CHAPTER FIVE

CONSTRUCTING ‘DAS ANDERE DEUTSCHLAND’: ROMANTIC

IRONY AND MICHAEL KLEEBERG'S EIN GARTEN IM NORDEN

The three novels which | have discussed in theetlprevious chapters have all
demonstrated the ability of the fantastic to tramstfixed political categories and
to break through the parameters of establisheddise. This relative freedom
from ideological restrictions means that writern caxplore highly sensitive
political territory, without necessarily being cordd by the established terms of
reference or accepting the pre-existing limitsd#bate. In discussingin Garten
im Norden | shall examine the ways in which Michael Kleab@mploys the
fantastic as he engages with the extremely cowtentand polarised debates
surrounding German identity in the post-war andt{Mdende periods. | shall ask
to what extent Kleeberg transcends the paramefetisese debates and to what
extent he remains entrapped within dominant dis=aur

First published in 199&in Garten im Nordens ambitious in its scope,
covering the period of German history from befdne First World War to the
post-Wende 1990s, and focusing on vexed questibnSeoman identity. The
novel takes the form of a ‘Rahmenerzéhlung’ sepintemporary Germany, which
encloses a second level of narrative set mainlinduhe Weimar Republic. The
novel therefore deploys two narrative levels anokeg two historical periods with

some fleeting moments going even further backnretiThe first level is narrated
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by a first person narrator, Albert Klein, who iguming to Germany after more
than a decade living and working in Amsterdam aadsP Having originally left
his home country in 1983 as a result of an unhapyy affair with Bea, a woman
who continues to exercise a considerable emotiorfalence over him, Klein
resolves in 1995 to resettle in the now reunifiedrr@any. This decision is
precipitated largely by the suicide of his Frenckrwéfe Pauline, and the
realisation ‘daf3 aufRer ihr mich nichts und niememrghr in Frankreich hielt und
halten wollte’> On his way to his father's sixtieth birthday cetgions in
Hamburg, he takes a detour to Prague, in orderotoptete some business
transactions. While there, he visits the synagogud, has an eerie experience in
which he imagines that his own name appears amioaghioousands of names
engraved on the memorial to Jewish victims of tbéodaust. This impression,
despite his ensuing realisation that the engraasdenin question is Abraham and
not Albert Klein, is nonetheless heightened by rargfe encounter with an old
woman, who appears to recognise Klein and assokiatenith the name on the
wall. Thoroughly unnerved, he leaves the synag@maewanders aimlessly before
finally finding himself outside an antiquarian baeblp. Here events take an even
more mysterious turn. The bookseller appears texipecting Klein, and presents
him with a book of blank pages, which he is told,dnould fill ‘mit lhrer Liebe’
(GN, p.46). The book has certain unexpected and ungcproperties, which the

bookseller explains to Klein: ‘Sie werden schreibendiesem Buch. Und was

! Michael KleebergEin Garten im Norder{Berlin: Deutscher Taschenbuch Verlag, 1998) p.10.
All further references to this work will appeartire text assGN.
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immer Sie schreiben, wird in dem Moment, da Sie Bash beendet haben,
Wirklichkeit geworden sein’GN, p.46).

What Albert chooses to write in this book forms gexond level of the
‘Rahmenerzahlung’, in which he narrates the stéry wealthy and ambitious, but
philanthropic banker, who rises from obscurity &ati the most prestigious bank
in Germany. The story of this man, named Albertifligke his creator, takes
place in the period between 1914 and the SeconddwWedar, with some material,
such as a reinvention of Richard Wagner, reachauk leven further in time. The
narrative promises to offer the vision of an al&ive trajectory of German
history, in which international political co-opemt together with the
development of intellectual and cultural diversitguld be set against the rigidity
of militarism and the insularity of aggressive patlism, although, as it turns out,
this utopia is never realised or even evoked irtimgi This earlier Albert Klein,
builder of the beautiful ‘Garten im Norden’ in Berland centre of a liberal
intellectual élite, aspires to create a world inickhthe horrors of fascism are
rejected and the enlightened forces of liberal daxy prevail, a world for which
the garden stands as emblem. In this alternativddyaell-known figures with
dubious political sympathies, such as Heidegger\@adner, are transformed into
campaigners for democratic change, and the moshipemt thinkers and artists
from around the globe gather in the garden paradismgage in lively debate. In
the end the utopia fails with the advent of fasc¢iamd Klein, revealed as a Jew,
flees to Prague to join his lover Charlotte andhplears. Yet true to the promises

of the Antiquar, who throughout the novel appeamnsxpectedly to his former
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customer, breaks into his narrative and attackslogce of characters and events,
the story written by the later Klein in his bookedobecome a reality, if not a
utopia. He discovers that his father was born iagBe and was the son of the
Jewish banker, who consequently is Klein’s own dfather. Through a series of
complicated twists, involving dubious business seations in reunified Germany
and the subsequent murder of Albert’'s cousin Ruddipe present-day Klein and
his father become the owners of the very same gfldand used earlier in the
century for the idyllic garden. The novel ends wéthsense of optimism, albeit
circumscribed, and the hope for a new beginning@Germany, in which ‘alles
bleibt noch zu tun’ GN, p.586), and in which the banker’'s utopian vision,
represented emblematically by the garden, can beeated ‘mitten in Berlin,

mitten in Deutschland’GN, p.586).

The Critical Reception of Ein Garten im Norden

Press reviews oEin Garten im Norderoffer a useful insight into the political
sensitivities which shape the novel's receptiond avhich are important in
responding to Kleeberg's choice of fictional tert The novel’s exploration of
German history throughout the twentieth centuryitadly leads to the much
disputed question of the relationship between thei [Jast and the construction of
a coherent German identity. The ambivalent portraygost-Wende Germany,
and the protagonist’s difficulty in readjustingit® mores, similarly raise awkward

questions about the nature of national identitgrafeunification and the social
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values which it encompasse$hese highly contentious areas of debate which are
raised in the novel ensure that critics in the Garrpress hold up the utopian
vision of its author for very intense scrutiny.

Nor is this the only burden which Kleeberg haséarb Following the high
profile Literaturstreit of the early 1990s, the future and social rol¢hef German
novel itself became contentious and politicallyded areas of debate. Right-wing
literary critics tended to attack the ‘Gesinnurtgsétur’ of the post-war period,
embodied in their eyes by Christa Wolf, and demdralgreater concentration on
narrative and the ‘purely’ aesthetic aspects of aith more left-wing critics
seeking to uphold the reputations of writers sushA®If and Grass and defend
their conception of the writer as a moral and docanscience. These various
sensitivities and focal points of debate are rééiéan the reception dEin Garten
im Norden

Engaging with concerns about the perceived crisishe contemporary
German novel, many critics responded positivelytat they see as Kleeberg's
narrative drive and his simple and direct use oifglege. Wilfried Schoeller
credits Kleeberg not only with the vision of areaftative Germany, but also with
the attempt to reinvent the novel on a more epalesan which the genre’s
function as entertainment is allied to a grandiosaception of literary merit.
Kleeberg, implies Schoeller, is to some extentuiggrthe German novel from the
clutches of the post-war era:

Das Chamaleon Roman, das sich unter jeder Erwaveinvgandelt,

ist in den neunziger Jahren wieder zu einem Riegemehmen
gewinscht worden. Im Umlauf sind kapitale Hoffnumgauf das

2 For my discussion of some of these questionsCsegter One.
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Vereinigungsepos, die erzdhlerische Summe nach Eede der
Nachkriegsepoche, die Berliner Grof3stadt-Epopoes Harmat
ausladende Unterhaltung. An all das, durchaus emit dnspruch,
Geschichtsschreibung der anderen Art, ein litecthds
Spiegelkabinett und einen Schmdker zu liefern, dielh Michael
Kleeberg gewagt.
Schoeller seekin Garten im Norderms a counterweight to what he considers the
undesirable excesses of avant-garde and postmetifction, in which theoretical
games replace narrative engagement and sociakmeaives way to literary
deconstruction. Kleeberg’'s novel is ‘eine Gegenforom dekonstruierenden
Postmodernismus: Er besteht auf Einsicht und Ledwé,der Synthesekraft des
Erzahlens, wendet sich gegen dessen Uberfiihrunghisretische Modelf.
Thomas Kraft echoes this assessment of the novélsireview, arguing that
‘Michael Kleeberg z#hlt zu den Vertretern einegréitischen Realismu3’In
praising the readability, ‘Vitalitdt und Leichtigkeof the novel, he ascribes to
Kleeberg an almost programmatic statement on tleeafoliterature, in which the
perceived esotericism of the avant-garde is regeatefavour of a new German
brand of accessible fiction: ‘[Kleeberg verabscheme deutsche Literatur und
Sprache, die dem bedeutungsvollen Raunen und ardigtischen Stammeln
verpflichtet ist und ,einer sinnstiftenden und vérgllichen Synthese* im Weg
steht’®
Many critics respond to what thay see as the reueadability and

emphasis on narrative drive, contrasting theseittegalwith their conception of

post-war German literature as overly complex, wsgigland essentially

% Wilfried F. Schoeller, ‘Deutschland, ein Wunschbih Der Tagesspiegel October 1998.
4 .
Ibid.
® Thomas Kraft, ‘Planetarische Archive’ Rheinischer Merkyr 2 October 1998.
6 .
Ibid.
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unappealing to the average reader. As with Brusditelden wie wir they
associate strong and clearly defined narrative with-German literary traditions,
and more particularly with contemporary Americarntwg. Horisch suggests that
Kleeberg is reacting to a widely heard call amoritice for German literature to
follow the American model and to dismantle the sagmul barrier between high
and low literary art:

In den letzten zehn Jahren haben viele Literatikkri und —

theoretiker nach dem an amerikanischer Erz&hlkarisntierten,

spannenden, realistischen, fabulierlustigen undaheuihgs-

gesattigten Roman verlangt, der sich von der Udbeisung

zwischen E- und U-Kultur nicht einschiichtern Idsst.
Krause agrees that there is something un-Germ#reinovel, suggesting that the
lightness of touch and simplicity of style which hecribes taEin Garten im
Nordenare only possible as a result of Kleeberg haviagdifor many years in
France and away from the presumably perniciousiémite of the German literary
establishment: ‘Solche Verbindung von kulturkriiec Komplexitdt und
leserfreundlicher Sprache kann naturlich nur voremi Aul3enseiter des deutschen
Literaturbetriebs kommer'. This is echoed by Ingo Arend, who states that
Kleeberg writes ‘mit bewundernswert undeutscher clhi#gkeit, Esprit und
elegantem Temp?d'.

In describing Kleeberg in terms of a conventiditatary realist, who takes
as his canvas the broad sweep of history and lefggdthe reader the social and

political movements which shaped it, critics teondgloss over the work’s very

explicit and glaring departures from reality. Innavel where Heidegger is a

" Jochen Hérisch, ‘Es werde Wirklichkeit’ Meue Ziircher Zeitun@® September 1998.
® Tilman Krause, ‘Eine Insel der Seligen, mitterBierlin’ in Die Welt 22 August 1998.
° Ingo Arend, ‘Offener Garten’ ireitag, 26 February 1999.
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committed social democrat, Lassalle is transplaf@u his real historical period
to another and an antiquarian bookseller makeg eeappearances in unexpected
places, it would be inaccurate to suggest that bdeg is engaged merely in
faithfully reproducing a slice of German societytbe page. However, as with the
response to Hilbig'slch« reviewers generally do not deal with the purpasé
effect of these fantastical aspects, and tend oogérigage with the complex
narrative structures which the fantastic produddsomas Kraft's perception of
Kleeberg as a representative of old-fashioned simaland the assessment of his
novel as ‘konventionell erzahi? leaves little room to examine the ways in which
Kleeberg both uses and subverts literary convestiGoncerning the interweaving
narrative levels and deliberate departures frontityedne comments simply that
the novel ‘wird von [...] einem flexiblen Erzahlrahmsicher getragert’. The
vast majority of responses similarly either enyirejnore the obvious historical
alterations and the intrusive role of the Antiquar,dismiss them as peripheral
areas of little interest. Hans-Rainer John is nyeireitated by the transformation
of figures such as Heidegger and Wagner, and #edaby the function of such
techniques: ‘Warum aber flhrt er uns so oft in ldie? [...] Dariiber kann man
sicher geteilter Meinung sein, aber ist die wunsffehUmdichtung historischer
Tatbestande wirklich ein legitimes Mittel der Ausamndersetzung?® Arend,
while briefly acknowledging the recurring presemée¢he Prague bookseller, and

the associated intrusions upon the narrative, hetets sees the device as little

9 Kraft, ‘Planetarische Archive’.
 Ibid.
12 John, Hans-Rainer, ‘Symbol, Utopie und Wirklichk&i Berliner LeseZeicherb:1999.
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more than a minor source of comedy, giving the hdeeée postmoderne
Gewitztheit' "

One notable exception to this tendency is Wolfrachi®e, who engages
directly with the dualistic structures of Kleebexgharrative, and attempts to
explain how they might influence the reader’s resgoto the utopian vision of
Klein and his garden paradise. He argues thatrieeweaving of narrative levels
and the complex relationship between reality antioin enable an ironic dialogue
to take place within the text, in which the clagitvieen authorial imagination and
historical fact is explored. These questions eféity freedom are not, he suggests,
posed implicitly within the text, but are expligitlebated by the narrator Klein
and his mentor the Antiquar. While Klein asserts hght to tell the story in
whichever form and using whatever material he caspthe bookseller acts as an
exponent of Lukécs, haranguing Klein for his faélto engage with socio-political
fact and for his distortion of historical reality:

Kleeberg zieht damit seinem Doppelroman kontiniglkrhoch eine

dritte Ebene ein: die der ironischen, dialogischeflexion tber

Grenzen und Mdglichkeiten dichterischer PhantasieUmgang

mit der empirischen Realitat und Realgeschichter Betiquar

sieht sich als lukacsianischer Sachwalter der ReAli
Schutte suggests that this ironic dialogue dematestrthe fundamental absurdity
of any attempt to re-write history or to suggestadternative utopian German
tradition: ‘Man sieht aus diesen (verzweifelt pareeh, gleichwohl gewitzten)

Umschreibungen Kleebergs und Kleingje wider-wirklich, also absurd das

Wiinschen nach einem anderen Deutschland sein mifdtelem wirklichen in

13 Arend, ‘Offener Garten'.
14 Wolfram Schiitte, ‘Der Traum vom »anderen« Deutsutil in Frankfurter Rundschaul5
August 1998.

230



den Arm fallen zu kénnert® It is particularly this area of textual irony aitd
effect on the narrative construction of a utopidch wish to explore in greater
detail later in this chapter.

The area of interest which dominates the receptibrcin Garten im
Nordenis the exact nature and ideological implicatioristree utopia which is
being presented in the novel. As witkch« critics are less interested in literary
subtleties and the dualistic structures of the,textd are more concerned with
locating the author within the framework of contewgry debates. The wide
historical scope of Kleeberg’s novel, which incaigdes highly sensitive issues to
do with German identity and contemporary histomngerstandably leads critics to
question Kleeberg’s own political allegiances ansl ideological intent. Is the
suggestion of an alternative German tradition, edrdxb in the banker Albert
Klein, a reactionary failure to deal adequately hwihe horrors of National
Socialism, or a timely assertion of German cultuidiness above and beyond the
post-war preoccupation with ‘Vergangenheitsbewitig)? Does the construction
of an alternative historical trajectory for Germdonym a coherent political vision
or a confused ideological jumble? The answers &sdhquestions are clearly
dependent on the political positions occupied kg ¢hitics themselves, and by
their responses to terms and concepts which amglyéa@aded within the context
of public debate.

