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Magd (KA III 342). 

a Of the thirteen GtJ(hichftllllMJ liebm Gott only fou r do not contain some 
variant form of 'zinern.' 

9 ~u A.ndreas.-Sa[o.~e describes the experience Rilke and she had of seeing 
a del'WlSCharug-heilig' monk have a seizure in Rl)(Jillka, 68-69 
10 Bahr attempts here to define 'Symbolismus' in ContraSt ~o rraditional 
symbolism as "Slellvertreter und Zeichen nidll des Unsinnlichen, sondern 
von anderen ebtnso smoLehen Dingen" (136). 
:: Sec Fau~( IT r'K1assische Waipurgisnachr / Am untern Pcncios',), 222. 

Goethe IS also referred to by name later in rhe dialogue. 
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'Millgestaltet und M.illverstanden': The 
Representa tion of Disability in Twentieth-Cenrury 

German-Speaking T heatre 

nine Schulz 

"\Vlith the growing number of books wrirren about disability 
W and an increasing number of courses lLsing this term in their 

names. itcan be difficult to understand whacdisability studies actually 
is. One of the most comprehensive explanations as to the naUlre and 
the aims of this relatively new academic discipline is offered by Simi 

Linto n's Clai!lling Dhabi/iry. Assuming that educational institutions 
shape cuhurnl knowledge and meaning, she sees ctisability soodies as 
an academic project aiming ro correct the way disability is curremly 
dealt widl in the academies and "to hold acaderrucs responsible 
fo r the veracity and the social consequences of their work" (1-2). 
Disability, according to [jnton, is commonly viewed as a medical 
phenomenon, which means that it is not usually srudied in the 
Humanities, but only io the specialised applied subjec ts, such as 
rehabilitation. special education and health (132-56). The idea £Ita[ 
ctisability is a medical problem that needs to be solved with tbe help 
of special instiootions is a discourse whicil, in the \·iew o f disability 
studies, forms pan of the oppression of people with disabilities. For 
J. L Charlton the shift away from the traditional "icw of disabili ty 
as a "sick, abnormal, and pathetic condition" is a key element in Lhe 
suuggle against this oppression as "it sees disabili£)' as normal, not 
inferior and demands sel f-determinacion over lhe resources people 
wHh ctisabilities need" (10). 

The themes o f self-deH,:rmination, self-definition and subjective 
experience. all intended to conte~t the objectification of disabled 
persons implicit in traditional social and academic practices, are al 

[he hean of the project o f disability srudies.1 People With disabLlities 
are objectified wheren:r they are still marginalized, wherever they 
have no say in dle way resources are allocated LO [hem or they 
are excluded from t.he discourse thaI. defines their social identi[)r. 
According lO Limon the four main objectives of disability studies 
are the theoretical consuuction of disabili t.y as a complementary 
social identity, the exposure o f oppressive mechanisms and their 
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implications for the narure of society by making disability [he ccorral 
category of research,2 lile building up of a knowledge base about 
disability in the field of lhe libe.ral am and the critical srudy of (he 
represen tations o f disability in w lruraJ producrs to reveal dominant 
actirudes towards disabili ty.) 

This effectively places disability studies wirhin the ideological 
comext of posonocierrusm, which has been defined by J. E LY0£ard 
as an "incredulity IOwards metanarrarivcs" (482). By 'mcranarrarives' 
he means tOtalising concepts of knowledge that, as Joh n Storey 
explains, "always :mcmp( { ... J (0 sLlence other voices. orner 
discourses, in the name of universal principles and general goals" 
(346). Normality can be seen as a meranarnove in this sense as it, by 
liS very definition, marginalises certain discourses and maJ:ks lhem as 
less important or even dangerous and subversive. 

These concepls constirute the theoretical framework of my 
analysis as il will u:y (0 counteract the objectifi cation o f people with 
disabilities and, dIU$, the presumption of normality, in two different 
ways: First, in a general way, by adding the perspective of a disabled 
researcher to the vaSt base o f knowledge produced by traditional 
criticism. Se:cond, in a more: specific way, by analysing how disability 
is used in selected plays by four of lhe best-known German
speakmg play\.\'righrs, namely Benoit Brecht'S Mlilter Courage lind ihn 
Kindtr, Frie:drich Durrenmatt's Der Blinde, l .... fax Frisch's Ant/Qrra and 
Peter Handke:'s Kaspar. 

10 this context it is vital to remember that rep resentations of 
disability occur in the comext of some form of communication. As 
for the specific case o f theatre, , would agree with Erika Fischcr
uchte:r's undersranding of it as "der instirutionalisiene Pwzefi der 
theatr:1lischen Kommurukation," some of whose components she 
identifies.as "allgemeine und besondere Bedingungen der Produktion 
und Re:zeption, Konstinu:ion eine:r the~uralischen Sprache, Scrukrur 
und Wirkung de:r Auffuhmng/Performance" (10). This approach [0 

theatre is useful, as It extends the origin:al .argumc=nt of this srudy 
[0 [he effect that the: ca non of German-speaking twentie:rn-ce:nrury 
dramatic theatre· objecllfies people with disabilitie:s because it is 
e:ssenllaUy a discourse whe:re non-disabled dramatists, producers 
and actors use: disabled people: in their communication with non
disabled audiences. This is not to say that people: with disabilities 
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are deliberately excluded from theatre. Ruher it ma ns that the 
lack of awareness o f disability shapes lheatric.al p ractices in such a 
way that people: with disabilitie:s are effectively excluded from this 
communication. 

A helpful tool in tlus context is Keir Elam's semiotic approach 
to theau:e: and drama.s He ide:nti6es as the main siglllfication systemS 
used in dramatic and theatrical communication, w luch make it clear 
that the implied audie:nces consist of nondisabled peopk, rather 
than pe:ople WI th disabilities, as the latter would not have sufficient 
knowledge of aU the: codes considere:d to be part of the: compete:nce 
of an average specralor.' Moreover, where theatre does not exclude 
audience me:mbers with disabilities it 'innormalizes' lhem.' By 
'inno rmalisarion' I mean the way it invite:s aU spectators, includmg 
people with disabilities, [0 identify wilh an active nondisabled (main) 
character and/or to conform to ways of responding to a play that 
expects the: audience 10 have all (he normal chan nds of sensory and 

cognitive perception available. 
However, the laying bare of the o bjectification process, wh ich 

is the main aim of this study, should reveal not only the resuictions 
placed on and the injustices committed against people with 
disabilities, but also the generic possibilities for dleir correction. Due 
to lhe: fact thaI for each work twO texts exist., namely (.he dramatic 
and the thealrical, the dramatic gtore offers the unique chance to 
add 'subje:ctivity' and the "active voice[s)" o f disabled producers 
and acto rs (LiLlIon 134). Thus it would be possible, in the sphere 
of dramatic the:atre, 10 realise the claim o f the Disability Rights 
Movement: "Nothing abou t us without us" (Charlton 3). 

