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Despite the recent increase in scholarship on the subject of the female
experience in exile, there is still much to be done. Exile scholars now have at their
disposal an abundance of broad, general overviews of the circumstances and fates of
displaced women writers, but a dearth of scholarship that considers specific literary
works in an individualised fashion still exists. This is especially true of those female
writers who have only recently been ‘rediscovered’, such as the three under
discussion in this thesis.

This thesis explores in detail the exile writings of Veza Canetti, Anna
Gmeyner, and Lili Korber, about which little scholarship exists, and uses them as case
studies to illuminate the situation of exiled women writers in general The exile
works of these three authors repay study both for therr own literary merits and for
what they can tell us about the individual experience of exile. In their broad
similarities, these writers also provide us with case studies of the larger experience of
authorial exile — particularly, but by no means exclusively, the gendered experience —
that allow us to derive more general lessons about the influence of forced flight on
literary art. By giving due consideration to work produced in exile, this thesis calls
into question some of the generalisations commonly found in recent scholarship and
demonstrates that, despite hardships and setbacks and contrary to common scholarly
contention, all three women continued to write well into their exile years and that in

those years they took their writing in new, skilful, and creative directions.
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This thesis explores in detail the exile writings of Veza Canetti, Anna
Gmeyner, and Lili Koérber, about which little scholarship exists, and uses them as case
studies to illuminate the situation of exiled women writers in general. By doing so,
this thesis calls into question some of the generalisations commonly found in recent
scholarship about the female authorial exile experience. This thesis demonstrates
that, despite hardships and setbacks and contrary to common scholarly contention, all
three women continued to write well into their exile years and that in those years they
took their writing into new and creative directions.

An examination of the exile works of these three women writers and of the
scant scholarship and biographical material available about them suggests certain
underlying similarities despite their obvious differences. They were all, for instance,
Viennese by birth or by choice, of Jewish descent, and politically minded. Their early
writings were all critiques of the society in which they lived and moved and felt at
home; none had been shy about expressing strong views in print. They all also
employed lapidary, straightforward, narrative styles. In exile, despite their differing
geographical and personal circumstances, and although they all experimented in
different ways, their writing displays certain similarities. Their creative voices all, for

example, moved away from the leftist political commitment that had animated and



shaped their younger lives, displaying at times a perceptibly sceptical and sometimes
even jaundiced view of the political beliefs and commitments they had once fervently
espoused, and toward religious and spiritual exploration in their later years. In exile,
too, they each continued to produce work that reflected ther maturity, their
experience over many difficult years, and their evolution and growth as philosophical
as well as political artists.

Scholars have traditionally paid relatively little heed to the particular
experiences of those women writers who went into exile in the 1930s and 1940s. As
Dagmar C. G. Lorenz explains, ‘The seemingly objective and gender-neutral
perspective of earlier exile scholarship tended to exclude a differentiated examination
of the exile experience from a gender-specific perspective — the male experience was
implicitly treated as the norm, as too were the literary styles and messages of male

authors’.!

Certainly there are exceptions, which include ‘a few highly acclaimed
women authors such as Anna Seghers, Else Lasker-Schiiler and Nelly Sachs’, but
‘even they have received less critical attention than their male colleagues’ (‘Jewish
Women Authors’, p. 225).

Since the mid-1980s, however, interest in female émigré writers has been
increasing, albeit slowly. Nevertheless, although the number of studies devoted to
women in exile has increased, this new-found attention has so far mainly resulted in
introductions to and surveys of women writers in exile in which an author’s entire

literary oeuvre is summed up in a few pages,” studies focusing on particular trends in

certain exile writing,> and studies seeking to portray the complete lives of authors in

! Dagmar C. G. Lorenz, ‘Jewish Women Authors and the Exile Experience: Claire Goll, Veza Canetti,
2 patrizia Guida-Laforgia, Invisible Women Writers in Exile in the US.A. (New York: Peter Lang,

1995).
3 Andrea Hammel, Everyday Life as Alternative Space in Exile Writing: The novels of Anna Gmeyner,
Selma Kahn, Hilde Spiel, Martina Wied and Hermynia Zur Miihlen (Bem: Peter Lang, 2008).
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which the exile period sometimes plays only a subsidiary role.* As a result, they often
contain sweeping generalisations that do not stand up to closer scrutiny when applied
to particular authors such as the three under discussion here. One such generalisation
is that these trials reduced women writers to silence in exile. Another is that their
difficulties tended to lower the quality of the literary work that women in exile did
manage to produce. Lorenz, for instance, argues that, ‘In peacetime they had had
enough energy left to sustain their own writing as well. However, exile presented
them with additional hardships which, as seems to have been the case with Veza
Canetti, resulted in the silencing of their creative voice or in causing the quality or
direction of their writing to suffer significantly’ (ibid.). Similarly, Peter Laemmle
argues, ‘Miifite die Exilforschung nicht auch einmal sagen, dal das Exil bzw. das
Erlebnis des Exils Texte qualitativ verindert hat und zwar in einem negativen Sinn?’°
and Sonja Hilzinger writes, ‘All too often the silence imposed by exile turned into
permanent neglect’.® It is contentions such as these that I question in this thesis.
Despite the recent increase in scholarship on the subject of the female
experience in exile, there is still much to be done. Although exile scholars now have
at their disposal an abundance of broad, general overviews of the circumstances and
fates of displaced women writers, a dearth of scholarship that considers specific
literary works in an individualised fashion still exists. This is especially true of those
female writers who have only recently been ‘rediscovered’, such as the three under

discussion in this thesis. Correcting this lacuna is important, for, as Elaine Showalter

explains: _

4 Andrea Capovilla, Entwiirfe weiblicher Identitit in der Moderne: Milena Jesenskd, Vicki Baum, Gina
Kaus, Alice Riihle-Gerstel: Studien zu Leben und Werk (Oldenburg: Igel, 2004).

> Peter Laemmle, ‘Vorschlige fiir eine Revision der Exilforschung’, Akzente, 20 (1973), 509-19 (p.
518).

¢ Sonja Hilzinger, ‘Writing in exile’, in 4 History of Women's Writing in Germany, Austria and
Switzerland, ed. by Jo Catling (Cambridge: Cambridge University Press, 2000), pp. 157-166 (p. 163).
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Scholarship generated by the contemporary feminist movement has
increased our sensitivity to the problems of sexualbias or projection in
literary history, and has also begun to provide us with the information

we need to understand the evolution of a female literary tradition. One

of the most significant contributions has been the unearthing and

reinterpretation of ‘lost’ works by women writers, and the

documentation of their lives and careers.’

It is precisely the purpose of this thesis to unearth and reinterpret the ‘lost’
works of Veza Canetti, Anna Gmeyner, and Lili Kérber and thereby to contribute to
‘understanding the evolution of a female literary tradition’. By examining the works,
and by documenting the lives and careers of these women, we can gain greater
insights into the experiences common to female artists in exile and the challenges they
faced in leading their lives as women, as wives and mothers, and as writers.

Studies such as those done by Marion Kaplan have shown that even before
they were forced into exile, the calamity facing Jews in Germany affected men and
women in gender-specific ways. These studies suggest that women seemed quicker to
recognise the Nazi threat than men and that they were the ones to encourage
emigration. As Kaplan explains, ‘In dangerous situations, men tend to “stand their
ground,” whereas women avoid conflict, preferring flight as a strategy’.® Their
prescience may have saved their husbands’ lives, but in exile it otherwise seems to
have done most of these women little good. Marion Berghahn writes that in order to
support their families, women also demonstrated a greater readiness to swallow their

pride and accept whatever opportunity offered itself, regardless of how menial it was

or how overqualified they were. Such sacrifices by women most likely ensured the

7 Elaine Showalter, A4 Literature of Their Own: British Women Novelists from Bronté to Lessing
(London: Virago Press, 1977), p. 8.

8 Marion Kaplan, ‘Prologue: Jewish Women in Nazi Germany Before Emigration’, in Between Sorrow
and Strength: Women Refugees of the Nazi Period, ed. by Sibylle Quack (Washington D.C.: German
Historical Institute, 1995), pp. 11-48 (p. 34).
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family’s survival In many cases, however, they also meant that women, in particular
professional women, had to put their careers aside.

In exile all three women under discussion here placed the survival of their
marriages and families ahead of their careers as writers. But all three continued to
write and as a result went to their graves leaving behind pages of unpublished prose.
In exile Korber and Gmeyner found public outlets for their work; Canetti did not — at
least not until well after her death. Korber, like other women writers such as Vicki
Baum, Hilda Marx, and Hilda Spiel, turned to journalism, and Gmeyner, like
Hermynia Zur Miihlen and Vicki Baum, turned to writing in English. Even so,
departure into exile meant essentially the same thing for all three. Through no fault of
their own, they grew obscure in their new environments, even as they turned away
from the political and toward the philosophical and domestic as the focus of their
writing.

‘Women's writing’, Elaine Showalter argues, ‘is not determined by biology,
anatomy, or psychology. It comes from women's relation to the literary market place,
from pressures to live public and private lives, from literary influence’.”  As
Showalter implicitly posits, a focus purely on gendered authorial experience in exile
runs the risk of ignoring or slighting the literary output of women who were first and
foremost writers and artists. Such a focus thus also runs the risk of overlooking the
significant contributions these three authors made to the twentieth-century literary
canon. This is why in this thesis I have not sought to compare the female exile
experience to the male or to place it within a particular racial, psychological, or even
theoretical context. Instead I have sought to examine the lives and works of three

women in exile, each Viennese by inclination and culture and Jewish by background,

? Karen J. Winkler, ‘The Literary Tradition of Women: Q&A with Elaine Showalter’, The Chronicle of
Higher Education, Volume 55, Issue 31, 10 April 2009, B12.



each at once similar and dissimilar in their biographies and ther oeuwvres, more
broadly and holistically. I have premised my approach primarily on the view that
ther later works are worthy of more study than they have so far received and that
such an examination also has things to tell us about the relation of women in exile to
the marketplace; about the particular pressures on women in exile to place their
private ahead of their public lives, and about the literary and other influences on their
work. These three women were, after all, accomplished, secure, and successful
writers in their homeland for good reasons. That, through no fault of ther own, they
grew obscure in exile should not be allowed to detract from the value ofthe r work.

It is thus particularly unfortunate that their later exile work, unlike their pre-
exile or early exile work, has been subject to hardly any critical scrutiny. These
works merit more attention than they have so far received, for in exile these three
women continued to create art and through this art to teach us about the female
experience in exile. They did not, as many scholars have argued, grow silent or lose
their voices in exile or never again attempt to write once in exile. While the quality of
ther exile work may have been uneven, a criticism that can be levelled at virtually
every prolific author’s record, the stereotype that it declined overall in exile is simply
not true. I show that each of these women not only went on writing in exile to a
greater extent than has been realised, they also showed a capacity for self-renewal and
change. Ther exile writing reflects this capacity in the new styles they adopted, in
the new subjects they explored, and in the new techniques they employed.

My thesis explores and analyses their exile work in order to illustrate this and
also to defend their work against the charge of deficient literary quality. Because a
number of studies have already been done on the early works of these three writers,

this thesis does not go over the same ground in detail. Because of the limits placed on
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the length of a doctoral thesis, its focus necessarily falls instead mainly on the
fictional prose of each from their time in exile onwards, which has thus far largely
been overlooked. I do, however, examine one dramatic work in detail, Veza Canetti’s
farce Der Palankin, because it represents both a crucial development in Canetti’s
response to English life and also her adoption of a specifically English genre, the
Whitehall farce, in order to make fun of English life. Ialso examine some works — in
particular, Lili Korber’s unpublished manuscripts — that few, if any scholars, appear to
have studied in depth to date.

In this thesis, I use each author’s biographical details as a means to place her
writing within a specific socio-historical context. I concentrate in particular on the
relatively lightly examined works of each in later exile because this permits a more
complete contextualisation of their Gesamtwerke, affords a fuller understanding of the
long arc of ther thematic, political, and artistic development, and uncovers works that
hitherto had remained largely unexamined and in the shadows. By focusing on the
continuities and changes in the political, social, and spiritual-religious contexts of
therr work over the entire span, one can then see what was altered in the light of the
abrupt and wrenching transformations that each experienced in exile.