Critics writing from what appears to be a broatdjt-liberal position
express a certain degree of discomfiture with thejept of constructing an

alternative German tradition. Eberhard Falcke, imgitfor Die Zeit characterises

' |bid.
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Ein Garten im Norderas ‘ein Versuch, an jene oftzitierten Traditioneines
.anderen, besseren Deutschland® anzuknipfen, die den Nazis einst
unterbrochen oder zerstdrt wurdéh’While not necessarily condemning the
attempt to find ‘ein paar brauchbare Steine, miteseman weiterbauen kann’ in
the ‘Trimmerhaufen der deutschen GeschicHtéle does voice concern about
what he sees as an overly nostalgic vision of an@erpast which fails either to
take account of the overwhelming problems of twethticentury history, or to
engage satisfactorily with the socio-political ciimss of the present. He attacks
Kleeberg for allying himself with ‘manch andere @Gdirzeitagenten der ,Berliner
Republik” in disparaging or ignoring the post-w&ederal Republic and the
establishment of democracy after National Sociagliamd views this lacuna as
evidence of a regressive tendency in the novekugests that the decision not to
focus on the real course of history makes any degited assessment of
Germany’s future impossible. Put together, this ant® to a stinging criticism
both of Kleeberg’s project in principle and of @secution:

War da nicht noch was ? Die BRD vielleicht? Vonseim Gebilde

jedoch wollen Kleeberg und sein Albert gar nichtssen. Wie

manch andere Grinderzeitagenten der ,Berliner Ragub

empfindet er sie offenkundig als bloRBes historische

Ubergangslager und auch ansonsten ziemlich indibklt Womit

Kleeberg dann doch auch selbst heftig abhebt inidgologisch

stark gettinchtes Wolkenkuckucksheim, so dekoratiy lwohl wie

eine StadtschloR3fassade. Denn mit der Feier sam@snistischen

Phantasieburgertums und der unverhohlenen Veraghtiin die

bundesrepublikanischen Verhdaltnisse begeht er gdeauFehler,

den er an anderer Stelle als typisch deutsche ¢éesterei

brandmarkt: Er verwirft namlich die Gegenwart (ugithgste
Vergangenheit) — die ja immer ein wenig schabiglremen -, um

18 Eberhard Falcke, ‘Die Verbesserung der Geschicht®le Zeit 29 October 1998.
7 Ibid.
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sich visiondr nach hinten und vorn in die Tieferr d®it zu
flichten?®

These objections are echoed more mildly elsewhkrehen Horisch argues that
Kleeberg's utopian vision, while acknowledging tfalure of Klein’s project,
offers no insight into Hitler's eventual rise tovper, or the reasons for National
Socialism’s popular appeal. The novel's lack of aggment with these
fundamental questions produces, Hdrisch suggestentusing blindspot at the
very centre of the narrative:

Das Projekt scheitert. [...] Warum — das wird nictgcht

ersichtlich. Wenn so viele kluge, reiche, machtigel gute Leute,

wie sie in Kleins Garten versammelt sind, das fiiflerale) Rechte

anstreben, so bleibt auch dem durchaus suggessiehgebenen

Roman die Antwort auf die Ratselfrage versagt, waallzu viele

kluge Kopfe (wie Heidegger) und dumpfe Schéadel Hiazis

gewollt habert?
Kleeberg's decision to focus on a fictional altéiveato German history rather
than the unpleasant facts of the case does ntiieimiew of Hermann Wallmann,
constitute a critical or radical re-visioning of IG&n identity, but rather results in
a retreat to ‘ein a-typisches Reservat’ within aseatially conservative but ‘»gut
gemeinter« Thesenromaf?.Ingo Arend, while praising the style and ambitious
scope of Ein Garten im Norden nonetheless admits that Kleeberg, in his

unorthodox use of history and his creation of ‘dadere Deutschland’, is entering

upon very dangerous and contentious territory:3eiehn jemand in der Debatte

18 Ibid.
9 Hoérisch, ‘Es werde Wirklichkeit'.
% Hermann Wallmann, ‘Die Erfindung DeutschlandsSiiiddeutsche Zeitung9 August 1998.
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um das Berliner Holocaust-Mahnmal fallen — sein&dixmunikation aus dem
Erinnerungsdiskurs wére ihm siché.

Other critics, contributing to publications with more right-wing bias,
voice little or no concern about the principle ohstructing an alternative German
tradition, and tend to show little engagement wille potentially problematic
ideological implications of such a project. Tilm&nause, writing forDie Welt
praises Kleeberg’s attempt to construct ‘das anbexgschland’ and to search out
the ‘good’ Germany which has been overlooked asesultr of National
Socialism?® Criticisms of the novel concentrate on what thesgewers see as the
specific incoherence and vagueness of the utop@aonvwhich Kleeberg evokes.
Jurgen Kaube, reviewingin Garten im Norderfor the FAZ, takes issue with
Kleeberg's particular portrayal of German identiRather than seeking out and
exploring a mainstream political or cultural tradlit which is recognisably
German, Kaube argues, Kleeberg constructs a utapich exists on the margins
of German society and is set apart from any truifective understanding of
national identity: ‘Das Typische in Deutschland idistanzierungspflichtig.
Umgekehrt fahrt das dazu, daR die ,guten DeutscHsvorzugt als kleine,
widerstandige Zirkel dargestellt werdéfi’He is irritated to discover nothing
which he can identify as particularly German witkilein’s garden paradise and
his personal political vision. The ‘other Germamsgems, in Kaube’s view, to be
characterised by a denial of all existing Germalitipal and social traditions, and

to occupy a position on the sidelines of nationdture. He accuses Kleeberg of

L Arend, ‘Offener Garten’.
2 Krause, ‘Eine Insel der Seligen, mitten in Berlin’
% Jiirgen Kaube, ‘Abfahrt durch die Mitte’ FAZ, 19 October 1998.
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resorting to cliché, rather than confidently asegria positive sense of identity.
All that remains, suggests Kaube, are the culyratispecific and superficial
trappings of a supposedly more sophisticated wdifeofin his view, Kleeberg’'s
utopia consists of little more than crude lifestglpirations lifted from the pages
of an upmarket Sunday supplement:

Das andere Deutschland entstammt einem Versanditaile fur

edle Stoffe und Furniere. Damit nicht nur das Mabildas

Bewul3tsein bestimmt, nimmt Kleeberg einige ideedgebtliche

Umbesetzungen vor. [...] Doch seine Sehnsucht nadenei

intellektuell-humanen Zentrum der Nation, in demchsi

Kosmopoliten im Cutaway Uber die Leichtigkeit alinrg des

Lebens austauschen, entbehrt aller Spezifik. So astw

Wunderschdones mag man sich auch fir Schweden agse@ala

wiinscherf?
All in all, Kleeberg’'s ‘other Germany’' is dismisseds ‘eine ebenso flott
gezeichnete wie anspruchslose Wunschlandk&rthis attack is echoed by Doris
Neujahr, writing for Junge Freiheif® who argues that the novel creates an
anodyne and muddled vision of Germany which evatiesiltural specificity. She
too accuses Kleeberg of drifting into crass clicagd of replacing a coherent
conception of national identity and tradition withgue and confused allusions to
democratic values and international co-operatidke IKaube, she suggests that
German tradition has been robbed of its complexitgl richness and has instead
been reduced to a meaningless series of elegamtionst and immaculately

manicured lawns. Kleeberg does little, they botlplimto construct a confident

and coherent sense of national identity for thartut

 Ibid.
% |bid.
% Doris Neujahr, ‘Kulturnation zum Kuscheln’ ilunge Freiheit11 June 1999.
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‘Das andere Deutschland’ and the New Right

These various and diverging responses to Kleebargigl clearly reveal an
already heightened sensitivity to the concept dional tradition and ‘das andere
Deutschland’. Whereas some critics raise ideoldgagections to the very
principle of constructing an alternative and fiotidised tradition, others are
broadly in favour of such a project, limiting theniticisms to what they see as a
lack of political and cultural fervour. The criticdebate around Kleeberg’'s novel,
which seems to fall into broadly opposing politicainps, can be located within a
wider and controversial discussion of German paat-and post-Wende identity.
Seen within this contextual framework, the naturé¢he particular sensitivities at
play in the novel's reception can be understoodenotearly.

In the years following the collapse of the Beflifall and the reunification
of Germany, a general public discussion began @isetwiability, desirability and
precise characteristics of a putative new natiasharitity. Collective memories of
the Third Reich with its ideology of aggressive ioadlism, along with the
fracturing of the German state into East and West tmade a sense of national
identity in the post-war period highly problematrReunification appeared to some
to offer the opportunity to move beyond the pararsebf the post-war era, and to
set a new cultural agenda for Germany'’s futures Thiange of focus was marked
on the one hand by thekiteraturstreit with its condemnation of post-war
‘Gesinnungsliteratur’. More overtly, it emerged kit the political discourse of

the New Right’

2" For an account of the development of the New RighGermany, see Jan-Werner Miiller,
Another Country. German Intellectuals, Unificati@and National Identity(New Haven and
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Developing parties of the New Right, such as tepublikaner, were faced
with a very considerable problem. While seekingligassociate themselves from
the influence of the Third Reich, they continueatmact unwelcome comparisons
with National Socialist ideology, or at least withe fascist tendencies of its
intellectual precursor, the Conservative Revolution the one hand, they wished
to establish a new sense of confidence in Gernatitivn and culture, while on
the other, they were confronted by the brutal fawtscontemporary German
history. In order to gain mainstream political resgability, they had first to
overcome the painful dominance of the recent pasthe collective national
consciousness. The intellectual backbone for thesrgpted shift of perspective is
provided by the various ‘Publizisten, Philosoph&ahriftsteller und Journalisten’,
who ‘machen aus der Neuen Rechten mehr als einepmitische Bewegun@®
and who contribute to a range of New Right journatgl publicationsDie
SelbstbewuRRte Natioh offers a useful collection of essays written by
representatives of this group in response to issaesed by Straul3’ highly
controversial essay ‘Anschwellender Bocksgesangigirally published in
1993 Interestingly, Tilman Krause, who reviewed Kleapgrnovel for Die

Welt, also appears as a contributobDie Selbstbewul3te Natiomhe volume sheds

London: Yale University Press, 2000) pp.199-225r Bodiscussion of the New Right with
particular reference to their cultural and phildsicpl background, see Roger Woolstion ohne
Selbstbewultsein. Von der Konservativen RevolatimnNeuen RechtefBaden-Baden: Nomos,
2001) pp.173-198.

28 Woods, Nation ohne Selbstbewuftsein. Von der Konservafemlution zur Neuen Rechten
p.175.

% Die SelbstbewuBte Nation. ‘Anschwellender Bocksugsand weitere Beitrdge zu einer
deutschen Debatted. Heimo Schwilk, and Ulrich Schacht (Berlirlstein, 1994).

%0 Botho StrauR, ‘Anschwellender BocksgesangDie Selbstbewufte Natipad. Heimo Schwilk
and Ulrich Schacht (Berlin: Ullstein, 1995) pp.1@-4
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light on the New Right’s conception of history atnddition, as well as revealing
their strategies for putting the Nazi past intddrigal perspective.

A key aspect of their position concerns what tlelaracterise as a
pernicious strain of self-loathing which has conoedefine German national
identity. In his much disputed essay, Straul3 comdethe lack of confidence in
German tradition and history which has led to marad social decay. This decay
can, according to Straul3, be directly attributedthite loss of traditional and
nationalistic values, which have been suppressdtianpostwar era of German
‘SelbsthaR®! Since Germany has been trained to regard thesges/alith
suspicion or open contempt, moral and social dechacomes the logical and
inevitable result:

Die Hypokrisie der oOffentlichen Moral, die jederzalerierte [wo

nicht betrieb]: die Verhdhnung des Eros, die Verhily des

Soldaten, die Verh6hnung von Kirche, Tradition uadoritat, sie

darf sich nicht wundern, wenn die Worte in der KMein Gewicht

mehr haberi?

Young people in Germany are no longer imbued wiiease of nationhood, but
rather with national self-hatred which is constastrengthened by the spectre of
National Socialism:

Nach  Dezennien der  kulturellen  Gesamtveranstaltung

Jugendlichkeit findet man nun vor eine ziemlich gaziehrte

Substanz von Jugend, die letzte Progenitur der heegszeit,

deren Uberlieferungs- und Stimmungsgeschichte euber

Negationen und des Vaterhasses ist, f>.]'

This ‘Vaterhass’ has not emerged naturally, but, hagues Straul3, been

institutionalised and deliberately disseminatedthg left-dominated ‘deutsche

% bid, p.23.
%2 |bid, p.22.
% |bid, p.26.
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Nachkriegs-Intelligenz’, which, ‘Von ihrem Urspruriim Hitler) an hat sich [...]
darauf versteift, dall man sich nur der Schlechtigkter herrschenden
Verhaltnisse bewuRt sein kanf’.Traditional values have, in his eyes, been
replaced with cultural bankruptcy. Instead of ttiah, authority and the Church,
Germany relies for its self-esteem on empty andntidss consumerism: ‘Der
einzige Feind, gegen den man nicht kAmpfen kanndesten Bedrohung die
Krafte nicht anspornt: Volksreichturf®.StrauR also views the artistic and cultural
spheres as blighted by the ‘Gewaltherrschaft und [Totalitarismus® of
vacuous media, which rely on americanised and efigpigulae to transmit their
increasingly meaningless message:

Die meisten Uberzeugungstrager, die sich heuteshenen lassen,

scheinen ihren Nachsten Uberhaupt nur als den grell

ausgeleuchteten Nachbarn in einer gemeinsamen hbalkszu

kennen®’
As Straul3 argues, the domination of the media anthalistic information has
replaced literature as the cultural voice of thieoma

Since, in Straul3’s view, Germany has lost sightso$trongest values and
has lost touch with a sense of national traditiod &istorical continuity, it no
longer has the will to defend itself and its cudtuagainst attack. There is, he
suggests, an automatic condemnation of nationhhéekoth at home and abroad:

DalR jemand in Tadschikistan es als politischen ragftbegreift,

seine Sprache zu erhalten, wie wir unsere Gewadasryerstehen

wir nicht mehr. Dal3 ein Volk sein Sittengesetz gegmdere
behaupten will und dafir bereit ist, Blutopfer zunben, das

% |bid, pp.22-23.
% |bid, p.20.
% |bid, p.31.
37 Ibid, p.24.
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verstehen wir nicht mehr und halten es in unséberdl-libertaren
Selbstbezogenheit fiir falsch und verwerffiéh.

He sees this enforced denial of the German ‘Sisez’ as an unstable and
contradictory deception, which he predicts will uitably lead to conflict
‘between the traditional values that are ultimatelyt to be denied and the
superficialities of the present.Economic success will form no defence against
the deeper and more substantial power of the past:

Es ziehen aber Konflikte herauf, die sich nicht mékonomisch

befrieden lassen [... ] Es ist gleichgultig, wie g bewerten, es

wird schwer zu bekdmpfen sein: daf3 die alten Dimght einfach

Uberlebt und tot sind, da? der Mensch, der Einzeune der

Volkszugehdorige, nicht einfach nur von heute islvisthen den

Kraften des Hergebrachten und denen des standigehriigens,

Abservierens und Ausléschens wird es Krieg géBen.

Only by a return to traditional values and a regctof their more recent
replacements can the violent ‘Ausbruch gegen deneBibetrudg™ be avoided.