"Die Me nschen schwcigen, de:r Stein har beschlossen Z li 

rede n": D isabili ty in Brechl'S Afuller Courage und Hue 
Kinder 

Brecht's concept of epic theatre: aimed to dispose of the: idea lhat 
there is something universally and e: temally human lhal transcends 
all diffcrence:s in the human condition (SchriJuf/ '(filii Theater 59). 
Instead, his plays were intended to illuSrGue dut, due: to these 
dIfferences., people have different views on the same events.
TI10S he dIVIdes lhe audie:nce. rather [han assuming them 10 be a 
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ho mogeneous collective. In his writing, however, there is an obvious 
emphasis on social difference with clearly l>.h rxist connotations. 
His way o f explaining the individual as an effect of their time tends 
to neglect people's other differences. In Brecht's dramatic theory 
clisabiliry, like gender, race, er cetera, does not constirute a category 
o f analysis in its own right. His concept of mean e still sees the 
audience as a collective in the sense that it assumes audience to 
be no rmally abled. Furthermo re, if claims dramatic characters fOr 
a system o f signification, which means (har Kanno beco mes pa rt 
o f a communication process from which people with disabilities 
are exduded.9 Her mureness is no t o nly reduced to an effect o f lhe 
milieu, in this case the Thirry Year's War, but also to a mean s o f 

communication. D isability is used to express not its own coment, 
but one that is prescribed by dle author. It is, for Brecht, a means to 
get the message across (''O ber Mutter Courage" 49). 

Tn his play Brecht uses both theatrical and Literary techniques, 
s.uch as her gesrures, the sounds she makes and me comments 
b y her momer to make K aurin understood (\'Uhite 103). \\{'hen 
lI,-lo ther Courage first tells the cook about her children she says 
about Kattrin : "Die Tochter is t nix. Wenigstens ted sie nkht, das iSI 

schon etwas" (23). T his statem ent shows a typical pattern in Mother 
Courage's an:irude to her daughter. h is actually because of Kamin's 
muteness that in the eyes o f her mother she is (worth) nothing, but 
this ' flaw' is ehen interpreted as a desirable sidc-effeC[. Later in [he 
p lay her momer even goes as far as calling ber disability a gift fro m 
God: "Sei froh, daO du stumm bin, da widersprichst du cfu nie oder 
wills( dir nie die Zunge abbeiBen, weil du die Wahtheit gesagt hasl, 
d as ist on Go nesgeschenk., Stummsein" (33). The idea mat the 
loss o f one of rhe senses is a welcome escape from reality and/or 
personal responsibility is a recurrem lheme in me representatio n and 
cri ticism o f disabJed characters. lO It is also lypical that me failure of 
normal sensibility is seen as the chance of finding a new, differem 
way o f relating to the world. Aside ftOm the critics rhat auach 
symbo lic value to Kattrin's muteness, others o nly mention it in 
passing. In their writings Karuin is a "victim [ .. . 1 of [herl mo ther's 
guil t" (Speirs 98-9), "ein ruhrendes O pfer der Gewalttaa gkeit der 

Soldaren" (Ewen 335) Or simply "a disabled girl" (Leach 134). T here 
is no further discussion o f wh y she is mute Or what that implies. 
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IVlother Courage herself is hardly 'politically correct' when she 
speaks about her daughter [Q other people. On one occasion she 
calls her a 'Kruppel' (42) and expresses dismay at the sounds Kamin 
makes, mainly because she does not wam the preaciler [Q hear them 
(44). Indeed, lhe atcirudes exp ressed by the p reacher and the cook, 
associa tes ramer than family members, are no t very fl attering. The 

preacher thinks that Ma rner Courage's "erwerbsllnfahige Tochter" 
is a burden fO her (50). This is actually quite iro nic as Kaurin works 
harder than the preacher. T he cook is even more reckless ill his 
assessment o f Kattrin's prospects: ''"Wie soil die d nen Mann fi nden? 
Stumm und die N arb dazu! [ ... J Und das ist auch ein G rund, warum 
ich sie nicht in der Wirtschaft haben kann. D ie Gi st woUn so was 
nicht immer vor Augen haben" (92-3). J-Ie sees Kattrin's disability 
and her scar as o ffensive to normal peop le. LL Although Kattrin's 
mother is somewhat more sympathetic, she comes to a similar 
conclusion: "~ lir ist ein his[Qrischer Augenblick, daB sie meiner 

Tochter libers Aug gesch1agen haben. Die is t schon halb kapun, 
einen Mann kriegt sie niche mehr, und dabei so ein Kindernarr" 
(74). Yet, f', -[o ther Courage is the character in me play that knows 
Kamin best, and alcllo ugh she can nor appreciate her daughter'S 
feelings, she has a fair idea abom how the wa r makes her suffer.12 

Her assessmem o f her daughter, as far as her love fo r children, 
her compassion and hcr fear o f war are concerned, seems to be 
con fi rmed by lhe way Kattrin behaves. She attacks her mother wilh 
a wooden plank when the laner does not want to sacri fice any linen 
shirts to dress lhe wounds o f the injured farmers, and she also saves 
(helt baby from me burning house. U Later she mrows a basket full 
of bottles o n the ground when she hears that the war is going to 
continue. It is imeresting (0 note that Mo ther Courage interprets 
Kaurin's reaction to Ihe wa r's continuation as annoyance about 
having to wait even longer to get a husband.l~ Kattrin's longing fo r a 
husband and children could be viewed as o ne o f tile few tllings thai 
arc genuinely part of her nalure. When she bo rrows Yvette's shoes 
and imitates the p ros titute's manner o f walking, it is a spontaneous 
act, mo uvated by a mixrure o f curiosiry and desire that is no rmal for 
her age. f', [o ther Courage rakes the shoes away as she is worried that 

Katw ll will cnd up like Yve tte, bur she gives them back to Ka m in [0 
comfo rt her after she has been assaulted by me soldier. 
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Bmh Mother Courage and the audience have to draw 
conclusions about Kamin's inner life from her actions. T his means 
that ultimately Kattrin's identity is one that is, to an enent, imposed 
on her. Due to her linguistic affliction she cannOt reply to anything 
that is being said, and dlUs cannot correct or modify what is assumed 
to be true about her. This lack of self-definition on her part makes 

it difficult co tell to what extent her actions reveal her true nawre as 
she might simply be conforming to a role assigned to her by mhers. 
Kamin's fale is, in dus respect, emblematic of the experience of 
people with disabilities. She has to rely on her mother, who admits 
dur reaUy she has no idea what Kattrin is thinking: 'Wenn ieh 
wiiBt, wie es in ihrem Kop f ausschaud" (73) . This remark shows 
the difficulties normally abled people in general have in dealing with 
those who do not share their own perception of me world, as is also 
the case in the next play, D urrenmau's Der Blinde. 