Such an examination reveals that, despite the setbacks each suffered i exile,
all three of these authors continued to write well into their exile years and all three
strove to reconstruct themselves in exile as human beings and writers in ways that
took them in new creative directions.

In the Introduction I give an overview of what led to the need for flight into
exile, common experiences in exile, the difficulties of getting published in exile, the
fates of other authors like the ones under discussion, and show that the exile works of

the three authors under discussion repay study both for their own literary merits and
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for what they can tell us about gendered experience in exile. Chapter One
demonstrates this by comparing Veza Canetti’s earliest stortes and her novel Die
Gelbe Strafle, which were so influenced by her husband’s work, to her transitional
novel Die Schildkréten and then to her later exile works. Chapter Two follows a
similar path for the exile works of Anna Gmeyner, discussing and contextualising her
two German-language novels as well as her subsequent works written in Britain and
in English. Chapter Three, while surveying Lili Korber’s early novels, including
those practically ignored by critics and scholars today, focuses principally and
critically on what she wrote in exile, not least her unpublished English works, and on
how the experience of exile changed her writing as well as her life. The Conclusion
summarises what has been shown by this examination.

By giving due consideration to work produced in exile, this thesis
demonstrates that exile did not, as is sometimes contended, end these particular
women’s callings as artists. Instead, it broadened and deepened their literary
production and enhanced their artistic achievements. The same was surely true of
many other female, German-speaking writers forced to flee before and during the

Holocaust. The German literary world can only benefit from the rediscovery of these

authors.
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Introduction

When Adolf Hitler acceded to power in Germany on 30 January 1933, he and
his fellow National Socialists committed themselves to reshaping German culture.
Literature, because it was so influential, represented for them potentially the most
subversive of the arts, a conviction that led the Nazis on 10 May 1933 to organise
university students to burn over 25,000 books they deemed ‘un-German’ in an attempt
to erase them from memory. The works of authors such as Heinrich and Thomas
Mann, Ernst Glaeser, Erich Kistner, Bertolt Brecht, Arthur Schnitzler, Erich Maria
Remarque, Franz Werfel, Max Brod, and Stefan Zweig went up in flames. This act
ushered in an era of state censorship and government-controlled culture. On 1
November 1933 a Reich Chamber of Culture was established to supervise the arts. It
admitted only Aryans, and only its members could work as writers, painters, and

! After this more and more writers felt compelled to flee Germany, either

musicians.
to escape arrest or because it had become clear that they could no longer publish their
work in Germany and so had lost their livelithood.

On 12 March 1938 Nazi troops entered Austria. The country, which at that
time had a Jewish population of roughly 200,000, most living in Vienna, was

incorporated into Germany the next day. The consequences for Jews in Austria were

immediate and far-reaching. As Saul Friedkinder explains:

As a result of the Anschluss, an additional 190,000 Jews had fallen into
Nazi hands. The persecution in Austria, particularly in Vienna,
outpaced that in the Reich. Public humiliation was more blatant and
sadistic; expropriation better organized; forced emigration more rapid
[...] The populace relished the public shows of degradation; countless

! gee Robert E. Conot, Justice at Nuremberg (New York: Carrol & Graf, 1983), p. 123, and Lynn
Nicholas, The Rape of Europa: The Fate of Europe’s Treasures in the Third Reich and the Second
World War (New York: Vintage Books, 1995), p. 9.



crooks from all wals of life, either wearing party uniforms or merely

displaying improvised swastika armbands applied threats and extortion

on the grandest scale: money, jewelry, furniture, cars, apartments, and

businesses were grabbed from their terrified Jewish owners. >
Jews were also deprived of their rights as citizens, and, in some cases, even their
freedom. Many were arrested, often on spurious charges of political opposition to the
regime, and sent to concentration camps. Men and women who thought they were
completely acculturated into Austrian society and who could not imagine abandoning
it suddenly found themselves forced to flee into uncertain exile abroad. A year and a
half after the Anschluss, the Jewish population of Austria had dwindled to 57,000,
mainly because of out- migration.

The end of World War II did not bring an end to this migration. Most
refugees chose not to return to Germany and Austria after the war. For many this was
not because they did not long to return, but because they could find little incentive to
do so. Having struggled for years to survive in their adopted countries, they feared
giving up home, employment, and the often limited financial security they had been
able to achieve in order to return to two countries that were now occupied. Nor did
they want to start all over again with an equally uncertain future, especially when
there was no guarantee that the occupying forces would even allow them to return.
With entire communities wiped out by the Holocaust, many had no place and no one
to return to, and no desire to live among those who had been accomplices to the
murders of their family and friends. As Carl Zuckmayer wrote in his autobiography:

Die Fahrt ins Exil ist “the journey of no return”. Wer sie antritt und

von der Heimkehr triumt, ist verloren. Er mag wiederkehren — aber

der Ort, den er dann findet, ist nicht mehr der gleiche, den er verlassen
hat, und er ist selbst nicht mehr der gleiche, der fortgegangen it. Er

2 gaul Friedlinder, Nazi Germany and the Jews, 1933-1945 (New York: Harper Perennial, 2009), pp.
95-96.



mag wiederkehren, zu Menschen, die er entbehren mufite, zu Stitten,

die er liebte und nicht vergafl, in den Bereich der Sprache, die seine

eigene ist. Aber er kehrt niemals heim. ‘You can’t go home again’ —

‘Es fiihrt kein Weg zuriick’ — ist der Titel eines Buchs vom dem selbst-

exilierten amerikanischen Dichter Thomas Wolfe. Du kannst nicht ins

Land der Kindheit zuriick, in dem du noch ganz zu Hause warst — auch

nicht in ein Land, aus dem du ausgewandert bist; denn du méchtest es

so finden, wie es indir lebt, und so ist es nicht mehr.>
But many of those who stayed in their adopted countries also discovered that they had
not really been accepted there either and were now expected to leave. This meant that
the feelings they had struggled with throughout their exile, such as isolation and
cultural alienation, remained long after the war ended.

Among those who had joined this wave of permanent emigration were the
writers Lili Korber and Veza Canetti,* who both left Austria in 1938. Another
Viennese author of Jewish ancestry, Anna Gmeyner, preceded them abroad in 1933.
This thesis will explore in detail the exile writings of these three women, about which
little scholarship exists, and use them as case studies to illuminate the situation of
exiled women writers in general. By doing so, this thesis will also call into question
some of the generalisations commonly found in recent scholarship about the female
authorial exile experience. This thesis will also demonstrate that, despite hardships
and setbacks and contrary to common scholarly contention, all three women
continued to write well into their exile years and that in those years they took their

writing in new creative directions. Although they all experimented in different ways,

their writing in exile nevertheless displays certain similarities, such as a move away

3 Carl Zuckmayer, Als wdr’s ein Stiick von mir. Horen der Freundschaft (Frankfurt a. M.: Fischer,
1966), p. 461.

4 Veza Canetti did not publish under her own name, and her husband was known as 'Canetti, so it is
difficult to know how to refer to her. In her article ‘Social Criticism in Veza Taubner-Calderon’s
Novel Die Gelbe Strafe’, Dagmar C. G. Lorenz, using her maiden name, refers to her as Veza
Taubner-Calderon, while in his book The Rediscovered Writings of Veza Canetti: Out of the Shadows
of a Husband, Julian Preece calls her Veza and her husband Canetti. In this thesis, for the sake of
clarity, and in order to give due prominence to Veza Canetti, I shall reverse this usage and refer to Veza
Taubner-Calderon Canettias ‘Canetti’ and her husband as ‘Elias’.



from the leftist political commitment that had animated and shaped their younger lives
and toward religious and spiritual exploration in their later years. In exile, too, they
each continued to produce work that reflected their maturity, their experience over the
many difficult years, and their evolution and growth as philosophical as well as
political artists.

Scholars have traditionally paid relatively little heed to the particular
experiences of those women writers who went into exile in the 1930s and 1940s. As
Dagmar C. G. Lorenz explains, ‘The seemingly objective and gender-neutral
perspective of earlier exile scholarship tended to exclude a differentiated examination
of the exile experience from a gender-specific perspective — the male experience was
implicitly treated as the norm, as too were the literary styles and messages of male

authors’.’

Certainly there are exceptions, which include ‘a few highly acclaimed
women authors such as Anna Seghers, Else Lasker-Schiiler and Nelly Sachs’, but
‘even they have received less critical attention than their male colleagues’ (‘Jewish
Women Authors’, p. 225).

Since the mid-1980s, however, interest in female émigré writers has been
increasing, albeit slowly. The German Gesellschaft fiir Exilforschung, for instance,
has devoted two volumes of its international yearbook to the subject of women in
exile (Exilforschung, 11 (1993) and 17 (1999)), and in 1991 it also created a working
group called ‘Fraven im Exil’ whose annual meetings are dedicated to ‘der
Erforschung des Lebens und Wirkens von Emigrantinnen als einem in der

allgemeinen Exilforschung lange vernachldssigten Aspekt’.® The Research Centre for

German and Austrian Exile Studies also dedicated one day of its Second International

5 Dagmar C. G. Lorenz, ‘Jewish Women Authors and the Exile Experience: Claire Goll, Veza Canetti,
Else Lasker-Schiiler, Nelly Sachs, Cordelia Edvardson’, German Life and Letters, 51 (1998), 225-239
.226).
See ‘A G “Frauen im Exil”’ in http://www.exilforschung.de/indexphp?p=17 [accessed April 2010].



Symposium on German and Austrian Exiles in Great Britain, held in September 1996
in London and entitled ‘Hitler’s Gift to Britain’, to the study of women exiles.
Nevertheless, although the number of such studies devoted to women in exile
has increased, this new-found attention has so far mainly resulted in introductions to
and surveys of women writers in exile in which an author’s entire literary oeuvre is
summed up in a few pages,’ studies focusing on particular trends in certain exile
writing,® and studies seeking to portray the complete lives of authors in which the
exile period sometimes plays only a subsidiary role.” As a result, they often contain
sweeping generalisations that do not stand up to closer scrutiny when applied to
particular authors such as the three under discussion here. One such generalisation is
that these trials reduced women writers to silence in exile. Another is that their
difficulties tended to lower the quality of the literary work that women in exile did
manage to produce. Lorenz for instance, argues that women authors ‘who, like Veza
Canetti and Claire Goll, were married to intellectuals devoted themselves primarily to
ther husbands’ careers and to the necessities of daily life’ (‘Jewish Women Authors’,
p. 231). She goes on to state, ‘In peacetime they had had enough energy left to
sustain their own writing as well. However, exile presented them with additional
hardships which, as seems to have been the case with Veza Canetti, resulted in the
silencing of their creative voice or in causing the quality or direction of their writing
to suffer significantly. For emotional reassurance some of them turned to topics of
personal significance [...]" (ibid.). Similarly Peter Laemmle argues, ‘MiiBite die

Exilforschung nicht auch einmal sagen, dal das Exil bzw. das Erlebnis des Exils

7 patrizia Guida-Laforgia, Invisible Women Writers in Exile in the US.A. (New York: Peter Lang,
1995).

8 Andrea Hammel, Everyday Life as Alternative Space in Exile Writing: The novels of Anna Gmeyner,
Selma Kahn, Hilde Spiel, Martina Wied and Hermynia Zur Miihlen (Bem: Peter Lang, 2008).

9 Andrea Capovilla, Entwiirfe weiblicher Identitit in der Moderne: Milena Jesenska, Vicki Baum, Gina
Kaus, Alice Riihle-Gerstel: Studien zu Leben und Werk (Oldenburg: Igel, 2004).



Texte qualitativ verdndert hat und zwar in einem negativen Sinn?’'® and Sonja
Hilzinger writes, ‘All too often the silence imposed by exile turned into permanent
neglect’.!’ It is contentions such as these that I shall question in this thesis.