The contributors t®ie Selbstbewul3te Natidake up Straul3’ polemic and
concur that an obsessive preoccupation with theeziof National Socialism has
had a disastrous effect on German identity andnaticonfidence. An imposed
and exaggerated sense of national shame has, ripas, ded to the ‘Selbsthal’ der
Deutschen’, an unparalleled collective feeling eff-foathing in which any
expression of national feeling or symbol of Gernmational identity has become

taboo:

Die neudeutsche Identitat besteht in der Negatweriselbst und
kann so wuniversal vorbildlich sein fir die kosmadpsthe

% |bid, p.21.

%9 Stuart Parked)nderstanding Contemporary Germafiyndon: Routledge, 1997) p.198.
0 StrauR, ‘Anschwellender Bocksgesang’, pp.21-22.

“! 1bid, p.30.
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Uberwindung jedes Nationalismus — denn so weit digse nicht
mehr deutschen Deutschen ist ja bisher kaum eireantblk??

The acceptance of guilt as the only respectableessmpn of German identity is
portrayed in part either as a scheme by the vmigriallies permanently to
subjugate and weaken Germdnyr as a strategy used by the left to ensure the
unassailable status of liberal democratgince an effective ‘gesellschaftliches
Sprech- und Denkverbd® was in operation, and the universities and theianed
were in the grip of a left-liberal ‘Verschworunty’'the German people were, they
argue, prevented in the postwar era from questiphoth the often reprehensible
behaviour of the Allies and the legitimacy of tresfpwar system of government in
the Federal Republic. This portrayal of the dehibersubjugation of German
national feeling is embellished by suggestions that Nazi crimes were by no
means unique. The process of ‘Schuldminderung d@chuldnachweis bei
anderen Vélkerd” tries to demonstrate that other nations have #asiburden of
historical guilt which they have failed fully toaegnise. Events in Bosrifsor the
bombing of Dresden by the Alli€sare used by the New Right to present the
crimes of National Socialism not as characterigifc Germany, but as ‘ein

gelaufiges Intermezzo im nunmal blutigen DramaWettgeschichte®® The view

2 Reinhart Maurer, ‘Schuld und Wohistand. Uber diesthch-deutsche Generallinie’ iDie
Selbstbewul3te Natippp.70-84, p.74.

3 Klaus Rainer Réhl, ‘Morgenthau und Antifa. Ubernd8elbsthaR der Deutschen’ iie
Selbstbewul3te Natippp.85-100, pp.93-94.

44 Roland Bubik, ‘Herrschaft und Medien. Uber den Kémegen die linke Meinungsdominanz’ in
Die Selbstbewulte Natippp.182-194, p.185.

45 Réhl, ‘Morgenthau und Antifa. Uber den Selbsthaf Bleutschen’ p.94.

“% |bid, pp.96-97.

*” Thomas Assheuer, and Hans SarkowRechtsradikale in Deutschland. Die alte und dieeneu
RechtgMunich: Beck,1992) p.188.

“8 Maurer, ‘Schuld und Wohistand. Uber die westlighssche Generallinie’, p.76.

49 Rohl, ‘Morgenthau und Antifa. Uber den Selbsthaf Bleutschen’, p.94.

%0 Assheuer and SarkowicRechtsradikale in Deutschland. Die alte und dieenRechtep.189.
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of the Nazi era as the culmination of German traditis rejected with the
assertion that ‘Hitler ist kein Charakter-Symbot @&utschen, und Auschwitz ist
nicht der logische End-Ort deutscher GeschictlteThe ‘real’ Germany lies
elsewhere, separate from the aberrations and rastak the recent past. This
central concept of ‘das andere Deutschland’ praviddink with an alternative
German tradition which expresses ‘all that is gaodsermany and all that was
largely suppressed in the course of histdfyThe Third Reich is therefore to be
seen as a regrettable but essentially transitovgrsion from the true path of
German history, a path of which Germans should roeiprather than ashamed.
Reunification is seen as an opportunity to returndas andere Deutschland’ by
abandoning the German obsession with the recehapdsejecting the hegemony
of the postwar left. If this opportunity is overkex, these essays suggest,
Germany will be nothing more than a cultural voighwein Wohistands- und
Konsumpatriotismus? replacing any meaningful feeling of national idgntOnly
by constructing in the popular imagination an alaive Germany, in which
fascism no longer looms large, can the problem aftional ‘Selbsthal®’ be
resolved, and a collective confidence in Germangidtural tradition be
established. As Woods has pointed out, these NeghtRintellectuals have
encountered difficulties when defining the chargsties of this other traditior:

Richard Evans makes the same point, arguing teatligdw Right tend to rely more

1 Schacht, Ulrich, ‘Stigma und Sorge. Uber deutsdtientitst nach Auschwitz’ inDie
Selbstbewul3te Natippp.57-68, p.68.

*2 parkeslUnderstanding Contemporary Germamy171.

°3 Maurer, ‘Schuld und Wohlstand. Uber die westlighstsche Generallinie’, p.81.

** Woods, Nation ohne Selbstbewuftsein. Von der Konservaf@mlution zur Neuen Rechten
pp.173-198.
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on a polemical ‘Feind’ mentality than on any comeréescription of German
nationhood:

It is hard to escape the conclusion that the astHof Die

Selbstbewul3te Natipare caught here in a series of paradoxes from

which they are unable in the end to find any way [ou] none of

them seems prepared to say what German natiortarewdctually

is. This is characteristic of the book as a whualkich is far more

concerned to attack the left than it is to put famgvany positive

arguments or policies which might define the right.

Seen in the context of these debates, the ide@bgesonances dEin
Garten im Norderbecome somewhat clearer. The concepts emanatng tfre
New Right of national self-hatred and their suggesof ‘das andere Deutschland’
as a possible source of salvation form a startmgtdor reviewers attempting to
assess Kleeberg’s political intent. The novel'spidgn vision of a Germany in
which fascism has no place echoes uncomfortabtizerears of those opposed to
the programme of the New Right. On the other haimase broadly in favour of
‘das andere Deutschland’ in principle find muckctiicise in the exact nature of
the tradition which Kleeberg is invoking, and in atlthey see as his ambivalent
attitude to nationalist fervour. Taking these hygtined sensitivities into account,
therefore, to what extent does Kleeberg engage thaghideological implications
of constructing ‘das andere Deutschland’ and hovesdde negotiate the
difficulties inherent in such a project? Is it pibés to situate the novel clearly in

terms of its ideological position or does Kleebattempt to transcend political

categories?

% Richard Evans, ‘Rebirth of the German Right?’ Rereading German History 1800-1996
(London and New York: Routledge, 1997) pp.225-288232-233.
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Vaterhal} and Vaterliebe

To a great extenttin Garten im Norderdoes appear to engage directly and
explicitly with the much disputed issues of ‘Vatefh and ‘das andere
Deutschland’ raised by the New Right. This engagemgees beyond simply the
nature of the novel’'s plot with its revisioning obntemporary history. Rather, it
seems to underpin the text's thematic content anfbim a deliberate point of
departure for the reader. This is certainly nosag that Kleeberg is echoing the
arguments of the New Right or attempting to lerehtHiterary support, but there
is strong evidence to suggest that he is usingdgét®tes surrounding German
identity and contemporary history as a key frameetérence for his novel.

In reading the opening chapters Bin Garten im Nordenit quickly
becomes apparent that the novel exhibits a preaticuppwith nationhood and the
problematic nature of German identity. When therlaklbert Klein returns to
Germany after many years living elsewhere, he dm¢sview reintegration into
his homeland with anything like joyful anticipatioAt best, he is uncertain about
his sense of belonging and what the future holdd, & worst appears to exhibit
strong symptoms of what the New Right identify ¥aterhal3’, an overwhelming
feeling of disgust towards his own country. Thistlyamanifests itself throughout
the post-Wende sections of the novel as an oppodietween two conceptions of
national identity. On the one hand is the conttattveen an individual and the
state, in which he or she is formally granted eitighip and becomes legally
identified as German. On the other is the more loefsuidea of Heimat, consisting

of a powerful sense of belonging to a particulaituze, based on a strong
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emotional attachment. For Klein, these two paral@lirces of a stable identity
have become dislocated from one another. His iyerdis a citizen of
contemporary Germany is no longer supported by déeper associations of
Heimat. As a result, an unresolvable contradictidevelops between his
established legal status as German, and his gropeéngpnal sense of alienation
from the national culture within which he grew up.moving back to Germany,
therefore, he does not feel that he is coming hdmaetather that he is confronting
a significant faultline within his own psyche. Thigposition is made explicit
early on in the novel. In leaving France, Kleirg@ng ‘nach Hause in die Fremde’
(GN, p.9), abandoning an adopted country which fekéshome, in favour of his
homeland which seems foreign: ‘[ich] kehrte auseeiwahlheimat, die mich als
Fremden ausspie, in eine Fremde zuriick, die ichatsirmeine Heimat einfach
nicht mehr vorstellen konnteG, p.10). German citizenship has fundamentally
negative connotations for Klein, and is an inesbpdurden which he must
accept as an unfortunate fact of life. Howeverralied he may feel from his own
country and even if he chooses to live abroad gh@ims psychologically trapped
within the fixed boundaries of nationhood. Whenskéles in France and marries
Pauline, he explains that ‘ich [hatte] die deutsSkemtsbirgerschaft aufgeben und
Franzose werden koénnen’. His decision to retaim@er citizenship is testimony
not to his patriotism, but to a realisation thabdBe je suis, boche je rest&N,
p.83). Using this pejorative word, Klein emphasikesdislocation from national
identity, while realising at the same time that iwidlal transformation is

impossible.
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Some of the reasons for Klein’'s problematic relaghip with his
homeland soon emerge. As he drives through Gernidein discusses at some
length his observations and criticisms of Germaaietp and culture, drawing
attention to various unwelcome changes which hakert place in his absence. As
Klein crosses the border and makes his way thrégytmany, he soon encounters
evidence of bland homogeneity, crass commerciali@n, overwhelming
preoccupation with luxury consumer goods and aommrehensible vocabulary,
all of which act as indications of cultural bankiwyp

Ich sagte mir immer wieder: Du wirst in einem Ldaden mussen,

wo alle verstehen konnen, was du sagst, aber dstelwst ihre

Worter  nicht mehr:  Lebensversicherung, Karriereplan

Bausparvertrag, Emissionsschutz, Anti-AKW-Bewegung,

Feuchtbiotop, Shareholder Value, Spontiszene, é&iteiert. Du

wirst im Standort Deutschland hocken, danische dButt

hollandische Tomaten und spanische Erdbeeren esgssen, die

Geschafte schlagen dir um sechs die Ture vor dee Na, die

Filme sind alle synchronisiert, und ohnehin gibt esir

amerikanische GN, pp.12-13)

The symbolic expression of this cultural void idtfound in ‘die Armeen grol3er,
glanzender Mercedes-, BMW- und Audi-Limousine@N, p.13), which broadcast
a smug message of economic success. The scopdiafahaambition does not
encompass any profound philosophical vision orcathiramework. Instead, in a
country ‘fur Autos gebaut’'GN, p.16), the measure of greatness is limited to the
efficient construction of high quality roads. Aseldl ironically observes: ‘Das
nationale Budget eines Landes wie Belgien kanntnsth hoch sein wie die
Ausgaben, die hier zum Ausbau der Stral3en, zu Beschilderung, zur Wahl

ihres Materials oder ihrer Bordsteine, Bulrgersteumed Ampeln verwendet

werden’ GN, pp.16-17). The same spirit of relentless consismeand cultural
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vacuity seems to dominate many of the people witlorw Klein comes into
contact. His uncle Ernst, a retired manager forlOgmnducts a series of affairs
with his secretaries, while his wife is confineda obesity clinic. Proud of his
ability to assimilate into modern life, he demoatgs his familiarity with the latest
computer games, and defends, in terms of techmibgctivity, the scientific
progress which was made possible by Nazi resedstty pp.137-139). When
Albert meets up with some of his old friends in Heamrg for dinner, he becomes
entirely disillusioned with their emphasis on matersuccess and career
advancement. Helmut, whom Albert first got to kn@s a young poet, has
abandoned his literary ambitions, and submergeddiinin his suburban home,
pursuing a legal career during the week and piagtigolf at the weekend. Like
Rudolph he has entirely rejected his earlier cdioms apparently without
compunction, and has become a ‘Rechthaber [...],atleseine Volten als den
alleinseligmachenden Weg rechtfertigen mul3@N,(p.384). The meal ends in
intense irritation for Albert, as the bill is calated for each individual in
excruciating detail. Many of these criticisms sesdmost to echo Straul3’s vitriolic
assault upon the ideology of ‘Volksreichtufi’,or Maurer's attack on
‘Wohlstands- und Konsumpatriotismué'In focusing his attack on the banality of
consumer culture and the empty trappings of econaunicess, however, Klein is
entering upon ambiguous political territory. Heraseto be both reasserting the
critique of contemporary German society made byNkb Right, while himself

exemplifying the phenomenon of ‘Vaterhal3’, whickyHind so repugnant. At the

°% StrauB, ‘Anschwellender Bocksgesang’, p.20.
" Maurer, ‘Schuld und Wohlstand. Uber die westlighstsche Generallinie’, p.81.
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same time, Klein’s outbursts concerning consumepitaissm equally invoke
voices on the left, who see social fragmentationthees unwelcome result of
overbearing market forces. Despite the clear engeage with contemporary
political debates, therefore, it is extremely difilit to discern the exact character
either of Klein's ideological position or of Kleetges political intent. This
ambiguity is further heightened by the portrayathef former GDR.

Since Klein first crosses the border at Saarbrickesfirst impressions are
of the West rather than the former East Germanys Titial re-encounter with
West Germany serves to underline Klein's dissattgfa with the dominant
culture of reunified Germany, which he denigratessaamere expansion of the
Western socio-economic model. In his view, the ;m8undeslander’ in the new
Germany are permitted to contribute little to thétwral mainstream other than a
new market for gleaming vehicles and immaculatetaties of tarmac. As Klein
begins to reestablish contact with family and eldrds, the dominant ideology of
cultural vacuity and empty consumerism seems tce hawertaken even those
closest to him. Many of these people have abandtred previous creative and
intellectual interests in order to accumulate wealtd to conform to conventional
lifestyle expectations. Some of the most startlirejmsformations have occurred
among those from the former GDR. A prime examplehig is Albert’s cousin
Rudolph. The metamorphosis of Rudolph from a livalyd easygoing jazz
musician in the GDR into a cynical money maker,regpes all that Klein finds
most repellent about contemporary German society it colonisation of the

East. In the early days of their friendship befthhe Wende, when Albert was
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living in Paris, he remembers his cousin as a wanah entirely likeable figure.
Having received a travel permit out of the GDR, arder to visit his ill
grandmother, Rudolph takes the opportunity to ctbesFrench border and see
Paris for himself. He is full of excitement and wen for the beautiful sights
around him, eagerly drinking up the atmosphere exptessing pleasure at each
new experience:

Er ging durch die lauten lichtertrunkenen Straf3eh dem Blick

des Uberwaltigten Touristen, den Kopf ein wenigedadpen, die

Augen in Hbhe der dritten Etage gerichtet, um niattt der Flut

der Details ertrankt zu werden. Er hatte mir lange fest die Hand

geschittelt, als er bei uns eintraf und mir dalmeidie Augen

gesehen — man ist derlei nicht gewohnt, und ichehath weil}

nicht warum, ein schlechtes Gewissen oder empfaral A&t von

Scham: wie ungeschickt und verschichtert er zunicie, als

Pauline ihn, anstatt shakehands zu machen, linksechts auf die

Wange kifte.GN, p.49)
The whole picture is one of an innocent abroad diuthildlike simplicity, naively
enjoying new and sophisticated pleasures. Unlile dtbane Westerners, who
avoid direct eye contact and suavely exchange cpslitan greetings, Rudolph’s
behaviour is artless and straightforward. He iscifeded by ‘der joviale
Professionalismus der Kellner’, astounded by thezlitag array of seafood dishes
and full of impatience to have his first experierafethe pinball machine@N,
pp.50-51). Neither can this be interpreted neghtias merely the effects of
cultural ignorance. In his own area of music, Rptds extremely knowledgeable.
On their way to a famous Parisian jazz club, Albattempts to explain the
complexities of the musician they are about to héehn erklarte Rudolph, dal3

Murrays Stlcke zunachst schwer zu horen seien, alr als meisterhaft

entpuppten, wenn man sich nur in ihre Logik zu e&asn verstinde’GN, p.51).
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However, it immediately becomes apparent that he btaderestimated his
cousin’s knowledge. His cosmopolitan self-assuragigces way to the realisation
that Rudolph is by far the better-informed. Hististaas a GDR citizen has not
prevented him from seeing the most famous jazz ciarss in the world. In answer
to Albert’s surprised question, ‘Du kennst den Narfileave Murray]?’, Rudolph
replies:

»Ja, ich habe ihn ein paarmal in Warschau geseheh Da

kommen immer eine ganze Menge Leute zusammen.ri&listidas

jedesmal eine Pilgerfahrt. Zwolf Stunden mit derabhi und dann

zelten bei drei Grad. Viermal hab ich Miles Davissghn, aber

auch Leute wie Braxton, Chico Freeman, die Mardliger,

Garbarek, oder Bill Evans und Shorter..Gd; p.51)

Albert’'s assumptions about the parochialism of dosisin’s outlook have been
overturned, and the breadth of Rudolph’s culturadlarstanding revealed. Even
Pauline, who is customarily disparaging about Gesnéinds nothing to criticise:
‘Jazzer unter Jazzern, schlug er die Bricke zwisdMarschau und dem 9. Pariser
Arrondissement. Internationaler als wir alle. Errvder erste Deutsche, an dem
Pauline nichts zu kritteln fandGN, p.52).

