 
Alps: Hip Hop, Malcolm X and Islamic Activism in Austria.”  
 On March 29, Alice Lovejoy, cultural studies and comparative 
literature, University of Minnesota-Twin Cities, gave a lecture, “‘A 
Young Workshop’: Crafting a Film Culture in the Czechoslovak Army.” 
 Above left: Farid Hafez. Above right: Alice Lovejoy.

The American Studies and History Departments 
hosted a symposium in honor of Lary May’s 
retirement, “Politics and Popular Culture,” May 
9-10. The symposium explored the subject in a 
global context. CAS was a prominent cosponsor. 
 The symposium began with May’s public lec-
ture, “Unraveling the Culture of War: Global 
Hollywood in the Age of 9/11.” Reinhold Wagn-
leitner, historian from the University of Salzburg 
and a long-time friend of the Center, gave the 
keynote presentation, “Jazz: the Classical Music 
of Globalization,” the next morning. 
 Left: l. to r., Lary May, Reinhold Wagnleitner.

 On April 5-6, the Center for Holocaust and Genocide Studies (CHGS) 
and CAS hosted a symposium, “Representing Genocide: Media, Law, 
and Scholarship.” It addressed journalistic, judicial, and social scientific 
depictions of atrocities with a focus on cases of the Holocaust, Darfur, 
and Rwanda. The symposium explored the increasing tension between 
the local and global representations and memories of mass murder. This 
well-attended and important symposium explored when and how pro-
moting public awareness and memory of mass atrocities through distinct 
institutions can lead to effective anti-genocide policies. 
 Right: Devin Pendas, Boston College, giving a presentation. 

2013 photos by Daniel Pinkerton
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POLITICS and SOCIETY

by Daniel Pinkerton

Andreas Stadler is not only the former director of the Austrian Cultural Forum-
New York (ACFNY), he is a diplomat with the Austrian Foreign Ministry and 
a guest professor in cultural diplomacy and international relations at the Vienna 
University of Applied Arts. In April 2013, ASN editor Daniel Pinkerton came 
to New York and asked Stadler specifically about the mission of ACFNY and 
his experiences during the six years he was director. 

ASN: Your predecessor was Christoph Thun-Hohenstein. What foundations 
did he create that you could build on?
AS: Well, I had definitely inherited an architectural landmark building that 
has become what my predecessor called a Kulturmachine, in the sense of its 
own cultural systematic programming. And that was quite an achievement 
I must say, because I think the challenge for Christoph—and he wrote this 
in his farewell text—was to match the brilliant architecture of this build-
ing with an equally brilliant cultural and academic program. Architectural 
critics around the world reviewed the opening of the ACFNY building. 
Everybody who is even a little bit acquainted with contemporary architec-
ture knows it. The pressure was on Christoph to come up with something 
in addition to that, and he certainly did an excellent job. People noticed 
this. The New York Times praised him in an article about his departure. 
This, of course, made the job challenging for me. It’s always easier to follow 
somebody who was mediocre than to follow somebody who did a good job. 

ASN: Yet obviously you are two different people. Are there areas that the ACF 
didn’t emphasize and that you, with your own tastes, desires, and personality, 
decided to bring to it?
AS: As I said in my first interview in the New York Times, this building 

is a big instrument, like a piano, with a lot of strings that you can pull to 
create a new kind of sound. I understood these strings to be not only the 
visual arts, the theatre, and the music program, but also, potentially, lit-
erature and film. I wanted to use not just the gallery and theatre, but also 
to use our library, and to go into new areas such as dance, performance 
art, and even opera. I wanted to allow even more disciplines to take use of 
this institution. Perhaps most importantly, I also wanted to acknowledge, 
in ways that Christoph had not, that culture has become transnational, or 
as I like to call it, transversal. By transversal, I mean that artists, academ-
ics, and intellectuals relay their work and their research on a global level as 
they go beyond traditional disciplines. An artist is very often a researcher, 
a filmmaker can make a film about the past, so he needs to be a researcher, 
and a trained historian is very often a cultural historian. Art and science 
overlap more than ever today. The sciences overlap, too. Political scientists 
are sociologists, and lawyers have to be anthropologists. This you can see in 
academic production and artistic production. So, one of my aims was, and 
is, to move away from only Austrian exhibitions, Austrian concerts, Aus-
trian poetry festivals, or Austrian whatever. The first exhibition I did that 
demonstrated this new style was called “On the Pain of Death,” which was 
about the issue of the death penalty. This was different from what had been 
done before in several ways. Of course, there’s always the danger that, if a 
cultural/political institution presents political art, the audience will suspect 
that it is an institution of propaganda. But I decided to turn this disadvan-
tage into an advantage by, as we say in German, “den Stier bei den Hoernern 
packen”—grabbing the bull by the horns—and embracing the fact that we 
are an institution of propaganda, and being upfront and honest about it. 
By making the death penalty the theme of an exhibition, we took an issue 
that is settled in Austria and Europe, as we have abolished the death pen-
alty, and we presented art that addressed the issue to a country that is still 
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struggling with the death penalty. It included the work of more than twenty 
artists, many of them very famous American artists like Matthew Barney 
and Andres Serrano, but also very important Austrian and international 
artists—a Chinese artist, a Dutch artist who lives in Berlin. The exhibi-
tion was really transversal, and it really exemplified my new approach, as it 
involved artists from all over the world in an artistic debate. This is by defi-
nition the idea of a forum. It was well reviewed, not only by the New York 
Times, but also by many American and international magazines. 

ASN: You’ve actually changed the mission statement, haven’t you?
AS: I have. It originally said that the ACF is an institution that presents 
Austrian talent to American audiences. I radically changed it, and said this 
is to become a forum for Austrians, Americans, and citizens from all over 
the world. So from the very beginning I did not want to exclude anybody, 
either from China or from Latin America, from our programs. The only 
thing that interests me is the fact that they contribute meaningfully to our 
artistic or intellectual program. That’s all. In this respect, I don’t know how 
many countries have been represented in our programs. I’m sure half of 
the artists that we work with are still Austrians; but the other half have 
been from America, India, Serbia, Germany, the Czech Republic, China, 
Latin America, and Africa. For all of them, ACF is connected with con-
temporary modern Austria. And whether they currently live in, say, Italy 
or somewhere else, it does not matter anymore whether our cultural diplo-
macy in New York is only about Austria or is something that is meaningful 
to people from all over the world. They will take it with them and they will 
keep it as a positive memory—that what we did is wonderful. 
  
ASN: The mission change is such a simple shift: to ownership of the platform 
for dialogue, rather than of the artists who bring their ideas to it. Austria has 
often been an important mediator. ACF is a twenty-first century vision of what 
Austria, at its best, has been in modern European history. 
AS: I totally agree. It is also important to find the niche in which we can 
make a difference here in New York. What can we do that others—muse-
ums, galleries, concert halls, or universities—can’t do? We cannot present 
Mozart, Haydn, I would say up to Mahler, which would be the traditional 
mainstays of Austrian cultural diplomacy. Therefore, we radically changed 
the program to emphasize contemporary composers. At first, attendance 
was a bit sparse when we performed strictly contemporary programs. We 
had musicians such as Beat Furrer, Georg Friedrich Haas, Olga Neuwirth, 
and many others, and it took half a year before our traditional audiences 
learned that this is something interesting, and something of high quality. 
Then we got new audiences—not just music lovers, but composers and 
musicians of high renown. For example, George Lewis, who is the profes-
sor at Columbia University, a famous jazz musician, and a very good writer, 
wrote a piece about Olga Neuwirth in Art Forum a year ago—a full page of 
praise for her great, great compositions. But he also takes his son to our tra-
ditional Christmas concerts. Taka Kigawa, a very well-known New York-
based pianist, comes regularly to our concerts, because we do things that 
other places don’t do. Finally, the whole area of German-language Austrian 
literature is important. I regret that we have not yet found a way to con-
nect with German-speaking Americans. Our German language programs 
have not, on the whole, been successful. We know that as a second language 
Spanish is number one, French is number two, and German is number 
three—but a distant third, even in a city like New York. 

ASN: German-language programs aside, you’ve found a niche here in this enor-
mous city with its many cultural attractions, created programs that very few 
other people were doing, and created a loyal audience for ACF. 
AS: Well, I think this is the reason why we are surviving. I mean, the only 
legitimation such an institution will ever have is the recognition by Ameri-
can media and American audiences that we add something meaningful to 
the cultural landscape of the United States. I think this is all the more inter-
esting because, as the arts and academia transform over time, so does cul-
tural diplomacy. You cannot simply broadcast the great people and the great 

achievements of your country in order to improve the image of your coun-
try. I have been active in the group of European cultural institutes in New 
York for many years, and last year I was elected president of this group. 
Everybody is trying to find these niches where you can make a difference, 
and trying to modernize and transform. Simply by existing, we send a mes-
sage to American audiences that the European model of art, education, and 
research is still very much public and state driven, we still have institutions 
that are financed more by the state than by private resources. We still have 
music schools, research institutions, museums, and institutions of cultural 
diplomacy that can actually organize programs around themes that are for 
the public good. All this is different from the U.S. You have your own artis-
tic institutions, your own institutions of research and education, but they 
are much more dependent on private funding. This is why the crisis in 2008 
hit American institutions stronger than European institutions. Yes, our 
budgets have been reduced, but our institutions have not been questioned. 

ASN: Yes, in America a vocal segment of the population believes that spend-
ing tax dollars on culture, art, higher education, and research is suspect. But 
almost all Europeans believe that cultural institutions and cultural diplomacy 
are important. Therefore, even if your budget gets cut in times of economic crisis, 
your mission is still endorsed by the population at large. 
AS: Exactly. This is something that we are proud of, and we cultivate this 
good. Even if we have a lower budget as an institution we still exist. And 
it’s not good if institutions are dissolved or largely reduced, like, let’s take 
the New York City Opera as an example, or the Philadelphia Orchestra . . .

ASN: Or the Minnesota Orchestra . . .
AS: . . . or other flagship institutions in the States that have suffered to an 
extent that their physical existence is in danger, or that they have been greatly 
reduced. Even in the area of academia and education, funding for research 
and education has been cut all over the country. This limits the chances of 
the next generation and young people to produce high art. Another dif-
ference between the U.S. and Europe: We start with the assumption that, 
if I give you, the artist, the money to live decently, you will be trying to be 
creative with your time, and you will produce something. And you will have 
the time, because you won’t need to struggle for survival. Here in the United 
States, the attitude seems to be “I’ll give you the money for living only when 
you come up with something I can buy.” You have to be good already. 

ASN: You could also say that Europe is proud of its artists and the U.S. often 
resents theirs.
AS: Sometimes that seems true. So, what does this difference mean? The 
persistence and survival of a good public sector, the arts, and education, 
gives us an edge in some areas over the U.S. For example, in the area of 
contemporary music, dance, or art, we still have a critical mass of artists 
and Europe is still able to produce high quality work that is recognized and 
gladly accepted in the U.S. I was recently at the Sundance Festival. For per-
haps the first time in the history of the Sundance Festival, an Austrian film 
produced by a young filmmaker was invited into the main competition. The 
Austrian team that produced this film spent $60,000, which is nothing—a 
typical Sundance film budget is between $500,000 and a few million dol-
lars. This young crew of four people would hardly have the money to travel 
there. But we were able to support them with travel expenditures, and I 
was able to go to Park City, call up a few people, and help the filmmakers to 
network with people from the film sector that I knew already. Many other 
countries don’t have this infrastructure. 

ASN: And yet, it must have been challenging to provide service since the 2008 
economic collapse. I’m certain that your budgets were cut, and that this called for 
even more creativity on the part of ACF and its staff.
AS:  Definitely, but we have to look at this from two angles. It’s always good 
to have money, and as long as there are good ideas, there is no limit to the 
money that you can use. We have been able to produce meaningful projects 

continued on page 10
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with less money. However, there is a limit to how much less money you 
can withstand. We have limitations on our fundraising. As an institution 
of cultural diplomacy, we are not supposed to make a profit or entertain 
commercial activities. What we are offering must strictly be a public good. 
It’s a tricky field in which we move; we’re such a big institution, and we 
have to stay within these limits and still have enough funding to finance the 
people that we work with adequately. I need to pay an average of 400 Euros 
for a good lecture. This does not include organization, travel, or publicity. 
A good musician or visual artist who works in my gallery for three days 
setting up an installation will be paid more because of the time involved. 
This is something we must defend. We want to pay well, because if you pay 
well you will receive better art in exchange. If our budgets are continuously 
reduced, the chance to work with good people will be continuously reduced. 
To maintain a certain level of quality it is important to maintain a certain 
budget level, and to not compromise on this. 

After this interview, Pinkerton and Stadler were relaxing over coffee when 
Stadler indicated a desire for a second interview concerning Austria and its rela-
tions with the U.S. and the world in a broader sense. Pinkerton engaged the 
digital recorder app on his iPhone again, and the two proceeded.

ASN: Where would you like to start?  
AS: It is important to see the evolution of Austria as a country in the heart 
of Europe, and then also the evolution of Austria in the perception of 
Americans. I think these are two areas that are equally interesting to the 
Center for Austrian Studies, as they are to the Austrian Cultural Forum, 
and as they will be to your readership. One of my pre-pre-predecessors, 
Georg Heindl, was here in the 1960s. He did research on what American 
academics knew about Austria, and he came up with a list of five “Ms.” The 
stereotype of American scholars and academics at this time were the five 
Ms—Maria Theresa, Mozart, Metternich, mountains, and music. This was 
like the Sound of Music image of Austria.