" D ie 'Auge n des Gla ube ns' s ind b li nd": Disabili ry in 
Durrenmatt's Der Olinde 

Complainrs about the unrealistic and reductive portrayal of blind 
characters have been made since the early twentieth century when 
a systematic comparison began in Germany between the social 
existence of blind people and its literary representation (1.ferkle 21). 
Many people thought that the characters produced did not reRect 
the growing competence of people with a visual impairment which 
enabled them to integrate into sociery ro a greater exten t (tvlerkle 

21). Durrenman's remarks about the relationship becween a play, its 
characters and their beliefs suggest, however, that the blind duke in 
Der Blinde could be an exception [Q this rule. D urrenmart maintains 
that his characters are first and foremost human beings and dlat 
what they think and believe is an expression of what they are, radler 
than being the intended message of the play ('Theatnproblnm" 29). 
The conception of the dramatic character as a human being implies 
a certain individuality, a well- roundedness that does not reduce it 
[0 a single feature or a mere type. In his Anmerkllngm ZII Der Blinde, 
wriuen in 1980, he explains that, despite what most people thought, 
the play is nO[ simply an allegory of faith (256). The question is 
iF this opens the possibiliry for a more individualistic and realistic 
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representation of me blind duke, especiaUy as the title suggests tlle 

exacr opposite. 
The play shows the duke in the ruins of his castle which has 

been destroyed by war. He believes, however, dut the life he knew is 
sti!! intact, which raises the question of what is actually true and real. 
The dilemma that d efines the scope of the duke's character as well as 
giving strucrure to tlle play is described by [he autllor as follows: "Ocr 
Herzog in Der Blinde befindet sich in einer existenzieUcn Position, wo 
er zwischen dem G lauben an die Sehenden und dem Zweifel an den 
Sehenden zu wahlen hat" (AII!1Icrkungcn 256). The duke must make 
this choice as he cannot check whedler or nOt what people tell him 
about the world is true. Thus, his blindness is associated with trust 
and faith as an antithesis to the reality of those who can sec. To 
experiment with these t\\'o conflicting realities that exist within the 
same dramatic space was D urrenmatt's main concern with regard to 
the play ("Theaterprobleme" 42). The spectator is seen as pa rt o f the 
normal reality of the o tiler characters, a reality that is dominated by 
images rather than words. This means that the audience can, in every 
sense of the word, see through the lies and charades that form tile 
basis for the duke's real.ity due to his 'willing suspension of disbelief.' 
The fact that Durrenmatt assumes the spectators to be able to see, 
hear and generally sense what is happening on stage becomes even 
more obvious when he emphasises the importance of the theatrical 
dimension o f drama: "Ein ThearerstUck wird durch das Thea ter, 
indem man es spielt, em·as Sichtbares, H6rbares, Greifbares, damit 
aber auch Unmittelbares" ("Theaterprobleme" 34). h would be 
foolish to accuse D iirrenman of deliberately disctiminaring against 
people with disabilities when he imagines his audience as wdl as 
most of his characters to be normally abled. There is a natural 
bias in the way nondisabled authors think of others: they presume 
normality. It would be impossible for D urrenmatt nOt think of his 
audience as consisting of 'normal' people when he essentially creates 
it in his own image: "Der moderne Autor kcnllt kein bestimmtes 
Publikum mehr [ .. ]. Er fingierr sein Publikum, in Wahrheit ist er es 
seiber" ("T bearerprobleme" 39). 

The contradiction between what the duke believes and what 

the audience and the odler characters know becomes obvious [rom 
the beginning of the play. The first scene shows the duke sitting 



154 FocuJ on Ctrlllan Sl lIdil.] 

in front of his ruined castle dIal has been desLrored in lhe cou~e 
o f the Thirty Year's \'(lar. His remark about "clen Frieden memes 
Landes und den Prieden meiner Seele" seems facil er odd as tile 
specta tor does no t yet know about his blindness (151). The Italian 
solcli~ Negro tla Ponte, who is passing by the duke's casde. is equally 
surprised when asked why he does no t greel the owner of such a 
'splendid ' castle. Negro da Pome then realises mat the duke is blind 
and the latter confirms this: "lch bin blind. Die Krankheir. von 
der ich geneseo bin, hat oUch blind gemacht" (152). He proceeds 1'0 
describe the porui of the cas cle to Negro da Pome, who plays along, 
and then the duke praises God, who has bes towed peace o n his 
country and his soul. U The duke's chaging to faith is :itO act o f self. 
p reservation: " Mit dem Augenlicht hac dec Herzog den Sinn rur die 
Walttheit verloren: er sieht die Wirklichkeit nicht mehr. Um nich{ zu 
verzweifdn, geeift er nach dem G Jauben als renendem Su ohhalm" 
(A rnold 30). 

NegTo da Ponte and Palamedes, the duke's son however 
interpret the way in which his blind ness has allowed him t~ subs ri£Ut~ 
the rea~ry o~ the senses wilh that o f fai th in a slightly different way. 
They VIew his escape from their reality as a blessing foe him. Negro 
da Pome tells him: " Fur einen Sehenden gtbt es kcine Gnade" (155). 
Palamedes views iI as divine imen 'ention lhat prevented his father 
(rom wimessing the destruction o f his realm: "Oer Himmel ha t ibm 
die Augen zugehalten" (160). Again, here we find the no tion dlat 
disabili ty protects the individual fcom the reality of a world lhat is 
tOO ~~ to deal wi th,l' o r as Gerhard Knapp stares: " Den Ile [2og, 
dec In die (reale) Blindheit ge Aohen ist, bewahrr sein Glaube (die: 
meraphysische Sieht) vor der Konfronration mit einer unenriglichen 
Wirklichkeic" (34). Similarly, Armin Arnold claims that Ihis aspec t 
o f the play shows Durrenmau 's critical attirude towards God: 
"Durrenmarn Anklage an Gou blelbt dieselbe: man muB schon 
blind sein, um an GOtt glauben zu k6nnen" (30). 