This highly positive characterisation of Rudolgntnues into the months
immediately following the collapse of the Berlin WaVhen Albert and Pauline
go to Globau to visit him in 1990, they instantgef at home. Klein's experience
of life with his cousin’s family is idyllic, full & the warm sun and shared
enjoyment of the countryside and of music. Days spent in large inclusive

groups of family and friends, a way of life whichrefreshingly new to Albert and

Pauline, and which is symbolised by the collecéxperience of making music. In
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cultural terms, the people of Globau seem to béedrand happily singing from
the same hymn sheet:

Am Abend grillten wir drauRen in der Laube, Rudolpdspritzte

die Schweinenacken uber der Holzkohle mit Bier, des Fleisch

saftig zu halten, es wurde gesungen und musizadig; machten

mit, die Alten genauso wie die Kinder, deutscheKghéder, die

alle zu meinem Erstaunen auswendig kannten, undisehg

Standards. Rudolph spielte Saxophon, sein Brudekorleon,

Ulrikes Mann zupfte auf der Gitarre, der Schwiegésv

improvisierte ein Solo auf der Maultrommel [..GI, pp.63-64)

In this chapter, itself entitled ‘Das andere Dellsnd’, we find a positive picture
of German identity which has survived the assanfitsistory. German folk songs
are known off by heart and are sung without emisameent, and a clear sense of
community prevails. Once again, Pauline breaksutiincher suspicion of German
culture. She feels ‘endlich adoptiert von einer tdeloen Familie’ and happily
suggests to Albert, ‘wenn wir jemals nach Deutsathlgehen, um da zu leben,
dann hierher’ GN, p.64).

However, in Klein's ensuing visits to Rudolph thghwut the nineties, it
soon becomes clear that social changes are enngltipe former GDR, and that
the unique character of Globau and its people adengoing an unwelcome
transformation. Through the changes which have beenght in the character of
Rudolph emerges the betrayal of the former idykk@ihmunity. Reunification has
not resulted in a benevolent sense of nationaugich, but has instead led to the
colonisation of the East by Western consumer celtand the exploitative
operations of large corporations. Gone is the ffigface of the East German jazz

musician, and in its place has developed the ngurdiof the slick financier. No

longer satisfied with lesser models of car, he‘BesE-Klasse-Mercedes’ to park
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outside his brand new bungalow, and is irritatechisywife’'s desire to hang onto
the old ‘Trabbi’ GN, p.65). Instead of leisurely picnics and musicd&ph is
absorbed in the frequent calls he receives on loisilenphone, and is no longer
interested in making his way in jazz. Having resignhimself to the harsh
economic realities which demand that ‘Man mul3 $ialt ein biRchen nach der
Nachfrage richten’ GN, p.69), he has abandoned jazz fusion, and hasetmi
himself to crowd-pleasing New Orleans and Dixielandmbers, which he
performs occasionally at parties. Instead of musécdirects his energies towards
a series of dubious and legally suspect investrpasjects, which he began with
‘zwei Typen aus dem WesterG[, p.69) and is expanding with an organisation of
venture capitalists based in Switzerland. His labesiness deal concerns a four
hectare piece of land in central Berlin, which Iseaittempting to sell to an
American software company, despite the fact that ldnd is thought to be
severely polluted. Any attempt made by Klein to gjiea the ethics of any of
these projects is met by evasive self-justificattonthe part of Rudolph and his
associates. Rudolph portrays himself as champiathi@dpusiness acumen of East
Germans: ‘ich wollte ihnen schon beweisen, dal’ ausndem Osten kommen und
dennoch etwas von Business verstehen ka@M, (p.71). Sternhart, a partner in
the Berlin project, insists that they have ‘voreail den menschlichen Aspekt im
Auge behalten’, arguing that he is motivated by @ahduty to serve the new
post-Wende society: ‘Ich nenn es eine grofRe Aufg&liee nationale Aufgabe.
Herrgott nochmal, auf diese Wiedervereinigung habéndoch alle 40 Jahre

gewartet! Und dann dabeistehen und nicht mithelfeann sie endlich kommt?’
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(GN, pp.73-74). Paul Scheidig, a representative ferAmerican firm, is similarly
self-congratulatory in his language, rebuking Atbdsedenken Sie, dald wir es
nicht zum Spal oder aus purer Profitgier tun’. Rententers into a long list of
social and economic benefits which he is magnanghyawilling to provide. As an
investor in the new Germany, he is acting as afaetw, distributing largesse in
the form of jobs, office space and leisure fa@iti In short, he concludes, ‘wir
helfen auch mit, Leben in dieses Viertel zu bringé@N, p.85). Rudolph’s
indignation about the colonisation by Western bessman, whom he previously
described as ‘Schieber! Hyanen! Wie die Spanier den Inkas oder die
Amerikaner mit den Indianern’ GN, p.62), has given way to complete
assimilation. For Rudolph and his business partmexsonal identity has become
merely a fig leaf with which to cover a ruthlesside for financial gain.

Rudolph’s transformation is reflected by the changéiich have taken
place in his home town of Globau. As Klein obserireshe course of his visit,
most of the evidence of local community has gomel has been replaced by
blandly homogenous gleaming car showrooms, high-sfopping facilities and
the inevitably immaculate new roads:

In finf Jahren hatte Globau sich in eine typischedesdeutsche

Kleinstadt verwandelt. [...] Die StralRe verbreitenduasphaltiert,

mit Abbiegespuren und Ampeln, zwei Supermarkte, Bawni- und

Heimwerkermarkt, die Viehweiden zu rechter Hand emn

»Gewerbegebiet West« umgewandelt, mit den riesigkaten

»Aufschwung Ost« am Stral3enrand, ein Honda-Handiech

groéRer und mit noch mehr Glas: ein VAG-Handler uatlyas

kleiner, daflr schicker und aluminiumsglanzend: @&MW-

Autohaus. Alles strahlte blitzsauber, man konntkdimem anderen
Land sein als in Deutschlandsg, p.55)
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Most telling of all, in Klein’s cultural lexiconsithe fact that the beauty of the
natural world has been disregarded or deliberaafypressed, in favour of the
‘Chrom-Nickel-Welt der BundesrepublikGN, p.56). The supposed ‘Aufschwung
Ost’ is characterised by the destruction of theehweiden’, and ‘keine Spur’
remains of ‘ein gepflastertes, idyllische Wiesemctiachneidendes Stralichen mit
Schlagléchern’ GN, p.55). Although some of the town’s gardens remiiay are
‘in der Februarnasse [...] nackt und bradBN, p.56), with no birdsong to remind
him of how beautiful it used to be. Whereas Rudasipfarden used to be a
‘Zaubergarten’ which Klein remembers in loving de{&N, p.57), he now has
merely an empty space ‘wo einmal ein Garten ergstedollte: aufgetirmte Erd-
und Sandhaufen, gefroren, tauen@N; p.65). Reunification has not brought a
wider and more stable sense of community, but hsiead resulted literally in a
barren wasteland. As Klein's father argues, the #f#dam a business transaction, in
which the West provides funds in return for thetSaacceptance of the laws of
the market: ‘Wir tun unser Teil, aber die musseereluch das ihre tun und
anfangen, ein bil3chen Initiative zu entwickeln. fecken da 100 Milliarden rein
[...] (GN, pp.53-54).

Klein’s vitriolic attack on the cultural bankruptof German consumerism
forms part of an explanation for the demise of amnegful concept of collective
identity. Trapped within a homogenous and bland ldvoof products,
contemporary German society is, Klein suggestsagable of defining itself in
any more profound terms than the relentless adorsof new cars. A further

symptom of this cultural poverty which Klein disgsris the absence of any real
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collective memory. The domination of consumer sycievith its lack of
philosophical depth and its sense of impermanemes, lost any profound
connection with the past. Klein’s ‘Vaterhal?’, thegilist with his homeland, seems
partly to reside in a feeling of being disjointedrh his cultural heritage. As he sits
outside the Waldstein palace, he contemplates wieatsees as Germany’s
collective memory loss. For Albert, towns such aasterdam, Paris and Prague
seem to resonate with history and echo with theesiof those who have gone
before. This perception stands in stark contragtisoown country, in which he
sees only a relentless desire to forget, and tg dag concept of continuity which
goes beyond the formation of the BundesrepublileirKiregards Germany as a
society which has lost its way, and which seeksltu@l identity only through the
economic successes of the present:

Schonheit hat auch mit Erinnerung zu tun, denn ssder

Vergleich, der Schonheit schafft. Und ErinnerunigKsntinuitat.

Wie oft hatten sich mir in Amsterdam, in Paris, Anblick eines

Hauses, eines Cafés, einer Stralle die Zeiten mangeschoben,

Silhouetten aus vier, aus funf oder sechs Genesttio die

dieselben Stufen abschliffen, aus demselben Fergtschaut

hatten, Uber die namlichen Stral3en geschrieben. Wind Ein

Loch. Ein Nichts. Und die Stimmen, wir muf3ten doshdlich

vergessen. Was sind 50 Jahre? Viel fur ein Volls daubt, es

bestehe erst seit 45 JahreBN( pp.28-29)
This strategy of limiting national identity to tipeesent heightens Albert’'s sense of
contempt for his country, since ‘Wie kann man in eand zurtickwollen, in dem
nur die Gegenwart existierte, in dem man nur diggBevart gelebt hatte?G(\,
p.31). Neither does Germany’s rejection of its opast endear itself to its

neighbours. While the new Germany may have consua new self-image

which denies an earlier tradition, other countaesnot so ready to forget:
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Nicht jeder vergil3t so schnell wie unsereins und wir glauben,

dal3 ein jeder vergessen musse. Das Exil 6ffnetAdigen. Vor

allem tber die lllusion des kurzen Gedachtnissesgnan Nachbarn.

Wenn wir wuf3ten, wie wenig Liebe, Vertrauen, Aclguand

Freundschaft unser Wirtschaftswunder, unsere Deatiekrunsere

Nationalelf und unsere Autos hervorgerufen hab@&, (p.29)
Seen in this way, Germany can be characteriseccakuaal vacuum, bordered by
frenetic consumerism on the one hand and the shafldvazism on the other. A
generation of Germans has thus grown up with theesef a ‘Loch’ at the centre
of their nation. As Albert bitterly summarises: édDeutschen: ein Teil alte Nazis,
ein Teil neue Amerikaner. In der Mitte ein LoclGN, p.40). The overriding
symbol of this cultural no-man’s-land, where tramitand history have no place,
is the barren plot of ground which Rudolph is tgyito sell to an American
corporation. This land, identified by the title givto chapter Xl as ‘Das Loch im
Herzen von DeutschlandG(\, p.80), represents in the novel the tragic schism
which has opened up between Germany’s presenttanqmhst. Abandoned since
the end of the second world war, and trapped betlee divided German states,
it is a wasteland, in which little grows, and abaevhich little is known. Like
Rudolph’s untended and desolate garden, it acts Ki@in as a powerful
embodiment of a barren national culture:

Aus der festgetretenen, umgegrabenen oder neu satigtteten

Erde wucherten Disteln. Es war Brachland, um deis seit einem

halben Jahrhundert kein Mensch mehr gekiimmert.Hditeen in

Deutschland. Mitten in Berlin. Ein LochG{, p.81)
Like Germany, it has been robbed of its identitygl aprooted from a sense of

continuity and tradition. When Albert enquires wiezt the earlier ownership of

the land has been investigated, he is met withkblacomprehension. The idea of
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pursuing history beyond the confines of the post-ar@ is unthinkable. Albert
objects, arguing that, ‘Hier hat alles eine Verganteit. [...] Auch wenn alle
Faden durchgeschnitten sind. Auch wenns uns heatleist. Auch wenn wir uns
nicht erinnern wollen oder kdnnerGL, pp.84-85), but the only response which
he receives is Herr Miiller's repetition of the coermial transaction which is
currently taking place. As far as his informationeg, ‘war hier nichts als
verseuchtes Brachland, auf das niemand Besitzactsprérhebt’ GN, p.85), and
he sees no need to research any further into theemé is to rescue Germany
from this cultural ‘Loch’ that Albert begins hisosy of ‘das andere Deutschland’,
a place in which tradition and continuity can barfd. To overcome his hatred for
his contemporary society, Klein must look to thetgnd rediscover his great love
for his homeland. This love, which overrides his o#ional attachment to
individuals, expresses all that is most profound amost precious in Klein’'s
search for his own identity:

Die Sehnsucht nach den Higeln und Waldern, nach der

Mailandschaft und der Unwille gegen dieses Land,rdeht so war

wie andere Lander, mein Weg, mein Zynismus, menaeifigkeit,

meine Neugierde, meine Zerstbérungswut, meine Enmgen,

meine Tr&nen, meine Suche — war das nicht LieG&R [0.45)

In the course of these opening sections of theslndileeberg introduces
many of the issues which are raised by the New tRidé portrays an individual
who feels contempt for his own country, and locatee reasons for this
‘Vaterhal3' partly in the bland and homogenous coresism which dominates

German society, and partly in the absence of @maltitradition. When a nation is

robbed of its own history, he seems to suggesthimptremains but a cultural
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wasteland, in which German identity withers andsdi# ‘Vaterhal}’ is to be
replaced with ‘Vaterliebe’, this connection withetipast must be restored and a
sense of continuity rebuilt. The construction ofisdandere Deutschland’, a
concept which is central to many of the contribsittrDie Selbstbewul3te Natipn
offers an opportunity to reclaim Germany from tHatahes of both the ‘alte
Nazis’ and the ‘neue Amerikaner’. With a nationaldition re-established, the
‘Loch’ at the heart of the nation can be filleddam new German identity can be
born.