ASN: Yes, when I arrived at CAS, we were desperately fighting against the 
Sound of Music image.
AS: Obviously, that image was useful for Austria, but it was also useful for 
the United States. For Austria it was useful because in the 1960s we were 
a country that was reconstructing and really finding itself, trying to forget 
the participation of Austrians in the Third Reich. The Americans needed a 
cultivated country that could become an ally in the East-West divide. Since 
we were neutral and we were not aligned with NATO and the West, it was 
worthwhile investing in Austria to keep it a part of the West—which Aus-
tria wanted to be, anyway. This image has changed dramatically since then.  
The reality has changed dramatically, but the image has, too. In the 1960s, 
Austria was a country that had become almost mono-ethnic after we killed 
a third of our Jewish citizens, and been reduced in territory to the Ger-
man-language speaking areas, with the exception of Carinthia and some 
pockets in Burgenland and Steiermark. So, basically what you had was a 
ninety-five percent German-speaking, Catholic country with six million 
people and a few more, on a sealed border of the Iron Curtain, the west-
ern outpost of a divided Europe, with very little interaction with the East. 
All the focus in the 1960s was on the West. Germany and America—this 
was the geographical, political, intellectual, and cultural focus of Austria 
in the 1960s. Since 1989, this reality has dramatically changed. The Iron 
Curtain opened, and hundreds of thousands—I think it must be a million 
by now—of immigrants changed the country, whether we wanted it or not. 
Tens of thousands of Poles in the 1980s, hundreds of thousands of Yugo-
slavs and Turks from the 1960s up to now, and people from as far away as 
the Arabic countries and Africa. You see these new immigrants every day in 
Austrian towns and cities, and not only in Vienna. They have changed the 
country into a multiethnic, multireligious society that many Austrians have 
tried to reject. This is at the core of the Austrian identity battles after 1989. 
Some Austrians have embraced this new global reality, of an open society, 
integrated into the European Union and the world market, and world cul-

ture. Others have rejected it. It is the same when we come to dealing with 
the past. Some Austrians have said yes, we need to embrace our responsibil-
ity and the guilt of many Austrians who sided with the Nazis, and others 
have tried to shy away—or even worse, a small minority still believes that 
the Austrian idea of the Nazi experiment was something great. We all need 
to accept once and for all that there was a significant Austrian contribution 
to Nazism and the Third Reich, something that we still have to grapple 
with and, more importantly, have to overcome. 

ASN: There is also an overlap in the anti-foreigner groups and those who still 
believe in the Nazi vision.
AS: Definitely. What I’m saying is that this has become the main political 
and cultural conflict since 1989. 

ASN: I agree, although I might say that the Waldheim affair in 1986 was the 
beginning of Austria’s attempt to deal honestly with its past. 
AS: I agree with you entirely. 1986 and 1989 are the important years in 
Austrian contemporary history. And, if you look today at Austria, you see 
a country that is really honestly struggling with, let’s call it the Waldheim 
complex. We have just commemorated the 75th anniversary of the Anschluss 
with a great, one-day event led by the Austrian president, where we have 
once again looked very soberly at this tragic part of our own history, and 
embraced it as something that we cannot repress. We have become a coun-
try where the party of Jörg Haider, a globally recognized villain of right-
wing xenophobic and neo-Nazi politics and rhetoric, has been defeated in 
the recent elections in the region where he was a governor. A broad coali-
tion of Social Democrats, the Green Party, and the Christian Conserva-
tives who have embraced a modern and open agenda of politics and rhetoric 
won on a platform of accepting—I would say this is the achievement of 
the Green Party—multiculturality, even in a province where it’s illegal to 
build minarets. The county has changed for the better. These battles all had 
drama, and they are not completely over, but they produced positive results: 
a growing population producing great talents, great institutions of educa-
tion, and of arts, because this is what interests us in the first place. 

ASN: And yet, I don’t think this is the image that has replaced dirndls and 
mountains.
AS: The image of Austria in the U.S. today is often that provided by Chris-
toph Waltz, when he hosted Saturday Night Live in March 2013, after he 
had accepted the Oscar for the second time. During the show, Waltz was 
asked whether he’s Austrian or German. And Waltz, of course, said he’s 
Austrian. And what happened next was that he invited some Austrian-
looking young people, who were dressed in Austrian folkloric Trachten. 
One of the guys with a beard on his upper lip saying “Heil Hitler.” Since 
this was done by NBC and Christoph Waltz, one has to assume that the 
current stereotype about Austria—after Waldheim, after one generation 
of heated debate in Austria—is that it is still in the grip of Nazis. Our 
friend Günter Bischof calls this part of Austrian political and cultural real-
ity the Braune Bodensatz. I don’t know how you would say it in English. The 
Bodensatz is—

ASN: The dregs. 
AS: Yes. The brown dregs, as Günter Bischof calls them, have created so 
much international attention they have been added to the American stereo-
type about Austria. It’s still the mountains, it’s still Mozart, it’s still tourism, 
it’s still a high standard of living, particularly Vienna, which is repeatedly 
cited in quality of life studies, but this Nazi problematique has been added. 
Images about countries evolve over time. Certain aspects are eclipsed, like 
Austria as the first “victim” that tried to oppose Hitler. We used to say 
Hitler was German and Beethoven was Austrian, but we now tend to exag-
gerate and make Hitler Austrian and Beethoven German. More impor-
tantly, assigning either one of them a single nationality is untenable. But it 
is necessary to reflect on that—in particular, if we are talking about engag-
ing Austrian academics, Austrian institutions, in any kind of academic and 
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cultural activities.

ASN: You’re damned if you do, damned if you don’t. If you say, yes, many 
Austrians were willing perpetrators and participants in Nazi activities and the 
Third Reich, the Wehrmacht and the camps, Austria is the land of Nazis or 
former Nazis. If a vociferous part of Austrians says, “oh no, we were never 
Nazis,” then you become Austria, land of unrepentant Nazis. It takes genera-
tions and generations to wipe away this kind of a stain, which is understandable.
AS: I don’t think it can be done at all. And we don’t want to. In the first 
place we are not, at least at the ACF, an instrument of propaganda. How-
ever, we can disclose our institutional and political settings to our benefit, 
because there is enough in Austria we can be proud of to do so. We don’t 
need to market, to euphemize, or to create stories that have no foundation. 
We cannot try to create a new image now. If we pretend all these things 
never happened, we would not be credible, and we would have no chance in 
winning an argument with the images that Saturday Night Live produced. 
It is important to remember that Waltz and NBC did not create an image, 
they just exploited an image, and a stereotype. The stereotypes are always a 
shortcut for producers. 

ASN: How do you combat them?
AS: By being authentic and displaying what is really going on in Austria, 
especially the controversies in the country, we are developing and adding 
positive aspects to our image. And by displaying our controversies we are 
interesting, ethical, and credible. We can only display our controversies if 
we are strong enough, because only strong democracies can say, “Sorry, but 
we don’t know when the struggle will end. The government line is this, and 
there are other people that say that.” That’s what we are striving to do, and 
this is, I think, what makes our programs successful. We are not trying to 
hide the truth, and we’re not making propaganda in the sense of Nazi or 
Stalinist propaganda. The fact that a clear attempt to be truthful helps our 
image is, of course, ironic. 

ASN: And yet, though stereotypes may evolve, they always exist. Why?
AS: That’s a big question. To some extent stereotypes are a function of your 
own construction of the outer world. It is useful in America to have another 
country that has, let’s say, an anti-Semitic Nazi agenda. The United States 
has issues of xenophobia and other problems that we also have in Austria, 
so it’s good to have in your own narrative, your own identity construction, 

somebody else outside of your own community who is worse. “At least 
we were never Nazis, like the Austrians.” When you outsource your own 
problem, you don’t need to reflect about your own country. That’s how that 
works, and this is what we do as well in Austria, with respect to the U.S.

ASN: Also, Americans think, “There are hundreds of little countries out there, 
and we can’t really know them all, but we can remember our handy stereotypes.” 
The French like Jerry Lewis and hate the U.S. and they wear berets. Austrians 
are yodeling Nazis in the middle of the mountains. Italians change governments 
every six months and make pizzas. We can remember this! 
AS: I would go a step further. There are still a few people in Austria saying, 
unfortunately, that Austria’s bad reputation comes from Jews in the eastern 
United States. This is what I call “outsourcing” your country’s problems. I 
am proud to say that you could not use this particular argument (about 
American Jews) in Austria today; you would be totally banned from public 
discourse. However, twenty years ago people were still saying this in public. 
But people remember Waldheim, remember the denials, and all we can do 
is act differently now. v

Christine Moser named ACFNY director
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 Christine Moser has been appointed the new director of the Austrian Cultural Forum New 
York (ACFNY). Moser, who will be the first woman at the helm of Austria’s flagship cultural 
outpost on 52nd Street, is a senior career diplomat. She has served in Paris, Brussels, Geneva, 
and most recently as head of the Permanent Mission of Austria to the Organization for Secu-
rity and Co-operation in Europe (OSCE). 
 Moser has always been involved with the arts. She is an enthusiastic music lover with a 
clear focus on all things contemporary, and also has a penchant for the visual arts. She was 
able to indulge her passion for the history of modern architecture during her time as a Ful-
bright scholar at Smith College, Mass. Under Christine Moser’s leadership, the Austrian Cul-
tural Forum will continue to showcase cutting-edge contemporary Austrian art, music, lit-
erature, and academic thought. She has already hinted at important milestones which will 
feature strongly in coming seasons: “In 2014, we will be reflecting on the centennial of the 
beginning of the First World War, and the year 2015 will mark the 650th anniversary of the 
founding of the University of Vienna, which we will be commemorating at the ACFNY.” 
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THE ARTS and CULTURE

by Barbara Lawatsch-Melton

A new and exhilarating experience for the Festspielstadt: This summer 
Salzburg was swarming with exuberant, yet strikingly disciplined Venezuelan 
children and teenagers. Private donors had enabled the Festival to invite 
thirteen hundred young musicians to represent El Sistema, the famous 
Venezuelan-based system designed to promote social progress through 
music instruction. Performing several concerts in various ensembles, such 
as the Simón Bolívar Youth Choir and Symphony Orchestra, the young 
musicians captured audiences not only with their enthusiasm, but also with 
their self-discipline and serious musicianship. 

The mood was even more joyfully festive than usual; no one would 
have guessed that there was a crisis in leadership. In fact, Artistic Director 
Alexander Pereira had blithely swept aside his own assurances and signed 
on, before the completion of his Salzburg contract, as director of La Scala, 
Milan’s venerable opera house. Though the absence of an overall Festival 
theme suggested a lack of forethought on Pereira’s part, such suspicions 
were quickly dispelled, as the Festival commenced with unforgettable and 
sold-out productions that also turned out to be thematically linked. The 
Salzburger Nachrichten, Salzburg’s sophisticated daily newspaper, published 
a cartoon  suggesting that “the old lady” simply could not be killed, despite 
the best efforts of some, as symbolized by a director and Death himself 
throwing deadly weapons into her back. 

One of Pereira’s undisputable accomplishments was the addition of 
an “ouverture spirituelle”, a series of concerts focusing on spiritual music 
that precedes the official opening of the Festival. This year it included 
encounters with the musical traditions of Buddhism. One concert provided 
a fascinating juxtaposition of Buddhist Shōmyō and Christian Gregorian 
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Puppets, pianists, and 1,300 
young singers and musicians 
from Venezuela? Why, we 
must be at

The demons of Jedermann, designed by Julian 
Crouch. Photo: Salzburg Fesrival/Foster.

The Simon Bolivar Youth Choir and Symphony Orchestra. Photo: Salzburg 
Festival/Nohely Oliveros.
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chant. Karyōbinga Shōmyō Kenkyūkai, a Japanese ensemble of about 
twenty Buddhist priests clad in colorful vestments, alternated with a seven-
member white-robed schola cantorum, the Cantori Grigoriani di Cremona, 
consisting of lay specialists dedicated to the study of Gregorian chant. 
Despite many differences, the similarities were striking. In both traditions 
chant is an expression of intense religious devotion, usually practiced by 
priests or monks, though nowadays lay ensembles commonly perform 
Gregorian chant. At times a cantor will intone a chant, but individual 
stardom is avoided; rather it is essential that numerous voices meld, 
striving to appear as a single voice. It was fascinating to distinguish diverse 
individual voices when the ensemble of Buddhist priests briefly proceeded 
in single file through the aisles, because the ensemble sounded remarkably 
uniform when standing together. 

To contemporary audiences Gregorian chant may sound equally 
meditative, its Latin texts no more intelligible to many than Shōmyō’s 
Japanese or Sanskrit. Yet the performance, including some overly 
spirited conducting, demonstrated that Gregorian chant, in contrast to 
its Buddhist counterpart, has a dramatic, highly expressive quality. Both 
traditions practice chant based on holy scriptures, and the program was 
organized around three shared themes: Verehrung (worship); Innehalten 
(contemplation); and Gebet (prayer). Yet, the concert also illustrated 
differences, not only in differing tonalities, but also in textual content. 
Especially in the section on contemplation, Shōmyō emerged as far less 
concerned with the particulars of earthly life. In the Christian tradition, 
meditation often focuses on the life of Jesus and the Virgin Mary, 
represented here by a Passio according to John and a chant Stabat Mater, the 
wrenching medieval account of Mary standing at the foot of the cross. The 
latter, a centerpiece of Marian devotion, had doubtless resounded before 
in the Kollegienkirche (university church), Fischer von Erlach’s recently 
renovated baroque masterpiece, a beautiful and fitting space for the concert.

Themes of suffering, but also joy and redemption in a Christian context 
were likewise the focus of a piano concert at the Mozarteum. Yugoslav-born 
pianist Tamara Stefanovich played Liszt’s variations based on Bach’s chorus 
Weinen, Klagen, Sorgen, Zagen (weeping, wailing, sorrows, desperation) 
with supreme virtuosity and expression. A more joyful, though still devout, 
Liszt emerged from the composer’s impression of the fountains at the Villa 
d’Este, a movement from his Années de pélerinage, brilliantly offered by 
French pianist Pierre-Laurent Aimard. Both artists joined in a memorable 
performance of Olivier Messiaen’s Visions de l’Amen for two pianos, lending 
nuanced, sensitive, and sometimes ecstatic expression to the passages on 
Christ’s passion, spiritual longing, and final judgment, while giving rousing 
energy to the exuberantly joyful visions, culminating in a musical vision of 
eternal life.