Yet the duke does not only have to uust in God, he also must 
rely on other people fo r info rmatio n about dle world that surrounds 
him: " [eh bin blind. Ieh muG dem t-. fenschen verttauen, urn zu sehen" 
(156). Therefore, Negro da Ponre decides that the duke is me pe rfect 
victim for a scheme [h at is intended to test his faid,. Da Ponte and 
his "Getier der Nacht" design a play around me duke that pre rcnds 
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(0 restOn: his fo rmer glor), while actually taking away everything the 
duke ho lds dear (169). Da Ponte tells his 'cast ,' consisting o f soldiers, 
whores actors and other dubious figures, that the duke is the best 
audien~c anybody could wisb for: "l hr k6nnt ihm vo rspieieo , was 
i.hr wollt. und er wird al\es glauben" (163). This assessment seems 
corceCl, and it is exactly what p resems the challenge to Da Ponte. If 
he can make (he duke doubt anything in the play he can make \um 
doubt his falm atlhe same time or, as Mathias Mayer relates: «lndem 
das Nicht-sehen hiet physisd l als Blindhcit verkorpert wird, nluG 
sich der G laube mit dem blinden Vertnuen ins Verhili luus sel"zcn 
und entweder alles oder niclm glauben" (11 8) . Da Pontc's plan is 
to rake the game as far as is necessa ry to crumble the duke's rai th. 
This, he thinks, will only be a matter of time, for as loog as the duke 
believes his words he has power over him: "Was ich denke, geschieht 
an ihm. Den Weg, den ich ihm weise. muB ec einschlagen. So haufe 
ieh Q ual uber Q ual auf ihn, cine !-Io lle liber dte andere" (186·7). 
O nce this game has broken the duke, me uuth about human .na tu~e 
will be revealed: " Dann werdet ihr sehen, was der Mensch 1St : em 
seheclcndcr Mund, zwei gebrochene Augen, in denen sich mchu 

spiegelt" (186). 
Da Ponte, however, undercsomates the duke's determination to 

believe him and thus keep Ius fai th by subjecting himself to the rcall ty 
Da Ponte is creating fo r him. D urrenmatt described dle e ffect of this 
determination as rern fying: '1ndem er den Glauben an rue Sehenden 
waH t wLrd er fUr diese scbrccklich und auf cine gespenstischc Art 
unm~nschlich : er rummt sie beim \X'on " {''Theaterprobleme'' 42). 
He even strangles the court pOCt, Gnadenbrot Suppe:, hecause he 
wan ts to tell him me trUlh about .. vhat is going on. The death o f 
Palamedes can also be vie .... '(!d as a result o f the duke's refusal to 
learn the uuth. The suicide o f tbe duke's daughter O ctavia makes 
him triumph over Da Ponte finally, as it makes the Iic that his 
daughter is dead true and thus confirms the duke's faith , rather than 

disproves iL 
What does this rale o f faith and deception me.!n fo r the 

representation o f blindness? It ce rtainly does nOt show a rea ll s~c 
blind chancter. Not o nly is the po rtrayal o f the duke full o f cliches: 
his blindness is seen as a prerequisite fo r and a symbol o f faidl , a 
gi ft from heaven to shield lhe duke from the terwe o f (ealiry and a 



156 Focui 011 German Studies 

chosen condition that is defended al any COSt. Moreover, it reduces 
blindne~s [0 the .single . dichommy needed for experimen ting widl 
rhe nonon of blind fatth, an experim em which, according to M. 
~1ayer ~ead~ [ 0 the following conclusion: " Die 'Augen des Glaubcns' 
Sind ~lind, l!1 ~ofern sic nicht mi l den sinnuchen Augen sehen, aber 
zugleJch heUslchtig fur die Absurdiut des ersprungenen Glaubens" 
(11 8). 

<fEr nickt und g rins,": DisabiJj ty in Max Frisch's A£Jdorra 

When Max Frisch describes theatricality as [he interaction o f the 
imagination evoked by me tex t with the perceptio n b)' the senses of 
irs manifesr3ti? n ~n sta~e~ he thinks o f himsel f, and presumably any 
other peI~on In hIS posltlon, as naruraUy possessing cen ain m ental 
and p~ystcal. abilities ("Tagebuch" 570). This presumptio n o f 
normality, which cOllld also be seen in the writings of both Brecht 
and Durrenman, is even more evident in his ideas on illusionistic 
theatre. He observes that theatre relies on the physical proximi ty o f 
me audience (" Ex~ose:' 273). Eve n though he poin tS out the limiting 
nature of percepaon In the process of theatrical communication 
the ability to see and hea r is still taken for g[;!.nted and, thus, viewed 
as a prerequisite for illusionistic theaue to have its full effect on 
the spec tator. The desired effec t of this kind of theatre is to create 
a perfect illusion o f realiry. Frisch experienced this himself in his 
youlh: ' 'Es war o ft, als spiele das eigene Leben auf der Buhne 
wiihrend man seiber zum Zuschauer verdammt blieb, t in r.. [ ensd~ 
~hne Arme, ohne Tat" ("Theater o hm: Illusion" 332). The descri bed 
Slde-effccl of illusionistic theaue, i.e. the fact that it renders Lhe 
specutor passive, dearly reflects Brecht's influence On Frisch 's 
c~ncept of theatre (GeiBier 10+-5). More significant, however, is 
his co~parision of rhis passivity [0 being "without arms" (332), 

thus USlng a~ act~al physic~l disabiliry to illusLrate chosen inactivity. 
Mecapho.fS like elllS, according to H arry Merkle, are typical exa mples 
o.f nondisabled thinking: "Sie dokumentieren die Unaufrichtigkeir 
elner besumm ten Art nichtbehinderten Dcnkens, das behinderte 
Ii[era risc~e Personen oder personlichkeitsbildende Eigenschaftcn 
\'on behmden en Menschen zu Metaph(:(n verdinglicht" (29). This 
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means that Frisch's metapho r not o nly objecri6es disability in this 
sense, but thal it also ma rks it as negative in a moral pattern o f 
personal initiative and apathy. Moreover, to a disabled person (he 
action o n srage does not necessarily appear as COdas eigene Leben" 
due to the fact [hat dleu experience is essentially different (332), 
but also because elleir disabili ty would probably disrupt the illusion
creating process in the first place. Tf people with disabiliues u'ere 
to identify with a d ramatic character and be drawn into the reality 
of the stage, in mOSt cases they would only be able to do that by 
igno ring their disability and ilS implications for their experience. 
H ence, they are either innofmalized o r excluded. 