In exile female writers encountered the same existential difficulties as did
male writers. In the 1930s and 1940s the cultural climate was unwelcoming for
German-language writers outside their native lands,'? especially those with strong
political bents to their work, and often, as noted above, inside it as well. As Nazism
spread across Central Europe, it eliminated the market for German books beyond the
Third Reich. In Great Britain and the United States of America there was essentially
no reading public for works in German; German and Austrian writers were thus, to a
greater extent than in exile in Paris, Prague, or Amsterdam, dependent on access to
the English-language market through translation. Richard Dove writes: ‘One of the
notable features of British publishing in the inter-war years is the lack of any
European dimension. The most obvious measure of this cultural insularity was the
reluctance to publish books in translation’ (Dove, p. 38). In other words, as J. M.
Ritchie notes, although the existence of so many exiles, including publishers, in
Britain did add a ‘certain receptivity and sensitivity’ to such literature, nevertheless,
‘publishers in exile in Britain [...] rightly recognised that there was little or no market
for literary works published in German, indeed that there was no great market for
books about German literature’. '

In the United States it was very much the same. Robert E. Cazden describes

matters this way:

10 peter Laecmmle, ‘Vorschlige fiir eine Revision der Exilforschung’, 4dkzente, 20 (1973), 509-19 (p.
518).

1 Sonja Hilzinger, ‘Writing in exile’, in 4 History of Women's Writing in Germany, Austria and
Switzerland, ed. by Jo Catling (Cambridge: Cambridge University Press, 2000), pp. 157-166 (p. 163).

12 gee Richard Dove, Journey of No Retum: Five German-speaking Literary Exiles in Britain 1933-

1945 (London: Libris, 2000), p. 73.
13 1 M. Ritchie, German Exiles: British Perspectives (New York: Peter Lang, 1997), p. 49.



Some managed to weather the stormy years without abandoning the
practice of their craft, and a few successfully broke into the world of
American journalism. The rewards of working for the German-
language press (usually on a part-time basis) were not sufficiently large

to insure financial independence; while the majority of émigré writers

may have preferred some sort of intellectual work — teaching,

bookselling, and publishing were especially attractive — a great many

were forced into manual labor and even domestic work. '*

While writers did find outlets in émigré journals, very few, mostly those who had long
ago broken into the English markets with successful translations, were able to
continue the kinds of literary careers they had enjoyed in central Europe. In the
aftermath of the war, as the situation in Germany improved, the publishing of
German-language books in Britain decreased even further. In the United States it
virtually ceased. '

Exiles, writers and non-writers alike, live what Dove describes as a ‘shadow
existence’ (Dove, p. 5). Such an existence, Dove argues, brings with it ‘a sense of
dispossession’, because exile is an almost complete dislocation from normal life
patterns: ‘the physical separation from friends and even family, the abrupt loss of job
and income, the disruption of daily routines, the disappearance of familiar landmarks,
the sudden absence of the social and cultural certainties which previously buttressed
existence’ (ibid.). If exile, as Dove maintains, is indeed an experience of
dispossession, then the three writers under discussion here all surely suffered from
just such an experience, fiom a feeling that therr lives in exile amounted to a kind of
shadow existence. It may, in fact, have been this sense of life in the shadows that
compelled them to turn inward in their exile work.

For those who had escaped Nazi persecution, exile brought, in the words of

Patrizia Guida-Laforgia, ‘the feeling of isolation’, ‘the intricacies of an unknown

14 Robert E. Cazden, German Exile Literature in America 1933-1950: A History of the Free German
Press and Book Trade (Chicago: American Library Association, 1970), p. 143.
15 gee Cazden, p. 164.



language’, and also ‘the sense of guilt (for some) of being a survivor’ (Guida-
Laforgia, p. 3). For the writers among this group, one of the most difficult
adjustments in exile was, as Guida-Laforgia also notes, ‘the reconstruction of oneself
as a human being and a writer’ (ibid.). Exile in Great Britain or the United States
meant the Joss of one’s native language, the loss of a reading public with whom one
shared a cultural heritage, and the loss of publishing venues.

Exile writers who had been successful in their home countries were often
unable to adjust to this loss. In many cases they could not make the transition to
writing in English, and, even if they managed to find translators, they were still often
forced to change what they wrote about and even how they wrote. As a result, many
previously prominent novelists, poets, and critics now found themselves unknown in
an alien land, often sinking into poverty, relying on aid from charities or friends, and
humiliatingly forced to take on menial work in order to survive and provide for their
families.

The fate of Henry William Katz, a male journalist—turned—novelist,16 1S
emblematic of the experiences of many German-speaking writers in exile in the
middle part of the previous century. After emigrating to the United States in 1941, he
gave up his literary career, which had been highly successful in the German language
world, in order to support his family, for he realised shortly after arriving that he
could not make a living by writing for the American market. Not only was his
English almost non-existent, but the topics he customarily wrote about were also of

little interest to an American audience. Although he did not entirely give up writing,

16 H. W. Katz, Die Fischmanns (first published 1938; repr. Munich: List, 2000) and H. W. Katz,
SchloBgasse 21 (Berlin: Beltz Quadriga, 1994), which was first published in English translation in
1940 by Viking Press in New York.



his later works never found a publisher. He went to work in a factory and eventually
became the vice-president of Claridge & Co.'’

Katz was hardly unique. The list of once-prominent male writers who faded
into obscurity in exile is extensive. In England, for instance, the distinguished theatre
critic, essayist, and broadcaster Alfred Kerr failed to find the success he had once
enjoyed in Germany. The same was true for the writer Karl Otten who, like Katz and
Kerr, was too rooted in German language and culture to be able to transcend the

cultural barriers that the English-speaking literary world had unconsciously erected

for them. '8

Richard Dove terms Otten’s case ‘a classical example of the dislocation
ofexile’ (Dove, p. 112).

But obscurity was not the only, or perhaps even the most serious, problem that
exile writers confronted. Penury plagued many too. ‘Most famous writers were
impoverished by exile’, Jean-Michel Palmier observes, ‘and those less famous were
completely ruined’.’® It took Max Hermann-Neisse three years, he points out, to find
a publisher for his collection of poetry, Um uns die Fremde (1936), which had a print
run of only five hundred copies. While in exile in Buenos Aies Paul Zech, a major
Expressionist poet, published only one book of poetry, which sold eleven copies, but
he left fifty volumes of manuscript behind.

Of course, some writers did succeed in continuing their successful literary
careers in exile. These, however, tended to be authors such as Stefan Zweig, Thomas
Mann, Lion Feuchtwanger, Erich Maria Remarque, and Franz Werfel who had

achieved international fame and literary acclaim before the Nazis came to power.

Franz Werfe], for instance, as Hans Wagener notes, ‘managed to translate his previous

17 See Ena Pedersen, Writer on the Run: German Jewish Identity and the Experience of Exile in the Life
and Work of Henry William Katz (Tiibingen: Niemeyer, 2001), p. 34.

18 See Dove, p. 229.

19 Jean Michel Palmier, Weimar in Exile: The Antifascist Emigration in Europe and America, trans. by
David Fembach (London: Verso, 2006), p. 239.



success, both in literary and financial terms, into a similar degree of success in the
United States’.?° His works in English all had excellent sales, and his novel The Song
of Bernadette (1941) was not only a worldwide bestseller, but was also made into a
film that premiered in 1943. His play Jacobowsky und der Oberst: Komodie einer
Tragddie in drei Akten (1944)*! was transhted, adapted, and performed successfully
on Broadway.

As with male writers, though more rarely, some women writers were fortunate
enough to escape from this trap. Some, like the poet, playwright, and essayist Else
Lasker-Schiiler, survived thanks to generous patrons abroad. Success also came to
those women who had made a name for themselves abroad long before the need for
exile arose and to those who were able to write in English or at least to find good
translators. The novelist Vicki Baum, for example, recognising the Nazi threat early
on, emigrated to the United States in 1933. Her novel Grand Hotel, which was not
only a best-seller but was also turned into a film, had already been a success there.
She translated that success into a contract with MGM for thirteen screenplays and for
articles in newspapers for $1,750 a week. Appreciating the need to write in English
without the help of an outside translator, Baum did so successfully with her novels of
the 1940s and 1950s, which were published first in English and later in German.

Hermynia Zur Miihlen, a well-known translator, novelist, and short story
writer in the 1920s, offers another example of a successful transition to publishing in
exile. Her capacity for languages proved invaluable, for in Britain she was able both
to write in English and to translate her own works into English. The publisher

Frederick Muller brought out her own translations of three of her novels. Even so,

20 Hans Wagener, Understanding Franz Werfel (Columbia: University of South Carolina Press, 1993),

. 14.
1 See ‘The many faces of Werfel’s Jacobowsky’, in German Exiles, pp. 161-80.
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she found publishers unwilling to print her overtly political novels, which forced her
to compromise the political content of her writing in order to remain publishable. 22

Baum’s newspaper articles also point to another way in which women found
varying degrees of success in exile: journalism. While creative writing could be
difficult to pursue in exile, especially since exile writers found themselves
handicapped by a lack of experience in and knowledge of their new cultural milieu
upon which they could draw for their work, journalism o ften proved more forgiving.
Such writers-turned-reporters discovered that if they could simply solve the problem
of language, they might more easily achieve fame and even fortune in their new
surroundings.

Like Baum and Zur Miihlen, the writer Hilde Spiel successfully made the
transition into writing in English in exile in Britain. Although she was unsuccessful
during those years in getting her English- language novels published, she did very well
as a journalist for the New Statesman. Even after the war ended and she had returned
to Austria where she continued her journalistic career, Spiel remained closely
connected to British journalism and wrote for the Guardian between 1963 and 1979.

In similar fashion the sometime poet Hilde Marx began her life in exile in the
United States with menial jobs, including a long stint as a masseuse, but ended the
war and her life in United States as a freelance journalist and Vortragskiinstlerin who
travelled across the country performing a ‘one-woman show’ in an effort to educate
Americans about the other Germany — the Germany of Goethe and Heine, not of

Hitler and the National Socialists. 23

Women writers in exile also turned to seemingly
minor genres, such as the short story or the serial novel, which were relatively easy to

publish. The turn to such genres should not be disparaged. As Giinter Berghaus notes:

22 See Ailsa Wallace, Hermynia Zur Miihlen: The Guises of Socialist Fiction (Oxford: Oxford
University Press, 2009), p. 248.
23 gee ‘Hilde Marx: A Life of Testimony’, in Guida-Laforgia, pp. 97-113.
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New genres had sprung up in the 1920s (e.g. reportage, Lehrstiick,
photomontage, collage, etc.) because they were more flexible and
versatile, and therefore more suitable to express contemporary artistic
concerns. The small, ‘operative’ forms preferred by the exile artists
must be seen in a similar light. Works of art should not be judged by
‘absolute’ aesthetic standards. Using criteria derived from other
historical periods and applying them to creations which differ from
those of previous centuries in aim and function will, by necessity, lead
to distorted judgements. Any artistic product has to be assessed within
the parameters or historical conditions which determine its creation,
otherwise its specific qualities will easily be overlooked and
misinterpreted. Since the circumstances under which the exiled artists
were creating their works differed so fundamentally from those in pre-
1933 Germany, these conditions have to be examined first before one
can arrive at a critical, objective assessment of the artists’ achievement
in the various countries of exile.**

There were also some women who found initial success in exile writing in
German but did not manage to maintain it. Irmgard Keun, for example, published
Nach Mitternacht in 1937 in exile and followed it with Kinder aller Lénder m 1938,
but the Nazi takeover of the Netherlands, which put an abrupt end to the exile
publishing houses Querido and Allert de Lange, and her decision to return to
Germany in 1940 and live there under an assumed identity ended her chances for
publication during this period. Once the war was over, she never managed to resume
the promising career that had ended with her return. Although her final novel
Ferdinand, der Mann mit dem freundlichen Herzen appeared in 1950, it made little or
no impact, for she had by then been forgotten. After some preliminary success with
journalistic and essayistic pieces, that part of her career soon faltered too, and she
faded into obscurity.

