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1. Historicist Idealism and Regional Identities: The Outbreak of War in Austria-

Hungary

In August 1914, the Berlin dramatist and critic Julius Bab and the Prague Germanist Adolf
von Hauffen conducted independent analyses of German-language newspapers, magazines
and pamphlets, and both concluded that an astonishing 50,000 pro-war poems were published
daily in that month alone.! Although it is difficult to state with certainty whether the
researchers included Austro-Hungarian publications in their estimations (it would have been
unusual for the conservative von Hauffen to have ignored the material published in his
homeland), a brief survey of the poetry produced in the Dual Monarchy? confirms that its
German-speaking population experienced a ‘Kriegsbegeisterung’ just as profound as that of
their German counterparts, a vociferous enthusiasm for war that affected individuals from all
classes, generations and professions, and led to a remarkable outpouring of propagandist art

and literature across the Habsburg Empire.

1 Klaus Zelewitz, ‘Deutschbohmische Dichter und der Erste Weltkrieg’, in Osterreich und der GrofRe

Krieg 1914-1918. Die andere Seite der Geschichte, ed. by Klaus Amann and Hubert Lengauer (Vienna: C.
Brandstatter, 1989), pp. 185-193 (p. 185). Zelewitz notes that whilst von Hauffen’s enthusiasm for war
might cast doubt on his estimation, Bab opposed war and reached a similar number, lending credibility to
the figure.

2 Austro-Hungarian war poetry has not received a great deal of critical attention. The only survey which
deals exclusively with the work of Austro-Hungarian poets is W.E Yates, ‘Austrian Poetry of the First
World War’, in Franz Werfel. An Austrian Writer Reassessed, ed. by Lothar Huber (Oxford: Berg
Publishers, 1989), pp. 15-36. Chapters on individual poets including Alfons Petzold and Richard von
Schaukal can be found in the especially useful and comprehensive volume Osterreich und der GroRe Krieg

1914-1918. Die andere Seite der Geschichte (see note 1).
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The tendency to welcome war as a rejuvenating force, casting off the stagnation of
Wilhelmine Germany and providing an antidote to a fin-de-siecle Vienna that was at least
perceived as unstable,® caused many poets, artists and intellectuals to make
uncharacteristically belligerent statements that frequently became a source of later regret.
Rainer Maria Rilke’s praise for the ‘hdrengesagter fernster unglaublicher Kriegsgott™* in his
Flnf Gesange of August 1914 soon ceded to disillusionment as the realities of combat
became clear. Similarly, Alfons Petzold ignored the warnings of pacifist friends and
published the pro-war volume Krieg in 1914, incurring the wrath of fellow poet Josef
Luitpold Stern (1886-1966), who condemned the decision in the harshest terms: ‘Sie haben
aber durch diesen Band das Bild Ihrer kiinstlerischen Personlichkeit stark geschidigt’.®
Whilst Petzold eventually came to agree with Stern, Krieg provides considerable insight into
the mentality of those who understood modern warfare as a chivalric, thrilling adventure,
reducing the experience of battle to propagandist slogans such as ‘Viel Feind, viel Ehr’!’® In
both Austria-Hungary and Germany, the response of poets, artists and intellectuals to conflict
followed a trajectory: when war could no longer be considered in the abstract, poets and

artists increasingly turned to darker representations of human suffering and death, rejecting

3 James Schedel argues that the oft-cited Viennese ‘fear of the modern’ has been overstated, noting an
increased influence in industry and financial stability around the turn of the century. See Schedel, ‘Fin-de-
siécle or Jahrhundertwende. The Questions of an Austrian Sonderweg’, in Rethinking Vienna 1900, ed. by
Steven Beller (Oxford: Berghahn Books, 2001), pp. 80-104 (p. 98).

4 Rainer Maria Rilke, ‘Fiinf Geséinge’, in Werke: Kommentierte Ausgabe in vier Banden, ed. by Manfred
Engel and Ulrich Fulleborn (Frankfurt am Main: Insel, 1996), Il, 106 —111 (p. 106).