A play probing a rich man’s tortured attempt to attain salvation has been 
performed every year since the Festival’s 1920 founding except under the 
NS regime, and stood once more at the center, as it did in the inaugural 
years. Hofmannsthal’s celebrated, though sometimes dismissed, Jedermann, 
based on the English mystery play Everyman, arrived not only in an inspired 
new production before the Cathedral, but also as a one-man play rocking 
with contemporary vibes within the competition of the Young Directors 
Project. Given the iconic status of Hofmannsthal’s play with Salzburg 
Festival audiences, entrusting the main production of the piece to American 
director Brian Mertes and  English-born Julian Crouch was a bold choice, 
but one of many shrewd decisions by Director of Drama Sven Eric Bechtolf. 
Crouch’s experience with open-air spectacles and as a puppeteer filled 
the tradition-bound play with fresh excitement. Yet the production also 
did justice to the author’s vision, in part through the directors’ intelligent 
decision to take inspiration from the medieval origins of Hofmannsthal’s 
piece. They conceived the production as performed by a troupe of travelling 
actors, tumblers, and musicians, albeit with updated costumes and musical 
styles. This made for a lively entry of the cast in the company of numerous 
musicians. Huge devil-heads foreshadowed one of the play’s main figures 
and added to the spectacle on the vast stage in front of Salzburg’s cathedral. 
More large-scale imagery included a huge white patchwork cloth that 

served as a table cloth and cover for the wooden stairs. The visual effect 
was not only to bring the protagonists into relief, but also to allow Death to 
sweep away Jedermann’s worldly belongings in one grand gesture. 

The entire production, however, depends on the eponymous protagonist, 
and Cornelius Obonya has the requisite stage presence, acting skills, power, 
versatility, superb diction—in short, everything one could wish for a 
successor to such luminaries as Klaus Maria Brandauer, Curd Jürgens—and 
Attila Hörbiger, Obonya’s grandfather. This Jedermann was a truly human 
man in full at first, who managed to show sympathy, filial devotion, and 
pangs of conscience, even as he revels in his wealth. We sympathize when 
he ruins the party with dark premonitions, and his salvation does not arrive 
without merit. Some credit goes to his mother, played with dignity and 
strength by Julia Gschnitzer, while Patrick Güldenberg was an unctuous 
(at times a bit indistinct) Guter Gesell. Jedermann’s Buhlschaft (Brigitte 
Hobmeier) arrived in flowery dress on a bike and was impressive in her 
agile athleticism. Peter Lohmeyer cut an elegantly terrifying figure as Death 
in a long white sheath, while Jedermann’s cousins (Hannes Flaschberger 
and Stephan Kreis) supplied chilling truths as well as comic relief. 

God, usually the booming, disembodied voice of a distinguished actor, 
voiced his commands in the guise of a young boy speaking out of an 
oversized megaphone. This was an inspired choice through the astonishing 
stage presence of twelve-year old Salzburger Florentina Rucker. Original 
also was Jedermann’s Gute Werke (Sarah Viktoria Frick), half-puppet 
and unable to stand up at first, but eventually lending spirited support 
to the project of salvation. The Devil (Simon Schwarz) lost out despite 
formidable climbing skills that took him up toward the perch of Faith 
(Hans Peter Hallwachs) high above the stage—another strong visual 
impression produced without electronic support. As always, the outdoor 
setting provided inimitable dramaturgy. From nearby spires resounding 
calls of “Jeeedeeermaaann!”, a gust of wind threatening to overthrow Faith’s 
lofty seat, a cloud hiding the sun at climactic moments—Jedermann was 
once more redeemed.

Despite its pre-Christian setting, Mozart’s early opera Lucio Silla, 
loosely based on the Roman dictator Sulla’s life, shares with Jedermann the 
redemptive change of heart of the protagonist, here from brutal dictator to 
forgiving private man, who even unites the woman he loves with his rival. 
Director Marshall Pynkoski took his inspiration from the gesture repertoire 
of Mozart’s own time, while the gorgeous costumes and sets designed 

continued on page 28

Tamara Stefanovich. 
Photo: BBC.
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by Daniel Pinkerton

 The Austrian Cultural Forum-New York 
(ACFNY) is located in midtown Manhattan 
in an award-winning building designed by Rai-
mund Abraham that opened in 2002. Though 
ACFNY has several missions related to research, 
scholarship, and the promotion of Austria and 
Austrian studies, the original mission of ACFNY 
was cultural diplomacy: the strengthening of ties 
between the United States and Austria through 
culture. 
 But what is “culture?” How far do the Aus-
trians expand the definition of culture in the 
almost daily presentations at their diminutive 
jewel box of an auditorium? How is ACFNY 
engaging audiences in New York? Outgoing 
director Andreas Stadler had very clear guid-
ing principles: “I did not simply want to present 
Austrian talent to American audiences. I wanted 
ACFNY to become an interdisciplinary forum 
for Austrians, Americans, and citizens from all 
over the world.” The approach has worked well; 
there is no denying the critical praise they have 
garnered from the New York Times and other 
media, or the number of sold out events (they 
are now occasionally partnering with other New 
York cultural institutions to present some events 
in larger venues).
 Last April, I flew to New York City and was 
able to catch three performances on three con-
secutive nights. They were about as different as 
three events could be, yet taken together, they 
gave a good idea of the kind of genre-expanding 

work the ACF presents, and the kind of collabo-
ration it fosters between Austrian and world art-
ists.

 The first event, on April 9, was, in many ways, 
much like the traditional events the ACF has 
presented for years. The Minetti Quartet, a bril-
liant young Austrian string quartet, performed 
an evening of classical music by Austrian (and 
Habsburg Empire) composers. Yet because the 
rising ensemble is so acclaimed and the event—
like all others at the ACFNY—was free, the 
house was packed. 
 They began with Haydn’s “Emperor” String 
Quartet, moved to contemporary Austrian com-
poser Olga Neuwirth’s settori for String Quar-
tet (1999), and finished with one of Beethoven’s 
“Razumovsky Quartets,” Quartet #9 in C. The 
quartet, Bozina Angelova, Anna Knopp, Milan 
Milojicic, and Leonhard Roczek, displayed daz-
zlingly virtuosity, yet they were emotionally 
expressive. Their performances were all the more 
praiseworthy because Angelova was subbing for 
the regular first violinist, who is on maternity 
leave.
 The Minetti Quartet doesn’t mess around. 
The Haydn quartet was a lightweight work that, 
in their hands, moved. The opening Allegro was 
beautifully but swiftly paced, and the perfor-
mance built to a brisk Presto finale. But this was 
just a warmup. The Beethoven was breathtaking. 
Even the “slow” movement is marked “Andante 
con moto quasi allegretto,” and they took this to 
heart. The other movements were played at blis-

tering tempi, and the concluding allegro molto 
movement was played with such speed, preci-
sion, and joy that it brought the audience to its 
feet. 
 
 The event on April 10 was, as John Cleese used 
to say, “something completely different.” The eve-
ning, “The Politics of Unenlightenment: Kraus, 
Eisler, & Nazi Propaganda,” was a multimedia 
lecture organized by ACFNY’s deputy director, 
Hannah Liko. Focusing on the Nazi propaganda 
machine and some of its outspoken adversaries, 
it was precisely the kind of multidisciplinary 
event that characterizes much of ACFNY’s 
programming. The lecture by Simon Granahl, 
an Erwin Schrödinger  Fellow of the Austrian 
Science Fund, analyzed the media references of 
Austrian writer Karl Kraus’s documentary essay 
about the Nazi regime, Third Walpurgis Night. 
 Granahl’s talk was framed by a live perfor-
mance of songs by the Austrian composer Hans 
Eisler, featuring the superb German-born jazz/
cabaret singer Theo Bleckmann. Most of the 
songs featured lyrics by Bertolt Brecht and were 
originally recorded on his 2007 CD “Berlin: 
Songs of Love and War, Peace and Exile.” New 
School scholar and composer Barry Salmon 
arranged the music for string quartet, which was 
performed by an American quartet consisting of 
Joyce Hammann, Mark Feldman, Lois Martin, 
and  Jody Redhage. 
 This international group made for a splendid 
mix, creating an atmosphere that was both intel-
lectually and emotionally stimulating. Granahl’s 

Three nights at ACFNY

The Spring String Quartet with Ohad Talmor (on saxophone) & Mass Transformation. Photo: Valerie Matheis. Courtest ACFNY.
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examination of Kraus’s writings on the media 
showed Kraus to be extremely prescient; Kraus 
anticipated many of our present views concern-
ing communications media. 
 The performances by Bleckmann and the 
string quartet were crisp and acerbic. Bleckmann 
has a unique voice and sensibility that he has 
applied to Berlin cabaret, Kate Bush, and Charles 
Ives, among others. As the Chicago Reader has 
said, the Grammy-nominated Bleckmann occu-
pies “a niche of his own invention, somewhere 
between jazz, cabaret, classical, experimental, 
and improvised music.” His approach to the 
Eisler songs was at times sarcastic, at times eerie, 
at times wistful—and often colored with many 
different emotions at once. For those who have 
never heard Bleckmann, I highly recommend the 
above-mentioned CD, as well as “Twelve Songs 
by Charles Ives,” a contemporary jazz reimagin-
ing of classical art songs. 

 That last recommendation might segue into 
a discussion of the performance on April 11, 
“In the Absence of . . . Bruckner,” by Austria’s 
Spring String Quartet and Ohad Talmor & 
Mass Transformation, a Brooklyn-based jazz 
ensemble. This is part of the ACF-NY’s series 
“In the Absence of . . .,” which brings together 
musicians from around the world to reimagine 
a canonical classical work in a contemporary 
form. As the ACFNY says, “The series presents 
composer portraits with a twist—the twist being 
that none of the actual music by that composer 
is heard, or at least not in the way that the com-
poser intended.” 
 For this concert, saxophonist and composer 
Talmor tackled Bruckner’s Symphony N. 8 in C 
minor, a massive symphony (only parts of Tal-
mor’s homage could actually be performed). He 
did, if one listened carefully, actually use bits and 
pieces of Bruckner, but for the most part he kept 

to jazz with a touch of rock (and tempo changes 
that made the whole thing sound a bit like a 21st 
century “Thick as a Brick”). More importantly, 
Talmor, “tried to stay true to Anton Bruckner’s 
original spirit as well as to his undying and most 
courageous ‘spirit of originality,’” as he wrote in 
the program notes. He succeeded. The piece had 
more playfulness than any Bruckner I’ve ever 
heard, but the grace, the sonorities, and at times 
the gravitas of the original were clearly evident.
 The Spring String Quartet, whose specialty is 
collaboration with jazz, rock, and world music 
stars, consisted of Christian Wirth, Marcus 
Wall, Julian Gillesberger, and Stephan Punder-
litschek. Mass Transformation consisted of 
Talmor on tenor  saxophone, Shane Endsley on 
trumpet, Pete McCann on guitar, Matt Pavolka 
on bass, and Mark Ferber on drums. (Believe me, 
every square inch of the ACFNY’s tiny stage was 
filled.) This was one of the most novel and sat-
isfactory musical experiences I’ve had in a long 
time. Talmor’s postmodern approach to Bruck-
ner was neither pretentious nor dumbed down, 
and the lively playing by both the band and the 
quartet was delightful. Special praise should go 
not just to Talmor’s composition and arrange-
ments, but to the inventive performances of 
McCann, Ferber, and Talmor.

 As I write this, both Stadler and Liko have fin-
ished their terms and returned to Austria. Chris-
tina Moser has been named the new director of 
ACFNY, and Christian Ebner is the new deputy 
director. One can only hope that the new direc-
tor and staff carry on the imaginative, expansive, 
and original programming in its small, beautiful 
auditorium and around the city. If you are going 
to New York, I highly recommend checking the 
ACFNY website to see what’s showing. All per-
formances are free, and the memories could be 
priceless. v

Above: Minetti Quartett. Left to right, Bozina 
Angelova, Anna Knopp, Milan Milojicic, and 
Leonhard Roczek. Photo: Valerie Matheis. Court-
est ACFNY. Below: Theo Bleckmann. Photo: Jörg 
Grosse-Geldermann/NEXT.



16 Austrian Studies Newsmagazine

by Kevin Mummey

In the spring of 2013, historian and filmmaker John C. Swanson brought his 
documentary film, About a Village, to the University of Minnesota. The docu-
mentary tells the story of a group of people from a German-speaking village in 
southern Hungary who were expelled from their homes in the 1940s. 

ASN: You graduated from Boston University with a degree in political science 
and music. For a historian and a filmmaker this is quite a start. 
JS: Originally I was a musician, so I went to BU for music, where I stud-
ied harp performance. I spent my junior year abroad in Freiburg, Germany, 
studying German and taking classes in history and political science. Upon 
my return I was able to double major in political science and music. I took 
a couple of years off from school, spending some of that time working as 
a harpist in Japan. I also spent some time in Israel on a kibbutz before I 
decided to pursue an M.A. in modern European history. I was accepted to 
the University of Minnesota, and enjoyed my studies of modern European 
history there. I then decided to do a PhD, and it’s been a good move.