Despite these examples of success, the list of male writers who faded into

obscurity in exile is far longer than that of those who continued to thrive there. The

list of female authors who suffered the same fate in exile, when compared to that of

24 Giinter Berghaus, ‘Producing Art in Exile: Perspectives on the German Refugees’ Creative Activities
in Great Britain’, in Theatre and Film in Exile: German Artists in Britain, 1933-1945, ed. by Giinter
Berghaus (Oxford: Berg, 1989), pp. 15-45 (p. 20).
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their more successful female contemporaries, is even more extensive. In his book on
the German exile experience in Britain, J. M. Ritchie provides a detailed list of
women whose works have been overlooked.?> In the thirteen years since his book’s
publication, that list has scarcely grown shorter. Renate Wall’s Lexikon
Deutschsprachiger Schriftstellerinnen im Exil 1933-1945%° offers further proof, if any

were needed, of this phenomenon. As Wall puts it:

Neben so bekannten Namen wie Anna Seghers, Hilde Domain, Nelly
Sachs oder Else Lasker-Schiiler werden mehr als zweihundert
Schriftstellerinnen vorgestellt, deren Werke verboten wurden, die in
Konzentrationslagern ihr Leben lieBen, ins Exil gingen, dort erst zu
schreiben begannen oder verstummten, die zuriickkehrten oder im
Exilland blieben — ein Kapitel vergessener Literatur.

Vergessen die auflagenstarken Romane von Maria Leitner, Lili Korber,
Rahel Sanzara, die avantgardistischen Dramen der Anna Gmeyner, die
expressionistischen Gedichte der Henriette Hardenberg, die ironisch-
heiteren Bestseller der Alice Berend, die politisch engagierten
Schriften der Alice Riihle-Gerstel. (Wall, p. 7)

One cannot help but be struck, in perusing this book, both by how many women
writers disappeared in exile and by how few are being studied today. Gender, in other

words, also affected exile experience. As Irmela von der Liihe argues, this merits

further research:

Dem Umstand, daB sich unter den Bedingungen des Exils die
Differenz- und Alterititserfahrungen von Frauen sowohl radikalisieren
als auch nivellieren, da iberkommene und vertraute Lebens-und
Kommunikationsmuster zwischen den Geschlechtern fragil werden
konnen, sollte die Exilforschung bei der Analyse literarischer und
insbesondere autobiographischer Texte Rechnung tragen. Der
fortdavernden kulturellen Marginalisierung steht im Exil hiufig die
mentale,  soziale, und  Okonomische  Aufwertung  und
Funktionalisierung von Frauen gegeniber, und m welcher Weise
solcher Briche und Ungleichzeitigkeiten in literarische und

25 Qee “Women in Exile in Great Britain’, in German Exiles, pp. 181-200.
26 Renate Wall, Lexikon Deutschsprachiger Schrifistellerinnen im Exil 1933-1945 (Giessen: Harland &
Wirth, 2004).
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autobiographische Texte einflieBen, sie womdglich konstituieren,

verdiente eine genaue Untersuchung, *’

In addition, studies such as those done by Marion Kaplan have shown that even
before they were forced into exile, the calamity facing Jews in Germany affected men
and women in gender-specific ways. These studies suggest that women seemed
quicker to recognise the Nazi threat than men and that they were the ones to
encourage emigration. As Kaplan explins, ‘In dangerous situations, men tend to
“stand their ground,” whereas women avoid conflict, preferring flight as a strategy’.28
Their prescience may have saved their husbands’ lives, but in exile it otherwise seems
to have done most of these women little good.

With the advent of Nazi racial laws and the concomitant closure of Jewish
businesses, Jewish women in Germany in the mid- and late-1930s were also the first
to face decreasing employment opportunities. Traditionally women had been
employed in small and often family-owned Jewish businesses; these were now closed
down. Since men were treated preferentially in the constricted job market that
resulted, women increasingly turned away from business or professional careers in
favour of vocational work. According to Kaplan: ‘They [women] appeared “more
versatile and adaptable”, and had “fewer inhibitions” than men, were amenable to
changing their lives to fit the times, and were willing to enter retraining programs at
older ages than were men’ (Kaplan, p. 31).

This adaptability would serve them and their families well in exile, but often at
the price of their lives as writers. Marion Berghahn writes that in order to support

their families, women demonstrated a greater readiness to swallow their pride and

27 Irmela von der Lithe, ““Und der Mann war oft eine schwere, undankbare Last”. Frauen im Exil —
Frauen in der Exilforschung’, Exilforschung, 14 (1996), 44-61 (p. 57).

28 Marion Kaplan, ‘Prologue: Jewish Women in Nazi Germany Before Emigration’, in Berween Sorrow
and Strength: Women Refugees of the Nazi Period, ed. by Sibylle Quack (W ashington D.C.: German
Historical Institute, 1995), pp. 11-48 (p. 34).

14



accept whatever opportunity offered itself, regardless of how menial it was or how
overqualified they were; they

became the emotional bedrock of the family, who offered comfort to

the other members of the family while their husbands lapsed into

depression or even committed suicide. Women seized the initiative;

they hurried from place to place, consulted refugee organizations about

any, even unpaid, job possibilities for their husbands; they sifted the

advertisement pages of newspapers. These efforts were not always

fully appreciated.*’

Such sacrifices by women most likely ensured the family’s survival In many
cases, however, this also meant that women, in particular professional women, had to
put their careers aside. The physician and poet Hertha Narthoff, for instance, worked
as a cook, a maid, and a hospital nurse. Hilda Marx, the author, poet, and journalist,
taught gymnastics. Elisabeth Freundlich, a writer, became a librarian. The poet
Margarete Kollisch trained as a masseuse.>® Married women, however accomplished,
commonly found themselves having to accept the kinds of jobs that they could not
have imagined in their native country in order to support their writer-husbands who
were stubbornly attempting to continue, or at least to resume, the type of life they had
had before. Bertolt Brecht’s second wife, Helene Weigel, sacrificed her acting career
for her husband during exile, just as Claire Goll sacrificed her writing career for her
second husband, the poet Yvan Goll, and Julia Kerr her burgeoning career as a
composer for Alfred Kerr.

Women writers in exile made such career sacrifices not just because they

wanted to help provide for their families, but also because they felt their work was not

as important as that of their spouses. As vonder Liihe explains:

29 Marion Berghahn, ‘Women Emigrés in England’, in Between Sorrow and Strength, ed. by Quack,
P . 69-80 (pp. 76-77).
See Guida-Laforgia, p. 10.
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Gemeint ist die Tatsache, daB schriftstellerisch und kiinstlerisch titige
Frauen an der Tradierung ihrer Werke hiufig weniger interessiert sind
als an der Tradierung der Werke ihrer Ménner, Viter, Lebenspartner,
Briider. Das gilt fiir Henriette Hardenberg, wie fir Anna Gmeyner, fiir
Erika Mann wie fiir Lili Korber, fiir Elisabeth Freundlich, Irmgard
Keun und Veza Canettii Die Beispiele lieBen sich unschwer
vermehren; sie alle indizieren ein fiir die Exilforschung erhebliches
Problem, denn die offenbar tiefSitzende Skepsis von Frauen gegeniiber
der Dignitét ihrer Werke, der moglichen traditionsbildenden Kraft ihrer
Arbeit und der Uberlieferungswirdigkeit ihrer Lebensgeschichte

korrespondiert auf fatale Weise mit der anfangs analysierten Tendenz
zu Heroisierung. >!

The careers of the women writers discussed here fit these patterns. In exile all
three women placed the survival of their marriages and families ahead of therr careers
as writers. But all three continued to write. As a result, all three went to their graves
leaving behind pages of unpublished prose, and, in both Koérber’s and Gmeyner’s
cases, poetry as well. In exile Kérber and Gmeyner found public outlets for their
work; Canetti did not — at least not until well after her death. Korber, like Vicki
Baum, Hilde Marx and Hilde Spiel, turned to journalism and Gmeyrer, like Hermynia
Zur Miihlen and Vicki Baum, turned to writing in English. Even so, departure into
exile meant essentially the same thing for all three. Through no fault of their own,
they grew obscure in their new environments, even as they turned away from the
political and toward the philosophical and domestic as the focus of their writing,

Nevertheless, the work that these writers produced in exile is enough to show
that they did not entirely fall silent. The following chapters will explore and analyse
this exile work in order to illustrate this contention and also to defend it against the
charge of deficient literary quality. First, though, I shall here briefly introduce these

writers’ exile writings and the scholarship that exists on them.

31 < Und der Mann war oft eine schwere, undankbare Last’, p. 58.
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Canetti began her career as a writer in Vienna where between 1932 and 1937
she published short stories in a variety of newspapers. Her first novel, Die Gelbe
Strafle, was supposed to appear in print, and her first two plays, Der Oger and Der
Tiger, were supposed to be staged in 1934. Thanks to the Austrian Civil War of
February 1934 and the subsequent creation of a repressive, one-party state, none did
so. Die Gelbe Strafle appeared in print only in 1989, Der Oger a year later. It was
first performed on stage in 1992. In that same year a collection of Canetti’s
previously published short stories entitled Geduld bringt Rosen also came onto the
market again, while her second novel, Die Schildkriten, written in 1939, achieved
publication only in 1999. A number of other published and unpublished short stories
as well as two dramas, Der Tiger and Der Palankin, also had to wait until Der Fund
came out in 2001 to find a readership.

In 2007 Hanser brought out Briefe an Georges, a book of personal letters
exchanged among Canetti, her husband Elias, and his brother Georges. This book,
together with Elias’s memoirs, the memoirs of close friends such as Ernst Fischer, and

2 provide the remainder of the scant

Sven Hanuschek’s biography of Elias,’
biographical material available today about Canetti, for she left neither journals nor
memoirs of her own and in exile was circumspect in and about her writing,

With her works finally back in print, or indeed in print for the first time,
interest in Canetti, her life, and her writing increased. Inthe nineties prominent critics
such as Dagmar C. G. Lorenz, Jeremy Adler, Alexander KoSenina, Eva Meid],
Elfrieda Czurda, and Anna Mitgutsch began to write about her in various journals. In

2002 Canetti became the subject of an issue of Text + Kritik edited by Helmut Goébel,

as well as the subject in 2005 ofa Droschl Dossier volume edited by Ingrid Spérk and

32 Sven Hanuschek, Elias Canetti (Munich and Vienna: Hanser, 2005).
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Alexandra Strohmaier. The two most comprehensive works and the two that ha ve the
most bibliographical information about Canetti are by Angelika Schede!’> and Julian
Preece.>* Schedel, who also provided an afterword for Der Fund, uses political and
psychoanalytic theory to examine Canetti’s writings. She does not, however, examine
all of Canetti’s oeuvre. Instead, she focuses on the short stories Die Grofle and Der
Dichter, on the drama Der Oger, and on the novel Die Gelbe Stra/a’e.3 > Preece, by
contrast, does examine all of Canetti’s works, but he does not offer a detailed analysis
of any of them, instead employing a thematic and synoptic approach to the whole. In
2008 Natalie Lorenz published a book examining both Canetti’s early dramas and
those of Marieluise FleiBer.>® None of the aforementioned volumes, however, takes a
close or critical look at the work Canetti produced once in exile.

Gmeyner began her career as a writer of dramas and screenplays. Though
born in Vienna, she first found success in Berlin where her play Heer ohne Helden
premiered in 1929. It was followed by Zehn am Fliefband in 1932 and
Automatenbiifett n 1933. She also worked on a number of films across Europe with
well-known directors such as Georg Wilhelm Pabst. Although scholars such as J. M.
Ritchie and Birte Werner have outlined Gmeyner’s work in film, it is difficult to trace
Gmeyner’s exact contributions to many of these screenplays.®’ Heike Klapdor-Kops,
for instance, sees strong similarities between Gmeyner’s play Heer ohne Helden and

Pabst’s film Kameradschaft (1931) — ‘Der konkrete Vergleich der Textfassungen 148t

33 Angelika Schedel, Sozialismus und Psychoanalyse: Quellen von Veza Canettis literarischen Utopien
(Wiirzburg: Kénigshausen & Neumann, 2002).