In many ways, therefore, Kleeberg is engaging Wwith the language and
the thematic preoccupations of the intellectual gviof the New Right. The
emergence of ‘Vaterliebe’ from ‘Vaterhal?’ with theelp of ‘das andere
Deutschland’ all signal an engagement with theilitipal discourse, and to a
certain extent echo their rhetoric. This is, howewertainly not to say that
Kleeberg's novel itself occupies the ideologicakition held by the New Right.
The condemnation of rampant consumerism does alitdend itself equally or
more comfortably to the political left, and Kleeberses none of the New Right’s
tactics of historical relativism, which aim to cays the Third Reich to ‘ein
gelaufiges Intermezzo im nunmal blutigen Drama \ditgeschichte® Indeed,
in Albert’s attack on his uncle Ernst (pp.138-138)s rather his uncle’s failure to
respond with sufficient respect to the memory @f tlolocaust which enrages him.
Albert’s father, who derides ‘Gedenkstatte’ whitading his copy oFAZ (GN,
p.85), is similarly attacked. This rejection of fesition of the New Right is most

clearly visible in the narrative role played by fleemer East Germany. Taken at

%8 Assheuer and SarkowicRechtsradikale in Deutschland. Die alte und dieenRechtep.189.
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face value, the novel’s portrayal of the GDR thiotige eyes of Klein presents the
reader with a recognisable and broadly left-leanimgrpretation of reunification.
Klein appears to view East Germany with nostalgitging as the embodiment of
social cohesion, vibrant folk culture and inclusammunity life. As reunification
progresses, he sees these values and social stsidragmenting under the
pressure of Western consumerism. The idyll of comahsinging and well-tended
gardens gives way to cynical business deals andhls@olation. With this
portrayal of pre- and post-Wende East Germany,nkiketapping into a well-worn
utopian vision of the GDR which could itself clgabe seen as problematic. In her
article ‘Die Mauer in den Kopfen’, Friederike Eiglgoints to the newly emerging
tendency on the part of East Germans to regard>R with nostalgic longing.
As with many other commentators, she views thigrasinhelpful development,
which prevents citizens of the former GDR eithenircoming to terms with their
own past or breaking down the ‘Spaltung’ betweantbelves and their Western
neighbours:

Zum einen entsteht eine Tendenz zur Nostalgie Beschonigung

der Verhaltnisse im ‘vormundschaftlichen Staat’ d#DR, zum

anderen wird dadurch eine interne Auseinandersgtaun das

AusmaR der eigenen Verwicklung und Mittaterschafmiederr?
Karl Heinz Bohrer makes a similar criticism, thoughh less understanding and

sympathy than Eigler, when he attacks East Germéera/ and intellectuals for

attempting ‘soviel wie moglich von der alten Utopied dem utopischen Habitus

% Friederike Eigler, ‘Die Mauer in den Képfen: Medigmen der Ausgrenzung und Abwehr am
Beispiel der Christa-Wolf-Kontroversegerman Life and Letter46 (1993) pp.71-81, p.78.
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individuell und institutionell zu retterf2 Whether these criticisms of East
Germans are justified or not, Klein, with his ination of ‘Ostalgie’, does seem to
be offering a rather sanitised version of what veadotalitarian and highly
repressive regime.

In terms of its ideological standpoint, therefotbe novel appears to
straddle two recognisable but highly problematieipretations of contemporary
German society. On the one hand, Kleeberg seetns tisawing explicitly on the
discourse of the New Right. Klein’s overwhelmingatérhal®’ is presented as the
result of a weakened national identity, which hagiented under the destructive
forces of consumer capitalism and the spectre aid¢a This supposed wreck of
national culture can only be salvaged through #eomstruction of ‘das andere
Deutschland’, a more cohesive and innocent sociggyy which the anomaly of
fascism can be expunged. On the other hand, acmhimast to the discourse of the
New Right, Kleeberg is drawing on a nostalgic Grice of the GDR, in which
close knit communities live in idyllic surroundingiee from State oppression. By
using ‘Das andere Deutschland’ as the title to t#raglll, Kleeberg even seems
to be putting forward the GDR as a serious candiftatthe utopian reinvention of
Germany, a suggestion which none but the most diehmembers of the SED
could countenance.

What then is Kleeberg's intent in framing his novatound these
controversial and polarised debates on Germanitgeartd history, a narrative

decision which, as | have already shown, tendsdugke a suspicious or negative

%0 Bohrer, Karl-Heinz, ‘Kulturschutz DDR?’ iMerkur. Deutsche Zeitschrift fiir européisches
Denkerd4 (1990) pp.1015-1018, p.1015.
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reaction in the case of some reviewers? How caassess the precise position of
the novel in relation to these ideologically prob#gic areas, and what role do the
fantastic elements of the novel play in negotiatisgues of such high political

sensitivity?

Romantic irony and the representation of ‘Das andes Deutschland’

Central to the question of Kleeberg’s narrative potitical intentions is the level
of ideological self-consciousness which is exhibiby the novel. The invocation
of recognisable fixed political categories withiin Garten im Norderdoes not
merely occur at an implicit level, whereby the meratas to form his or her own
connections between the novel's thematic contedtthe wider context of public
debates. Rather, Kleeberg makes these links eixpli@ text openly thematising
its own ideological references, and incorporating ¢onflicts raised by the clash
of ideological interpretations into the body of tharrative. As Wolfram Schiitte
implies in his review, the act of interpretation nst simply confined to the
relationship between the reader and the text,datso explicitly acted out within
the text itself. This ‘dritte Ebene [...], die depmischen, dialogischen Reflexion
iiber Grenzen und Méglichkeiten dichterischer Pisastd forces the reader into
an awareness of the political implications of ni@veadecisions, and dramatises
any resulting dissent. Any attempt to untangleitle®logical threads of the novel
must therefore take account not only of the nareatepresentation of ‘das andere
Deutschland’, but must also explore the ways incWhihis representation is

challenged from within the text itself. This intatnand ironic dialogue occurs

51 Schitte, ‘Der Traum vom »anderen« Deutschland’.
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most obviously through the fantastical role of theokseller, who appears
mysteriously without warning at various points tgbout the novel and berates
the later Klein for his narratorial choices.

A useful way of understanding the overt intrusiéthe ‘Antiquar’ into the
text of Ein Garten im Nordencan be found in the idea of romantic irony. Bigad
speaking, this constitutes a form of irony wher#igy illusion of reality offered in
the text is shattered through the interventionrofathorial voice or the voice of a
character within the text. By commenting on navathoices, criticising the way
in which the story is being told or suggesting raiédive plotlines, this intruding
voice draws attention to the construction of the ieself and makes overt and
often critical reference to the narrative convemgiavhich are being employed.
However, as many critics have commented, any attémgefine the concept of
romantic irony presents a number of difficultieayfond Immerwahr questions
the use of the word ‘romantic’ as an appropriatentéor the form of irony in
question®® while Lilian Furst points to the widespread caficonfusion between
romantic irony and other forms of literary irofiyTheorists such as Ernst Belifer
and Ingrid Strohschneider-Kofirshave written important studies of romantic
irony, which offer in-depth analyses of German Rotitism and the conception
of irony as put forward by Friedrich Schlegel angldontemporaries. In seeking to

understand the notion of romantic irony, therefoe, philosophical and historical

%2 Raymond Immerwahr, ‘The Practice of Irony in EdBgrman Romanticism’ iRomantic Irony
ed. Frederick Garber (Budapest: Akadémiai Kiad&8)pp.82-96, p.82.

® Lilian R. Furst,The Contours of European Romantici§ondon and Basingstoke: MacMillan,
1979) p.17.

%4 See Ernst BehleGerman Romantic Literary Theof€ambridge: Cambridge University Press,
1993).

% See Ingrid Strohschneider-KohBie romantische Ironie in Theorie und Gestaltuigibingen:
Niemeyer, 1977).
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complexity of the subject matter becomes immedyatgdparent. The various
intricacies of these wideranging contextual anditétcal issues lie outside the
scope of my study. However, despite the fierce tdelvehich surrounds any
attempt to define romantic irony, there are a nunalbéeatures upon which critics
can broadly agree, and which can provide a usefukivwg definition.

Most critics emphasise that romantic irony, likkey forms of irony, is
founded upon a duality or dialectical structurehimtthe text. As Lilian Furst
points out, the central characteristic of the isbn$ the ‘dual vision’, a mode of
communication in which the surface meaning of the ts unsettled:

Traditionally the ironist has a dual vision, for $&es a latent reality

divergent from the masking appearance on the sarfahile

recognising the incongruities of a situation, hensg to accept

things at their face value. But at the same timepihe means or

another, he lets his other view shimmer throughthst the reader

too becomes aware of the alternative. In the réadmgreeing

comprehension of the double meaning there is at taci

communication of the ironic perspective from therair to the

reader.*®
However, unlike the forms of ‘stable irony’, wheyetine surface layer of meaning
is dispensed with and is replaced by another motieeatic and sincere meaning,
romantic irony questions the authenticity of the feself. Stable irony ‘is intended
to be reconstructed with meanings different fromsthon the surface [...] is stable
and fixed insofar as there is no further demolitadrthe reconstructed meaning’
and ‘is finite in application®’ Although there is a double layer of meaning within

the text, there exists a relationship of intimaeyween the creator of the text and

the recipient of it, a relationship in which thettaar, ‘though maintaining his

® Furst, The Contours of European Romanticiprih9.
%7 Ibid, p.21.
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aesthetic distance, is secretly in collusion witte reader®® In the case of
romantic irony, however, there exists no such cotafile bond. The main focus
of the irony is not to enable the reader to unlthek secret but stable meaning of
the text. Rather it acts to reflect upon the acanistic creation itself by overtly
dramatising ‘the authorial consciousness’ and dedectic of self-creation and
self-destruction® In the Romantic period, as Behler suggests, thiid drama of
creativity, examples of which can be seen in thekwaf Schlegel, Tieck and
Heine among many others, echoed a series of funttameontradictions and
ambivalences within the Romantics’ conception efdint and the artist:

More than in any other period of Western literattine ironic

attitude appears as the distinctive hallmark of tRemantic

generation, deeply affected as they were by thaeganmism of heart

with intellect, of spontaneity with reflection, gbassion with

calculation, and enthusiasm with scepticism. Ihishis epoch that

we encounter individuals who, out of their “dédarént”, engage

in infinite reflection’®
It is concentration on the process of creatingxatteat defines a romantic ironist.
Unlike other ironists, they do not ‘conform to thermal narrative expectations’
and ‘the actual creative process becomes so esksanfgiart of the work that it
often seems to usurp the centre of interésis the act of creation begins to take
over as the subject of the text, the narrativeyuaitd coherence, which are to be

found in many other forms of irony, start to fragrne

The narrator's stance is that of the self-conscioasonteur,
standing alongside his narrative, offering overmoment on his

°% |bid.

% Frederick Garber, ‘Coda: Ironies, Domestic andr@msolitan’ inRomantic Irony ed. Frederick
Garber (Budapest: Akadémiai Kiadd, 1988) pp.358;p3258.

0 Ernst Behler, ‘The Theory of Irony in German Romigism’ in Romantic Irony ed. Frederick
Garber (Budapest: Akadémiai Kiadd, 1988) pp.43B43.

" Furst, The Contours of European Romanticjgn®4.
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work, voicing his views unabashedly in front of rdkaracters,

whose fate often appears of lesser importancenothan his own

reflections. The romantic ironist, therefore, assam prominence

in his narrative that is the antithesis of the {madiden, reticent

position associated with the traditional irorffst.

Furst comes to the conclusion that this breakingnopf the narrative illusion,
while possibly positive in intent, is nonetheless nagative development,
destroying the relationship between reader ancatasrand leaving the reader in
the disorienting role of ‘no more than an audienéghe creative spectacle at
best'/?

In his examination of the function of romanticrigg D.C. Muecke takes a
more positive view. Rather than seeing romantioyras a mere collapse into
disorder and narrative anarchy, he emphasisesoles of transcendence. By
acknowledging the contradictions inherent withie thiork of art, creative artists
are able both to recognise and to move beyonddhedpx which confronts them.
To this end, romantic irony operates by drawin@rdton to the materiality and
mechanical construction of the work, reminding tbader that he or she is dealing
with a representation of reality and not with raitiself:

The sophisticated or self-conscious artist who wsara of the

contradictions implicit in the double nature of arll sometimes

bring into his work at the imaginative level somgpects of its

existence at the ‘ordinary world’ level as a wotlatt is being

composed, and composed to be seen, performeddrThat is to

say he will break into the artistic illusion withraminder to his

public [...] that what they have before them is oalypainting, a

play, or a novel and not the reality it purportsb This sort of
thing has been called Romantic Iroffy.

2 |bid, p.26.
3 Ibid, p.27.
" D.C. MueckeThe Compass of Irorffondon: Methuen, 1969) p.164.
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The explicit assertion of a duality between realignd representation
acknowledges ‘the fact that art, like any otheemafit to verbalize reality, must
always fall short of its aim’> Since the artist attempts to represent the wbedyr
she is forced into an ambivalent relationship wath the contradictions and
paradoxes which the world exhibits. The human stkige condemned to be ‘a
finite creature in a seemingly infinite and endlegerld whose fathomless
complexities he could never penetrate, whose stedradictions he could never
reconcile, and whose infinite possibilites he cbulever realize’® However,
using the philosophy of Fichte to reflect on thiatienship between the artist and
the world, Friedrich Schlegel and other proponesitthe Romantic movement
were able to some extent to readjust the balanceoafer. While the artist is
irrevocably tied to a world full of paradox and t@dliction, he or she can use the
power of the imagination to reach beyond the fiané strive towards the infinite.
Thus a dualism is created in which the individuathbacknowledges his or her
material limitations, while at the same time trasrsting them with the infinite
supremacy of the human mind and imagination. Ithis dialectic between the
materiality of the work of art, limited by the camés of the world and the
boundless power of the creative imagination trandicey it, which romantic irony
expresses:

we get a composite image of man as infinite anel in@magination

and reflection but finite and limited in understargland action. In

other words, we see the real ironizing the ideainore precisely,

the ineluctable ironies of life ironizing man’s cpelling need to

reach towards perfection (and this can be recodrarel expressed
with bitter or despairing irony); but converselhetideal can

5 Ibid, p.163.
% Ibid, p.191.
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ironize the real, that is, man can express histspindependence
of the world with disdainful or insouciant irofy.

By acknowledging the limitations of the work of asthich are inescapable,
therefore, the artist is simultaneously assertiisgan her freedom from them. In
order to transcend the finite materiality of therldpthe problematic and dualistic
nature of art becomes a central concern of the vitsedf. The conflicts and

paradoxes of artistic creation become assimilatenlthe work of art, allowing its

creator both to take account of them and to moyerdthem:

The impossibility of comprehending the world in itastness, its
complexity, and its dynamic quality is, we seejrapossibility that
confronts the work of art. How can a work of arthieh of its
nature is something that can be finished, and theresomething
finite and static, express the infiniteness ofife..]The answer
given by the Romantic Ironists was that the workrbfshould itself
acknowledge its limitations, and by doing so witbny it would
take on the dynamic quality which life has and wehart should
therefore express. The first step the artist malgt is to recognize
that he cannot ‘preserve himself against the detseel power of
the whole’ by retreating into pure subjectivity,r feo content
oneself with the outpourings of individual inspioat is to lack a
sense of the universal. [...] Just as one can proteeself against
the overpowering objectivity of the world with inpnby not taking
it altogether seriously, so an artist can, indebdukl, protect
himself against his work. If he did not adopt aonical attitude
towards his work (and his authorship) he wouldrbprisoned in its
finiteness, limited by its limitsVis-a-vishis work the artist is a god
— free to create or destroy at his mere pleasune tlais freedom is
to be expressed in his work as irdfly.