This is no t only \.rue for illusionistic theatre, however, since 
Frisch's alternative, the playful theatre, is a paradigm for the 
consciousness "daB alles, was die Biillne gebeo kan n, bcsten falls 
em Vcrglcich iSt, cin Zekhen, da s Zeichen bleibl" ("Theater o bne 
Illusio n" 335). Even if lhe audience is no t supposed ro identify 
with the action on stage, but rather ( 0 unde[5[and it as a 'sign,' 
the presumption of normality still remains. TIle notion of theatre 
as a sign also has certain consequences for the po rtrayal o f the 
characters. According (0 Frisch, in AluloffQ lhey should be played 
as types ("A nme[kungen" 561). This prescription is no t conducive 
[Q a realistic represemarion o f disability, especiaUy as the idim., as he 
is referred to, is o rily a marginal character, appearing in only three 
e pisodes of the play. He makes his first appearance when dle soldier 
Peidcr is raving o n about rhe alleged courage of the Andorran 
people: " Hinzu triu ein Idiot. der nur grinsen und nicken kann" (22). 
As he is timited (0 nods, smiles and silence, he is essentially a puppet, 
both in term s of expressive scope and function. He is at home in lhe 
world o f stage directio ns, a pIOp in Lhe hands of the direc to r. In this 
particular scene he nods and smiles four times. Peider, in a drunken 
stale, accuses Andri of insulting h.im and, thus the army, seeks 
confirmation from an imaginary crowd (22). The role of the idiot 
here is [0 represem Lhe crowd and answer Peider's ques tion, but also 
[0 mock him, for what Peider claims Andri said about the Andorran 
people rurns out to be true. H is nex t pantomimic commenr occurs 
when Peider, in turn, accuses Andu of being a coward: "A ndri: 
Wieso bin ich feig?/ Soldat: Wei! du Jud bisr. / Idiotgrins t und nickt" 
(22). Here, however, lhe irony refers to ,he fact thac the soldier is 



158 Foau on Glrman SJlldies 

wrong, as the play reveals [hac Andci is not Jewish at all. The idiot's 
agreement could also be viewed as criticism o f lhe mindless way the 
people of Andorra believe such stereotypes. T he last two rimes he 
nods and smiles are when Peider asks: "\'<'as hat er gesagl?" and "Ein 

Vieh? feb bin ein Vieh?" (23). Again, in an ironic manner, the idiot 
seems to answer the second questio n in the affirmative. 

The second time me idio( appears on stage is when the foreign 
s~nora comes (Q visit the teacher. The idjO['s function here is slightly 
differem. He performs merna.! tasks that push the actio n forward, 
such as b~nging in the senora's suitcases (Cr. 68). He b rings in 
another suitcase and later a coat, and each rime lhe arrival of one 
of the senora 's belongings causes the characters presem in front of 

the pub [0 speculate on the purpose of her visit. In the COurse of 
this their prejudices against her become apparent. She is suspected 
to be a spy, and whenever the idio t comes in with another item her 
hosrile intentions seem.confirmed (Cf. 68-9). The idiot also delivers 
a note to the teacher, informing him o f the senora's arrival. lllUs dle 
idiot's function in this scene is a ramer practical one in the context 

o~ dr.amatic composition. He is a good solution for problems that 
anse In the course o f the action. 

The last scene in which me idiot plays a part is [hat of the 
'Judenschau': 'TIer Idiot erscheint./ Wirt: Wieso hat der kcin 

schwarzes Tueh?/ Jemand: Dem glauben sie's, daB er keiner ist./ 
Der Idiot grinst und nickt, geht weiter, urn liberaU die Vermummten 
zu mustern und zu grinsen" (110). His behaviour shows the who le 
P[oce~ure as a farce. By going around looking at e,·erybody, he is 
~ocking th e '~ udenschauer,' who is supposed to (ell all ihe Jews apart 

~ 'mply ~y. theu feet and the way they walk. This is clearly ridiculous, 
!USt as ndiculous as the fac t thar me idiot does not have to take pact in 
~t. There. is no logic in assuming that a mentally handicapped person 
IS most likely nor a Jew or does nOt lie, and the question seem s to be 
w~o is actually mad in Ando rra. The idio t's willingness to comply 
wUh. the orde.~s of me soldie.~ anyw;tymakes for considerable tragi
COITI.IC effect: Der erste! / Nlemand ruhn sich. / Los, vorwans, los! 
/ Der Idiot geht als erSter. / Du doch nich t!/ Angstgelachter unter 
~en Vermummten" (11 5). It mighl seem strange that the idiot, who, 
LO the context o f the play and this SCene especiaUy, is an oursider like 
An dri, suffers positive discrimination by the Andorrans, whereas 
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Andri is the victim o f susp icion and crueltyY 
Frisch seems 10 reverse this hypocritical \·jew of minority 

groups. From the three scenes the ,dim actually ap pears in it becomes 
dear that, in this play, he serves two purposes: H e acts as pon er and 
messenger and in SO doing soh'es practical problems in the p lo t's 
development. t-.'Iore impon antiy, be provides an ironic commentary 

o n what is going on o n stage. His function is, therefore, a purely 
dramatic one. Thus, Frisch subjects people with mental handicaps to 
the very treatment [ha t he is trying to highlight ill tile case o f Andr!. 
By marginalising the idiot and reducing him to little mOre than a 
dramatic mechanism, he rein fo rces tlle ob jectifica tio n of people 
with disabili ties, b ut also Ihe dominance of presumed normaliry. 

Frisch creaces an image of disability that is fixed and arbitnlfY. 