34 Julian Preece, The Rediscovered Writings of Veza Canetti: Out of the Shadows of a Husband
(Rochester, New York: Camden House, 2007).

35 Die Gelbe Strafie has also become the subject of graduate study such as Sarah Sabine Painitz, An
Austria Apart: Society and Subversion in the Work of Mela Hartwig, Marta Karlweis, and Veza
Canetti (unpublished doctoral dissertation, University of Virginia, May 2007).

36 Natalie Lorenz, Texte im Dialog: Die friihen Theaterstiicke von Marieluise Flei3er und Veza Canetti
(Frankfurt a.M..: Peter Lang, 2008).

37 See ‘Anna Gmeyner and the Scottish Connection’, in German Exiles, pp. 201-17 (p. 208), and Birte
Wemer, Illusionslos Hoffnungsvoll: Die Zeitstiicke und Exilromane Anna Gmeyners (Géttingen:
Wallstein, 2006), p. 126.
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Szenen, Konstellationen und vor allem den Dialog des Stiicks als Elemente des Films
erkennen’® — but in fact Gmeyner was uncredited for her work on that film.*° Her
work was also uncredited on the bilingual production Don Quichoite and Don
Quixote (1932 and 1933),*° and The Passing of the Third Floor Back (1935). By
contrast she was one of a number of credited script writers for Pastor Hall (1941)
and Thunder Rock (1942). Gmeyner was the main scriptwriter, however, for only one
film, the 1933 French film Du haut en bas,*' which she adapted froma play by the
Hungarian Ladislaus Bus-Fekete. Another film, The Dawn Guard (1941), was her
idea, but it was only a five-minute propaganda piece for the Ministry of Information
and was unscripted.

Even though interest in Gmeyner’s film work appears to be growing — in
March 2009, for instance, the Diagonale Festival of Austrian Film in Graz was
devoted to her — this thesis will focus on Gmeyner’s literary and not her cinematic or
dramatic output, if only for reasons of space. In addition, film is commonly
commissioned and collaborative and only rarely reflects an author’s individual voice
or personal choice of subject or theme in the way that narrative works of fiction do.
Thus one cannot be certain to what extent Gmeyner was personally responsible for
even the film for which she was the principal author. This makes it extremely

difficult to assess the relevance of Gmeyner’s film work to this essentially literary

project.

38 Heike Klapdor-Kops, ‘Die beiden Rivalen: Anna Gmeyners Schauspiel “Heer ohne Helden” und
Pabsts Film’ in Kameradschafi/La tragédie de la mine: Drehbuch von Ladislaus Vadja, Karl Otten,
Peter Martin Lampel nach einer Idee von Karl Otten zu G. W. Pabsts Film von 1931 (Munich: Edition
Text + Kritik, 1997), 145-154 (p. 150).

39 Gee Russell A. Berman, ‘A Solidarity of Repression: Kameradschaft (1931)’ in The Films of G. W.
Pabst: An Extraterritorial Cinema, ed. by Eric Rentschler (New Brunswick and London: Rutgers
University Press, 1990), pp. 116-124.

40 1n ‘A House with Two Doors’, Gmeyner writes that she was hired as the thirteenth writer for Don
Quixote, p.32. She also mentions Kameradschafi as one of Pabst’s films, but does not discuss working
on it.

41 gee Gertrud Koch, ‘The Stairway to Exile: High and Low (1933)’, in The Films of G. W. Pabst, ed.
by Rentschler, pp. 147-154.
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In 1933, when working in Paris and unable to return to Berlin, Gmeyner
published her first novella, Mary-Ann wartet, in the Austrian journal Moderne Welt.
Almanach der Dame. This was followed in 1938, when she was now in exile in
England, by the publication of her first novel, Manja, and then, in 1941, by a second,
Café du Déme. Although both novels were written in German, only Manja was
published in its original language. Café du Déme appeared in English translation; the
original German manuscript has been lost. While Mary-Ann wartet was republished a
year later by the Pariser Tageblatt, Gmeyner’s two novels were republished only after
a long hiatus. Manja did not appear again in print until 1984 and Café du Dome only
in 2006.

Gmeyner herself, after a long interval, returned to writing in her later exile
years, but now she wrote in English on historical and religious rather than political
topics. In 1960 The Death and Life of Julian, a novel about Julian the Apostate, was
published, followed a year later by 4 Jar Laden with Water, a collection of short
stories about the search for enlightenment, and in 1964 by No Screen for the Dying,
an autobiographical account of the death of Gmeyner’s mother and the spiritual
concerns raised by dealing with death. Her last published work, which first appeared
in 1970 and was republished in 1987, was The Sovereign Adventure: The Grail of
Mankind, a study of the legends and literary works devoted to the search for the Holy
Grail. Today what remains of her literary estate can be found in the Deutsche
Kinemathek Museum fiir Film und Fernsehen in Berlin, which includes a fragmentary

autobiographical document entitled ‘ A House with Two Doors’.
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Interest in Gmeyner’s work, as seen in articlkes and monographs and in four
more comprehensive books by Anja C. Schmidt-Ott,*? Birte Werner,’ Andrea
Hammel** and Debbie Pinfold,** has focused mostly on her first novel, Manja.46
Schmidt-Ott’s book examines representations of love in Manja. Werner’s study, the
most wide-ranging work to deal with Gmeyner, examines both her early dramas and
her first two exile novels, but says little about her subsequent exile works. Hammel’s
book employs feminist critical techniques to analyse Manja and Café du Déme, and
focuses particularly on the way in which Gmeyner uses gendered images of everyday
life to create resistance. Pinfold examines Manja as part of a larger study of how
German authors have used the child’s perspective as a literary device, in particular
one of defamiliarisation, to describe the Third Reich. While these first two exile
works have seen some critical study, Manja more so than Café du Doéme, there is none
about her later works in English.

Korber, like Canetti, began her career as a journalist in Vienna. Like Canetty,
too, she was a prolific writer of shorter pieces. Between 1927 and 1940 she
contributed frequently to newspapers and periodicals in Vienna, Prague, Zurich, and
Paris. In 1932 she published her first novel, a fictionalised autobiography based on

her experiences in the Soviet Union, called Eine Frau erlebt den roten Alltag: Ein

42 Anja C. Schmidt-Ott, Young Love - Negotiations of the Self and Society in Selected German Novels
of the 1930s (Frankfurt a. M.: Peter Lang, 2002).

43 Nllusionslos Hoffnungsvoll.

* Everyday Life as Alternative Space.

45 Debbie Pinfold, The Child’s View of the Third Reich in German Literature: The Eye among the Blind
(Oxford: Clarendon Press, 2001).

*6 Manja has also been the subject of graduate studies such as Karin Wegner, Orte des Weiblichen in
den Roman dsterreichischer Exilautorinnen: Anna Gmeyner: Manja. Ein Roman um fiinf Kinder. Lili
Kérber: Die Ehe der Ruth Gompertz (unpublished master’s dissertation, Paris-Lodron University
Salzburg, May 1989), Danicla Bender, Antifaschistische Frauenromane. Lili Korber, Die Ehe der Ruth
Gompertz, Irmgard Keun, Nach Mitternacht, Anna Gmeyner,Manja (unpublished master’s dissertation,
Stuttgart University, 1991), Veronica Weisskircher, Osterreichische Schrifistellerinnen im Exil: Anna
Gmeyner, Lili Korber, Adrienne Thomas, Alice Riihle-Gerstel (unpublished master’s dissertation,
Vienna University, November 1992) and Ilka Stéglin, Das Deutschlandbild in Romanen ausgewdhiter
Exilautorinnen (1934-1938) Lili Korber; Hermynia Zur Miihlen; Anna Gmeyner (unpublished master’s
dissertation, Freie Universitit Berlin, Fachbereich Germanistik, summer 1995). However, these do not
examine any other of Gmeyner’s works.
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Tagebuch-Roman aus den Putilowwerken. A fictional narrative describing life under
National Socialism, Eine Jiidin erlebt das Neue Deutschland, followed in 1934. Her
travels in the Far East gave rise to her travel journal Begegnungen im Fernen Osten
and her satire on Japanese militarism Sato-san, ein japanischer Held in 1936. Inexile
she initially continued to get her work published in the German language. Eine
Osterreicherin erlebt den Anschluf3, in which she uses a fictional journal to recount
contemporary events, appeared serially in 1938 in the Zurich Volksrecht. Ein
Amerikaner in Rufland, a fictional account of life in Stalinist Russia, appeared
between 1942 and 1943 in the New York Neue Volkszeitung.

From 1941 onwards, however, although articles by Koérber occasionally
cropped up in Neue Volkszeitung and, after the war ended, in the Viennese Arbeiter-
Zeitung, the bibliographical record is slim in comparison to her pre-war production.
In exile Korber produced two English-language novels: Farewell to Yesterday, which
is believed to have been written in 1949, and Call me Nurse, which is believed to have
been written after Korber retired from nursing in 1959. Neither they nor a number of
undated short stories, written in both English and German, found their way into print.

Also unpublished are three autobiographical documents that are useful for
reconstructing Korber’s biography. Korber prepared two of them at the request of
Viktoria Hertling, who became interested in Korber in the context of her studies on
literary reportage concerning the Soviet Union during the Weimar Republic. Hertling
then came to know both Korber and her husband, Erich Gravé. Korber wrote one
autobiographical document, ‘Meine Biographie’, in 1980 in the first person, and the
other, ‘Lili Kérbers Biographie’, a year later in the third person. Anearlier, two-page
autobiographical work, ‘My Biography’, dating from 1949, also formed part of

Korber’s literary estate given to Hertling after Gravé’s death in 1996. In 1990
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separate editions of Kérber’s novels, short prose, and poetry prepared by Hertling
were announced for publication, but the project appears to have been abandoned.
Hertling instead gave these materials to John Spalek, one of the founding fathers of
Exile Studies, in 2006, and he in turn deposited Korber’s literary estate in the exile
archive in the Deutsche Nationalbibliothek in Frank furt am Main.

The 1980s saw a renewed interest in Korber and her works, with her novels
beginning once again to appear in print. Eine Jiidin erlebt das neue Deutschland was
republished in 1984 under the title Die Ehe der Ruth Gompertz, and Eine
Osterreicherin erlebt den Anschlu3 was republished in 1988. That decade also
witnessed the beginning of critical studies of those works. Gabriele Kreis interviewed
Korber for her 1988 study of women in exile, though she wrote relatively little about
Korber in that work.*” Patrizia Guida-Laforgia, too, included Korber in a book about
exile writing in 1995. Though the information therein is mostly biographical, it does
take a cursory look at Eine Jiidin, Eine Osterreicherin, and some of her published
poetry.

The two most comprehensive studies of Korber are two books based on
doctoral theses by Ute Lemke*® and Yun Jung Seo.* Lemke’s book is unparalleled
for early biographical detail and for correcting inaccurate versions of Korber’s
biography which, Lemke claims, amount to a ‘Legende’, but it only follows Korber
until 1938 and does not discuss her life or her writing in exile. Seo’s book discusses
only three of Korber’s works, Eine Frau erlebt den roten Alltag, Die Ehe der Ruth
Gompertz, and Eine Osterreicherin erlebt den Anschluf8, comparing them to the

writing of the Jewish anti-war novelist Adrienne Thomas. It says very little about

47 Gabriele Kreis, Frauen im Exil: Dichtung und Wirklichkeit (Disseldorf: Claassen, 1984).
48 Ute Lemke, Lili Kérber: Von Moskau nach Wien. Eine dsterreichische Autorin in den Wirren der

Zeit (1915-1938) (Bonn: Béschen, 1998).
4 yun Jung Seo, Frauendarstellungen bei Adrienne Thomas und Lili Korber (Marburg: Tectum,

2003).
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Korber’s writing in exile beyond the odd mention of her unpublished novels Farewell
to Yesterday and Call me Nurse.”°

An examination of the exile works of these three women writers and of the
scant scholarship and biographical material available about them suggests certain
underlymg similarities despite their obvious differences. They were all, for instance,
Viennese by birth or by choice, of Jewish descent, and politically-minded. Their early
writings were all critiques of the society in which they lived and moved and felt at
home; none had been shy about expressing strong views in print. They all also
employed lapidary, straightforward, narrative styles. In exile, despite their differing
geographical and personal circumstances, their creative voices all changed in similar
ways. FEach turned away from the political and toward the personal and even the
sprritual sides of life. In one sense, then, they all confirmed Gabriele Kreis’s
contention that ‘Die Doméne der Frauen war der Alltag — im Leben wie im Schreiben’
(Kreis, p. 221). But in exile each woman also displayed a perceptibly sceptical and
sometimes even jaundiced view of the political beliefs and commitments she had once
fervently espoused.