ASN: How did you get into filmmaking?
JS: It was a bit of an accident. The scholarly project that I’ve been work-
ing on for a little more than ten years concerns the German minority in 
Hungary, which really looks at the meaning of Germanness, or the mean-
ing of being German, from the late nineteenth to the late twentieth century. 
While working on the project I had looked at archives and various types of 

sources, including church sources and parish documents. But I thought it 
would make sense to do some oral history as well. So I started interview-
ing German speakers in Hungary. I was looking for people with memories 
of the interwar period. I had done a number of interviews, and I became 
fascinated with how people were telling their stories to me. So, I bought a 
camera and I started filming the interviews, but with no goal other than as 
supporting evidence for my scholarship. 
 I went to Tübingen in 2005-2006, and I tried to find and interview Hun-
garian Germans who had been expelled from Hungary after World War 
II.  I would film the interviews if I could. I did a number of interviews with 
a group of people who lived near Ulm, Germany, and many of them came 
from the same region of Southern Hungary. Some had fled from the Rus-
sian army in late 1944; others were expelled any time between 1946 and 
1948, depending again where they were.  A year later one of my German 
contacts called and said, “Forty of us are taking a bus trip back to our vil-
lage.” Most of them came from the southern Hungarian village of Máriaké-
nénd, and they invited me to come along. I knew at the time that if I was 
going to make a film, this was going to be the film. I also knew I couldn’t do 
it alone, and so I brought along a former student to act as a cinematogra-
pher. I learned quite a bit on the first trip, but I felt that I had approached 
the process as a historian, and my interviews were still based on collecting 
information that was probably more interesting for my book. After look-
ing at the footage, I thought, “All right, I’m going to try to do this right.” So 
in 2008 I hired a professional Hungarian cinematographer.  We re-inter-
viewed many of the people who had been on the trip, or the people that I 
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Above: Still from the film About a Village. Courtesy John C. Swanson.



17Fall 2013

had decided were going to be the central people of the film. And then we 
went back to the village and we did new interviews of the village with peo-
ple who live there today. After that filming, in 2008, I came home again with 
hours and hours of film, and I had a better idea of what I wanted to say and 
what I was going to do. 
 In 2009 my wife and I edited the film with our cinematographer, who is 
also an editor. After some screenings, we decided something was missing, 
so in 2010, we completely reedited the film. We knew we had been success-
ful when the questions at the end of the screenings were not, “Why didn’t 
you do this?” The questions were more about the content, were more about 
people engaging with what the film was trying to say. Once people started 
to do that, we felt, “This film is working.”

ASN: The film appears to be, among other things, an essay on nostalgia. 
JS:  I didn’t want to make a history channel film that had a voiceover and 
an explanation of everything. I wanted to create a film about the questions 
that we, even as historians or scholars, deal with: questions about memory 
or nostalgia, or even the question of heimat, of homeland or home, that 
comes out in the film. I often emphasize that the film is about nostalgia, 
heimat, and lost childhood, but it’s really about identity. The people who are 
in the film identify with a place and time that are very distant from them. 
They have this longing for a place that they lost sixty years ago. We learn 
about the past through their eyes, yet I hope viewers will understand that I 
am not asking the audience to believe in the nostalgia, but rather to see the 
nostalgia as nostalgia. I want them to realize that this is how these people 
create their identity, through an imagined world that doesn’t exist anymore, 
if it ever did. The former villagers realize that, too, on some level. That may 
be what nostalgia is really about. 
On the other hand, perhaps they do find that world with each other. There 
are sequences in the film when a number of people, all in their 70s and 
80s, are on the streets of their former village talking about the pranks they 
pulled as children. In a way, walking those streets and being together and 
reminiscing brings back that world that they are longing for. In a way, they 
step back in time to the past as they remember it. In other scenes, when a 
group of them are sitting around the table and talking, they could be ten 
years old again. That is their creation of the village. I hope that comes out 
in the film.

ASN: Your use of sound and images seems to be a bit of a deconstruction of 
the history documentary. Could you talk about how you weave them into your 
narrative?
JS: I think the sound was extremely important to me, maybe because of my 
background as a musician. Of course, there’s no music in the film, in the 
sense of a soundtrack. The first time we cut the film, we put some music in, 
and it didn’t work. Basically, music in film often tells the viewer what to feel: 
“Okay, get ready, there’s something going to happen now. Oh, this is going 
to be calming or scary or romantic.” Why should I do that? Why should the 
viewer be told how to feel about what is being said? I think there is a little 
singing  and band music in it, but that’s all. We tried to use natural sound 
as much as possible—for example, the sounds of birds. So if we’re outside, 
it’s the sound of birds or something else that’s outside. A few times in the 
film we used historical, mostly war, footage, and we tried to think of sound 
that would in some ways not just sound like what you’re seeing. I think the 
use of current sound helps connect the viewer not only to what’s going on 
in the film, but what’s going on in the film to contemporary thoughts and 
discussions.

ASN: There are several moments in the film when the memory of the individual 
clashes, perhaps, with our understanding of the history. The one that seems to be 
the most prominent is their memories of the Volksbund— what it was and what 
it wasn’t. At one point, one of the participants says, “I don’t think this had any-
thing to do with the Nazis at all.” There is a second part later in the film where 
there is tension around a house that one of the participants’ parents built, but 
that is now occupied by someone else, who is defending his property. Could you 

speak to the tension between the memories of the participants and our present-
day understanding of the narrative in which they were caught, so to speak?
JS: I’m not sure if the average viewer would have an opinion about the 
Volksbund, other than the fact that it was a Nationalist Socialist Hungar-
ian German organization. The sequence about the Volksbund is a sequence 
that helps us confront our own thoughts about the history – but that also 
demonstrates the problems of creating a narrative from people’s memories. 
That sequence was done intentionally, and I fought to keep it, because that 
narrative contradicts itself. You mentioned the one woman who said that it 
wasn’t Nazi, and then there is a person who actually says, “Look, the village 
was peaceful until 1938-1939, and then this Volksbund, which was run 
by Germany, came into the village and divided it. And we all belonged to 
the German minority, but all we wanted to do was be Hungarians.” There 
are a couple of people who give us background of where it started, and we 
have a scene in there of the place where the Volksbund met in the village. 
The person who said, “We all wanted to be Hungarians,” was someone who 
had not been expelled. He stayed in Hungary after the war. But one of the 
expellees then says at the end, “There was conflict, and we were divided, and 
it all started when they wanted to turn us into Hungarians. That’s when it 
started, because basically all we wanted to do was be Germans.” So I was 
trying to show the cracks in people’s memories, or cracks in a collective 
memory, because that is their collective memory of the Volksbund. His-
torians don’t agree as to the role of the Volksbund. Some have argued that 
the Volksbund was fascist, it was National Socialist, that it was—again, 
this isn’t said so much today—a fifth column, a state within a state, whereas 
the newer literature argues that the Volksbund was nothing but a cultural 
organization, that it should not be emphasized as National Socialist, but 
rather, that it was a cultural organization that fought for Germans to be 
Germans in a xenophobic Hungary. I wanted to use that sequence to dem-
onstrate that there is some ambiguity as to how we should understand the 
Volksbund.

continued on page 18

John C. Swanson. Photo: Daniel Pinkerton.
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ASN: What’s the difference, for you, between historical writing and historical 
filmmaking? Can you discuss what you get and what you give away by filming a 
subject rather than writing about it?
JS: A film audience doesn’t want to be told what they should think. They 
want to make up their own mind about what is on the screen. They want 
to make up their own minds about the topic and what’s going on, whereas 
a historian must be very clear about what his or her argument is. A scholar 
will say, “The thesis of this book is this; my main arguments are ABC,” 
whereas in a film, you can’t do that. You lose an audience if you strongly 
assert, “This is what the film is about.” You want the film to say something, 
but you don’t spell it out. It’s one of the things that I’ve learned along the 
way, and it’s one of the things I struggle with the most. There are other 
things about film language compared to scholarly language that I’ve learned, 
and I would also argue that I am still trying to understand. And in a way, 
film has helped me think differently about the way I write.

ASN: How so?
JS: I still want to be very clear about what the arguments are in what I 
write, but I also have gotten better at making my writing more visual. We 
all struggle with prose style as scholars; our writing is often very flat. That 
may be why many books we write are only read by five or ten people who 
are interested in the topic. But the books that really succeed are able to cre-
ate images that appeal to a much wider audience. That’s extremely difficult 
to do, but making the film has helped me. v

John C. Swanson from page 17

About a Village
a film review
by Verena Stern
 
The documentary About a Village by John C. Swanson provides 
interesting insights into individual creation of memory. Yet there are 
some problematic aspects of the film that must be addressed.
 One of them might be audience expectations. Swanson holds a 
PhD in history from the University of Minnesota and he is a history 
professor at the University of Tennessee at Chattanooga. Although 
Swanson also earned a documentary filmmaking diploma from the 
Documentary Filmmakers Group in London, England, in 2010, one 
might still be expecting a historical documentary from a historian.
 But About a Village is not about history. Instead, it asks questions 
about the meaning of homeland and the function of nostalgia in the 
present day. In it, the filmmaker accompanies a group of Germans who 
were born and raised in Hungary until they were expelled from their 
hometown, Máriakéménd. During the course of the film, they board 
a bus and drive from Langenau, Germany, to Máriakéménd, where 
they sit together and talk about the old times and their memories. 
Swanson’s film is extraordinarily good work in terms of its technical 
and filmmaking approach. Furthermore, his expertise on the topic 
and his language skills make the documentary easy to follow. English 
subtitles provide the audience with translations of the original German 
and Hungarian conversations, and we learn a lot about people’s feelings 
and memories. 
 However, the film lacks proper context. Though there are attempts 
to put the group´s experiences in perspective, background history 
is touched on only briefly. The audience has no way of knowing, for 
example, whether or not stories told by the German protagonists 
reflect individual and collective strategies of victimization or 
purposeful historical amnesia. To give two examples, Germans who 
were interviewed insisted that the Volksbund, an organization for 

Germans in Hungary in the 1930s, was not political, but rather a social 
organization for celebrating their German identity. Nevertheless, Ottó 
Hoffman, a professor who was a teacher in Máriakéménd and was 
interviewed for the documentary, stated that there were political 
aspects, including lectures about Hitlerism. With no context, how can 
we know what their nostalgia is masking or distorting? Another example 
is the strategy of victimization applied by the Germans interviewed 
in the documentary. The main narrative here is the alleged brutality 
of the communists who came to Máriakéménd to expel the German 
population from Hungary at the end of World War II. Undoubtedly, 
there is some truth to this; but if we knew the larger historical picture, 
we could see how they, as children, processed events and how nostalgia 
affected their impressions over time, and the documentary would be all 
the more fascinating. 
 Swanson’s desire to avoid heavy-handedness is commendable. 
Yet because of the lack of historical context, I would recommend 
the documentary for an audience that has a thorough knowledge of 
Europe from 1920-1960. For such a group, About a Village could be a 
fruitful starting point for critical reflection and discussion.

 About a Village/Children of the High Woods. Directed by John C. 
Swanson. 68 minutes, 31 December 2010.

 Verena Stern is a doctoral student in political science at the University 
of Vienna and the 2013-14 CAS/BMWF Graduate Research Fellow.

 On September 5, 2013, the Wirth Institute, in collaboration with the 
University of Alberta’s Department of Art and Design, hosted a public lec-
ture by the Slovenian conceptual artist Janez Janša. Janša is one of three 
artists who chose in 2007 to change their names to the name of the Prime 
Minister of Slovenia at the time. He studied sociology and theater directing 
at the University of Ljubljana and performance theory at the University of 
Antwerp. Since 1999 he has directed the non-profit organization Maska, a 
publishing, production, and educational group in Ljubljana. 
 Janša states that his works “deal with the status of performance in neolib-
eral societies.” These works include interdisciplinary performances, visual 
and media art works, and essays. For more information, see the website 
www.janezjansa.si.
 Janez Janša’s visit to Edmonton was part of the Wirth Institute’s project 
to deepen its ties to Slovenia, one of the seven countries with which it is for-
mally affiliated. The visit built on the recent stay at the institute of the guest 
researcher Matic Večko (see article in fall 2012 ASN—Ed.) and the tenure 
as institute assistant director of Dr. Kristof Kozak, who now teaches at the 
University of Primorska in Koper. Institute director Patrouch travelled to 
Ljubljana in May 2013 and met with representatives from the Foreign Min-
istry and the University of Ljubljana about future collaboration.

Joseph Patrouch

Slovenian artist visits 
University of Alberta
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Nicholas Mathew. Political Beethoven. New York: Cambridge, 2013. 288 pp., illus., 
musical examples. Cloth, ISBN:978-1-10-700589-1, $99.

The composer—as a creative thinker and historical figure–is dead in Nicholas 
Mathew’s Political Beethoven. Mathew claims no lineage to Roland Barthes, but the 
turn away from biography is no less radical, if also more subtle. His first step is to pay 
attention to what scholars past ignored: “[T]his book . . . listens out for the collab-
orative networks extending from Beethoven’s music through the contemporary Vien-
nese social world” (10). Mathew then declares his methodological largesse without 
contesting a traditional notion of compositional genius: “The premise of this book 
is that Beethoven fashioned his musical voice not just within but also through these 
intricate exchanges” (13). Yet in the same paragraph, agency disappears in a shift from 
composer to music: “The book’s primary task is to explore the ideological, musical, 
and psycho-social mechanisms that have allowed Beethoven’s music to collaborate 
with a succession of new historical actors” (italics added). It can be unsettling to 
learn so little about the composer in a book titled “political Beethoven.” Nonetheless, 
Mathew’s potent mix of political history and musical exegesis is always engaging and 
often engrossing, even if the book disappoints in its contribution to discrete tradi-
tional areas of scholarship such as social history. 