5 Cited after Herbert Exenberger, ‘Alfons Petzold im Ersten Weltkrieg’, in Osterreich und der GroRe Krieg
1914-1918, pp. 170-176 (p. 172).

6 Alfons Petzold, ‘Kriegslied’, in Krieg (Vienna: Anzengruber Verlag, 1914).
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earlier, more idealistic depictions of conflict and abandoning any understanding of war as a

force for social renewal.

The gradual shift from enthusiasm to disillusionment can be clearly identified in the work of
artists and poets from both Germany and Austria-Hungary: W.E Yates analyses the growing
sense of disillusionment among Austro-Hungarian poets, whilst Peter Jelavich traces a similar
trajectory among Expressionist artists in Germany.” However, although supporters of war
from both nations conceived of the conflict itself in broadly similar terms in 1914, as an
opportunity to break free from a perceived state of lethargy and prove the superiority of
‘Germanic’ values over those of allegedly superficial cultures, their responses to war were
not identical.® Conservative Austro-Hungarians often understood modern warfare as a
continuation of centuries of imperial military history, and their work also reflects the
profound regional colourings of the Dual Monarchy. In Germany, these regional distinctions
were not so pronounced at a literary or artistic level nor, as a relatively new and rapidly
industrialising nation, does German war art and poetry reflect such a strong idealisation of a

previous ‘golden age’. Whilst some pre-war German Expressionists emphasised the power of

" W.E Yates, ‘Austrian Poetry of the First World War’, and Peter Jelavich, ‘Dance of Life, Dance of
Death’, in German Expressionism. The Graphic Impulse, ed. by Figura Starr (New York: The Museum of
Modern Art, 2011), pp. 36-51.

8 Most frequently these cultures were the Slavic peoples and the Italians. In his Eherne Sonette 1914
(Munich: Miller, 1915), Richard von Schaukal presents war as an opportunity to exact revenge on the
Serbian population, penning the lines ‘Nieder aufs Knie! So sprachst Du zu den Serben./ Auf beide Knie
und in den Staub die Stirne!” (‘Der 23. Juli 1914°, in Eherne Sonette 1914, p. 14). Similarly, the
‘Kriegshetzer’ Anton Miiller takes aim at ‘Die welsche Tiicke und Schande’ in the lyric introduction to his
1917 volume Der heilige Kampf (Innsbruck: Tyrolia), p. 5.
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war to sweep away outdated social structures,® Austro-Hungarian poets and artists frequently
understood war as allowing for a very different form of social regeneration — not the
destruction of traditional structures, but a return to an idealised golden era. Michael Burri
emphasises the unique influence of Austria’s military history on understandings of the war,
asserting that ‘the self-styled aristocrat of 1900 looked backward towards a glorious imperial

past and forward toward 1914’10

Despite the best efforts of the wartime propaganda office, the Kriegspressequartier, many
Austro-Hungarian poets and artists became gradually disillusioned with war after 1914. Yates
notes a shift in the poetry of the patriotic Anton Wildgans (1881-1932), stating that ‘the
reality of killing comes more to the fore from as early as November 1914 [...] though not
altering the poet’s conviction of the rightness of his cause’.!! Nevertheless, a significant
number of Austro-Hungarian artists and poets continued to represent the conflict in heroic
mode even during the very last days of war: as late as June the 6™, 1918, Anton Miiller
(pseudonym Bruder Willram, 1870-1939) gave a rousing speech at the ‘allgemeine Tiroler
Bauerntag’, urging the Tyrolean people to stay faithful to God and the Kaiser in order to

secure certain victory.*? For many in the Dual Monarchy, defeat was unthinkable, and it is not

% For some Expressionists, war formed ‘the focal point of their critique of German society and modern
technological capitalism’ (Neil H. Donahue, introduction to A Companion to the Literature of German
Expressionism, ed. by Neil H. Donahue (Rochester: Camden House, 2005), pp. 1-36 (p. 23).