Romantic irony, then, is a fundamentally dialedtioade, striving for universality
by mediating between creative limitations on thee drand and a suggested
transcendence of them on the other. Moving fromRbmantic period itself to the

post-Wende context din Garten im Nordentherefore, how can this ironic and

" Ibid, p.192.
8 Ibid, pp.195-198.
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dualistic mode be understood, and what are itsicgagbdns for the construction of

‘das andere Deutschland’'?

Ein Garten im Norden and Irony

Throughout the novel, there is an all-pervasiveelef irony which unsettles and
undercuts any straightforward ideological intergtiens of the text. The ‘dritte
Ebene’ identified by Schiitte is not confined to Hppearances of the Antiquar,
but is also evident in a slightly more disguisednfothroughout the novel,
including those sections which concern the lateeirKland his experience of
contemporary Germany. As | have already arguedgchioosing the title ‘Das
andere Deutschland’GN, p.54) for a chapter which offers an uncriticaldan
glowing portrait of community life in the GDR, Klberg is drawing on an easily
recognisable feeling of nostalgia or ‘Ostalgie’ which the former East Germany
is looked back on from the perspective of the Mieade Bundesrepublik as the
embodiment of a better society. However, since lfdeg makes such an explicit
link between the nostalgic vision of ‘das anderautSehland’ and the GDR, it
becomes difficult to accept Klein's wistful portedyentirely at face value. By
using a familiar political category to define thespiion being adopted by Klein
the narrator, Kleeberg is relativising Klein’s vei@and is placing it within the
context of wider debate and dissent. In this whag,reader is forced to respond to
Klein’s perceptions in a critical and analytical yeather than simply through
empathetic acceptance. The ideological and emdtpmwer of Klein’s rhetoric is

therefore undermined by the overt textual signatgch point to his appropriation
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of an already well established and even clichédadisse. Seen in this way, the
portrait of community life in East Germany can blerstood through a narrative
framework which is dualistic and ironic. The utapianostalgic vision is
constructed, but is at the same time problematisebugh an overt
acknowledgement of its political implications.

Taking the ironic structure of the text into acchuherefore, it is difficult
to accept Klein’'s dreamy picture at face value. Timages which he uses to
describe the lost utopia of the GDR past seem tchmsen precisely to echo a
well-worn and problematic idyll, rather than to a&i® a politically untainted
vision. The ubiquitous East German car, the Trab@nttransformed into a
symbolic embodiment of family and community cohesié/hen Rudolph talks of
his regular pilgrimage to the Warsaw jazz festita ,remembers convivial twelve
hour road trips ‘mit dem Trabbi'GN, p.51), and when Klein and Pauline go to
stay with him in Globau, the Trabbis are once nmessed into service, in order
to accommodate yet another high-spirited grouplefgure seekersG{, p.64).
By the end of the day, normally restrained Pauliae thown off her inhibitions,
and is playing barefoot with a throng of laughirgldren, who love her, leading
her to the conclusion that ‘wenn wir jemals nachu@ehland gehen, um da zu
leben, dann hierherGN, p.64). The Trabbi makes another appearance as a
utopian symbol when Klein returns to Globau in 199Bhilst Rudolph has
transformed himself into a cynical businessman,lding mobile phones and
shady contracts, his wife has remained true to swese of an East German

Heimat. When Klein arrives at the new bungalow chased thanks to Rudolph’s
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business deals, he is confronted by a visual abighe old world and the new:
‘Vor der Doppelgarage stand ein E-Klasse-MercedesHeelgas alter Trabbi, mit
dem wir vor funf Jahren schon nach Pillnitz gefahnaren’ GN, p.65). Helga’'s
car embodies continuity and nostalgia, evoking mé&soof happier times and
family excursions, while the Mercedes represents riew order of consumer
aspiration. Just as the Mercedes and the ‘Handwyt po the intrusion of consumer
technology and social fragmentation, so the Trale@itbmises those previously
powerful family and community values which have besbandoned in post-
Wende society.

Similarly heavy symbolism occurs in the chapteritlmat ‘Das andere
Deutschland’. The repeated and resolute emphasimatunal images to represent
the former flourishing of GDR culture confronts theader with a utopian and
harmonious past. As Klein describes in effusiveaillehe variety, colour and
profusion of plants which could once be seen thnoug Globau, a picture of the
GDR emerges through this ‘Zaubergarte@N, p.57) which is reminiscent of the
Garden of Eden itself:

Vorne wucherten Flieder, Goldregen und Jasmin ileerPforte.

[...] Die schmalen, plattenbelegten Wege, gesaumt von

Rosenstrauchern. Die drei Kirschbaume, der Apfethaan dem

eine Holzleiter lehnte. Der Gemisegarten mit denteegifen

Kartoffeln, den leuchtenden Tomaten [...] Am Zaunlarg die

Himbeeren. Die schattige Laube vor dem Geratesamnyppo man

uns Kaffee und Kuchen servierte, selbstgebackergt@®tz und

Streuselkuchen, Kaffee flr eine ganze Kompanie, Qrahgensatft

fur die Kinder GN, p.57)

The pointed allusion to Rudolph’s barren garderhiatnew houseGN, p.65)

leaves the reader in little doubt as to the ideckdgsignificance of this literal
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decay. To make the political point even more ouelgjn observes regretfully that
the ‘romantisch’ ‘Ernst-Thalmann-Park’ has beenaraad ‘Willy-Brandt-Park’
and has been adapted to Western tastes, with ‘lbadeagen und naturlich
zwanzigmal mehr Autos, Geschéafte und Zigarettemaaten als damals’QN,
p.56). Klein is clearly not afraid of adopting bigaoppositions in his
characterisation of contemporary German societydrtie GDR past. While the
former East Germany offered a natural paradisearagoply free of ideological
contamination, the Western social model can prowdéy barren and crass
consumerism. The GDR was a wholesome and idylacein which to grow up,
complete with safe roads, family outings and roncaigeheime Treffpunkte fir
Liebesverabredungen’ G\, p.55), whereas the West is represented by
supermarkets and environmental destruction.

By using images which are so pointedly and repelii emblematic of
utopia and its betrayal, Kleeberg is building alieuayer of meaning based on
narrative irony. At one level of meaning, the refeses to joyful simplicity among
the flowers and Trabbis convey a message of nastiaigging for a lost society.
At another level, however, the very exaggeratedstesce on these somewhat
hackneyed images seems to call for a degree afraspection on the part of the
reader. Not only does Kleeberg present a utopiatrgyal of the GDR, but he
also, through his reference to ‘das andere Dewtndhland the extravagant
symbolism of his images, explicitly defines thessgages as an attempt to invoke
a utopia. As a result, the self-reflexivity of thext takes away the act of

interpretation from the reader, and makes the tiaeta political intent overt.
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Since the ideological subtext is unmasked by the iteelf in this overt way, it
becomes impossible to avoid a confrontation witke throblematic political
implications which are revealed. The self-consam@ss of the text encourages a
similar self-awareness on the part of the readgmBans of this dual perspective,
sentimentality and nostalgia are not intuitivelyfemed from the text and
emotionally internalised by the reader, but ardnegatrevealed to be political
constructs. This use of narrative irony, which botinstructs a utopian vision and
deconstructs it at the same time, makes any attepdsition the novel in terms
of its political affiliation a great deal more dd@lt. In order to understand the
ideological implications of the text, the readerasgjuired to interpret not one but
two narrative levels. These levels do not coexishutual harmony, but are rather
in constant dispute with one another, as the swggphasarrative truths of the text

are challenged and destabilised by an undercuofardany.

Romantic Irony and the Utopian Garden

Building on this layer of narrative irony whichpsesent in the text, it is through a
similar method of romantic irony that the fantaatioole of the Antiquar can be
understood. By interrupting and intruding upon tierative flow of Albert's

story, the bookseller draws attention to the wagkiof the text and breaks the
illusion which Albert is attempting to build. Anyesse of completion or organic
unity, which is suggested by Klein’s utopian visio® broken open and subjected
to unforgiving scrutiny, changing fundamentally thelationship between the

reader and the text. As Albert narrates the stdrKlein the banker and his
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miraculous garden, the Antiguar makes numeroususi@ns into the text,
criticising his protégé’s wanton manipulation oftory and drawing attention to
the problematic ideological implications of his raive focus. The story does not
simply progress unchallenged under the sovereignraloof its narrator Albert,
but is instead interrupted and contested by theeradtely mocking or angry voice
of the bookseller. As a result, the story losesdtaus of a coherent and organic
whole, becoming rather a narrative battlegroundwimch rival political and
philosophical interpretations fight for predominantn the course of this conflict,
the ideological subtext of Albert’s utopian visi@dragged out of the shadows
and is made the main focus of debate. Instead@fialg the political implications
of the story to work on the reader at a covertrderential level, the disputes
between Albert and the Antiquar force the readeangage with these issues in an
explicit and deliberately overt way. Just as theaghg picture of the former GDR
is problematised by an ironic double perspectigeireny pervades and unsettles
the alternative utopian vision of Germany embodigdhe ‘Garten im Norden'.
The internal coherence of the text is thereforekdémoopen in order to emphasise
and to dramatise possible areas of ideologicallibnf

The Antiquar’s first intrusion occurs quite neae theginning of Albert’s
story. Albert begins his account of the earlieriKke ‘anderes Deutschland’ with
an extended and lavish description of the bankmai&, giving a strong indication
of the kind of cosmopolitan and enlightened sociekych it might represent. As
with the portrayal of the GDR, which uses flourighigardens and natural beauty

to suggest the rejection of a bankrupt consumeui@jlso the ‘Garten im Norden’
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forms a living emblem for an alternative historit@jectory, in which democratic
principles replace cultural insularity and aggresshationalism. The garden
provides a utopian environment, where politiciaagjsts and intellectuals can
meet and transcend the ideological barriers whisldel them in the world
outside. The ‘Garten im Norden’, like the GDR, &sdribed in terms of a refuge
from cultural as well as literal ugliness. Albeses the language of the fairytale to
convey clearly its utopian status. Just as Glodér‘geheime Treffpunkte fir
Liebesverabredungen’GQ, p.55), so Klein's park is given added emotional
resonance by its fairytale overtones of secretesuby and romance:

»Einst gab es, mitten in der Reichshauptstadtneseétsamen Park.

Er war von hohen Mauern umgeben, tber die im Fhihgier Duft

von Geil3blatt, Flieder und Harz wehte, und Liebaspa

verabredeten sich unter der Laterne im SchattenKdstanien...«

(GN, p.87)
As the journalist and novelist, Joseph Roth, issharound the garden by Klein’s
adopted father, Johannes, he is enchanted and rbgubeé beauty which he sees.
Roth, a prominent literary figure of Austro-Hungariorigin, who in his later work
often expresses mournful longing for the pastiaegported back to his childhood
by the delicate fragrances of the plants and tri@espite the fact that he grew up
outside Germany, the garden acts upon him as apaBve embodiment of
childhood innocence, and he recalls ‘langvergandgiuer’ ‘voller Nostalgie und
Sehnsucht’ GN, p.87). In the course of his tour, two harmonigusb-existing
aspects of the garden become apparent: the asse@ti@a global rather than

national outlook and the simultaneous invocatiom strong sense of Heimat. On

the one hand, it embodies a cosmopolitan envirobnremwhich prominent people
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from around the world congregate and discuss aerasfgcurrent issues. As
Johannes points out, the purpose of Klein's gardemot simply to attract
‘Politiker, Kunstler, Musiker, Wissenschatftler’, talso to form a focal point for
the ‘Viele Auslander who are visiting Germany frameighbouring or far-flung
regions of the world. Johannes emphasises thattltis international character of
the park which is ‘das Wichtigste fur den Herrndbiior’ (GN, p.90). When Roth
meets Jean-Marie Riviére, a French participant ieirks ‘Zirkel um die Welt’
scholarship fund programme, he too asserts the auslitan philosophy of the
banker’s various projectsG{, pp.111-116) The park, with its English, Japanese
and French gardens, seems to transcend nation&vamdcontinental borders and
cross-cultural misunderstanding. Within the wallgree garden, the political and
military disputes which reign in the world outsidee banished, and the rallying
symbols of nationhood are replaced by the univeressage of natural beauty:

Exterritorial! Das war es! Der Garten war extemab Es wehten

keine Fahnen hier, es marschierte kein preul3isbhigsir durch

die Alleen, es gab keine Trikolore, keinen UniookjJ&eine Sterne

und Streifen, weder Schwarz-Rot-Gold noch SchwaezBMRot,

auch keinen Doppeladler, nur das Rosa der Azabiss Blal3blau

der Stiefmutterchen, das Alabasterweild der Magnbligen. Es

gab keine Marschmusik, sondern das Gezwitschevdgel’ (GN,

p.109).

However, alongside this preoccupation with cestoff the blinkers of
nationalism and parochialism the emotional drawH#imat’ remains a strong
influence. Among the examples of gardens from aildte world, there is an area
dedicated to the Schwarzwald region of Germany,clwhacts as a powerful

symbol for the German spirit and imagination. As tlRotakes the

‘Schwarzwaldpfad’ through the trees he is entranoetl by the cosmopolitan
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flavour of the park, but by overwhelming nostalgieemories of his own
childhood: ‘Schwere Augenlider, so sehr riefen T@e, Gerliche und Anblicke
Erinnerungen herauf, Bilder aus der Kindheit undehd, ein Echo unschuldiger
Tage, als alles mdoglich, alles richtig gewesen wW&N, p.95). What Roth
understands as the exterritoriality of the parktherefore accompanied by an
equally important sense of belonging, expresseautir childhood reminiscence
and the longing for lost innocence. For Klein, wgrew up in the Schwarzwald,
this part of the garden is even more significantilé&/he embraces diverse
cultures and traditions, he nonetheless retairieoagemotional sense of his own
regional identity. As Johannes explains, the Schwald section of the garden,
including the artificial hill, has been createdngssoil and stone which have been
transported from the region itself. Klein made thelRborate arrangements from a
sense of ‘Nostalgie’ in order to recreate a pattisfKinderheimat’ and to remind
him of his days as a young boy, running throughttées on his way to and from
school GN, p.93). It is to this part of the park that Kleiames to remember his
early life:

Und die Rosen und Birnbdume, das war Zuhause, enlictit- und

schattendurchflutete Schwarzwald mit seinen Tarureh Fichten

und den sonnengesattigten moosigen Felsen, dastenbighmat

und Nostalgie heif3en fir den Eigentim@&iN( p.109).
In the idyll of the ‘Garten im Norden’, these twouiding forces of
cosmopolitanism and Heimat are not in conflict wethch other, but rather are
mutually enriching and complementary. The emotiomaiwer of Klein's