At the crux of the book is the multi-faceted but elusive notion of collaboration, 
provocatively captured in the introduction’s subtitle, “Political Collaborations.” In the 
fashion of Adorno, Beethoven is accused of failing to “resist” the conventions of his 
era (themselves politically charged), which makes him a collaborator. The epithet is 
drawn from Sartre’s “What is a Collaborator?” published in New York in a French 
journal in August and September 1945, in which he derogates fascist collaborators 
as feminine—this a half year after the now-contested execution of the homosexual 
Robert Brasillach. Mathew brings up Sartre only briefly, late in the introduction: 
“Beethoven was always in some sense a collaborator—that Beethoven contracted the 
Sartrean ‘illness of historicism’” (p. 13). The “illness of historicism” was, of course, 
coined by Nietzsche; pace Mathew, the phrase appears nowhere in Sartre’s article. 
(Mathew’s endnote provides an obscure theoretical gloss, without any reference to 
Sartre.) (p. 206, n. 41.) Elsewhere, “collaboration” is rather mundane. One example 
crops up repeatedly. Soon after moving to Vienna, Beethoven encountered a patri-
otic poem attributed to a “Friedelberg” in the Wiener Musenalmanach, celebrating the 
departure of the volunteer corps in which the author himself had enlisted. Beethoven 
set the poem in November 1796 and a second, Kriegslied der Österreicher, attributed 
to the same author, the following April. There is no evidence that Beethoven met 
Joseph Friedelberg, who sustained a wound in 1799 and died a few months later at 
the age of twenty. And yet the seventeen-year-old becomes “Beethoven’s collaborator” 
(p. 150). Collaboration can means everything—indicting the composer’s output as 
politically tainted—or it can mean nothing, if setting a text is to “collaborate,” even 
without knowing the author. 

Chapter 1 makes for strange bedfellows—Beethoven’s most ingenious symphony 
(the Eroica) and his symphonic work of lowest regard (Wellington’s Victory). Do 
the teased out similarities demonstrate that the difference in the “musical language” 
of the two works is “a question of degree rather than kind” (p. 45)? Chapter 2 offers 
a similarly provocative juxtaposition— Fidelio and Beethoven’s cantata for the Con-
gress of Vienna—under the rubric “Beethoven’s Moments,” an analytic concept that 
is textually well grounded and historically rich, given all the music composed for the 
spectacle in the Habsburg capital. 

Chapter 3, “The sounds of power and the power of sounds,” magisterially addresses 
(as Esteban Buch did before him) Handel’s influence on Beethoven, exploring the 
central issue of how music itself, not just texts set to music, can be political. But the 
play with language can elsewhere be disarming. The subheading “Fanaticism and 
the authoritarian sublime”—to this reviewer, at least—insinuates that the appeal of 
Beethoven’s music to the Nazis had some aesthetic basis, or at the very least Mathew 
deliberately invokes a vocabulary associated with Nazism. Yet the isolated sources 

underpinning his argument don’t hold. The term “fanaticism” 
arises late in the discussion—a dated and unfortunate transla-
tion of Kant’s Schwärmerei, a state of mind opposed to the sub-
lime. (Kant’s Fanaticismus refers only to religious or moral views, 
as distinct from Schwärmerei, or “enthusiasm.”) We’re told that 
“fanaticism” was a common theme in Austrian anti-Turkish 
views; Mathews mentions a “vast secondary literature on west-
ern perceptions of Ottoman fanaticism and tyranny,” but the one 
source cited does not address “fanaticism” per se. Mathew him-
self hears “fanaticism” in Fidelio and Die Ruinen and is perfectly 
within his rights to do so—Susan McClary, after all, once heard 
a rapist’s rage in Beethoven’s Ninth—but historical context offers 
little confirmation. 

Mathew chides scholars for associating the sublime with the 
symphony since symphonies were rarely performed, relative to 
choral music. But the notion of the sublime arose in studying and 
contemplating music—witness the exuberant report in the Allge-
meine musikalische Zeitung (1806) on a new series of miniature 
scores. Choral music is, of course, uplifting, but is there support 
in aesthetic theory for invoking the “sublime”? Symphonic music 
involved what Christian Friedrich Michaelis called übersehen—a 
spatial or atemporal perception related to the multi-movement 
work—that can’t apply to a listener following texted music. Is 
there a transcendent facet of choral music that depends upon 
abstraction? 

Musicology has come a long way since the initial forays into 

The composer is dead; long live the composer

continued on page 29
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Karl Pfeifer: Einmal Palästina und zurück. Ein jüdischer Lebensweg. Vienna: 
Edition Steinbauer, 2013. 175 pp. Paper. ISBN 978-3-902494-62-7, € 

22,50. 

 In March 2011, the Center for Austria Studies hosted a screening of the 
documentary film “Somehow in between: The Life of the Journalist Karl 
Pfeifer.” Pfeifer, who was present at the event, also gave an interview for the 
Fall 2011 edition of the Austrian Studies Newsmagazine about his escape 
from Nazi persecution, his return to post-war Austria, and his struggle 
against continuing antisemitism and the eradication of the past.  Two years 
later, his autobiography has been published in German.
 In the preface, Pfeifer writes about the motivation for his memoirs and 
the very different stages of his life: childhood in pre-war Austria, Nazi per-
secution, escape to Hungary and then to Palestine, where he was actively 
involved in the foundation of the state of Israel and its 1948 war of inde-
pendence. Pfeifer points out that his life  remains closely connected to Israel 
and its beginnings. Yet, he never acquired Israeli citizenship and returned to 
post-war Austria, living a life somewhat in between the two countries. 
 Karl Pfeifer was born in the Austrian town of Baden, near Vienna, in 
1928, which according to him was the only town with a Jewish popula-
tion that voted for the Christian Social Party. In school, Pfeifer was con-
fronted with traditional (Catholic) antisemitism. However, to his parents 
and many other Jews, Austria seemed to be a safe country compared to 
Germany, where Hitler attained power in 1933. The German occupation 
of Austria in March 1938, and the huge support for National Socialism 
among the Austrian population, forced his family to sell their house quickly 
and escape to Hungary, where they could live with relatives. There was 
also a very strong antisemitic tendency in Hungary, but it was still a more 
or less sovereign country. During his teenage years in Budapest, Pfeiffer’s 
mother died, and he distanced himself from religion and underwent a left-
wing Zionist politicization. Because he was both leftist and Jewish, he was 
doubly excluded.

 In 1942, the first news about the mass extermination of Jews reached 
the Hungarian Jewish community, and Pfeifer applied for an emigration 
certificate that allowed him to escape from imminent German persecu-
tion. Leaving his father, whom he never saw again, Pfeifer left Europe and 
finally arrived at the city of Haifa in Palestine. There, he lived and worked 
in a leftist Zionist Kibbutz knowing that he would never meet his family 
again, especially after the German occupation of Hungary in 1944. Only 
his brother, who served in the British army, survived. The joy that accom-
panied Germany’s defeat in 1945 was tempered by grief over the murder of 
his family and other family members by the Nazis. 
 To Pfeifer, Zionism was a reaction to antisemitism. According to the 
Zionist idea, only a Jewish state could provide Jews with the means and 
institutions to defend themselves. Displaced persons coming from Eastern 
Europe to Palestine spread news about the Shoah and supported the idea 
of a Jewish state for practical and political reasons, a state which still had to 
be established. In 1946, Pfeifer and many of his friends joined the Palmach, 
a small elite unit within the Haganah, which had to operate underground 
because of the British mandate in Palestine. 
 The situation was exacerbated in 1947 as the British withdrew from 
Palestine and handed it over to the United Nations. Concomitantly, the 
British enforced the deportations of illegal Jewish immigrants back to hos-
tile European societies. The United Nations’ decision to partition Palestine 
into the Jewish state of Israel and an Arab Palestinian state was opposed by 
Arab leaders and surrounding Arab countries. 
 The Israeli Declaration of Independence in May, 1948, turned the ongo-
ing civil war into a war between the young and struggling state of Israel and 
its Arab neighbors, who were supported, according to Pfeifer, by European 
antisemites and Nazi collaborators. By this time Pfeifer had already served 
two years in the Haganah, but he chose to remain in Palestine despite the 
imminent specter of  war.  Arab airstrikes and attacks threatened to destroy 
the Jewish state in its very beginning. Only some states, among them the 
Czechoslovak Republic, supplied Israel with weapons. As a member of the 
Israeli army, Pfeifer fought against Egyptian forces in the Negev. The mili-
tary situation did not improve until the fall of 1948. 
 Because of the poor economic situation in the young Jewish state, Pfeifer 
left Israel after being discharged from the army. After working as a waiter on 
Mediterranean ships and attending a training course for hotel management 
in Switzerland, he ended up in Paris. Since he had no citizenship, he was 
arrested. After one week in a French prison he was brought to the Austrian 
consul in Paris, who congenially advised him that, as a Jew, he should not 
return to Austria. Post-war Austria remained a very hostile society toward 
Jews. Yet, because the French authorities were about to expel him, Pfeifer 
had no choice. In September 1951, he crossed the Austrian border for the 
first time since his escape in 1938.
 Karl Pfeifer’s life, as Mary Kreutzer and Thomas Schmidinger emphasize 
in their short introduction, reflects many aspects of Austrian, Hungarian, 
and Israeli history. The book is not a history book. Yet, the author provides 
information on the historic background of his life and refers to scholarly 
research, especially about the foundation of Israel in the late 1940s. Various 
pictures illustrate the path of Pfeifer’s life. In a few places, the text should 
have received more careful copyediting. 
 Yet the fascinating autobiography sheds light upon an individual life 
shaped by persecution, displacement, and conflict in what Eric Hobsbawm 
called the “Age of Extremes.” The book ends with the twenty-three year old 
Pfeifer’s return to Austria. His life in postwar Austria as a journalist and 
activist fighting antisemitism would provide enough material for a second 
volume. 

Matthias Falter
Political Science

CAS, University of Vienna

A Jewish life in “the Age of Extremes”
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Paul Horwich, Wittgenstein’s Metaphilosophy. Oxford: Oxford University Press, 2012. 
ISBN: 978-0-19-966112-1. 225 pp. Paper, $30.

In this book, the author aims to defend an account of Wittgenstein’s view of the nature 
of philosophy, which is addressed mainly to the author’s professional peers, analytic 
philosophers deeply involved in debates about the nature of language and mind. This 
is an audience with little patience for interpretative subtleties, especially when they 
concern a view like Wittgenstein’s, according to which philosophy as they do it ought 
not to be done. On that point, nothing but argument will do. 
 Horwich obliges. His own argument is that Wittgenstein rejects philosophy-as-
theory-construction, and that this rejection provides an adequate basis for understanding 
Wittgenstein’s distinctive way of treating philosophical problems. Horwich also provides 
Wittgenstein’s rejection of theory with an argument, according to which philosophers 
are essentially bad scientists.
 The first third of the book is spent explaining Horwich’s claims about theory 
construction in philosophy, in two somewhat needlessly over-articulated chapters. 
The basic idea of Wittgenstein’s he wishes to track is that philosophy arises from 
confusions about language, so that its questions are but mere pseudo-problems to 
which satisfying answers are naturally not to be expected, no matter how sophisticated 
a form of “theory” an answer takes. A paradigmatic confusion stems from “a perverse 
exaggeration of linguistic analogies” (p. 19) such as those between what we say about 
chairs and what we say about numbers; this gives rise to perplexity about what kinds of 
objects numbers are, or how such objects could even exist. Normally, this is where theory 
steps in. Wittgenstein responds with reminders of what we ordinarily say, i.e., of how 
we use our words, in particular of the important differences registered in what he calls 
the “grammar” of different words. His intent is to remove the underlying perplexities to 
which theory is the philosopher’s response.
 On typical accounts of Wittgenstein’s thought this idea proves tricky to elaborate and 
defend because Wittgenstein maintains that “we may not advance any kind of theory” 
(Philosophical Investigations, §109), which implies that he doesn’t, or at least aims not to. 
But his reminders about the ordinary uses of words seem at least to suggest the possibility 
of such a theory—a so-called “use theory of meaning,” after the formula taken from the 
reminder in Investigations §43 that “the meaning of a word is its use in the language.” 
Insofar as Wittgenstein’s rejection of theory in philosophy has seemed to many to rest 
on his supposedly non-theoretical remarks about usage, a question has persisted among 
commentators as to the scope and justification of Wittgenstein’s overall criticism of 
philosophy.
 On Horwich’s account, what Wittgenstein rejects is “theoretical philosophy,” the 
construction and defense of general, a priori accounts of pervasive yet puzzling 
phenomena, which accounts must organize, unify, and explain common-sense 
commitments about the phenomena while having the potential to correct them (p. 21). 
And according to Horwich, this rejection of theory can be justified independently of 
Wittgenstein’s ideas about language. He does so first by detailing a critique of theoretical 
philosophy as a sort of bad science (even deeming it irrational!), then by arguing that a 
“use theory of meaning” could not license the required rejection of theory.
 At both stages of this argument, Horwich is quick with issues pertaining to just how 
rejectable philosophy is. In the case of the critique of theoretical philosophy, though 
his examples favor phenomena like number, for which early stages in a philosophical 
problem’s development admit readily of interference from our ordinary intuitions about 
physical objects, he also tends to leave the idea of a physical object fixed, as if philosophers 
could not have perfectly well decided, in the face of perplexities about the existence 
of odd “objects” like numbers, that doubt had thus been cast on the very notion of an 
object, so that what physical objects were was now a subject of perplexity. This suggests 
philosophical perplexity’s power to migrate, to be redirected, to infect other parts of our 
language to the point of seeming to infect the world, all of existence. But this is a power 
which does not respect the domain-relative sorts of explanations of phenomena that 
form part of Horwich’s description of what philosophers are doing wrong.
 For the second stage of his larger argument to justify theory’s rejection independently 
of Wittgenstein’s ideas about language, Horwich is just as quick. He gives a little argument 
(p. 70) meant to license the rejection of theory, then rules it invalid. The argument goes: 
meaning is use, so departing from ordinary usage makes a use of a word meaningless, 