10 Michael Burri, ‘Theodor Herzl and Richard von Schaukal. Self-Styled Nobility and the Sources of
Bourgeois Belligerence in Prewar Vienna’, in Rethinking Vienna 1900, pp. 105-131 (p. 131).

1 Yates, ‘Austrian Poetry of the First World War’, p. 23.

12 See Eberhard Sauermann, ‘Bruder Willram, ein Tiroler Kriegslyriker’, in Mitteilungen aus dem Brenner-

Archiv, 23 (2004), 15-36 (p. 24).



unusual to encounter heroicising, anachronistic representations of war in the work of Austro-

Hungarian artists and poets even in the final months of conflict.

The historicism and regional tropes characteristic of much Austro-Hungarian war poetry did
not operate independently of each other, with some regions betraying a particular propensity
towards anachronistic representations of modern warfare. Historicist images of conflict can
be found in art from every part of the Dual Monarchy, in works such as the Viennese
Ludwig Koch’s (1866—1934) Oberst Broch v. Aarenau an der Spitze des Regiments Tiroler
Kaiserjager Nr. 2 (1925, Vienna, private collection. Fig.1) and the Czernowitz painter
Leonard Winterowski’s (1868-1927) Kampf Osterreichischer Ulanen mit Tscherkessen in
Nadworna (Galizien) (1915, Vienna, private collection. Fig.2). A similarly anachronistic
view of war can be identified in the poetry of the Bohemian Hugo Zuckermann (1881-1914),
whose work includes exhortations to the Austrian ‘Urviter’ in support of the conflict.3
However, historicist readings of battle were particularly pronounced in conservative
mountain regions, namely Styria, Vorarlberg and especially the Tyrol, home to pro-war poets
including Anton Miller, Max Mell (1882—-1971), Karl Emerich Hirt (1866—-1963), Grete
Gulbransson (1882—-1934), Angelika von Hormann (1843-1921), Joseph Georg Oberkofler
(1889-1962), and Arthur von Wallpach (1866-1946). For Tyrolean artists and poets, the
memory of the failed 1809 rebellion against Napoleonic forces provided fertile grounds for
inspiration, with modern conflict represented as a chance to exert Tyrolean military values

and avenge this historic defeat.’* In both Styria and the Tyrol, local ‘Standschutz’ customs

13 Hugo Zuckermann, ‘Als wir die Grenze iiberschritten’, in Gedichte (Vienna: R. Lowit, 1915), p. 104.
1% In Der heilige Kampf (Innsbruck: Tyrolia, 1917), Anton Miiller includes a poem entitled ‘Mein
Hoferland, Mein Heimatland! (pp. 162-164), linking modern warfare directly to the 1809 rebellion led by

Andreas Hofer.



provided inspiration for poets such as Ottokar Kernstock (1848-1928) and Peter Rosegger
(1843-1918),% and a number of Styrian soldiers contributed to a volume of propagandist
poetry, Dichtungen aus der Zeit des Weltkrieges, in which war is consistently presented as a
glorious undertaking.!® In Vorarlberg, the ‘Heimatdichterin’ Grete Gulbransson extolled the
beauty of her homeland and the strength of its people, contributing to an understanding of the
mountain regions as the home of a superior, exemplary ‘Germanic’ culture.!” In these
regions, mountain warfare provided an opportunity to exert military virtues deemed specific
to the men of those areas, and to defend territories understood as rightfully and inherently

Germanic.

Whilst poets and artists from the more ethnically homogeneous mountain regions
demonstrated a particularly vociferous support for war, the ethnically mixed areas of German
Bohemia, Moravia and Silesia also gave rise to a remarkable outpouring of belligerent poetry
during the years of conflict. Among the prominent German-speaking poets of these regions
are Richard von Kralik (1852-1934), Franz Eichert (1857-1926), Leo Heller (1876-1949),
Hans Kreibich (1863-1939), Anton August Naaff (1850-1918) and Johannes Thummerer
(1888-1921), all of whom exalted war as an opportunity to reinforce Austrian hegemony in

their ethnically diverse homelands. Their deep attachment to the military traditions of the

15 peter Rosegger and Ottokar Kernstock, Steirischer Waffensegen (Graz: Leykam, 1916).