As a number of studies have already been done on the early works of Canetti
and Gmeyner,”' this thesis will not go over the same ground in detail. Because of the

limits placed on the length of a doctoral thesis, its focus will therefore necessarily fall

0 Eine Osterreicherin erlebt den Anschluf3 has also been the subject of graduate studies. See the
dissertations already cited by Karin Wegner, Daniela Bender, Veronica Weisskircher, and Ilka Stiglin.

These, however, do not examine Kérber’s other works.

31 Qee Anne Stiirzer, Dramatikerinnen und Zeitstiicke: Ein vergessenes Kapitel der Theatergeschichte
von der Weimar Republik bis zur Nachkriegszeit (Stuttgart, Weimar: J. B. Metzler, 1993), Angelika
Fithrich, Aufbriiche des Weiblichen im Drama der Weimarer Republik: Brecht, Fleifler, Horvdth,
Gmeyner (Heidelberg: Winter, 1992), lllusionslos Hoffnungsvoll , Dagmar C. G. Lorenz, ‘The Issue of
Male Violence in Dramatic Works of the Two Austrian Republics: Veza Canetti and Felix Mitterer’, in
Postwar Austrian Theater: Text and Performance, ed. by Linda C. DeMerritt and Margarete Lamb-
Faffelberger (Riverside, CA: Ariadne Press, 2002), Ritchie Robertson, ‘Hiusliche Gewalt in der
Wiener Modeme: Zu Veza Canettis Erzihlung “Der Oger”, Veza Canetti: Text + Kritik, 156 (2002),
48-64, Dagmar C. G. Lorenz, ‘Women's Concems — Women's Popular Drama? Veza Canetti und
Marie luise Fleisser’, Modern Austrian Literature, 26, no. 34 (1993), 115-128, and Texte im Dialog.
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instead mainly on the fictional prose of each from their time in exile onwards, which
has thus far largely been overlooked. It will, however, examine one dramatic work in
detail, Veza Canetti’s farce Der Palankin, because it represents both a crucial
development in Canetti’s response to English life and also her adoption of a
specifically English genre, the Whitehall farce, in order to make fun of English life.

In this thesis, then, I intend to use the biographical details of all three women
as a means to place their writings within a specific socio-historical context. I shall
concentrate in particular on the relatively lightly examined works of each in later exile
because this permits a more complete contextualisation of their Gesamtwerke, affords
a fuller understanding of the long arc of their thematic, political, and artistic
development, and uncovers works that hitherto had remained largely unexamined and
in the shadows. By focusing on the continuities and changes in the political, social,
and spiritual-religious contexts of their work over the entire span, one can then see
what was altered in the light of the abrupt and wrenching transformations that each
experienced in exile.

Such an examination will reveal that, despite the setbacks each suffered in
exile, all three of these authors continued to write well into their exile years and all
three strove to reconstruct themselves in exile as human beings and writers in ways
that went beyond mere ‘emotional reassurance’, in Lorenz’s phrase, and mstead took
them in new creative directions. Chapter One will demonstrate this by comparing
Veza Canetti’s earliest stories and her novel Die Gelbe Strafle, which were so
influenced by her husband’s work, to her transitional novel Die Schildkrdten and then
to her later exile works. Chapter Two will follow a similar path for the exile works of
Anna Gmeyner, discussing and contextualising her two German-language novels as

well as her subsequent works written in Britain and in English. Chapter Three will,
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while surveying Lili Korber’s early novels, including those practically ignored by
critics and scholars today, focus principally and critically on what she wrote in exile,
not least her unpublished English works, and on how the experience of exile changed
her writing as well as her life.

The exile works of these three authors repay study both for their own literary
merits and for what they can tell us about the experience of exile. In their broad
similarities, these acculturated women writers, Jewish by heritage if not by current
faith, also provide us with case studies of the larger experience of authorial exile —
particularly the female experience — that allow us to derive more general lessons
about the influence of forced flight on literary art. By giving due consideration to
work produced in exile, this thesis will demonstrate that exile did not, as is sometimes
contended, end these particular women’s callings as artists. Instead, it broadened and
deepened their literary production and enhanced their artistic achievements. The
same was surely true of many other female, German-speaking writers forced to flee

before and during the Holocaust. The German literary world can only benefit from

the rediscovery of these authors.
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Chapter One: Veza Canetti

‘Es ist unnatiirlich daB heute iiber Vezas Schreiben nichts bekannt ist.”’

Biographical Sketch

Venetiana Taubner-Calderon was born on 21 November 1897 in Vienna to a
Serbian Sephardic mother and a Hungarian Ashkenazi father. She had a damaged left
arm— whether from childhood or as a result of an injury in adult life is uncertain — but
she learned to cope with her disability and even to use a typewriter.” She attended
school up to the Matura. In the 1920s she worked as a teacher in a private school and
lived with her mother and stepfather in an apartment on Ferdinandstrasse, the street in
the Second District that would later become the setting for her first novel, Die Gelbe
Strafle. Her stepfather, according to Canetti’s husband Elias, was abusive, but Canetti

3

tamed him with what Elias calls wisdom beyond her years.” This stepfather, who

ultimately disinherited her, was, according to Julian Preece:

a foundational figure in their [Canetti and Elias’s] literary
imagination.4 Both were inspired to write against all that he

I Elias Canetti, ‘Vorwort’, in Veza Canetti, Die Gelbe Strafle (Frankfurt a.M: Fischer Taschenbuch
Verlag, 1993), pp. 5-9(p. 7).

2 There is some debate over Veza’s arm. Some believe she was bom with a deformity, and others
claim that she lost part of her left arm in a car crash when she was two years old and that she wore a
prosthesis concealed by a brown leather glove. (See Peter J. Conradi, Iris Murdoch: A Life (London:
Harper Collins, 2001), p. 355) Others still believe she injured herself in a car accident years later. In a
letter to this author dated 23 March 2009, a friend of the Canettis, Mrs Margery Op latka, wrote, ‘Did
you ever hear that Veza had a damaged arm? It happened saving [Elias] Canetti’s life (stepping out
into the road without looking). She took the brunt of the damage that he would have had and was
disabled by that arm for the rest of her life’.

3 Elias Canetti, Die Fackel im Ohr: Lebensgeschichte 1921-1931 (Frankfurt a.M.: Fischer Taschenbuch
Verlag, 1982), p. 126.

4 Alkaley was the inspiration for the stepfather in ‘Geld — Geld — Geld. Das Leben emnes reichen
Mannes’, the last short story she published, and there are traces ofhim in Herr Vlk in Die Gelbe Strafe
_ he lives off the rent from tenants, is comp letely self-obsessed, and ultimately goes mad — as wellas in
Herr Iger of Die Gelbe Strafle, who is obsessed with money, is hostile to his children, greedy, and
whose way of showing affection is to strike his children, just as in ‘Geld — Geld — Geld. Das Leben
eines reichen Mannes’.
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represented: his petty misuse of power, his self-obsession, his fixation
on the dead and inert, crystallized in his worship of money — all that
defined him as an ogre and demonstrated his social hypocrisy.”

Canetti met Elias at a Karl Kraus lcture in 1924. They married ten years
later, a week after the end of the Civil War of February 1934. The Canetti marriage
was not a typical one. Eighteen months before they were married, Canetti wrote Elias
a letter in the back of one of his notebooks breaking off their sexual relationship and
giving Elias the freedom to see other women, which he did, as long as she could
know who they were and also get to know them. She seems to have given up hope of
having her own child; referring to a miscarriage she had in the spring, she comments
that she would have been the cleverest of mothers. She also promises to prove to
Elias the type of mother she would have been, even referring to herself as his
‘mother’® — something that will become particularly significant in their exile years.

In a letter to her brother-in-law Georges dated 18 August 1937, Canetti shows

that she lived up to this promise:

Ich kann nichts mildern in meinem Brief ibber Canetti [Elias]. Ich kann

Ihnen nur versichern, dass er mehr gefihrdet ist, als ich schreiben mag,

dass Sie Unrecht hiitten, daran zu zweifeln, dass ich ihn liebe, wie nur

eine Mutter liebt, dass ich thm aber in jeder Weise und bedingungslos

diene — und dass mich dieser Dienst quilt.’
Mrs Margery Oplatka, widow of the photographer Hans Oplatka, and friend of the
Canettis, told this author that ‘Veza was selfless. She devoted herself to Canetti’. 8

Elias may have been her son or her friend, but Georges was her passion. Her

letters give the impression that her feelings for Georges surpassed normal sisterly

> The Rediscovered Writings, p. 57.

6 Hanuschek, pp. 267-68.
7 Veza Canetti and Elias Canetti, Briefe an Georges, ed. by Karen Lauer and Kristian Wachinger

(Munich: Hanser, 2006),p. 76.
8 Interview with Mrs Margery Oplatka, 7 March 2009.
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affection. She addresses Georges with endearments such as ‘Geliebter’, ‘Schoner
Prinz’, ‘Lieber Beau’ and ‘Siisser Georg’. She tells him that he is the hero of a novel
she is writing: ‘Vor zwei Jahren hab ich einen Roman auf Englisch geschrieben.
Natiirlich warst Du der Held, und natiirlich warst Du ein beriihmter Arzt, und
natiirlich hast Du Hunderte Leben gerettet, und natiirlich waren die Frauen alle hinter
Dir her’ (Briefe an Georges, p. 118).” She writes of dreams she has of them: ‘Ich
triumte von der Nacht des 17. zum 18 dass ich mit Ihnen bin und ich kiisste Sie sehr
und war so gliicklich im Traum, dass es mir ein wenig iiber den Lebensiberdruss im
Wachen hinweghalf® (Briefe an Georges, p. 27). Carnetti’s love for Georges, Adler
comments in his review of Briefe an Georges, ‘was possibly more intense than that
for [Elias] Canetti himself, and — given Georges’s homosexuality — even more
hopeless. This dynamic involves her in constant suffering.’ 10
Canetti began to write for publication in the early 1930s. From the beginning
she was a writer with a political bent and oppositionally left-wing. As Lorenz
explains:
Many women writers and members of minorities, among them Veza
Canetti, subscribed to the social reforms propounded by the Social
Democrats. They envisioned a future society that would provide
modern men and women with the basis of partnership and mutual
respect. At the same time, Canetti was aware of the increasing
rightwing radicalism that threatened the new republic and herself as a

Jewish woman, and she was cognizant of the undefeated conservatism
in the rural areas of what used to be the Habsburg Empire. (‘Issue of

Male Violence’, p. 218)
She wrote mainly for the Arbeiter-Zeitung, the principal daily of the
Sozialdemokratische Arbeiterpartei (SDAP). Considered the best-written newspaper

in Vienna, the Arbeiter-Zeitung published short stories by many well-known authors,

9 What happened to this novel is not known.
10 Jeremy Adler, ‘Tear up this letter’, Times Literary Supplement, 29 September 2006, 4-5 (p. 4).
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including Maxim Gorki, Isaak Babel, and Joseph Roth. It also tackled many of the

pressing social problems of the day. As Angelika Schedel notes:

Die AZ beteiligte sich an 6ffentlichen Streitfragen wie der Frage der
Immigration von Juden aus Osteuropa, der Verarmung der
Arbeiterklasse, des Feminismus. Bei einer 1931 durchgefiibrten
Umfrage unter rund 700 in der Partei organisierten Arbeiterinnen
gaben 54,8 Prozent an, die Arbeiter-Zeitung zu lesen, doch auch im

konservativen Lager war sie gefragt. (Sozialismus und Psychoanalyse,
p. 147)

In 1932 Malik Verlag’s Dreiflig Erzihler des neuen Deutschland. Junge deutsche
Prosa included her short story ‘Geduld bringt Rosen’. In 1933 the Arbeiter-Zeitung
held a competition for the best short story, and although it did not award a first prize,
Canetti received the second prize for ‘Ein Kind rollt Geld’, which became part of her
novel Die Gelbe Strafse.