Marching through the marshes of metaphilosophy

but philosophical theorizing departs from ordinary usage, so 
philosophical theories are meaningless, so rather than theorize 
we can only try to remove the temptation to theorize. Horwich 
faults the step from “meaning is use” to “departing from 
ordinary usage makes a use of a word meaningless,” citing the 
fact that a word used by philosophers has a use, for all that it is 
not an ordinary one. 
 But Wittgenstein is well aware of the uses philosophers 
believe their words to have. Their appeals to the meaningfulness 
of their words—to the continuity of meaning between their 
words and words as they are ordinarily used—are part of 
their claim to have something relevant to say to the rest 
of us, and are just as much called out by Wittgenstein as 
potentially illusory as anything else philosophers have to say 
(thus his interest elsewhere in the philosopher’s attachment 
to the verb, “to mean,” especially when construed as a sort of 
mental accomplishment). See Investigations §117, right after a 
contrast has been drawn in §116 between how philosophers 
use words (metaphysically) and how they are ordinarily used: 
Wittgenstein imagines a philosopher insisting that his words 
“mean the same” precisely in order to establish that they mean 
what he wants them to mean (if only insisting made it so). 
And note the latter characterization. Though Wittgenstein 
will talk about things being senseless, having no meaning, and 
so on, he will just as often query something’s meaningfulness, 
leaving it—naturally—to the one insisting upon it to try to 
say what it consists in. This points to another dimension 
of Wittgenstein’s work, his concern with the philosopher’s 
self-understanding and its obscurities—in other words, the 

continued on page 29
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NEW FROM UNO PRESS AND INNSBRUCK UNIVERSITY PRESS
CONTEMPORARY AUSTRIAN STUDIES, v. 21

Austria’s International Position 
after the End of the Cold War

In the past quarter century we have moved from the Cold War to the Post-
Cold War era in Austria, Europe and the world at large. Yet relatively little 
assessment is available concerning what the change from the Cold War to 
the Post-Cold War era signaled for Austria’s position in the world. Austrian 
foreign policy went through sea changes. The country lost its exposed Cold 
War geopolitical location on the margins of Western Europe along the iron 
curtain. With the removal of the iron curtain Austria moved back into its 
central location in Europe and rebuilt her long-standing traditional rela-
tions with neighbors to the East and South. Austria joined the European 
Union in 1995 and thus further “Westernized.” Its policy of neutrality—so 
central to its foreign policy during the Cold War—largely eroded during 
the past quarter century, even though pro forma and for reasons of identity, 
the country holds on to its neutral position. Austria failed to join NATO 
and gained the reputation of a “security free rider.”

edited by Günter Bischof and Ferdinand Karlhofer 
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SCHOLARS and SCHOLARSHIP

Participants at the Anders conference. Standing, left to right: Hannah Liko, Bernhard Fetz, Reinhard Ellensohn, Joseph Garske, Aaron Horton, Jason Dawsey, 
Elizabeth Röhrlich, Konrad-Paul Liessman, Kerstin Putz, Günter Bischof, Andreas Oberprantacher, Wolfgang Palaver, Gertraud Griessner, Andreas Hetzel. 
Kneeling, left to right: Berthold Molden, Christian Riml. Not pictured: Jean-Pierre DuPuy. Photo: Daniel Pinkerton.

Scholars gather at CenterAustria 
to discuss iconoclastic philosopher

 March in New Orleans is perhaps too lovely 
a time and place to spend all day indoors, but a 
group of scholars from both sides of the Atlan-
tic willingly did so for two days as CenterAustria 
hosted a stimulating symposium, “The Life and 
Work of Günther Anders: Émigré, Iconoclast, 
Philosopher, Literateur” on March 14 and 15.
 Günther Anders (1902-1992) was an influ-
ential yet obscure Austrian philosopher. His 
obscurity was somewhat by choice. Extremely 
principled and quarrelsome by nature, he passed 
by many opportunities to become a public figure. 
After the bombing of Hiroshima and Nagasaki, 
he became involved in the global nuclear disar-
mament movement. During the Vietnam war, he 
joined the European opposition to that conflict. 
Anders spent a good deal of time in exile; he fled 
Nazi Austria in 1933, spent time in Paris, Lon-
don, and New York, yet eventually returned to 

Vienna in 1950.
 A formidable group analyzed every aspect of 
Anders’ life; papers were in both German and 
English. The first day was devoted to papers 
on his philosophy and literary criticism. Rein-
hard Ellensohn gave a clear overview and anal-
ysis of Anders’ writings on music. Andreas 
Oberprantacher examined Anders’ writings on 
Weltlosigkeit, a view of the world most strongly 
associated with Hannah Arendt, to whom 
Anders was married from 1929-1937. Kerstin 
Putz approached the letters between Anders and 
Arendt from a literary and a historical viewpoint 
in her presentation.
 In the evening, just before a delicious Noveau 
New Orleans dinner at Zea’s Restaurant, Kon-
rad-Paul Liessman gave a witty and insightful 
keynote address, “Zwischen allen Stühlen. Gün-
ther Anders als Außenseiter der Philosophie.” 

 The second day was devoted to biographical 
and historical studies of Anders. Jason Dawes 
gave a brilliant talk about Anders’ life in Ameri-
can exile, when he almost went mainstream. Eis-
abeth Röhrlich and Jean-Pierre Dupuy talked 
about Anders and the fight against nuclear weap-
ons. Berthold Molden looked at Anders as one of 
a group of transnational intellectuals who, from 
the 1950s through the 1970s, were public fig-
ures of some standing (e.g., Bertrand Russell and 
Jean-Paul Sartre).
 CenterAustria also made sure that everyone 
who attended had an afternoon to enjoy the city 
of New Orleans and its many attractions, includ-
ing the National World War II Museum (where 
a second dinner was held). Ever the gracious 
hosts, they spared no effort to make every aspect 
of the symposium stimulating. 

Daniel Pinkerton
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Fall brings new fellows to Wirth Institute

The 2013-14 Wirth Institute Fellows, left to right: Olga Cielemęcka, Iva Drozdek, Henriett Dinók, and Stanislav Štěpáník. Photo: Felice Lifshitz.

 Autumn has arrived in Edmonton, which means that a new crew of 
doctoral candidates has arrived at the Wirth Institute at the University 
of Alberta, Canada. Listed below are brief autobiographies of the Croa-
tian, Czech, Hungarian, and Polish Wirth Institute Research Fellows for 
the academic year 2013-14. The Austrian Wirth Institute Fellow, Carl-
Johannes Rokitansky, a doctoral candidate in Germanistik at the University 
of Innsbruck, will arrive at the Wirth Institue in January. ASN will publish 
a brief profile of him in the spring 2014 issue.
 Olga Cielemęcka writes, “I am a doctoral candidate at the Institute of 
Philosophy, Warsaw University, Poland. My main fields of scientific inter-
est are contemporary continental philosophy, posthumanism, and feminist 
critique. I am currently working on my PhD dissertation entitled ‘Between 
Human and Non-human. Giorgio Agamben’s Ethics and Its Anthropologi-
cal Foundations.’
  “The primary objective of my research is to examine a philosophical 
proposition of a ‘new, non-human ethics’ which emerges after the so-called 
‘antihumanist turn’ in philosophy. In this antihumanist vein the human 
subject is reallocated into the field of the ‘non-human’; its close proximity 
to the animal, machine, matter, the microorganic, etc., is thus recognized 
and conceptualized. My aim is to investigate how this anti-anthropocentric 
twist challenges the humanist tradition, at the same time allowing new nor-
mative—and possibly also political—projects to be articulated.”
 Henriett Dinók describes herself this way: “After graduating from Law 
School, following a short legal practice, I joined the Institute for Legal 
Studies of the Hungarian Academy of Sciences Centre for Social Sciences 
in Budapest, as Junior Research Fellow. My doctoral project focuses on 
bias-motivated crimes, a particularly problematic area in Central-European 
post-communist states. I have also been active in working with human 
rights NGOs, and community organizations for Central-East Europe’s 
largest and most deprived minority, the Roma.”

 Iva Drozdek says, “I was born in Osijek, Croatia, 31 years ago. How-
ever, I spent my childhood in Germany and Belgium, since the war raged 
in former Yugoslavia. I have a degree in English and German language and 
literature. I’m a Ph.D. Student in Literature and Cultural Identity, and am 
very interested in everything that has to do with influencing and forming 
people/attitudes/nations. Furthermore, I really enjoy intermedial research 
such as movie adaptations of novels, and, of course, the academically unrec-
ognized texts in song lyrics. 
 “Currently I’m working on my thesis ‘Song Lyrics of the 20th Century,’ 
in which I will analyze and categorize the most popular song lyrics of the 
past century in English, German, and Croatian. My goal is to convince the 
academic audience of the importance and cultural influence of song lyrics 
and to examine their change in topics throughout the century. 
 “During my fellowship in Edmonton, I hope not only to have the oppor-
tunity to engage fully in my research but also to have people surrounding 
me who enjoy analyzing texts/people. That is always very inspiring. The 
possibilities at the University of Alberta are (for the lack of a better word) 
mindblowing, and there are many lectures I would like to attend. Since I’ve 
experienced life as a refugee I fully understand the need to have contact 
with one’s origins, and I hope that the Wirth Institute will give me the 
opportunity to help people here connect with their Croatian ancestry.”
 Stanislav Štěpáník writes, “I am a PhD student in the Czech Language 
Department at the Faculty of Education at Charles University in Prague, 
Czech Republic. In my research I focus on Czech language teaching and 
learning and innovations, with a special focus on implementing features of 
constructivism. I am also interested in concepts of teaching my native lan-
guage abroad. I graduated from the Faculty of Education at Charles Uni-
versity in Prague with a degree in teaching Czech and English in lower- and 
higher-secondary schools. I have worked as both a teacher and university 
tutor.” v



26 Austrian Studies Newsmagazine

ASN: When you were a child, your family left Vienna for the Tyrol. Why?
BM: My family consisted of bourgeois intellectuals. My father was a pub-
lisher, and his company went bankrupt in 1982, when I was eight. So we 
moved to my mother’s house in the Tyrol and this is where I grew up. I 
was in a Franciscan monastery boarding school for eight years, and then 
I returned to Vienna. So I’m Viennese with an experience in an Austrian 
province, which is unusual, because Austria is so small people tend to think 
there is nothing but Vienna. But there are a few people in other places, and 
I grew up in one of them. Originally, I studied history at the University 
of Vienna—Eastern European, Central European, and Russian history. I 
did language studies at the Dolmetschen Institute, the translation institute, 
and then never went to Russia, which is why my Russian is pretty rusty. I 
always went to Latin America during any available free time, and therefore 
my dissertation turned out to be about Guatemalan history debates after 
the end of the civil war—not Eastern Europe at all. I went to Guatemala 
for a couple of years, lived there, had a very intense time doing oral history, 
interviews, and archival research for several years, supported by the Aus-
trian Academy of Sciences Doctoral Scholarship. I returned to Austria in 
2004 and finished my dissertation. Oliver Rathkolb, who later became head 
of the Contemporary History Institute, hired me to found a new interdis-
ciplinary research institute, the Ludwig Boltzmann Institute for European 
History and Public Spheres. It’s closed now, unfortunately. Its funding was 
not renewed beyond the initial seven-year period. I was happy there, but 
I returned to the University of Vienna before the Boltzmann Institute 
closed down, and I directed an oral history project on Cold War memory in 
Central European border towns. How did the inhabitants of Iron Curtain 
border towns experience and remember the period of the Cold War, and 
the division of Europe? Some of our findings were rather surprising actu-
ally, and we published a lot. I am still at the University of Vienna, doing a 
lot of research and teaching, wherever I am, about questions of twentieth-
century global history, mostly intellectual global history.

ASN: Explain how intellectual global history differs from other approaches. 
BM: I’ve been fascinated by the question of whether there is something 
new about global history. We used to have “world history,” and that’s often 
justifiably criticized for Eurocentrism. Now we have global history. It has 
allegedly incorporated or appropriated this criticism of Eurocentrism, and 

has overcome it. A lot of people say this is just a different label for the same 
old thing, but global historians are trying to reflect criticism from feminist 
studies, cultural studies, and postcolonial studies. And in my specialty, one 
examines intellectual debates about anticolonialism and the world power 
system in the twentieth century. How did anticolonial movements and dif-
ferent European and North American critical social movements form net-
works? This is what I’m going to talk about in Minneapolis. 

ASN: Can you be more specific? 
BM: I will discuss two questions that a global history of the intellectual his-
tory of anti-colonialism in the twentieth century has to take into account. 
One of them is a comparative—or even competitive—relationship between 
the history of colonialism as a form of repression and the history of the 
Holocaust. Holocaust history and Holocaust memory have come into 
competition with other histories of emancipation movements, or the his-
tories of other ethnic groups that have been subject to genocide or horrible 
repression. The African-American communities in the U.S. are one exam-
ple of that. There has been cooperation between the Jewish and African 
American communities, but there has also been competition about how to 
memorialize different kinds of suffering. Who suffered more, who suffered 
less? Is the Holocaust, as a particularly recognized suffering, blinding us 
to all the suffering of the other groups in world history in the twentieth 
century? The second question is the one of social agency. Is anticolonial-
ism, and particularly the memory of anticolonial struggles, a good example 
of how people are often seen as victims of colonialism, but in their own 
struggles become agents of their own history—actors—and their story of 
victimhood transforms into a story of resistance? To what degree this is 
important in the way anticolonial movements, in hindsight, tell their own 
story? I hope I will be able to show that when we look at the non-aligned 
movement, where a lot of these states come together, they have a heritage 
of suffering but ultimately taking their fate in their own hands and defying 
the European imperial powers. 

ASN: Can you give us some examples?
BM: South Asia would be an excellent example. Within the British Raj, 
two kinds of resistance developed: the peaceful resistance that Gandhi rep-
resented and the more militant factions fighting the British troops until the 
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liberation of the subcontinent in the late 1940s. All three states that were 
born from this colonial unit— India, Pakistan, and Bangladesh—engaged 
in national mythmaking. Interestingly, if you look at India and Pakistan 
after the division and population exchange of the late 1940s and early 
1950s, these narratives changed while they were still in the making. This 
was supposed to be a unitary, heroic story, but it wouldn’t become one. Paki-
stan was always one of the strongholds of Muslim culture in South Asia. 
Its national culture and narrative changed drastically in the first couple of 
months after independence. It’s easy to see how the policy makers involved, 
their personalities, and the dominant groups that they represented made 
these narratives change. Or take the West African coast independence 
movements. They were driven by labor unions and working class rebellions. 
Yet if you read today’s big narrative of how the West African states escaped 
French and Belgian colonialism, these labor movements don’t appear. It is 
only when we look into the history of events—not the history of memory 
but the history of events—that we discover the importance of railroad 
workers, for example, who have disappeared from the story that is being 
told. 