16 Dichtungen aus der Zeit des Weltkrieges (Graz: Verlag der Kriegskameradschaft der Eisernen Korps,
1930).

17 Grete Gulbransson (nee Jehly), Gedichte (Berlin: Fischer, 1914). Whilst not explicitly belligerent,
Gulbransson’s exaltation of her home region corresponded to the belief in the superiority and
distinctiveness of conservative mountain regions that was common in the pre-war years and during the

conflict.



Dual Monarchy can be read as a backlash against pan-Slav nationalist movements that
constituted a direct threat to their social dominance, and to a ‘superior’ German-speaking
culture. Anna M. Drabek traces the ethnic tensions in Czech-speaking areas of the Dual
Monarchy in the years before 1914: although the eighteenth century saw a great deal of
cultural exchange between German and Czech speakers, this was increasingly undermined by
xenophobic sentiments that were intensified by the outbreak of war.® Anti-Slavic feeling is
particularly evident in the work of the poet Richard von Schaukal: although born in Brinn,
and having learnt Czech as a requirement of his government post, Schaukal allied himself
strongly with an idealised, militaristic Austrian culture, exalting ‘Alt-Wien’ and a glorious
imperial past.’® Schaukal was eventually ennobled in the last days of the war, and the
collapse of the Empire affected him deeply.?° In his post-war paean to ‘Altdsterreich’,
Osterreichische Ziige (1918), the poet reveals his enduring loyalty to what he clearly

perceived as a lost golden era, and a superior German-speaking culture:

18 Drabek, ‘Tschechen und Deutsche in den béhmischen Lindern. Vom nationalen Erwachen der
Tschechen bis zum Vorabend des Ersten Weltkrieges’, in Volk, Land und Staat in der Geschichte
Osterreichs. Schriften des Instituts fiir Osterreichkunde, ed. by Erich ZolIner (Vienna, Osterreichischer
Bundesverlag, 1984), pp. 55-81 (p. 74).

19 Many sonnets in Schaukal’s Eherne Sonette reflect an imperialist, militaristic drive, presenting war as
an opportunity to those who might resist Austro-Hungarian military strength (as in ‘Der 23. Juli 1914” (see
note 8)).

20 Richard Thomas Hinton paints an image of a poet deeply embittered by the collapse of Empire: ‘The
outbreak of the War and the collapse of the social structure with which he felt himself closely linked
marked the beginning of his own fall from favour. The troubled years after the Peace and the new
orientation of Austrian life and culture engendered in him a bitterness which necessarily left its mark upon
his work’ (Hinton, ‘Richard von Schaukal. A poet of Austria in Decline’, German Life and Letters, 3

(1939), 145-151 (p. 145)).



Ich fihle mich zusammenhédngend mit der Geschichte meines groRen Reiches, mit
seinen Sitten, seiner Kunft, seiner Traditionen, gewil3 nicht mit den mir aufgedréngten

Surrogaten einer traditionsbaren Gegenwart.?

Just as conservative, patriotic sentiments were more prevalent in the mountain regions and in
German Bohemia and Moravia, other parts of the Dual Monarchy produced significant voices
of dissent, generally the more cosmopolitan cities of Graz, Brno, Vienna and particularly
Prague.?? Among those Prague poets and authors, often Jewish, who opposed war were Franz
Werfel (1890-1945), Franz Janowitz (1892-1917), Hugo Sonnenschein (1889-1953), Egon
Kisch (1885-1948) and his cousin Bruno Kisch (1890-1966), Otto Pick (1887—-1940) and
Emil Faktor (1879-1942). Some, including Franz Janowitz, were called to the front and died
in battle. Of all the poets and authors from Prague who opposed the conflict, Janowitz
remains one of the most distinctive. Scott Spector emphasises his role in the burgeoning
Expressionist movement: ‘there is little doubt that [...] the talented poet Franz Janowitz would
be considered an important contributor to this movement had he produced more work before
his untimely death at the front.2® In Vienna, war did not encounter so much resistance as in