Canetti did not, however, publish in the Arbeiter-Zeitung under her own name.
She used the pseudonyms Veza Magd, Veronika Knecht, and Martin Murner
instead.!' Her use of the first two surnames suggests that Canetti wished to present
herself as a writer of humble origins. Maids, as Preece notes, are also recurrent

figures in her fiction:

The number of different words in her first novel shows how ubiquitous
they are behind the scenes of Viennese life: Magd, Dienstmagd,
Kammermagd,  Mddchen,  Dienstmddchen,  Kindermddchen,
Stubenmdidchen, Hausgehilfin, Dienerin, Bedienerin, Bonne,
Servierdame are essentially interchangeable just as the women who do
the work. The list is by no means exhaustive. Maids circulate for the
most part invisibly among the better-off Yellow Street households.
They gain a different viewpoint on the lives of ther employers, to
which we become privy through their narrative. (The Rediscovered

Writings, pp. 90-91)

W gee Sozialismus und Psychoanalyse, pp. 10-11.
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Later in exile, she portrayed herself in letters to Georges as a mere ‘Wirtschafterin’,
housekeeper. She often signs these letters as ‘Peggy’ — ‘Die arme Peggy Nur Dich
liebt’ (Briefe an Georges, p. 233), ‘Alles verdammte Liebe die verdammte PEGGY’
(Briefe an Georges, p. 251). She explains to Georges that in England Peggy ‘der
allerbescheidenste und hiaBlichste Name ist, der nur fiir antiquierte Wirtschafterinnen,
Rentnerinnen und dergleichen gebraucht wird...” (Briefe an Georges, p. 177). As she
did with her pen names in Vienna, she thus associates herself with those in servile
positions.

Contemporary descriptions of Canetti, however, add nuance to this self-
portrait. Her long-time friend Ernst Fischer, for instance, argues that adopting the
surname ‘Magd’ was ‘in keeping with her nature. For all her pride, she was
extremely modest’.'> He continues: ‘To be a maid is no humiliation if you have
dubbed yourself such and take yourself at your own word; pride chooses the garb of
modesty, service as a badge of honour, voluntary resignation. Her capacity for love
was inexhaustible, never possessive, always ready to help anyone at any time’
(Fischer, p. 204).

But she used pseudonyms for another reason as well: the latent anti-Semitism
in Austrian society concerned her and threatened her work. As she once explained:

Ich selbst bin Sozialistin und schrieb in Wien fiir die ‘Arbeiter-

Zeitung’ unter drei Pseudonymen, weil der sehr liebe Dr. Konig [an

editor of the Arbeiter-Zeitung], der wieder eingesetzt ist, mir barbeilig

klarmachte, ‘bei dem latenten Antisemitismus kann man von einer
Jiidin nicht so viele Geschichten und Romane bringen, und Ihre sind

leider die besten.’ !>

12 Emst Fischer, An Opposing Man (London: Penguin Books, 1974), p. 204.

13 Letter to Rudolf Hartung, the editor of Willi Weismann Verlag in Munich, dated 5 March 1950 as
quoted in ‘Veza Canetti Lebenschronik’, in Veza Canetti, Die Schildkréten (Munich: Deutscher
Taschenbuch Verlag, 2002), pp. 281-88 (pp. 284-85).
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The pseudonyms did not, however, prevent her from being threatened in January
1934 with deportation. '*

After the Anschluss in March 1938, the Canettis decided to leave Austria.
They waited months for a visa, which the Austrian writer Robert Neumann, by now
in exile in England, eventually helped them to secure. During that time they had to
give up their home and move into a boarding house. During that time, too, Elias
passed up a chance to move to Zurich because his wife could not come with him.
They were thus present on Kristallnacht on 9 November 1938, when most of the
synagogues in Vienna were set on fire, Jewish shops were destroyed, Jewish
apartments looted, and Jews were persecuted and killed. Finally, by 19 November
1938, they were able to kave for London by way of Paris. '

Within four months of going into exile, Canetti had written her second novel,
Die Schildkroten. Describing this as ‘the best literary account of how the Nazis
secured their hold on power’, Jeremy Adler also argues that this novel is ‘a
masterpiece that confirms her place among the twentieth century’s finest writers’.!®
In this novel she essentially turned the story of her last six months in Vienna into
fiction. Although it was accepted by an English publisher, the outbreak of World War

II prevented its publication. 17

In her letters to Georges, Canetti mentions writing plays, including two in
English, a musical, a novel in English, and short stories for a magazine for young

adults, but as yet these have not been found. Her letters are filled with her desire to

14 Although she was a native of Vienna, she held a Yugoslav passport. See The Rediscovered Writings,

.18.
?5 Hanuschek, pp. 290-91.
16 Jeremy Adler, ‘J. as in Jew’, Times Literary Supplement, 28 February 2003, 4-5 (p. 5).
17  ebenschronik’, in Veza Canetti, Die Schildkréten (Munich: Deutscher Taschenbuch Verlag, 2002),

pp. 281-88 (p. 287).
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see her plays performed on stage, to see her novels published, and simply to see some
success. Elias, too, writes of her work to his brother and praises her for her skill:

ich halte sie jetzt fir den geborenen Dramatiker, und zwar fiir enen

bedeutenden, dem man nur Raum schaffen muss. Alles wird ihr unter

den Hénden zu Szenen Sie ist geladen mit dramatischen Vorwiirfen

Sic hat eine ganz eigene Leichtigkeit und Anmut in der Komddie, drei

gute Stiicke von ihr liegen bereits vor. Mein Ungliick und ihres war es,

dass ich iiberhaupt keine Verbindung zum Theater hier besitze [...]

(Briefe an Georges, p. 193)

But despite his efforts, including those to convince his brother Nissim, the stage
producer, to look at her dramas, she never achieved her dream. 8 In her English exile,
Canetti continued to write, but though she found work as a translator of, for example,
Graham Greene’s The Power and the Glory, she was unsuccessful in getting her own
works published.

In exile Canetti also turned her attention to her husband’s work, which she
viewed as more important than her own. In his foreword to Die Gelbe Straf3e, Elias
writes that Canetti supported his work to the point of ignoring and belittling her own:
‘Um sich nicht aufzugeben, begann sie selber zu schreiben, und um die Geste des
groBen Vorhabens, die ich brauchte, nicht zu gefiibrden, behandelte sie ihr Eigenes,
als wire es nichts’.!® In 1948 Elias began to write Masse und Macht. Tt took him
until 1960 before he finished and published it. It might never have appeared at all, if
Canetti had not nagged, badgered, and coaxed it into existence. She dealt with Elias’s

correspondence, she read and corrected his work, she made him sit at his desk, and

she selected the texts to include. She even put off visitors without his knowing to

18 I, a letter dated 6 July 1946 to Georges, Canetti writes, ‘Em Wemer Schriftsteller, der jetzt nach
Wien fihrt, nimmt ein Stiick von mir zum Josefstadter Theater mit, und Dein Bruder fingt an, mich auf
die Biihne zu bringen’ (Briefe an Georges, p. 215), however nothing seems to have come of that and it

is not mentioned again. _ .
19 Elias Canetti, ‘Veza’, in Veza Canetti, Die Gelbe Strafie (Munich: Deutscher Taschenbuch Verlag,

2003), pp. 7-11 (- 7).
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prevent him from being distracted. Elias credits Masse und Macht as being as much

hers as his. He sent the book to Hermann Kesten with the following words:

Ich schicke Ihnen jetzt endlich ein Exemplar von Masse und Macht,
das mich iber 20 Jahre meines Lebens gekostet hat. Vielleicht, wenn
Sie es lesen, werden Sie finden, da3 das elende Leben meiner Frau
nicht ganz umsonst war. Ihr geistiger Anteil daran ist so grol wie
meiner. Es gibt keine Silbe darin, die wir nicht zusammen bedacht und

besprochen haben. %°
When they lived in Austria Elias read her his poems and, later, chapters from his
novel, and she in turn commented on them and encouraged him, sometimes even
writing in his own notebooks, but there is no evidence that she was as involved with
his work then as she had been with Masse und Macht.

For much of their time in England, the Canettis lived apart. In a letter to their
friend and fellow-exile Hans Giinther Adler, Hans Oplatka described one of their
many unusual arrangements: ‘Sie [Veza Canetti] wohnt in einem kleinen Zimmer bei
Freunden von Canetti in London und Canetti kommt jede Woche fiir einige Tage zu
Besuch’ (Sozialismus und Psychoanalyse, p. 182). When they did live together, life
could not have been easy for Canetti. Elias and Canetti both suffered from
depression. Canetti’s was so severe that she even felt suicidal at times. As Elias
explains in a letter dated 27 December 1937:

Veza ist jetzt hochst ungliicklich, niedergeschlagen und verzweifelt

[...] Du [Georges] kennst die Gefahren ihrer melancholischen

Verfassung. Jeder neue Schlag kann die alten Selbstmordgeliiste in ihr

wieder wecken. Seit Weihnachten spricht sie plotzlich wieder davon,

dass sie mein Ungliick war, dass ich ihretwegen in Not leben muss,

dass Dein Verhalten beweist, wie sehr Du derselben Meinung bist, dass

sie jetzt endlich einer reichen und jungen Frau Platz machen miisse —
kurz es sind die Gedankenginge, die ich bereits seit Jahren kenne und

20 Angelika Schedel, ““Bitte das iiber seine Frau nicht auslassen” Briefe an Erich Fried, eine
“gefilschte” Autorenschaft und Frauen im Hintergrund — Ein Beitrag zu Veza Canettis Jahren im
Londoner Exil’, Veza Canetti: Text + Kritik, 156 (2002), 82-94 (p. 86).
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die jedesmal ihre melancholischen Selbstmordversuche ankiindigen.
(Briefe an Georges, p. 93)

The letters she and Elias sent to Georges also display Canetti’s devotion to her
husband, but her descriptions of him in these letters are not always flattering: ‘Der
Canetti ist bereits ein ausgewachsener sehr egoistischer Quilgeist, sehr entwéhnt und
selbststindig, der wurstelt sich auch ohne mich weiter’ (Briefe an Georges, pp. 27-
28). Her letters to Georges discuss Elias’s many extramarital affairs and his bouts of
madness. In one she describes how, overcome by blindness, he crawled around on
the floor on all fours, claiming that she wanted to stab him. He was also obsessed by
a paranoid delusion that she was attempting to poison him (Briefe an Georges, pp. 78-
79). Hss ‘attacks’ came and went for years. In her letters to Georges, Canetti
mentions such attacks as early as 1936. She never mentions an end to such episodes.

In 1956, when a novel Canetti had submitted for publication was rejected, she
destroyed many of her manuscripts and never wrote again. She died in 1963. This
has led Lorenz to argue that ‘Veza Canetti’s case is that of a woman writer who,
having avoided public attention while still in her native Vienna, fell silent in exile’.?!
But this silence was not intentional; it happened to her largely against her will. She
continued to write until this point in her exile life. Her husband noted the quality of
this work, writing to Georges in April 1946, ‘Veza hat sich, nach vielen schweren
Jahren, sebst als Schrifisteller unglaublich entwickelt. Sie geht ihre eigenen Wege,
ist kaum mehr von mir beeinflusst’ (Briefe an Georges, p. 193).