ASN: Are there any parallels in the areas of Europe that you have studied? For 
example, in the formation of new post-World War II states or of anti-Nazi resis-
tance in World War II? In both cases, a new national history is being written. 
BM: Austria is a good example. We don’t have to stray very far to tell that 
story! I’m not going to repeat the victim myth. We all know that. But let me 
bring you one example from my family. My father was a resistance fighter, 
and he didn’t just claim to be one. One can find actual records of him being 
in the resistance. He wrote a couple of autobiographies and one of these is 
called Besetzer, Toren, Biedermänner. Besetzer are the occupiers, the occupy-
ing force. Toren are the fools—noble fools, in a way—and the Biedermän-
ner are the morally respectable representatives of the middle class. 

ASN: Biedermänner? Like Biedermann in Frisch’s The Firebugs?
BM: Exactly. A Biedermann would be someone who is very submissive to 
authority, who doesn’t want revolution or even reform, and who is part of 
the status quo. My father was part of a young generation of resistance fight-
ers. His grandfather was a Jew, but he himself grew up in a Catholic family 
and was not a victim of anti-Semitic repression. When he came into post-
war Austrian politics he was one of the young guys who helped liberate the 
Tyrol in 1945 (something they wouldn’t have done without the Allies). He 
came to Innsbruck and he met Karl Gruber, who would become the first 
governor of the Tyrol and foreign minister of Austria. My father became 
the secretary of Gruber, and the secretary of the foreign minister, at the 
age of twenty-one, which is pretty young. It’s the classical post-war career. 
But it was happening so fast that he could hardly put his finger on how the 
young generation of resistance people who were not part of the pre-Nazi 
political elite was being marginalized again. My father was a conservative, 
not a communist or even a socialist. But what did these unknowns stand 
for? They definitely didn’t represent the political elite of the Austro-fascist, 
or pre-Nazi, establishment. What would they do if they had power? They 
might actually change the social structure of Austria! Therefore, they were 
replaced immediately by prewar elites—minus the people who had been 
driven into exile: the Jewish members of the Christian Democrats or Social 
Democrats, who, with the exception of Kreisky and a few others, didn’t 
come back because nobody wanted them. My father described this mar-
ginalized generation as fools who thought that they might actually change 
something and become the new political class of Austria. They didn’t realize 
that the Biedermänner would come back, claim their positions again, and 
run the country. Yet at the same time—in Austria more than in Germany—
antifascism became an important goal because of the Moscow Declaration 
in Austria. It was an important phrase in Austria for about 6-12 months, 
but it disappeared immediately after 1945. Everybody started fighting for 
the old Nazi votes again, and the importance of antifascism as a political 
ideology disappeared rapidly. And then, of course, came anticommunism 
and a strong orientation toward the West. Nobody really wanted to punish 

or exile the old Nazis There were too many of them and all the parties 
needed their votes. 

ASN: Kreisky himself used former Nazis in his government.
BM: He wouldn’t have been able to run his minority government in 1970 
without the support of Mr. Peter who was, as we know, an SS commander 
at the Eastern front. But in the case of Austria, our national history was 
rewritten to fit the strategic interests of a national elite. Austria was not 
sovereign at that time, and if they did not restructure their own story, some-
one else would. As a result, it would take decades for antifascism to become 
important in Austria—the 1980s, to be specific. 

ASN: Yes, the whole Waldheim affair exploded at the start of my graduate 
studies. I knew people who were protesting in the streets and this became the 
beginning of the effort to tell a different narrative about Austria. 
BM: It was. There is a general scholarly consensus that the Waldheim affair 
changed much more than the rebellion and reforms of 1968, which in Aus-
tria famously lasted only fifteen minutes. You are probably aware of the 
new novel Der Kalte by Robert Schindel that just came out in early 2013. 
It’s about the years 1985-1989, and although it’s a fictional account and the 
names have been changed, the historical figures can easily be recognized. 
It’s an amazing novel. It tells of the condensation of political and historical 
energy in a short time, where everybody suddenly wants to change some-
thing, or on the other side of the fence, wants to hold it in place. And sud-
denly something that has been repressed for decades can’t be held back 
anymore and comes to the surface and just explodes on the streets.
 
ASN: Let’s talk a little bit about Günther Anders. Everything you said about 
him at the symposium [see article, p. 24—Ed.] made him sound as if he were an 
important transnational intellectual. And yet, a lot of people, myself included, 
have barely heard of him.
BM: He was not very important in the sense of impacting intellectuals—
not to the degree that Jean-Paul Sartre or Bertand Russell was, or the 
American activists such as Stokely Carmichael or Howard Zinn, were. If I 
gave the impression that Günther Anders was an international intellectual 
that everybody knew and admired, then I overstretched my argument. 

ASN: You didn’t, but he knew some important people and was married to 
Hannah Arendt. Why didn’t he didn’t have a greater impact? 
BM: I am not a specialist, but I know that Günther Anders was, as Italian 
historian Enzo Traverso calls him, a marginalized intellectual. In the 1930s, 
he was not published by the German-speaking exiles in Paris because he 
was not linientreu—his writing did not stick to the orthodox Stalinist 
party line. Manés Sperber was one of the controlling figures at that time 
in Paris—who later wrote a famous requiem on the communist move-
ment, Wie Eine Träne im Ozean (Like a Tear in the Ocean), an enormous 
three-volume novel about how communism devoured itself and killed its 
own—and a rigid, repressive Stalinist politician. He would not let Günther 
Anders publish his work in Paris, because it was not in agreement with 
the party line. Later, Adorno was critical of Anders as well. Despite this, 
Anders was close to the Frankfurt School, although he would never become 
part of it. I would call him a “maverick intellectual.” He was always outside 
the fence, away from the herd. Yet, as Elizabeth Röhrlich pointed out, he 
was really disappointed when he was not taken seriously—when he was not 
given a prominent voice and position. He could not make the compromises 
that were necessary—and still are necessary, if you look at leftist move-
ments today. You have to become part of some group in order to be heard. 
Even someone like Noam Chomsky has a network behind him. But when 
Günther Anders suggested that the 1967 Vietnam Tribunal be held in 
Auschwitz, even Sartre said this is something we just can’t do. But Anders 
was serious. He said, if we hold a citizen’s tribunal now, where public intel-
lectuals from all over the world come together to denounce American war 
crimes in Vietnam, then the best historical base to do this is Auschwitz. An 

continued on page 28
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Teufel (Simon Schwarz) and Gute 
Werke (Sarah Viktoria Frick) in 
a scene from Jedermann. Photo: 
Salzburg Festival/Forster.

by Antoine Fontaine evoked 18th-century aesthetics, 
with abundant neoclassical architectural elements. These 
provided the backdrop for a spectacular ensemble of singers 
ideally suited for an opera Mozart wrote for Milan’s operatic 
stars. The Salzburg ensemble included Olga Peretyatko as 
an affecting Giunia with wonderful timbre, and Marianne 
Crebassa, who impressed as her dashing fiancé Cecilio. 
Star tenor Rolando Villazon, the only male soloist, lent 
his beautiful voice and stage charisma to the title character, 
for whom an aria by Johann Christian Bach was inserted 
to add weight to the role. Under Marc Minkowski’s 
baton, the Musiciens du Louvre Grenoble gave an exciting 
performance that displayed marvelous correspondence with 
the singers and allowed the many facets of Mozart’s music 
to play themselves out.

If Jedermann and Lucio Silla provided models of turning 
around a life gone awry, the performances of the young El 
Sistema ensembles suggested how to set out on a meaningful 
life from the start. They confirmed beyond any doubt the 
vision laid out by El Sistema’s mastermind, Jose Antonio 
Abreu, in this year’s inaugural Festival speech: “When art 
education does not remain peripheral, but comes to the 
center of the educational system, poverty will be transformed, 
through art, into wealth of the mind. The musicians present 
here announce a new generation. In music they have found 
… a safe path to new, indispensible horizons…To appeal to 
young people, music is the best way…More and more their 
lives are filled by love and meaning.”  Who would argue with 
that? v 
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industrial killing machine was set into motion to commit this crime, and 
according to the Anders and Marxist analysis of the times, what happened 
in Vietnam was another logical result of capitalism and imperialism coming 
together and committing a horrible genocidal crime against whatever indig-
enous group it finds. Therefore, Auschwitz is the predecessor of My Lai. 
We wouldn’t say that today. Most of my colleagues would say this was over-
stretching an analogy, and possibly even a structurally antisemitic remark.

ASN: As horrible as My Lai was, it pales next to Auschwitz.
BM: There is a structural difference. The political process that leads to My 
Lai is different. For example, the relation of National Socialism to capital-
ism is different from that of the United States and capitalism. However, 
to come back to your question: Why did Günther Anders not become an 
eminent 1960s public intellectual? Well . . . Honestly, did you know about 
the Russell Tribunal? 

ASN: I turned 16 in 1967. I don’t remember it at all.
BM: Nobody knew about it either at the time or later. I was born in 1974, 
seven years after the Russell Tribunal. This is not something that we would 
be taught at University. Even if a course covered 1960s intellectual debates, 
it didn’t come up. It was by pure coincidence that I ran into an archival note, 
and then I found that there was nothing written about it. The tribunal was 
composed of Bertrand Russell, Sartre, Simon de Beauvoir, Vladimir Dedi-
jer, Landsmann, David Horowitz, and many more famous and influential 
intellectuals, and yet this particular part of their activism—their political 
and intellectual activism—has not become part of the canon of what is now 
being taught of the post-1945 left intellectual scenery. It’s just blotted out. 
Some people might say that this is because of the Holocaust. Everybody 
looks at what Anders wrote about the Holocaust and about the nuclear 
question, if they look at him at all. Nobody is interested in his involvement 

in the radical 1960s debates, and I think this part of 1960s intellectual his-
tory is something that is deliberately being forgotten, because it was radical, 
it was not always philosophically well thought through, and it was often an 
attempt at solidarity with political movements and political fights outside 
of Europe. Classical 60s and 70s left-wing anti-imperialism is not some-
thing that is well thought of by today’s intellectual postcolonial left. It was 
often just anti-Americanism, and it didn’t really help. 

ASN: As the conference went on, I began to feel that Anders was a guy who, to 
quote Groucho Marx, wouldn’t want to belong to any club that would have him. 
He’s on the outside and his feelings are hurt, but when somebody says, “Join us,” 
he says, “No—I despise your movement.” 
BM: He was his own worst enemy. He got a position in the U.S. at the 
New School for Social Research, and he gave it up—he just couldn’t stand 
to be there, and in some ways couldn’t stand to be accepted.  He picked a 
fight whenever he saw one. For example, Robert Jungk was probably the 
most widely read anti-nuclear intellectual of the mid-1950s. Why would 
Anders attack Jungk, of all people, his best friend and closest ally, and a 
widely heard voice? Why would he call him, something like a traveling 
salesman in hope? Why would he offend him like that? Luckily, Jungk was 
very relaxed. He knew Anders and didn’t take it personally. But in so many 
other instances, Anders alienated his natural allies, particularly in the post-
war period. On the other hand, I don’t understand how he could go back 
to Vienna in the early 1950s. He was married to an Austrian woman, but 
as far as I know she didn’t want to go back to Austria. If we read Jason 
Dawsey’s article in Contemporary Austrian Studies about Anders’s Vienna 
years, it must have been a horrifying experience. You know, Anders said that 
the Vietnam tribunal could by no means be held in Austria or in Germany 
because it would trigger antisemitic resentment. He was serious about that. 
By 1957, he knew Vienna as well as anybody could, because he was faced 
with so much hostility. His biography is both fascinating and saddening. v

Berthold Molden from page 27
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cultural studies, when musical meaning was illuminated by whatever the 
scholar chose to affix to the work at hand, however slim the historical con-
nection. Rigorous contextual work is now the norm, and well-tilled fields 
make some of Mathew’s bold interpretations seem hasty. Is the “contiguity 
of sublime music and sublime monarch” shown by the presence of an article 
on “Die Macht der Tonkunst” in the same journal (but subsequent issue) 
that reprinted Michaelis’s article on the musical sublime? In fact, the former 
article is devoted to aesthetic reflection (whether musical appreciation 
depends on training or inborn talent, and attributes of a culture at large), 
not anything political. Mathews quotes its opening, “The power of music 
shows itself in its influence over mankind,” but the article goes on to explain, 
“This influence depends on people’s sensitivity and degree of cultivation no 
less than on the properties of the art itself.” Moreover, the expression “Die 
Macht der Tonkunst” was widely used in aesthetic discussions (and the title 
of a popular novella from 1809); referring to the (strong) effect of music did 
not carry any political resonance. 

Mathew’s method is most daring and fruitful in Chapter 4: Beethoven’s 
songs exhorting military service are juxtaposed with the Ninth Symphony, 
which historically has invited the topos of “joining up.” The final chapter 
“After the war” focuses on the nostalgia of a generation active in the 1820s, 
longing for the action and success of the Napoleonic era. 

Staking out one’s territory is, admittedly, the bread and butter of scholars. 
And yet given fields as densely populated as Beethoven studies and musical 
politics, one wishes that Mathew proceeded in a more collaborative and 
less antagonistic fashion. In disparaging “Beethoven scholars” as a class (p. 
47, n. 131), should the sole representative be Maynard Solomon, author of 
tomes on various composers for a vast public? Just as quirky is the footnote 
supplying literature on the political uses of the Ninth Symphony; without 
mentioning a book that the eminent Franco-Argentinean scholar of music 
and politics, Esteban Buch, devoted to the subject, Mathew cites a fleeting 
reference to the subject in Scott Burnham’s much earlier Beethoven Hero. 