Prague, with the notable exception of Albert Ehrenstein (1886—-1950), an Expressionist poet

21 Richard von Schaukal, Osterreichische Ziige, (Munich: Miiller, 1918), p. 144.

22 Klaus Zelewitz, ‘Deutschbéhmische Dichter und der Erste Weltkrieg® (see note 1). Zelewitz identifies
the most important German Bohemian poets of this era, and notes the differences between poetic responses
to war in Prague and in the more conservative Czech-speaking areas.

23 Scott Spector, Prague Territories. National Conflict and Cultural Innovation in Frank Kafka’s Fin de
Siécle (Berkeley: University of California Press, 2000), p. 93. In 1916, Karl Kraus oversaw the publication
of a small number of poems that Janowitz had intended to publish, and the volume, Auf der Erde, was re-
printed in 1973 and again in 1992, with additional critical material (Auf der Erde und andere Dichtungen.
Werke, Briefe, Dokumente, ed. by Dieter Sudhoff (Innsbruck: Haymon, 1992)).
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who mounted a sustained, explicit and incredibly prolific opposition to war from the very
beginning, and whose bleak visions of destruction even at this early stage would be

vindicated with the passage of time.?*

Ehrenstein’s explicit criticism of war is atypical for Austro-Hungarian artists and poets, who
often turned to implicit rather than open dissent. Whilst German artists such as George Grosz
(1893-1959) and Otto Dix (1891-1969) opposed war overtly in their work, the Brno sculptor
Anton Hanak’s (1875-1934) Ecce Homo (Der Letzte Mensch) (1917-1924, Vienna,
Belvedere. Fig.3) stands as an allegorical depiction of the fallen state of man, whilst the
Moravian-born painter Johann Wolfgang Schaukal (1900-1981, son of the poet Richard von
Schaukal) produced Selbstbildnis in Dragoneruniform (1918, Vienna, Belvedere. Fig.4), a
self-portrait characterised by a dark palette and loose, broad brush-strokes. The bottom third
of the canvas remains partially unpainted, with geometric blocks of colour imbuing the
painting with a more ‘modern’ feel than the military portraits of artists such as Koch (see
Fig.1). The work resists definitive interpretation: von Schaukal’s decision to paint himself in
uniform might indicate pride in his military connections, yet the the lack of clear facial detail,
and the use of side-profile, prevents him from assuming the stoic and determined gaze of
Koch’s Oberst Broch v. Aarenau. This work contrasts sharply with the belligerent poetry of
von Schaukal’s father, in which war is presented unequivocally as an opportunity to assert
Austrian military power. Nevertheless, whilst the younger von Schaukal’s painting certainly
presents an ambiguous image of the Austrian military, the work is by no means an obvious

condemnation of conflict. Unlike the explicitly critical works of Grosz and Dix, von

24 Ehrenstein published numerous volumes of anti-war poetry during the years of conflict. See Die weile
Zeit, 1914, Der Mensch schreit, 1916, Nicht da nicht dort, 1916, Die rote Zeit, 1917 and Den ermorderten

Bridern, 1919.



Schaukal’s painting resists definitive ‘pro’- or ‘anti’-war labels, reflecting a distinctly
ambivalent response to the conflict that is also evident in the art of Hollenstein and Egger-

Lienz.