"leh mocht c in solcher wcrden, wi e einm al ein andrer 
gewese n is t"' ; Disability in Peter H a nd ke's K."1spar 

T he treatment of disability in Peter Handke's play Kapor, which 
traces the personal d evetopmem o f an individual who becomes self
aware and learns 10 conform to social norms through the constant 
exposure to language, is not quite as straightforward as in the cases 
o f Brecht, Durrenmatt and Frisch. One could argue. that Kaspar 
does not have a disabiliry in dle Strict sense of the word, that he 
is simply a 'Jedennann' character undergoing behavioural therapy. 
He is nOl permanently disabled, according [Q what Hahn calls tile 
" functional-limitations paradigm ," which defines disability in te rms 
of "functional impairment and vocatio nal limitations" (172). 1n 
faCt, the whole purpose of his being bombarded wi th words and 
sentences by anonymous voices is [Q make him a functional member 
o f society. Alfrcd Banhofer has conunentcd on the social rdevuncc 
of plays like Kaspar, whose dramatic concept is imended to help tllt: 
spectatOr understand thei r own position in society: 

Handke bcziehl sich ofl auf die Frage nach clem 
Verhiil[nis zwischen Theater und Gesellschafr und 
oero nt, daft es in scincm dlea (ralischcn Modell 
nicln darum gehe, die Wirklichkeit darzustellen, 
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sandeen clem Zllschauer:tu helfen, tiber sich selber, 
seine allragliche Wirklichke.it und seine Beziehung 
Zllm ~1iunenschen ins Klare zu kommen" (474). 

Despite lile ami-illusionistic aspect of Handke's meatee, 
however, dle conclusion that it must be the vehicle for the aUlho r's 

moral message, as in rhe cases of Brecht and Frisch, for example, 
would no r be entirely accurate. According to Rolf Renner, JG:upar 
is based o n lhe idea of theatre that is outlined in Handke's fi rs t 
play Pnblik,llmlJtSchimpj1lflg (45-6). This 'Sprechstiick' pretends to 
blur the distinction between the aClotS and the audience: "Diese 
Brwer bedeulen keine Wek Sie gehoreo zur Welt" (17) . In fact, 
the communica tion going on in Lhis play is so self-referential that it 
seems (Q take the disruption o f me meatrical illusion [0 its logical 
extreme. Theatre is nm seen as a perfect imitation of reality, but as 
an imegral part o f il. h is reality, at least accorcling to me model, so 

that the question as to the represemation of disability and the role 
o f the audience seems irrelevant. 

The fusion o f meatre and reality is, of course, o nly theoretically 
possible. The PlibliknmrbeIChintpjllng is a mental trick, a model of the 
transcendence of meatre, but it does nm acruaUy transcend it - it 
o nly temporarily creates tbe illusion o f [Otal disillusionment. l twould 
not be fair, however, to dismiss the model due to the limi ting aspects 
o f practical necessity. Handke's anemp t to liberate the theatre from 
its conventions might nor get rid of them completely, but it could 
open up a space for self~reflec tion and mo re awareness of other 
perspectives. Theaue could, lhus, become a general corrective 
effort, which is how Handke d escribes it: 

Ein Theatersruck ist dann Immer das ~·Uttel. 

zu versuchen, zumindest CIne Fiktio n von 
O bjektivierung herzustellen, eine Art Balance 
zwischen dem Leben, das man seiber ruhre - das 
man immer geneigc ist, als Absolutes zu sehen, 
wenn man Prosa sch reibt - und den anderen 
Menschen: wenn auch nllr als Fiktion, aber doch 

als Anmengung, die man fur sich seiber ben6tigr. 
(qed. in Arnold 20) 
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The idea that other people's perspectives are necessary to achieve 
an increased objectivity and th at this could be done as pan o f tbe 
dramatic communication p wcess should have some impact on 
Handke's portrayal o f Kaspar and his ideas about ,he audience. 
Thus, in the following I wilt detcrmim: the strength and the quali ty 

of this impacL 
As soon as Kaspar, supposedly by acciderH, fi nds his way 011[0 

the stage it becomes clear that there is someth ing odd about him, 
that he does not fit iO[o what the spectato r would perceive as (he 
no rmal social order. This effect is intended as Peter Handke wan[5 
Kaspar to appear like "Frankensteins I:\'!onster (oder King Kong)" 
(9 1). II is not surprising then that at the beginning Kaspar's dress 
defies any convention: " Er sieht pudelniirrisch aus" (95). The 
WAy he walks is equally strange: "Scin Art zu gehen ist eine seht 
mechanische, kunscliche. cine, die es niclu gibt. Er geht freilich 
auch rucht wie eine Marionette. Seine Gangart e rgibt sich aus dem 
dauernden Wechsel verschiedener Gangarren" (96). Furthermore, 
his linguistic ability is rudimentary. When he starts [0 speak it is 
clearly wimout any understanding of what he is aCUla!ly saying. 
" [H}orbar ohne Begrifr von dem Satz," he keeps repeating: "Jeh 
moch t ein solcher werden wie emmal ein andrer gewesen 1St" (97). 
This sentence as well as lhe dress and the walk is based o n Anselm 
Riner von Feuerbach's account o f the personal development of the 
historical Kaspar Hauser, who is supposed to have said: "a seciuene 
mocht ih wahn, wie mei Votta wahn is" (12 1).13 Despite the fact 
thaI Handke bo[[owed extensively from Feuecbach's psychogram 

fo r his representatio n of Kaspar me play, acco rding to the author, 
docs not show "wie ES \X1lRKLICH 1ST oder WIRKLI CH WAR 
mit Kaspar Hauser. Es zcigt, was Iv(OGLI CH IST mit jcmandem" 
(9 1). Handke's Kaspar is, Ihus, less a realistic tban a theatrica l figure, 
an example of what happens to a human being when i( is subjected 
to language. 19 The theme of the repressive namre o f language is 
presented as an experiment, in which Kaspar is the guinea-pig. In 
a first step the voices, coming from several speakers, u y to make 
Kaspar aware of his sentence and its impo n ance for his relationship 
10 the world around hun: "Schon hast du einen SatZ, mil clem du 