More surprising, if symptomatic of English-language musicology, is that 
Political Beethoven avoids engaging with scholarship in German. The thirty-
page bibliography spans the English-language literature on Beethoven and 
other subjects (six publications by Lawrence Kramer), but almost without 
exception, the very few secondary sources in German are, ironically, 
not on Beethoven. The historian Celia Applegate’s probing response to 
musicological literature on political Beethoven (1998) is also missing; 
one wishes Mathew would address her argument that political metaphors 
emerged as a way to show music’s social and cultural importance, not 
because it actually carried political meaning. 

The format has some practical limitations. Most of the musical works 
Mathews brings up, by a range of composers (and, he stresses, marginalized 
by scholars), crop up at various points in the text. A comprehensive list 
would help—organized by function (many commemorate the same 
occasion), by composer, or by date. Why include, but not discuss, 
Diabelli’s guitar arrangement “Marsch auf den Tod Ihrer  k. k.  Mayestät 
Kaiserin Maria Theresia”? Indeed, the appendix includes as many works 
by Diabelli (tangential in the book) as by Beethoven. Only seven works 
by Beethoven are listed, and one, “Tremate, empi, tremate,” isn’t discussed 
in the book at all, but probably should be, given Beethoven’s repeated 
programming of the terzetto, which was drawn from a libretto by Giovanni 
de Gamerra (not Bertoni, as Mathew indicates). It is also a stretch to claim 
Beethoven’s political engagement “throughout his career,” given that no 
works are discussed following the Congress of Vienna (p. 3). Thus, his last 
twelve years of productivity are absent. 

Musicologists’ continuing fascination with politics should prompt tough 
questions about how to define politics and how to negotiate the relation-
ship between social and political history. One such pitfall is presuming 
that the “politically active personnel” of the Gesellschaft der Musik was 
the reason its founding statues set as a goal the “construction of a cohesive 
community by means of aesthetic formation” (p. 116). Similar language 
appears in many of the literary and musical societies, founded in the first 

decade of the nineteenth century. Similarly, in what way were meetings of 
the Gesellschaft during the Napoleonic Wars “in essence political rallies,” 
and does Mathew allude to political rallies today or in 1814? The provoca-
tive ambivalence in Mathew’s notions of “collaboration” prompts the more 
basic question of whether music must be political (in which case collabora-
tion follows as a matter of course since politics is a collective activity) or can 
preserve a degree of aesthetic autonomy. If at times his pugnacious work 
makes grappling with that underlying issue more difficult than it need be, 
the eloquence of the argumentation and the verve of the research will prove 
inspiring and enduring to generations of readers. 

Karen Painter
School of Music

University of Minnesota, Twin Cities

philosopher’s obscurity to himself. There are commentators who have taken 
this dimension of Wittgenstein’s work as seriously as it deserves. Horwich’s 
urge for parsimony pushes him to distort and caricature it.
 The latter two thirds of the book comprise specific discussions of 
Wittgenstein’s works. A chapter on the Tractatus gives that book a brisk 
and standard treatment meant mainly to show how Wittgenstein arrived at 
later views. One chapter on the idea of ‘meaning as use’ in the Investigations 
is followed by another rebutting Saul Kripke’s influential misinterpretation 
of Wittgenstein as a skeptic about meaning. A concluding chapter discusses 
the ‘private language argument’ of the Investigations as part of a larger 
account of Wittgenstein’s views on the mind, which centers on the idea of 
‘the privacy of the mental’ as a source of philosophical perplexity akin to 
that about numbers as weird objects.
 Though Horwich’s book is capably argued and, for a book addressed 
primarily to professional philosophers, well enough written (but note 
the several innocuous typos), it is probably too demanding for any reader 
without at least a strong undergraduate background (or more) in the 
philosophy of language and mind, and some comfort with a book’s dropping 
into predicate logic notation mid-sentence. The book is also somewhat 
ungenerous: perhaps one to turn to in order to test one’s understanding 
of Wittgenstein, as if by trial, but not one from which to receive an 
understanding of Wittgenstein.

Joshua Kortbein, Philosophy
Minneapolis, Minnesota
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 Dr. Andrea Strutz of the Ludwig Boltzmann-Institut für Gesell-
schafts- und Kulturgeschichte, Graz and the Institut für Geschichte, 
Karl-Franzens-Universität Graz, was a guest at the Wirth Institute in 
September 2013. While in Edmonton, Dr. Strutz met with research-
ers at the Jewish Archives and Historical Society of Edmonton and 
Northern Alberta ( JAHSENA) and at the University of Alberta con-
cerning her work on Jewish migration from Austria to Canada. On 
September 17 she delivered a public lecture, “They Came as ‘Enemy 
Aliens’: Memories of Internment and Subsequent Lives of Austrian 
Jewish Refugees in Post-45 Canada.” 
 Dr. Strutz has published a number of articles on topics dealing 
with Austrian Jewish migration to Canada and the US. At the Wirth 
Institute she consulted with Institute director Patrouch and founding 
director Franz A.J. Szabo regarding the Wirth Institute library’s exten-
sive sources concerning Austrian migration to Canada. These sources 
were for the most part collected as part of a research project in the 
1990s. This project resulted in a number of publications, oral histories, 
questionnaires and their answers, and other documents.

KFU-Graz immigration scholar 
visits Wirth Institute
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EMM: Could you tell us about your role at the University of Alberta 
and the Wirth Institute?

HM: The position of the Austrian Visiting Professor at the Univer-
sity of Alberta is quite unique, funded by the Austrian Federal Min-
istry for Science and Research, dispatching Austrian academics to 
Edmonton for up to five years. I have been assigned to the Depart-
ment of Modern Languages and Cultural Studies where I teach a 
regular course load. Every fall term, I offer an introductory course on 
Austrian culture and civilization. It gives me great pleasure to build 
the enthusiasm of young Canadians about the rich cultural heri-
tage of my home country and to highlight relations between the two 
countries. Furthermore, I offer courses on Austrian and German lit-
erature and culture, comparative literature and literary translation 
at the undergraduate and graduate levels. I also organize scholarly 
events for the Wirth Institute, participate in the supervision of the 
PhD fellows, and keep contact with the local Austrian community.

EMM: What are your main research interests? 

HM: My main focus lies in Austrian and German literature and 
cultural studies since the late 18th century. I consider literature as 
a form of cultural communication embedded in its socio-historical 
context. This principle implies an interdisciplinary and transcultural 
approach. For example, whenever you study Austrian literature, it is 
important to take account of the Central European situation. Aus-
trian literature in the early 20th century made a big impact on world 
literature, especially with writers such as Arthur Schnitzler, Rob-

Photo by Sissi Furgler.
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articles and book chapters on Austrian and Ger-
man literature and culture.
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ert Musil and Hermann Broch, but also Rainer Maria Rilke and Franz 
Kafka. All these writers had a multicultural biographical background and 
a genuinely international and intercultural orientation —Vienna had a very 
rich atmosphere as the capital of a multiethnic and multilingual country 
around 1900. Certainly, these ideas still apply today; a striking example is 
Barbara Markovic, a young Serbian writer who did Germanic studies at 
the University of Vienna and published a short story transposing Thomas 
Bernhard’s novella Gehen (Walking) to Belgrade’s contemporary clubbing 
scene—a very intelligent and playful text.Applying this wide approach to 
my analyses requires a strong theoretical basis. In particular, I contributed 
to the concept of cultural transfer and to concepts of transcultural literary 
studies. Theory and empirical work should always go hand in hand. Doing 
empirical studies without theoretical reflection is like driving a car without 
consulting the map: You might reach your destination, but you risk detours 
and delays. 

EMM: Being Austrian is not reason enough to be passionate about studying 
Austrian literature and culture. What is the origin of your research interests?
 
HM: That’s more than true! I was lucky; at an early stage of my career I was 
employed with a special research group at the University of Graz, study-
ing Austria and Central Europe around 1900 in a cross-disciplinary frame. 
Many of us opened our minds profoundly by collaborating closely with his-
torians, sociologists, philosophers, musicologists, art historians and literary 
scholars. I am especially grateful to Moritz Csáky who was the very inspir-
ing chair of this group of around 70 researchers, collaborating for ten years.

EMM: When did you know that you wanted to be a literary scholar?

HM: Even though I grew up in a craftsman’s family, I was interested in 
reading and writing from my early childhood on. At the age of eleven, I 
wanted to become a writer or a translator. But I only started to study at uni-
versity after having worked as a journalist for several years. Being a literary 
scholar became real to me during my master’s program at the University of 
Graz, when I was offered a position in a research project on Austrian litera-
ture of the National Socialist era.

EMM: You have been the Austrian Visiting Professor at the University of 
Alberta for several years now. What is the benefit of studying Austrian litera-
ture from a North American background and in a Canadian context?
 
HM: The University of Alberta is a great place to study Austrian litera-
ture and culture. On the one hand, the Wirth Institute functions as a hub 
by bringing together scholars from Central Europe and North America. 
On the other hand, the university has a great library in our area, thanks 
to a visionary librarian who bought two valuable collections from Austria 
in the 1960s, and from a generous book budget from the Austrian govern-
ment after the Wirth Institute was established. Modern means of commu-
nication have revealed an international network of research. Today, it is less 
important where you are situated physically, but it is relevant to be involved 
in the discussion with your peers. I consider my position as a bridge: Hav-
ing peers on both sides of the Atlantic Ocean, I enjoy mediating new ideas 
among my colleagues in Europe and North America.

EMM: You are not only an expert for Austrian literature, but also the person 
to talk to when it comes to global concepts like migration and transculturalism. 
Working abroad, how do you observe the current interest in both Austrian as 
well as transcultural and transnational literature?

HM: Studying Austria’s rich multicultural history offers so many insights 
valuable for the contemporary globalized world: For centuries, the so-called 
“House of Austria” encompassed a wide range of diverse ethnicities speak-
ing different languages. These facts are comparable with the current situa-
tion of nomadic, cosmopolitan or diasporic life styles—the living together 

of diverse people within one state. It is not surprising that scholars from 
India are very interested in Austria’s history, for example. For me, transcul-
tural approaches have been a pivotal topic for many years: In my PhD thesis 
I analyzed Austrian writer, essayist, and translator Franz Blei as a cultural 
mediator. He founded the magazine Hyperion, where Kafka had his literary 
debut. In my habilitation thesis, I formulated a theory of transcultural stud-
ies and exemplified it on the literary field around 1900. Recently, I turned 
more to contemporary literature of migration: A volume of the Yearbook in 
Cultural Studies, which I founded in 2005, was dedicated to the topic; at the 
moment, I’m involved in a book project on migration in European litera-
ture. The volume was accepted in the series of the International Compara-
tive Literature Association and will appear in 2015.

EMM: During your stay in Edmonton, you have also participated in and orga-
nized various events related to Austrian culture. Could you share your impres-
sion of the presence and perception of Austrian culture and literature in the 
Canadian public and academia?
   
HM: The time when scholarly work could be done in an ivory tower is 
past. It is very important to involve and inform a wider audience of research 
results. Events like my talk on E.T.A. Hoffman for Edmonton Opera’s 
“Opera 101” series or my film and lecture series on Schnitzler are excel-
lent opportunities to raise and deepen the interest for the work I’m doing 
together with the Wirth Institute. I’m also very grateful for the academic 
interest in projects like the conference “Crossing Central Europe” I orga-
nized together with Carrie Smith-Prei from the department of Modern 
Languages and Cultural Studies [see spring & fall 2012 ASN—Ed.]. The 
conference brought together 20 scholars from seven countries and gener-
ated deep discussions on campus and at the Art Gallery of Alberta. The 
University of Toronto Press will publish a collection of selected papers. 
My next project is an investigation of the relations between Brussels and 
Vienna around 1900 from a cross-disciplinary perspective; I hope it will 
achieve the same success! 

EMM: One way for us to make sense of culture is through literary representa-
tions. Could you suggest Austrian texts for people who seek to explore contempo-
rary Austrian culture through writing?
 
HM: One of the great qualities of Austrian literature is the way it often 
deals with societal problems at a high aesthetic level and with great humor. 
This makes reading the texts a deep intellectual pleasure. My favorite is still 
Elfriede Jelinek. No one else plays so skillfully with small cultural references 
opening a broad horizon of inhumanity, suppression, and disavowal of Aus-
tria’s Nazi past. Another hot tip would be Elfriede Gerstl who was a close 
friend of Jelinek’s and shares many of her qualities. Actually, I’m editing 
Gerstl’s complete works. The second volume, presented this June in Vienna, 
contains several poems translated into English. Another favorite Austrian 
writer of mine is Christoph Ransmayr, especially his novels The Last World, 
The Terrors of Ice and Darkness, The Flying Mountain, and Morbus Kitha-
hara. In his postmodern way of writing, he interweaves past events with the 
present and discloses the shady sides of human condition. Recently, two 
female writers published very interesting books: Maja Haderlap describes 
in her novel Engel des Vergessens the oppression of the Slovenian minority 
in Carinthia. In her novel Stillbach oder Die Sehnsucht, Sabine Gruber deals 
with the Southern Tyrolian problematic. Both writers engage with trau-
matic historical events from a very individual point of view and develop 
very powerful tension in the novels. Finally, I would like to mention two 
young writers: Thomas Stangl, whose recent novel Regeln des Tanzes was 
listed for the German Book Prize, and Clemens Setz, whose 2012 novel 
Indigo even made it on the short list of this important prize. I’m very proud 
of Setz, because a couple of years ago he was among my students.
 Eva Maria Müller is a doctoral candidate in postcolonial literature and 
mountain studies at the Graduate Centre for the Study of Culture at the Univer-
sity of Giessen, Germany, and a Wirth Institute Alumni from Austria. v
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