Despite the distinctiveness of Austro-Hungarian representations of war, the subject has
received only patchy attention from scholars. Although individual Austrian artists and poets,
most notably Georg Trakl (1887-1914), have attracted considerable attention, there has been
little attempt to provide a detailed critical assessment of the art and poetry of the Dual
Monarchy as a whole. In Austria, critics such as Liselotte Popelka and Eberhard Sauermann
have written on the art and poetry of the Kriegspressequartier,? and there is some work on
the subject in English (most notably W.E. Yates’s chapter on the war poets of the Dual
Monarchy).?® Despite these contributions, there is a general tendency to include Austro-
Hungarian artists and poets in anthologies of German art and poetry, with little thought given
to the ways in which their work differs from that of their German counterparts.?” This has
often obscured the distinctive attributes of Austro-Hungarian war poetry and art, and there

remains no truly comprehensive overview of the subject to this day.

2 See Liselotte Popelka, Vom “Hurra” zum Leichenfeld: Gemdilde aus der Kriegsbildersammlung 1914-
1918 (Vienna: Heeresgeschichtliches Museum, 1981) and Eberhard Sauermann, Literarische
Kriegsfiirsorge. Osterreichische Dichter und Publizisten im Ersten Weltkrieg (Vienna: Béhlau, 2000).

26 Yates, ‘Austrian Poetry of the First World War’, in Franz Werfel. An Austrian Writer Reassessed, ed. by
Lothar Huber (Oxford: Berg Publishers, 1989), pp. 15-36.

27 Patrick Bridgwater describes Rilke as a ‘German contemporary’ of Yeats in his informative survey of
German war poetry, The German Poets of the First World War (Sydney: Crook Helm, 1985), p. 3. Austro-
Hungarian Expressionist artists have also been included in anthologies alongside German artists, with little
discussion of how their work differs from that of the German Expressionists: see Peter Selz, German

Expressionist Painting (Berkeley: University of California Press, 1974).
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2. The Italian front and the ‘canon’ of World War One

My thesis analyses the representation of the Italian Front and its landscapes in the work of the
artists Stephanie Hollenstein (1886-1944) and Albin Egger-Lienz (1868-1926), and the poet
Gustav Heinse (1896-1971), all of whom witnessed the conflict either during active service,
or as official war artists. | do not present a detailed comparison of their art and poetry, but
rather situate their work in its historic context, assessing the extent to which it reflects, or
deviates from, broader understandings of the front in Austria-Hungary. In highlighting their
art and poetry for specific analysis, | seek to strike a balance between the idiosyncratic and
the representative: whilst the work of Heinse, Hollenstein and Egger-Lienz can be assessed
with reference to common interpretations of the front in Austria-Hungary, it also remains an
autonomous artistic achievement that can be appreciated on its own terms, frequently
displaying experimental formal and stylistic qualities. An analysis of the art of Egger-Lienz
and Hollenstein also avoids unfairly privileging the work of anti-war artists, with both
remaining broadly supportive of war despite witnessing the conflict first-hand. Heinse’s
experience of war on the karst plateau, a conflict that rivalled that of the Western Front in
scale and brutality,?® can be contrasted with the more positive understanding of war in the art
of Egger-Lienz and Hollenstein, and this juxtaposition allows for a more nuanced overview
of how responses to war differed at various sections of the Italian Front. The work of all three
individuals has also been neglected or misinterpreted to varying degrees after 1918, and my
thesis therefore constitutes a modest attempt to re-insert their work into the broader landscape

of Austro-Hungarian war art and poetry.

28 Mark Thompson, The White War. Life and Death on the Italian Front 1915-1919 (London: Faber and

Faber, 2008), p. 1.
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If a single motif can be said to define the modern perception of World War One, it is
undoubtedly that of trench warfare, with the unprecedented misery of the Western Front
coming to represent the conflict as a whole. The art and poetry created by and about soldiers
in the trenches often rejects propagandist, jingoistic sentiments in favour of a focus on the
horror of war, conforming to modern perceptions of the fighting as an unparalleled tragedy.?
However, to neglect the work of propagandists risks creating a retrospective canon, one that
fails to recognise the belligerent nature of most art and poetry produced in 1914. The art and
poetry of opposition is often of more artistic merit than that of the propagandists: * it is
notable that the only German-speaking artists and authors of the war to have achieved success
in English-speaking countries are those who opposed conflict. Erich Maria Remarque’s Im
Western nichts Neues (1929) is widely read in translation, and the poetry of Anton Schnack is
highlighted for particular praise by Bridgwater.3! In the visual arts, Otto Dix and George
Grosz have received considerable attention beyond their native Germany, with the Wellcome