‘Zuhause’ blends harmoniously with the patchworlgtafbal cultures, landscapes

and political affiliations contained within the @mhational atmosphere of the
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garden. In a phrase which is used throughout theslnim characterise utopian
vision, Roth describes the park as based on twwiples: ‘Schdnheit und Ratio’
(GN, p.101). It is not merely the beauty of the projhich is important, but also
the sense of balance and proportion. The poweh®futopia relies not on one
dominant philosophy or identity which gains predoamce over all others, but
rather involves a harmonious union between a nurobetifferent perspectives
and personal allegiances. The garden, which rehethe finely tuned relationship
between ‘ausgleichende und schaffende menschliemel’Hand the power of the
natural world, symbolises this ‘perfekt ausbalariCieGN, p.95) fusion. At the
centre of the harmonious whole is Klein, whose gcandent vision has enabled
the project to become reality. He refuses to actlept‘Grenzen’ which limit
human experience and strives towards ‘das Abso{GiN; p.107). Like the garden
itself, he embodies the harmonious fusion of pakrafbrces. As Johannes
comments, he is at once a man with a poetic sditgdond a man of action:
Wissen Sie, er mul} ja exakt denken und spreched.udn seine
Traume wahrzumachen, hat er poetisch von seinemuniga
sprechen muissen, aber zugleich auch exakt. Poatisghexakt.
Damit solche Leute wie ich, aber auch ganz andemgichst sehen
kénnen, was seine Vision ist, und dann ihm helfsie, zu
verwirklichen. GN, p.108)
In order to achieve the realisation of his dreamg bring together individuals
with diverging personal agendas, Klein, like thedga, must unite apparently
contradictory forces and create a harmonious whole.
It is after these few chapters, which serve prilp&o introduce the figure

of Klein and his utopian garden, that the Antiquaakes his first unexpected

interruption. As the later Albert Klein sits in iaffic jam on the way to Hamburg
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and argues with his father about his future, theokbeller from Prague
mysteriously appears in the back seat of the cat,keegins to challenge certain
narrative decisions which Albert has made. Firshlg, attacks the choice of a
banker as the protagonist, lambasting Albert fauging his attention exclusively
on the upper echelons of the capitalist hierarctigfiir habe ich es [das Buch]
Ihnen nicht gegeben, dal’ Sie darin von banalent&egpen schreiben! Fallt Thnen
denn nichts Wichtigeres ein als ein Millionar®N, p.128). In the Antiquar’s
eyes, the supposed democratic and egalitarianipi@scof the utopian garden are
unavoidably punctured by the overtly capitalist @fitist profession of the central
character. Albert sees his narrative as an attéongeal with his ‘Heimweh’ for a
lost Germany and to banish his ‘Horror vor dem &ixty vor der Stunde Null, vor
der respektlosprapotenten Revolution des Volligeteun post-Wende German
society. In writing his story, he is harking baak the comforting and warm
‘Herbstlicht der konservativen und ewigen Metrop¢@N, p.129), where there is
a sense of harmonious continuity between the ptesehthe past. For Albert, his
protagonist is ‘ein grofRer VisionarG(\, p.130), who offers an alternative to the
tyranny of the present, and who can provide a nmggdwi link to past values
which have, in his view, been carelessly tossedeadtor the Antiquar, on the
other hand, the story of Klein and his garden regmés nothing more than a
bourgeois, reactionary construction of history ldasen sentimentality and
‘Eskapismus’ GN, p.131), in which socio-economic movements ardauded in
favour of the cult of the great individual:

Und da entbléden Sie sich nicht [...] als sdRen Steemim 19.
Jahrhundert und als kdnne man das noch, von einerm Hu
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erzahlen oder von Individuen, die glauben, sietémeihr Schicksal

in der Hand, sie seien Reprasentanten — oder icigtilglauben SIE

das ja, anstatt von den Strukturen, von den Bewggunzu

sprechen [...] Ich weil3 nur, da3 Geschichte Sozialgebte ist,

Herrschaftsgeschichte, und daf3 Sie mit Sentimestticksal und

der unerschutterlichen Identitdt grol3er Manner $owustorisch

wie auch logisch und literarisch auf einen bo&semifficuch

zusteuern.GN, pp.130-132).
Seen in this light, Albert’s ‘Geschichtsbild istiktionar GN, p.131) and Klein’'s
projects of the garden and the ‘Zirkel um die Waeatterely an ineffectual
‘Zeitvertreib’, whereby an exploitative capitalisin salve a bad social conscience
(GN, p.130). The bookseller accuses Albert of a craitiempt to manipulate the
past for his own sentimental ends, and deny theolsrof twentieth century
German history, by creating the morally unimpeaéhalnd clichéd figure of ‘ein
guter Deutscher’ (EG, p.131). Albert responds bfindeg the Antiquar's own
position as a hackneyed reprise of Marxist disaaure parodies the bookseller’s
arguments, suggesting that the Antiquar valuesidecversion of literature based
on socialist realism:

Sie wissen nicht, was Sie wollen [...] Einmal solhidber den

gluihenden Kern meiner Liebe schreiben, oder wie SEh

ausdriicken, aber dann darf es sich nicht um Mensbhedeln,

sondern um Strukturen, um Korper, um Zeichen, urahrwes

historisch wird, muf3 ich beginnen mit: Die ausgeb®u Klasse

Deutschlands entwickelte kollektiv ein  Bewultseirhrer

revolutionaren Identitat, die zugleich die nati@alvar, oder

umgekehrt, oder wie dachten Sie sich d&%, (p.131)

This political dispute over the ideological imgtons and narrative
priorities of Albert’s story is accompanied by aakel struggle for ownership of

the text itself. The Antiquar, who gave Albert theok in the first place, asserts his

right to interfere in the construction of the nék@, arguing that, ‘Wenn die
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Dinge so fehlzulaufen drohen, dann bin ich gezwargjazugreifen’ GN, p.130).
He does not accept that the narrator should haldre@n power over the text or
should be allowed to make unchallenged decisiomsitathe progression of the
story. In his view, no individual should be grantdte sovereign right to
manipulate fictional or historical events withowinsultation: ‘Kein Historiker und
noch weniger die historische Person besitzen Gestehisowenig wie der Autor
ein Thema, einen Stoff besitzG, p.132). Albert, on the other hand, is outraged
by this interference, and insists that his auttqmaaver is absolute. He forbids the
bookseller to intrude on his role as narrator, asderts his freedom to control
history within his own text:

Was aus meinem Kopf auf mein Papier kommt, ist elmam allein

und ausschliel3lich meine Sache. Meine Geschichedidrgn mir.

Und nicht jeder hat jede Geschichte zu erzahlesofén ist es,

egal woraufs hinauslauft, zunachst das meine. Whdverbiete

Ihnen ganz einfach, sich da hineinzumischen. Jd,warum nicht

ein anderes Deutschland, wenn es das ist, woramich erinnern

will, wenn ich will, dal3 es existiert habe@N, p.132)

Temporarily silenced, the Antiquar disappears, waynAlbert that his project
cannot possibly succeed.

These disputes over ideology and narrative authbave a powerful effect
on the reader’'s relationship with Albert's altemat vision of Germany.
Throughout the account of Klein and his utopiardgar the virtues of balance and
harmony are shown to be paramount. While the woudigide may be riven with
conflict and loud with dissenting voices, withinettboundaries of Klein’s park

concord and symmetry hold sway. The opposing idgo#b forces which do battle

elsewhere are here brought into a fusion of ‘Sckdnind Ratio’. As Roth makes
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his way round the garden, he is overwhelmed bystémse of completion and
wholeness. Nowhere is there a jarring note or ameht of discord. The reader is
presented with the picture of an organic wholeylich nothing needs to be added
and nothing taken away. The ideological implicasiaf such a utopia are left
unexplored, or at most are implicit within the teMtith the appearance of the
Antiquar, however, the unity and balance of thiggayal is blown apart. Whereas
in Albert's story, peace and harmony reign, in tiscussions between the
bookseller and his protégée, there is nothing bgryadisputation and unresolved
differences. In the Antiquar’s vigorous assaultsruplbert's work, the narrative
becomes an ideological battlefield. The utopianowiss thrown off balance as
every aspect is challenged and held up for scrutitoylonger is the text, like the
garden, an organic whole, but is rather a problemetnstruct, involving
questionable political undercurrents and a dubimanipulation of historical
context. In turn, the arguments of the Antiquar auédbjected to the same
examination by Albert himself. Possible ideologigaplications which may lie
hidden in the text are uncovered and attacked riaatlinterpretations of the text
examined in unforgiving and analytical detail. Adiraal blow to the harmony of
the utopian vision, even the authority of the naraimself and his right to
construct the text are under threat. As a resulhisfprocess, the reader is left not
with a coherent narrative whole, but rather withset of fragmented textual
messages which cannot be reconciled. In a simitarter the representation of the
GDR, Kleeberg therefore constructs his contempdRapmenerzahlung’ and his

utopian re-shaping of Weimar Germany around a systedual perspectives. Not
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only are there two principal narrative levels imts of time, involving the post-
Wende world of the later Klein, and the earlieealtative world of the utopian
garden, but there are also multiple levels of megmn the interpretation of the
utopia itself. Like the portayal of the GDR, thepita is lovingly constructed, only
to be deconstructed almost immediately with equn#tgsiasm. However, with the
fantastical role of the mysterious Antiquar, theht@que of double vision is made
even more explicit. The challenge to the utopiaas only conveyed through an
ironic system of over-elaborate and romanticisedges, but is itself dramatised
overtly within the text. The figure of the Antiqugrises open the lid of the
narrative mechanics, forcing the reader to conftbattext’s complex ideological,
linguistic and stylistic workings.

Since this fragmentation of the utopia and its mmegis a central feature
of Ein Garten im Nordenit is important to understand what function teehnique
might have for the novel as a whole. Why does Keéeglthoose to frame his novel
round a system of formal and ideological confliatel what is their function in
terms of Kleeberg’'s engagement with the polarisebates surrounding ‘das

andere Deutschland’ and the construction of contearg German identity?

Romantic Irony and the Failure of the Text

As | have already argued, Kleeberg appears to engattp and respond to two
opposing and highly problematic interpretationsG#rman history. On the one
hand, he gives a eulogistic portrait of the forB®R, a questionable view of the

régime, which is then undermined through the useeobal irony. On the other
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hand, he invokes the notion of ‘das andere Dewschifavoured by supporters of
the New Right, which sees National Socialism asgrattable but essentially
marginal deviation from the true course of Germastony and posits an

alternative historical trajectory. This concept \pdes a vision of Germany

untainted by the ignominy of the past and free ételorate its traditions and
identity without political inhibition. It is thisnivocation of an alternative trajectory
which forms the main focus for Kleeberg’s deploymeiromantic irony.

Central to Kleeberg’s depiction of the utopiarh@t Germany embodied
by Klein the banker and his garden is the inesdapiat that it ends in failure.
However vividly the novel may conjure up a set ppa@aling moral and political
values with which to combat the rise of fascisneréhis no final attempt entirely
to replace the real course of German history witlalgernative and more palatable
trajectory. While the end of the novel gives soropéhfor the post-Wende period,
within the Weimar setting there is little cause d@timism. Lassalle’s attempts at
political opposition end in imprisonment in Dach&lein flees to Prague and, it is
presumed, eventually dies in a concentration cabykas Graubundner, the
original curator of Klein’s progressive project,iédPlanetarischen Archive’,
becomes a fervent supporter of Hitler, and the gyaiitself is taken over by the
Nazi authorities.Ein Garten im Nordendoes not, therefore, only constuct a
utopian fable, as many reviewers seem to suggedt, also fundamentally
challenges its validity and acknowledges its falun so doing, Kleeberg engages
with and explores the idea of ‘das andere Deutschlavhile distancing himself

from the problematic ideological implications adated with the discourse of the
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New Right. It is in this open acknowledgement oluf@, both of the utopia itself
and of the writer's attempt at historical reinventi that romantic irony, in the
form of the Antiquar’s interference, has a centé to play. By systematically
breaking the fictional illusion and exposing therative machinery of the text,
Kleeberg is able to take an imaginative leap oetslte known parameters of
history, while incorporating into his novel the ma&l paradoxes and limitations
which are inevitably attached to any such atteripie text is thus structured
around a series of contradictions, in which the enodlay Albert Klein, with his
utopian story of a better Germany, overtly confsotfite impossibility of his own
fictional invention. This dual vision of creativeeedom and limitation provided by
romantic irony then acts as a form of defence maishaagainst the discourse of
the New Right, which seeks to give National Sosmlia diminished importance
on the margins of German history.

ThroughoutEin Garten im Nordenthe Antiquar forces his protegé to
confront the unavoidable failure of his fictionatdeavour. As the later Klein
continues his narrative into the mid 1930s, higerafits to uphold his personal
fictional reinvention of the past in the face aftorical truths become increasingly
difficult. His narrative is forced into more and recovert denials of reality, as it
desperately negotiates its relationship with hisédrevents, and Klein slides
further into a ludicrously anachronistic accounpofitical developments. Finding
himself unable utterly to expunge all traces of iSiaz from his text, Klein
chaotically clutches at any narrative straws wiiffer a means of escape from the

impending tragedy. These include a possible ‘Tag(GN, p.476), a day of
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oppositional action on which fascism will be deesdy overthrown with the help
of his protagonist’'s personal and business contactSermany and around the
world. In increasing agitation, Klein even has Ipsotagonist suggest the
arrangement of a sudden and mysterious accidemhwhight befall the unnamed
leader of the Nazis. In an emergency meeting wglrddical friends Lassalle and
Heidegger, Klein the banker turns from his previousrnation as one ‘der immer
nur ans Reden denktG(\, p.479), and proposes that they invite Hitler] sibt
named in the text, to visit the garden and theramisg ‘Ein Unfall auf der Hin-
oder Ruckfahrt’. In the midst of these discussiafsrevolutionary plots, the
Antiquar intervenes, forcing the story to break afid protesting vigorously about
the outrageous liberties being taken with reaNhile his protégé continues to
chatter agitatedly about narrative schemes for tamimg ‘das andere
Deutschland’ GN, p.480), the bookseller relentlessly confronts haith the
unavoidable progression of history. Klein's assertidal3 wir die Demokratie
retten missen, wenn wir auch Kleins (Euvre rettelew?d (GN, p.479) finds an
unsympathetic audience in the Antiquar, who char&sgs him simply as ‘ein
Lugner (GN, p.480) and emphasises the futility of any attetoparite Hitler out
of history. Klein's refusal to speak or write Hifle name, which proceeds from
the conviction that ‘In einigen Wochen gibt es iioht mehr’ GN, p.481), is an
unsustainable absurdity, which the Antiquar is prefpared to tolerate. Indeed, by
ending in plans to murder Hitler, he argues, Kleintopia has already faileGK,
p.481). As the Antiquar forces Klein to specify hiarrative framework of times

and dates, it becomes clear that no amount of aathreadjustment can offset the
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approaching disaster. When brought face to fack torical fact, Klein cannot
deny the enormity of historical events. Slowly, sgccumbs to the pressure
exerted by the bookseller and drags his story batkn the parameters of reality,
acknowledging that Nazi leaders are unmoved by hlibheker's requests for
negotiation, and that the efforts of Lassalle amildelgger end in political failure.
Urged on by the relentless promptings of the ArdrquKlein the narrator
abandons his previous plans. When asked at thefeddapter XLVII, ‘Welches
Datum schreiben wir?’, he accepts defeat and usesname of Hitler: ‘Wir
schreiben den 30. Januar 1933. Die Bank von Plefeklein hat Konkurs
angemeldet. Der Reichsprasident hat Adolf HitlemziKanzler einer neuen
Koalitionsregierung ernanntGN, p.482).