In the 1990s, thanks in part to the efforts of Elias, Canetti’s works began to
appear in print (and in translation) again. The novel Die Gelbe Strafse, which should

have appeared in 1934, was not published until 1990, when Hanser in Munich

2! Dagmar C. G. Lorenz, ‘Jewish Women Authors and the Exile Experience: Claire Goll, Veza Canetti,
Else Lasker-Schiiler, Nelly Sachs, Cordelia Edvardson’, German Life and Letters, 51 (1998), 225-39

(pp. 230-31).
35



brought it out twenty-seven years after her death. It was translated into seven
languages and, as Preece points out, ‘quickly acquired the status of a modern
clssic’.??> She wrote Der Oger in 1934 as well, but it was not published until 1991
and was not staged until 1992, when it had its premiere in the Zurich
Schauspielhaus.”® Die Schildkriten was published in both German and English in
1999 and Der Fund, a collection of short stories and plays written largely in exile,
was published for the first time in 2001, thirty-eight years after her death.

At the heart of all of Canetti’s early work lay her concern with others and her

desire to help them. In the foreword to Die Gelbe Strafe, Elias describes Canetti

thus:

Wenn sie sich eines Menschen einmal angenommen hatte, liel sie nie
mehr locker und war dann von den Leuten so erfiillt, daf} sie iiber sie
schreiben muBte. Es ging ihr um wirkliche Dinge, wie sie sagte, um
Leute, die sie kannte. Ihre Sache sei es nicht, zu erfinden, das
iiberlasse sie mir. Sie wolle ihren Leuten helfen und darum schreibe
siec Geschichten iiber sie. Es geschah aber etwas sehr Merkwiirdiges:
alle ihre Figuren wirken, als wéren sie erfunden. Zu jeder einzelnen
von ihnen fillt mir, wenn ich in der ‘Gelbe StraBle’ lese, das Vorbild
ein, aber ich hitte jede von ihnen vergessen, wenn sie sie nicht auf ihre
spitze, springende Weise erfunden hitte. (‘Veza’, GS, p. 10)

She used her writing to draw attention to the plight of others and to call for social
reform in Austria. In exile, this political engagement disappears. Cut off from her
home and the culture in which she had been raised, Canetti found herself one of the
outsiders she had previously used her writing to try to help. In her letters to Georges
she describes the difficulty of living in exile, of not being allowed to cry for fear a

landlady would turn her out, of losing a room because another had bribed a landlady

22 Jylian Preece, ‘Introduction’, in Veza Canetti, Viennese Short Stories (Riverside, CA: Ariadne Press,
2006), pp- 1-13 (p. 1).

23 For more information on Der Oger see ‘Issue of Male Violence’, “‘Women's Concems’, Robertson,
‘Hiusliche Gewalt’, pp. 48-64, and for more information on Der Oger and Canetti’s other early drama,
Der Tiger, see Texte im Dialog.
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for i, of dealing with anti-Semitism, of living off of tea and bread when bills were
due, of working day and night because she only had seven weeks to translate a book.
Looking back on her life in Vienna with maids and help, she compares it to life in
England where she is forced to clean and polish incessantly wherever she lives for
fear of being evicted, even when she lives in a house whose landlady is hardly a
model of cleanliness and order. She wishes to move to America to live with a friend
who can give her the life she grew up with, but she never actually goes. In 1945 she

laments to her brother-in-law that she has moved twenty-seven times in the last ten

years. She describes herself as haunted:

Verfolgt von dem Gedanken an mein eigenes Scheitern im Leben (als
ich heulte, sagte ich zu Deinem Bruder, ich glaub ihm nicht, was er
versprochen hat, da3 ich nichstes Jahr in einer Loge sitz und die
Auffithrung meines Stiickes in London erleb, denn ein Mensch, der
von seinen Hausfrauen so erniedrigt wurde, kann zu keinen Hohen
mehr aufSteigen, dafiir gibt’s in der Literatur keine Beispiele), verfolgt
von dem Gedanken an einen Haufen verbrannter Leichen in Belsen
und an die lebenden Gerippe, die einen Teil der Kadaver fressen, und
an die Gegenwart und die Zukunft der Welt, seh ich es als eine Ehre
an, wenn irgendein Mensch mit mir spricht. (Briefe an Georges, p.
160)

Her exile writing reflects this change in circumstance, this haunting, and
becomes far more personal. At the same time, it goes in new directions. Where
before her focus was realistic and dispassionate, her exile writing is full of

symbolism, metaphor, allegory, and a range of emotions. Her early works reflected

her desire to help others; her exile works reflect a need to find herself.
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Early Work: Die Gelbe Strafie

In Vienna Canetti’s work focused on the outcasts and the powerless in society,
and especially on women, children, and people with disabilities. She was particularly
concerned with the vulnerability of women and children under the law. Her writing
was sympathetic towards them, but not sentimental. It was also dispassionately
observant; she wrote matter-of-factly about what she saw. At the same time it was
distinctly ‘feminine’ in the sense that it used domestic themes and scenes to depict
social injustice and inequality, just as it used female characters to express her main
concerns. Lorenz argues that ‘few other authors have depicted the oppression of
women and their suffering as directly as Veza Taubner-Calderon’.**

Die Gelbe Strafle is a collection of stories drawn from her newspaper
journalism and linked to form a whole. Each chapter introduces new characters, and
each brings in old ones. Each illustrates a different political point, and, as Lorenz
notes, each has a leftist cast:

Die Gelbe Strafle evokes a complex urban scene, the leftovers of the

old multinational state. The portrayal of this environment calls to mind

the Socialist ideal of internationalism. The readers are reminded that

the differences between the oppressed are exaggerated by capitalist

propaganda. The latter dwells on race, language, and ethnicity which

Marxism considers less important than those factors which unite the

underprivileged: their poverty and their powerlessness. (‘Social

Criticism’, pp. 278-79)

Each story in this collection concerns the victimisation of women. The female

characters in this novel are by turns deformed, powerless under the law, vulnerable

because they are from the lower classes and thus without much social protection, or

24 Dagmar C. G. Lorenz, ‘Social Criticism in Veza Taubner-Calderon’s Novel Die Gelbe Strafie’, in
Jura Soyfer and His Time, ed. by Donald G. Daviau (Riverside, CA: Ariadne Press, 1995), pp. 275-86

(p. 276).
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children or orphans in abusive households. Preece observes that ‘Magd-Canetti
shows, too, how economic or sexual subservience can generate its own psychology of
submission, which makes the economically weak or sexually victimized feel

responsible for their own predicament or assume guilt for the suffering others cause

them’ 25

The first chapter in Die Gelbe Straf3e, ‘Der Unhold’, though, revolves around
a woman who is less a victim ofa patriarchal, capitalist society than she is of her own
physical imperfections and mental resentments. Both deformed and paralysed,
known by all as ‘Die Runkel’, a nickname stemming from the word ‘Runkelriibe’ or
‘beetroot’, the main character is monstrous not only in appearance but also in
character. Her deformity has made her bitter and power-hungry. Lacking pity and
remorse, she strives to hurt those around her because they are healthy and good
looking. This impulse stems as much fifom human nature as from capitalist
exploitation, but the effect is harmful all the same.

In the second chapter, ‘Der Oger’, Canetti illustrates the damage that the
Austrian social and judicial system could do to women and children. In Vienna in the
1930s, the law was overwhelmingly on the side of the man of the house. It gave him
unbounded license within the household he dominated to commit acts of violence,
even rape, with impunity. As Ritchie Robertson explains:

Juristisch gesehen besaB8 der Mann eine fast unumschréankte Herrschaft

iber seine Familie. Die betreffenden Paragraphen des Allgemeinen

Biirgerlichen Gesetzbuches vertrauten dem Ehemann nicht nur die

Erndbrung seiner Familie und die Verwaltung der Finanzen an,

sondern sprachen ihm auBerdem ein ‘hiusliches Ziichtigungsrecht’ zu,

das auch die Anwendung von physischer Gewalt gegen Gattin und

Kinder zur Durchsetzung seines Willens gestattete. In vielen Féllen
entschieden Richter auf Freispruch, selbst wenn die ‘Ziichtigung’

25 Julian Preece, ‘The Re-Discovered Writings of Veza Magd-Canetti: On the Psychology of
Subservience’, Modern Austrian Literature, 28, no. 2 (1995), 53-70 (p. 56).
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betrdchtliche Verletzungen der Frau beziehungsweise des K indes nach
sich zog. Laut dem Gesetz konnte das Opfer auch um Milde fir den
Tater bitten, und es ist wahrscheinlich, dass viele Frauen gezwungen
wurden, dies =zu tun Gewaltanwendung kam in allen
Bevo kerungsschichten vor. 26

The story concerns an almost literal ogre, the similarly named Herr Iger, who
terrorises his wife, Maja, and their children. When Maja returns home after trying to
escape her husband, he rapes her. When she tries to divorce her husband the next day,
she finds she cannot, for ‘Intimititen’ had taken place (GS, p. 64). According to the
law of the day, such marital rape was an acceptable form of intimacy. Herr Iger then
beats their children in order to force his wife to give him her inheritance. This, too,
according to the law, was acceptable.

In a later chapter,?’ Iger gets his comeuppance, though it is not the law but
rather public opinion that makes the difference. When one of his schemes backfires,
Iger grows so terrified of the angry reaction of the people of Yellow Street that he
runs away like ‘ein zusammengesunkener Fesselballon’ (GS, p. 170). Justice is thus
eventually served, albeit in a different story and in a different way, but Canetti leaves
the reader with the knowledge that Maja, presumably like so many other women of
the time, is nevertheless irreparably damaged.

In ‘Der Kanal’ Canetti turns her attention to the precarious position in which
working girls found themselves, not only at risk from men who wished to take
advantage, but also from unscrupulous female oppressors. In this story a Frau
Hatvany arranges for unemployed girls to get work and even goes so far as to arrange
for the prostitution of teenagers. The prospective employers do not select these girls

on the basis of experience — a forty-year-old woman has trouble even getting an

26 Robertson, ‘Hausliche Gewalt’, pp. 56-57. See also Sabine Kolleth, ‘Gewalt in Ehe und
Intimpartnerschaft’, in Gliicklich ist, wer vergift...? Das andere Wien um 1900, ed. by H. C. Ehalt and
others (Vienna, Cologne, Graz: Bohlau, 1986), pp. 145-72 (p. 146).

27 Der Zwinger’, in GS, pp. 145-171.
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appointment because she is perceived as too old — but rather on appearance. One girl,
Emilie, jumps into the canal in a fake suicide attempt to escape her fate. She is saved
from drowning, cared for at a hospital, and then sent to the hostel where potential
employers are interrogated so vigorously that any with Jess than honest plans for a
maid leave quickly. It takes drastic measures to earn help and protection for working
wormen in Viennese society: ‘Ja, so gehtes zu. Wer das Leben wagt, bekommt Kost
und Quartier, und wenn’s gut geht, auch noch einen Posten’ (GS, p. 118). As this
summing-up suggests, this scene brims with the irony that marks this novel as a
wholke.

In the penultimate story, ‘Der Tiger’, feminine wiles recur in a new guise.
Frau Andrea, a woman whose husband has squandered her fortune, outwits Herr
Tiger, who owns one of the cafés in which she must now work, and leaves with her
virtue and reputation intact. This story thus builds on, and at the same time plays on,
the theme explored in the previous scene. As Lorenz explains:

The story of Frau Andrea [...] shows that the oppressed have every

right to use dissimulation and deceit to defend their rights. The woman

who manipulates her persecutor by taking advantage of his weakness,

namely, his sexual desires, is portrayed as a heroine. (‘Social

criticism’, p. 281)

The focus of this story, unlike the others which are set amongst the petty
bourgeoisie, is on artists. Here, too, Canetti emphasises how women suffer and are
vulnerable because of the misogynistic society in which they live. This story, which
pits a woman who is forced to go to work because her husband has lost their money
against a powerful man who seeks to exploit her, has a more positive end than ‘Der

Oger’, not only because Frau Andrea ultimately triumphs, but also because of what

the art in it represents. As Natalie Lorenz explains:
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Mit der Bildhauerei der Tochter und dem Klavierspiel der Mutter

werden zwei Kunstauffassungen gegeniibergestellt.  Fir Diana

bedeutet Kunst eine innere Notwendigkeit im Sinne einer Berufung.
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