Collection displaying Otto Dix’s Krieg series as part of their 2012-2013 winter exhibition,

29 Bridgwater emphasises the importance of the right ‘moral attitude’ for effective war poetry: ‘In the case
of war poetry, more unambiguously and perhaps more so than with other forms of poetry, the morality has
to be ‘right’ before the question of ‘poetry’ or poetic quality can arise’ (Bridgwater, The German Poets of
the First World War, p. 13).

30 1t should remembered that anti-war poetry could be as bad as that of the propagandists: W.E.Yates notes
the moralising tendencies of anti-war poets, claiming that ‘no less a sense of moral right informs the verse
of the opposite camp, the anti-war verse of 1914, and describing the work of Werfel and Ehrenstein as
‘shrilly rhetorical” in comparison to that of Trakl (‘Austrian Poetry of the First World War’, p. 21).

31 Bridgwater, The German Poets of the First World War, p. 97.
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and the Richard Nagy gallery in London displaying around fifty of Grosz’s works in the same

year.>?

Despite the success of anti-war art and literature, to neglect more celebratory representations
of war would be to create a false narrative, privileging dissenting voices at the expense of
recognising majority opinions. Much Austro-Hungarian art and poetry from the war years
does not fall neatly into ‘pro-’ or ‘anti-’ categories: whilst soldiers at every front experienced
conflicting responses to conflict, the fighting at the Italian Front allowed for a particularly
ambivalent understanding of war that is by turns celebratory and despairing, and cannot be
adequately assessed with such binary labels. For soldiers at this front, positive interpretations
of the mountains as ‘Germanic’ territory or a transcendental space®® came into conflict with
the widespread destruction of the natural landscape, and the struggle against harsh conditions.
More than at any other front, soldiers at the Italian Front were faced with contradictory and
conflicting impressions of the landscape in which they fought, and their work frequently
represents the harsh topography of the Alps, Dolomites and Karst in a distinctly ambivalent

manner.

My thesis departs from a broader assessment of the ways in which the mountains and karst
were interpreted symbolically Austria-Hungary, from the pre-war years to the period of
conflict and the post-war era. | analyse the ways in which these earlier readings of the
landscape influenced the understanding of that front among soldiers and citizens alike before

moving to a specific assessment of the representation of landscape in the art and poetry of

32 The Wellcome Collection exhibition was titled ‘Death: A Self-Portait’, and ran from the 15" November
2012 to the 24™ February 2013. The Richard Nagy gallery held their Grosz retrospective from the 28t
September to the 2" November 2013).

3 Keller, ‘The Mountains Roar’, p. 267.
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Heinse, Egger-Lienz and Hollenstein. Specifically, | contend that war in the mountains and
on the elevated karst acquired a heightened symbolic resonance for many Austro-Hungarians
during the years of conflict, corresponding more than war at other fronts to the romanticised
image of conflict as a chivalric battle that allowed for individual heroism, and resonating with
regional understandings of the mountains as Austrian ‘heartlands’. However, these positive
representations of mountain warfare in the work of those who experienced the conflict are
often accompanied by a less celebratory focus on the hostile landscape, and the suffering and
death of that front. Their art and poetry is often marked by a conflicted representation of war,
in which positive readings of the mountains as a transcendental ‘Germanic’ space sit
alongside darker images of a harsh and unforgiving landscape. It is this characteristic
ambivalence that is present, albeit to varying degrees, in the work of Heinse, Hollenstein and
Egger-Lienz, with their art and poetry proving hugely thematically and stylistically diverse,
and advancing a conflicting and nuanced representation of the landscape. Whilst soldiers at
all fronts were forced to contend with challenging natural landscapes, the dramatic
topography of the Italian Front plays a central role in the art and poetry of those who
witnessed that conflict, provoking a powerful response among artists and poets that is

frequently ambivalent, evading easy categorisation.