dich bemerkbar machen kannSL Du kannst dich mit clem Satz 1m 
D unkeln bemerkbar machen, damit man dich nicht rur ein Tier 
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halt" (99). With his sentence, so the voices claim, he cannot only 
distinguish himself as an individual by linguistically separating 
himself fLom everything that surrounds him, but he can also 
establish a hierarchy, that is rhe subject-object relation: «\\fit diesem 
Sau geh6ren aile Gegenscande dir" ( to I). Tlus is not possible, 
however, as long as K aspa r is unaware of himself and his sentence, 
which, ironically, expresses his desire (0 be initialed into society and 
occupy a prescribed slot in the social identification system. Tn order 
for £his to happen, the voices sub;ect him to a kind of language 
exorcism unci! they have driven the sentence o ut of him like an evil 
spiri£: "Kaspar ist endlich zum Schweigen gebrachl. Der Sao: is[ ibm 
ausgerrieben" (110). In the following he learns me sysremacic use 
of language and is shown what proper sentences are. Hand in hand 
with the increasing knowledge of the strllcrure of language goes a 
gwv.mgawareness of o rder in general: "Stit ich sprcchen kann, kann 
ich allts in Ordnung bringen" (115). Subsequencly, Kaspar fi rst cidies 
his clothes and then the stage. As he is doing this his movements 
become more and more synchronised with the speech of the voices. 
?v[oreover, he is now taught how language strucrures thought: 'TIer 
Raum ist klein, a b e r mein. Oer Schemel ist niedrig, abe r bequem. 
Das Uncil ist han , abe r gerecht" (132). T hese simple statements, 
according to MechuUld Blanke, COOlraSt something Ulat is seen as 
undesirable with a social value, so that the former is redeemed by 
the lattcr, and she concludes: ' 'Jedoch wird bereits irn dritten Satz 
die Fatalitat dieser SatzSLruktur deuilich, indem sie zwanglos die 
Legicimacion von Sanktionen erlaubt" (267). 

J n this context it is interesting to nOte that one of (h e model 
sentences used to teach Kaspar how to relate things and values to 
one another is: "Ocr Kruppel ist bedauernswert, aber a u c h ein 
t-.[ensch" (133). Obviously, one of the hierachized binary oppositions 
through which socie£Y operates is thar of (normal) human being vs. 
(defective) cripple. This is not to say that Handke agrees wiUl this 
assessment. On rhe contrary, he presents it as parr of ule repressive 
s},stem of language and thought thar he is trying to expose. 

The principle lilal socialidentiry, interpreted here as normality, 
is learned through a mechanism of difference is even morc apparent 
in the scene [hat shows Ule last stages of his emerging societal 
intergration: 'TIu bist aufgeknackt" (146). Whenever the voices 
teU him something abol![ himself, the way he is or should become, 
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another Kaspar comes on stage, whose co ndition is in contrast with 
the voices' description. \'\'hen they demand ''Aufmcrksam werden, 
daB du dich bewegsl," a Kaspar enters the smge on crutches: 
"Der viene Kaspar ist sciu stark gehbehinden. Er bewegt sich 
auf Krucken, die Beine mirschleifend, sehr, sehr langsam, fas t 
unmerklich" (148). Again, disability is seen as dysfunctiona l and 
undesirnble. The other Kaspars on stage: represent something similar 
to a collective subconscious: everything sociel)' does not want to 
identify with and dlUS marks as ule 'other.' 

Kaspar even anempts to use the same training that rurned him 
into a normal human being on the Olhers, who do not respond to his 
efforts at all, but p roduce «seltsame Laute" (173). As soon as Kaspa r 
shows Ulat he has become an integrated member of society, he tries 
ro impose his newly-found values o n others, only to suddenly stan 
fa lling apart again himself. He cannOt remember any of the phrases 
he has just said, as their meaning is now lost o n him: ''\'V'as habe ich 
doch gerade gesagt?" (179). He comes to the conclusion tha t «[jJeder 
Sat', ist rur die Katz" (177). He recapirulates what has happened to 
him and realises that his initiation into reality through language has 
been quite a violent act: ''lch bin wm Sprechen gebraehl worden. 
1ch bin in die Wirklichkeit libcrgefiihrt" (187). T he implication 
is thal the development into a socia l being necessarily involves 
sel f-alienation, which is whar is happening to Kaspar, "der seine 
Selbstemfremdung um so demlicher manifestiert, je me.br er 
reder" (Valentein 63). Indeed. his elaborate speech at the end of 
the play becomes more and more nonsensical until it disinregrates 
completely and ends with [he monOlOnous repe mion o f the phrase 
"Ziegen und Affen" (190). 

The question remains what exactly Handke considers to be 
disability. T he mOSf useful definition o f disabiliry, which seems ro do 
justice to Handke's portrayal of Kaspar, is lhat of Hahn, who uljnks 
it should be viewed as "the product of the iOleraction between 
people and tbeir environmeOl," an environment that is not suited 
to their needs and abilities (172). This notion of disabili ty is not 
primarily concerned with the question of wha t exactly caused the 
difference in physical, men tal or linguistic ability. and neither I would 
argue is Handke. H is main imeres( focuses on the mechanisms that 
ma rk something as a dis-ability, that is as someth ing ulat is different 
from the norm. This is echoed in the represen tation of Kaspar's 
socialisation p rocess, in which disability is seen as that against 
which normality is defined. Therefore, these te rms arc shown to 
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be rdative and arbitrary. In faCt, Handke seems to suggest mar 
everyone is potemiaUy born normal and abnormal. Handke's play 
shows that OUf perceived normality is acmally abnormal as it does 
nOt reflect who people really arc; wilhout the awareness (hat notions 
of normality and abnormality are social cons([ucts that can be called 
into <juesrion, there cannot be rrue pluralism. This new presumption 

of abnormali[), still imp~es. however, rita[ the audience is seen as 
normal, which is quite obvious in the PNbhkMnJJbu.hilllpjllng. "Ihnen 
wird niches vorgespielt. Sie sehen keine \'(fande wackeln. Sie horco 
niche das falsehe Geriusch einer ins SchlaR faUenden Tur" (17-8). 
The same is true for f0np(lr whece, in the stage direclions, Handke 
frequently refers to the effect a certain action or prop should have 
on the audience: "Die Zuschauet: erkennen immer deudiche.t: daB 
jemand durch den Vorhang auf die Buhne will [ ... J- die Zuschauer 
horeo das Geciusch des Vorhangs als auf ibn eingeschlagen wird" 
(95). Thus, it becomes clear that even Handke, whose representation 
of disability is nOt as reducti\·e and simpliscic as that of the other 
oomatists, cannot fully escape the presumption of normality. 