The absurdity of any attempt to deny the real sewf history is similarly
demonstrated by the comic meeting between the Kd&in and Martin Luther.
This fantastical event, engineered by the Antiqaases out of another argument
between the bookseller and his protégé. Irritatececagain by Klein's cavalier
and arrogant attitude towards German history an@nds his recasting of Wagner
as a left-wing radical in particular, the Antiqudrallenges him to give a coherent
explanation for Germany's problems: ‘Na schoén, melieber Herr
Weltverbesserer, der die Dinge besser weil3 und.@engen kennt, was ist denn
falschgelaufen in der deutschen Geschicht&N, (p,374). Klein responds with a
number of suggestions, one of which concerns Lutikom he describes as ‘ein
in seinem Tabularasa-Reinheitsfanatismus typisbleettscher [...], der die Leute

nicht in ihrer friedlichen Heuchelei belassen kenfGN, p.374). As a result of
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this analysis of the origins of the German persgnahe Antiquar makes a bet
with his pupil, in which he challenges Klein to paside his bourgeois
preoccupation with romantic love and the destiniemdividuals and to grasp the
opportunity to alter the course of German history:

Wollen wir wetten? [...] Selbst wenn Sie der Gesctach

entscheidende Stdl3e geben kdnnten, wirden Sies taighwenn

ich Ihnen zur gleichen Zeit lhr barfliRBiges Nymphcker die Nase

halte. GN, p.375)
Having thrown down the gauntlet in this way, thetigonar then indulges in an
unexpected act of time travel, and transports Kieiok to the sixteenth century, in
order to enable Klein to confront Luther himsellel is remarkably undaunted
by this turn of events, merely reassuring himsledt tLuther can understand his
German, and attempting, ‘ihm verstandlich zu machafd ich aus der Zukunft
komme’ GN, p.377). He then sets about the difficult taslcafivincing him that
damaging consequences for the German nation willlitrérom his actions:

Ich erklare ihm, dafd sein Eintreten fiir die Obrigkso legitim es

angesichts der Greueltaten der Bauern momentan sclokinen

mag [...], weitreichende negative Konsequenzen habied. Es

macht die Bauern 300 Jahre lang rechtlos, es nidemtDeutschen

ein fur allemal die Zivilcourage, die Kraft zur Reution, zur

Selbstbestimmung, genauso wie sein Reformationswiethkt nur

Gutes gebracht habe, sondern letztendlich die deaits

Innerlichkeit, die Apolitisierung und die Zerstidkeg und

Schwéchung des Reiches bewirkt haksN,(p.378)
As with Klein’s attempts to change the narrativeévaeéntieth century history, this
opportunity to reinvent the past also fails, a e#tyuas predicted by the Antiquar,
of Klein's greater preoccupation with conventiof@le stories. Distracted by the

unexpected appearance of a sixteenth century Ble@ Kisses his appointment

with Luther, and the Reformation proceeds unimpedéds failure on the part of
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Klein does not, however, serve merely to underhige personal weakness, but
rather to demonstrate the inherent absurdity ofatempt to rewrite history or to
deny the past. Just as his desperate endeavoxptoge all traces of Hitler from
German history ends in defeat, so Klein’s beligit the can save his country from
what he sees as the negative consequences of fberiagon can only result in
failure. Any attempt to deny or to disregard higtis as absurd and futile an
enterprise as time travel itself.

This simultaneous construction and undermining ‘das andere
Deutschland’ does not only have implications fa thopia itself, but also for its
literary creator. By dramatising the conflicts esedbacks which Klein the narrator
suffers, the use of romantic irony also acknowledipe material restraints which
limit the freedom of the artist. The interventiooisthe Antiquar therefore serve
not only to reassert the power of history over tiagrative, but also over the
narrator. No matter how much the later Klein asskeids ownership of his text and
defends his right to determine its content, heésdasingly forced to confront the
immovable boundaries which confine him.

As | have already mentioned, on the Antiquar’st findervention, Klein is
confident of his supremacy as creator of the fidldext, asserting that, ‘Was aus
meinem Kopf auf mein Papier kommt, ist eben dodiiralund ausschlieflich
meine Sache’GN, p.132). When the bookseller protests about testormation
of Heidegger into a left-wing radical, Klein is ypwogetic. The real Heidegger,
with his Nazi sympathies and intellectual comprasjsis not someone whom

Klein is prepared to accommodate in his text: ‘8manden l6sche ich aus. So
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jemand wird ersetzt in meiner Geschicht8N, p.181). However, as the end of the
story approaches, Klein's narratorial supremacyrtstdo fragment. Having
submitted to the Antiquar’s demands that Hitleruidtdaot be removed from the
historical context of the story, Klein's relatiomghwith his own text becomes
increasingly unstable. As history, in the shapeth## Reichstag fire and the
proclamation of a state of emergency, begins tacese its irresistable power,
Klein finds that he is no longer able to govern tloerse of events in his fictional
creation. His power as an artist is on the wand, @ can only look on in horror
as his carefully laid plans collapse in disarraypsisignificantly, his protagonist
is revealed as a Jew, a development contrary tm’Klewn wishes and intentions.
His project of creating an alternative vision ofr@any, from which the ugliness
of fascism has been banished, is being destroyed:

Ich wollte eine schone Geschichte erzahlen, gegsn\érgessen,

fur die Kontinuitat, eine Geschichte von mir, s@ush gerne ware,

ein Idealbild... [...] Ich wollte mir eine andere Gesattie erzahlen,

eine bessere, ein schonere [...] Sie kbnnen wohlt nerstehen,

dal3 mancher von uns gerne etwas anderes ware salsimh und

der Enkel der Morder!GN, pp.490-491)
Browbeaten by the Antiquar’s relentless critiquéeii slowly succumbs to the
force of his arguments, and accepts a revisedorers his protagonist’s origins.
Despite his desire to turn the ‘atypisch[es] Reserand the ‘Anachronismus’
(GN, p.303) of the utopian garden into the historigetor, he finds himself beset
by insurmountable obstacles, and is unable to mairitis sovereign power over
the text. The influence of the bookseller startdake over, and Klein is left a

broken figure. In the chapter appropriately erditiber Bankerott des Erzahlers’,

he acknowledges this defeat to himself:
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Ich sah gar nichts mehr. Sah nur, dal3 die Worte,iati auf der

Fahrt von Berlin nach Hamburg begonnen hatte,

hintereinanderzusetzen, gedankenlos, planlos zghacdtieser

Schmerz, diese formlose Trauer, die plétzlich e@eschichte

geworden war, die Erzahlung von Menschen, anderensbhen,

einer anderen Zeit, einer anderen Vergangenhéitpkdzlich, dafd

all das mir unter der Hand aus dem Ruder gelautam dal es tber

mich hinwegging wie eine Welle. Die Elemente, die mit Gewalt

oder mit Mutwillen oder mit Hoffnung versucht hatteus ihrer

Bahn zu drangen, sprangen einfach wieder zuri@k, pp.513-

514)

Klein’s early confidence, characterised by the lsatler as ‘Hybris’ towards the
superior force of history@GN, p.515), is shattered by the realisation thatgilmem
einzigen Buch, in einer einzigen Geschichte, sbhmeian die Geschichte nicht
um’ (GN, p.515). The power of fictional creation gives wayhe more substantial
reality of history, a force which ‘hért nie aufG(, p.515). With Klein revealed as
a Jew, the direction of the narrative has beercayesbly bound into an historical
sequence of Nazi persecution and genocide. Klgilas to transcend these facts
has ended in defeat, ‘die Bankerotterklarung mei@eschichte’ GN, p.515).
Having lost his battle with history, Klein allowbe Antiquar to co-narrate the
final sections of his book.

Through his use of romantic irony Kleeberg creategualistic narrative
structure. On the one hand, he uses the storyahllgarden paradise to suggest
an alternative trajectory for German history, frevhich the horrors of Nazism
could be expunged. On the other hand, he usesitineéntions of the Antiquar to
challenge the ideological implications of Klein'sopia, and to acknowledge the

material limits of the narrator and his text. Thevel therefore offers a vivid

portrait of ‘das andere Deutschand’, while at thens time undermining it and
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signalling its inevitable failure to overcome theower of history. By
problematising the utopia in this way, Kleebergertly negotiating the highly
sensitive political debates which surround anynaptieto reassess Germany’s past.
Through the use of romantic irony, he is able dotengage with and distinguish
himself from the political agenda of the New Righthich seeks through the
concept of ‘das andere Deutschland’ to relativisé marginalise the position of
National Socialism in German history. Kleeberganic double vision of utopia
and its failure, of an imaginative leap outside Hwmindaries of reality and its
inevitable failure, enables the novel to invoke ttencept of an alternative
Germany, while at the same time accommodating tetesaents which make any
revisioning of the past so fraught with ideologichfficulty. Through romantic
irony, therefore, Kleeberg both uses the creatireedom offered by ‘das andere
Deutschland’ to envisage a Germany liberated froenkurdens of the past, while
acknowledging the inescapable shadow which Natiddatialism casts over
German culture and society. What then can be saéfhterge from this complex
dual narrative of utopia and its failure? If, as @édke argues, romantic irony is
essentially a mode which enables the artist tostrand material restraints by
incorporating them into the work, how can we intetghis act of transcendence in
terms of contemporary political debate? When romardany has done its work in
acknowledging the limits of the narrative’s fictanscope, what conclusions
remain to be drawn about the novel's position om linghly vexed question of

German identity?
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Was bleibt?

As critical responses tBin Garten im Nordemlemonstrate, Kleeberg’s novel has
tended to be read along pre-existing lines of palitallegiance. While those
writing from a broadly left-liberal perspective sedl at ease with any project to
rewrite contemporary German history, fearing pdesiévisionist and nationalistic
intentions, those critics with a right-wing biasdebroadly to praise the concept of
constructing ‘das andere Deutschland’, but raisgeabions to the particular
character of German identity which Kleeberg suggebo this extent, the novel
appears to be read largely as a straightforwargiano fable, leading to a
reassertion of polarised political responses. Aavie argued earlier in this chapter,
the use of romantic irony, which explicitly ackn@dbes the material failure of
the utopia, is largely overlooked.

When the full extent of the novel's irony is exgd, the ideological
meaning of the text becomes somewhat more diffituldecipher. Layers of
romantic and other modes of irony make any attetmdbcate a clear political
position in contemporary debate very difficult. Yiedwever unsatisfactory this
may be for those seeking intellectual enlightennmmtthe central question of
German national identity and however politicallyndarous or even irresponsible
it may be to dabble in such sensitive and contastereas, this refusal to declare
any political allegiance does appear to be part aleliberate narrative plan.
Indeed, it is precisely the polarised political dis which seek variously to
eulogise the former GDR or to construct an idedli€ermany free of National

Socialism which Kleeberg appears anxious to traxkcBy overtly naming and
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accommodating these fiercely contested positionthimvihis novel, Kleeberg
seems to be using romantic irony as a means ofngdwyond them. As Muecke
and other theorists have shown in their studigsardic irony enables the artist to
mediate between the complexities and contradictodrise material world and the
freedom of the creative imagination. While any raté to reflect on German
identity and history is inevitably heavily ladentiwipolitical significance, the
deployment of irony can offer a means of negot@qtpolarised debates and a
chance to move beyond them.

What remains as a result of this all-pervasive ofs@&ony is therefore
precisely the desire to rescue German identity friira deeply entrenched
discourses which bind it, and to assert the sefwchdentity as a legitimate
endeavour. By making such explicit reference toosppg political discourses,
Kleeberg is seeking to create a space in whiclonatiidentity can be explored
beyond the politically suspect framework of the N&ight and beyond the
regressive influence of ‘Ostalgie’. In this senafat remains at the close of the
novel is not a coherent answer to the questiodaxitity, but rather an assertion of
the question itself. While any individual definii@f nationhood may be dubious,
Kleeberg seems to be suggesting, the desire fatiigeand the need to explore it
beyond the opposing camps of ‘alte Nazis’ and ‘n&oeerikaner’ GN, p.40) are
not themselves inherently suspect.

Seen in this way, the novel can be understood dsaatisation of the
struggle to locate German identity, which simul@mmdy takes account of the

political difficulties which beset any such attempiet despite the ideological
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clashes around which the novel is structured, aedekplicit ackowledgement of
narrative failure, the concept of an alternativer@my remains a source of hope.
As the arguments between the Antiquar and Kleinatestrate, the utopian vision
conjured up in Klein’s narrative is highly probletigaand his distortions of history
controversial. But while the utopia is ultimatelgfdated, the much disputed text
remains in existence and seems to offer some hapéhé future. While Klein
mourns his loss of narrative control, admits to‘Higbris’ and suggests silence as
the only possible response when faced with theon®rof the holocaustGN,
p.516), the Antiquar reminds him of the text's #xie. Just as history cannot be
denied, so the text which Klein has written canbetcompletely extinguished.
Though imperfect, fragmentary and disputed, thé h@s gained its own place in
the world, and the last remnants of ‘das anderadgaland’ can still be glimpsed.
When Klein despairingly concludes, ‘was bleibt diatazn? Schweigen. Die Feder
niederlegen. Schlafen. Das Wort abgeben. Oder beaSae kein Wort mehr. Nur
noch Stille’ GN, p.516), the Antiquar refuses to let him give up:

Habe ich Sie noch immer nicht Gberzeugt? Eine Gelsth die

einmal angefangen hat, kann man nicht einfach acis&n. Gewil3,

Sie werfen das Buch weg, Sie zerreiRen es — und?d@auben

Sie, dall damit alles aufhort? Glauben Sie, dall \elt

stehenbleibt? Ist es vielleicht das, was Sie witklivollen, dal3 die

Welt stehenbleibt™3N, p.516)
Despite his continuing objections that the storyisht objektiv’, ‘reaktionar’ and
‘burgerlich’ (GN, p.517), the Antiquar acknowledges his own interegursuing
it to the end. He disputes Klein’s assertion thiat rrarrative cannot survive the

historical reality of Nazism, ‘ein groRes Loch’which ‘fallt alles rein und wird

vergessen...”GN, p.518), and will not allow Klein to leave the istaunfinished.
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Therefore, although Klein’s constant refrain of®oheit und Maf3’ has been torn
apart, and the harmonious coherence of the utopikeh by history and
ideological dispute, the existence of the textfitsamains as a flawed monument
to the struggle for identity. The Antiquar’s finafusal to allow the ‘lose Enden’
(GN, p.556) of the story to be satisfactorily tied dpspite Klein’s protests, can
also be seen as a message of hope. While expligtlysing to comply with
narrative conventions and disrupting any remaimioge Klein may have had for a
coherent fictional whole, the Antiquar nonethelgssvides a link between the
failures of the past and hope for the future. Byyileg the story a definitive
conclusion, he is allowing the vestiges of ‘daseardeutschland’ to survive:

Wir wissen doch beide, wo alle Geschichten endemnaman sie

nur stur bis zum Schlul® erzahlt [...] Und was hed& dchliel3lich

auch? In eine Geschichte verhéngt sich die nachatkzu einem

wirklichen Schluf3 kommen wir doch nie. [...] Darf aegar nichts

offenbleiben fir Sie? Das Leben ist nun mal keineicBung, die

stimmig aufgehen muRG(, p.556)
By leaving the conclusion of the narrative openezhdherefore, the fragments of

the utopia, however damaged, can continue to halevance for the

‘Zukunftsbewaltigung’ GN, p.579) to come.

Conclusion

In the course oEin Garten im NordenKleeberg explores the fiercely contested
territory of German national identity and the buraé historical guilt incurred by
National Socialism. In doing so, he invokes a numdie highly controversial
ideological positions. On the one hand, he contric eulogy to the social

cohesion of the former GDR, a bucolic paradiseréiteel from the cultural
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bankruptcy of empty consumerism. On the other hardnvokes the concepts of
‘Vaterhal3" and ‘das andere Deutschland’, much fasdby the New Right, and
suggests an alternative trajectory of German histitom which National
Socialism has been expunged. However, through e ai irony, and most
particularly romantic irony, Kleeberg refuses topitalate to either of these
positions. Rather, by overtly engaging with thesebfematic discourses and
dramatising them in the form of political disputestween his narrator and the
Antiquar, he attempts to transcend them. Throudgim@eledging the inescapable
pressure of powerful rival interpretations of Genmdentity and German history
and assimilating them into his novel, he seeksdgarbeyond them and to reclaim
the search for identity as a legitimate act. Byonporating into his text the
material contradictions and paradoxes which reshiim, Kleeberg uses the dual
vision of romantic irony both to negotiate with atedstep outside the parameters

of pre-existing debate and established discourse.
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