Conclusion: On p lays Iha l a re still mjssi ng 

The analysis of the plays by Brecht, Durrenman, Frisch and Handke 
shows that rhey do to a large extent objectify people wuh disabilities. 
Judging from the d.ramatic concepts of the different authors this 
seems to be linked to a shift in the twentieth cenrury away from 
illusionistic theaue. The purpose of this new anti-illusionistic theaue 
is nor primarily to imitate reality, but to communicate the autho r's 
ideas about reality. According to Honnef and I-Ionnef- Ilarling this 
shift can also be seen in the visual arts where it leads to a similar 
result (12). The fact that lhis shift seems to make lhealrc like o ther 
forms of an, more prone (0 objectifying its subject ma:ter should 
nOI, howe\'er, lead us to dismiss it as reductive and unfat.r due to irs 
tendency to avoid realistic representation ill favour of the conveying 
subjective reality o r [Curh. One must bear in mind ,ha , theatre is 
art and nO political agenda can afford to ignore that. As Harry 
t-.lerkle comments: "Ocnnoch soUte sich auch soziales Engagement 
niche der astheaschen Einsich verschlie3en, dan die Sr.cuktur 
eines fiktionalen Textcs sich pcinzipiell von der auBencxtucllen 
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Wirklicbkeit unterscheidet" (35). With regard to the representation 
of disability, the aim sbould not be to dismiss aU represenrntions by 
authors without a disability as flawed and opptessive, which would 
simply substirutc one discourse with another equally exclusivc one. 
Rather the aim should be to esrnblish a dialogue and to qualiry those 
representations by adding the subjective experience of people who 
have a dtsabilicy. 

TIle problem is not that unrealistic representations of cbsabiliry 
occur. It is a proble.m, however, if these represenrations show certain 
common characteristics that constitute a trend in the portrayal of 
disabwlY. While one would need to srudy more than four plays to 
develop a compreh ensive understanding of the panerns in .he way 
disabled characters are used in twentieth-cenrury German-speaking 
the:ilue, it can be argued that a panern is already emerging III the 
v.<ay dtsability is represented in the four plays selected here. As 
soon as objectification, marginalisation and reduction are no longer 
isolated insrances, but form a uend, Cortccuve measures ought to 
be taken, for "[d]er J"'eind jeder lndividualitat ist das KJischee, das 
Stercotyp. Man braucht cine bestimmte Siclw.veise nur oft genug 
zu wiederho1cn, danut sie an Wirklichkeit und Wahrheit gewinnl. 
Vnd wcr die Wirklichkeit oft genug repwduzien, stabilisien sie und 
nimmtlhr jede Chance zur Fortentv.ricklung" (Zirden und Heinrich 
19). 

One of the ways to counteract how certain in.lppropriate 
Images of disability influence the social reallty of this phenomenon 
could be to rollow the example of an exbibition that took place in 
Dresden from 6'" September to 8<1> October 2000. TIlis exhibition, 
entitled "Bilder, die nocb fehlten. Zeilgenossische FOlografie," 
showed picrures dlat were not pan o f the collective invento ry of 
mCnlal images with which we make sense of the world. It fcarured 
phYSically handicapped people in the pose and attire of supcrmode1s, 
as well as plcrurcs by a blind photographer. It presented images 
whose content had been determined or Influenced by the expcrience 
of people with disabilities and by the way they view the world and 
themselves. These images arc an important addition to lhe vast 
numbcr of images that strucrure our perception of disabililY, as 
they constitute the creation of a self-determined image which is 
desperately needed in the world of mass media: "Je mehr Gilder 
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unsere Wirklichkeit beherrschen, desto wichtigcr wird es, class sie 
uns Spielriiume we Entwicklung eines ind1viduellen Selbstbildes 
lassen odee [ ... J class sic diese Spielciume sagar erweitern adee 
schaffen" (Zirden und Heinrich 19). 

In (he same way it would be necessary for disabled dramatists, 
producers and actors (0 explore the theaue for ways of self
expression. This would coumeract [he objectification of people 
with disabilities as it would add their own perspective and familiarise 
both disabled and non-disabled audiences with images and ways 
of representation that they are not used to. The 3nCmpt to correct 
misconceptions and misrep resentations is not an inteUecmal exercise 
from which non-disabled people ate excluded. As LYOlard states: 
''Postmodern knowledge [ ... J refines our sensitivity to differences 
and reinforces aU( ability to tolera te the incommensurable" (483). 
The rehabilitation of minority voices should not result in. funher 
segregation, but in more tolerance and understanding of all the 
different ways of experiencing [he world. 

Univmi(Yof Umtdck, Inland 

Notes 

I Cf. limon 120-31. 
: Cf. Charlton and Doyle. 
l Cf. tl'[erkie, Mlttchell and Snyder and Norden 
• As opposed to other forms of theaue. such as dance theatre, music 
rheacre or puppet theatre. 
j He discinguishes becween the text "composed for the theatre" (dramatic 
text) and the one "produced in the theatre" (theatrical or performance text), 
a distinction, however, that does nOt prove very pucucal in the cOntext of 
thls analysis (Elam 3). 
6Cf.57_62 

1 I use Ihis term as an analogy of the feminist idea of inunascul:uion, as 
explained in Feuerley and Schweickart. 
I IL Leach has shown this for Mutttr C(}urage lind ihn KinPlr. T he techniques 
used in the play, he argues, suggest that '"Brecht confronts the spectator not 
wilh reality itself, but with altitudes towards reality" (138). 
, J. J. Wlure has analysed Brecht's \\rork in terms of its semioric narure and 
he argues that, apart from more obvious things such as props, "characters 
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themselves arc also 'Zeichen'" (97). 
10 it. Ge.iBler, for example, inrerprers Karuin's speecbkssness as the only 
possible. u:action for a sensitive and humane individual to a world mat is 
dominated by [error and crudty (Cf. 30). Cf. also ~'lennemeier 146. 
II This view \VaS also criticised by Felix Minerer in his 1977 play Kein Platz 
flrldwun. 
11 Cf. 93. 

!J Cf. 62-3. 
I' Cf. 68. 
II As the. portal shows, dle Story of Job the duke is associated with this 
biblical character and his fate. 
16 The authors of Kronkhtit als lII'tg, for example, view illness as the 
manifestation of a person's 'shadow,' that is, everydling they are not 
conscious of, and rhey maintain a cataract indicates thai a person is running 
away from something that they do not want to sec. 
Il Although Frisch denied that there was any historical dimension [Q this 
play, it is interesting to nOte that this corresponds to the way Jews and 
handicapped people were Viewed 10 the Third Reich. Cf. I-Ionnef and 

Hannef-Harling to. 
II For a detailed srudy of dle way Handke used Ft:uerbach's account in his 
play c[ Blanke 269ff. 
19 For a srudy of how Handke uses the historical material for this purpose 
c[ Blanke 274. 
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