14



3. The Topography of the Italian Front: Symbolic Interpretations of the Landscape

from the Pre-War Period to the Years of Conflict

More than any other arena of war, the Italian Front was defined by hostile, challenging
landscapes that had been imbued with a range of symbolic values in the years leading up to
conflict, and these symbolic interpretations of the landscape would greatly influence the later
representation of war at that front.3* Stretching from the Swiss border, through the Dolomites
and the Alps, and finally coming to a halt on the karst plateau near Gorizia,*® the landscapes
of this front radically shaped the way battles were fought, with soldiers conceiving of war not
only as a fight against the human enemy, but also against overwhelming natural forces.®
Despite these challenges, war at the Italian Front was often overlooked by those fighting in
the East and West: ‘To the commanders deadlocked on the Western Front, the Italian front
was a sideshow, nasty enough but not quite the real thing, waged by armies whose tactics,
training and equipment were often second-rate.”*” This tendency to dismiss the experience of
war at the Italian Front has continued to this day, with Italian historians noting the general
lack of interest in the subject outside Austria-Hungary and Italy.3® However, such

understandings of the Italian Front as a minor theatre of war are by no means justified: the

34 Tait Keller convincingly analyses the ways in which the mountains were imbued with militaristic values
by pre-war Alpinists in his essay ‘The Mountains Roar. The Alps during the Great War’, Environmental
History, 14 (2009), 253-274.

35 A map of the Italian Front, and of the Tyrol region, can be found on page 120.

3 Keller, ‘The Mountains Roar’, p. 265.

37 Thompson, The White War, p. 5.

3 Thompson, The White War, p. 5.
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battles of the 1sonzo*® were immortalised by the Italian poet Giuseppe Ungaretti (1888—
1970) as some of the bloodiest fighting of the whole war, and memoirs by Austro-Hungarian
veterans recall the harrowing winter of 1916-1917 in which avalanches inflicted
unprecedented losses, a reminder of the daily challenges and suffering endured by soldiers at

that front.*°

Whilst the hostile landscapes of the karst and the mountains both posed immense challenges
to the men, the topography of the Italian Front was not homogeneous. A distinction can be
drawn between the representation of war in the Alps and Dolomites, and that of the fighting
around the Isonzo river and on the karst plateau, straddling modern-day Friuli-Venezia Giulia
and Western Slovenia. Whilst soldiers fighting in the Alps and Dolomites felt that the
majesty of the peaks provided some respite from the fighting,** war on the karst offered fewer
opportunities for a transcendental communion with nature, with the battles of the Isonzo
characterised by large scale troop movements and trench warfare: ‘Unlike the war on the
Isonzo, the war in the Dolomites did not obliterate the individual. What did character matter
on the Carso, where sheer numbers and mass were decisive?’*? This disparity is reflected in
the art and poetry of that front: Heinse, who fought on the karst, presents a far more negative

assessment of war and the natural landscape than Egger-Lienz and Hollenstein, who fought in

39 A series of twelve battles fought along the Isonzo river between 1915 and 1917. The area extends from
the Julian Alps to the Adriatic sea, incorporating parts of the karst plateau and ending at Trieste.

40 Keller, ‘The Mountains Roar’, p. 266.

41 Keller, ‘The Mountains Roar’, p. 262.

42 Thompson, The White War, p. 204.
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the Dolomites. The tendency to idealise war in the high peaks*® undoubtedly reflected pre-
war notions of the Alpine regions as an Austrian heartland, the ‘most German of all the
Lands’.** By contrast, the Karst never acquired the symbolic capital of the Alps or Dolomites
for Austro-Hungarian patriots by virtue of its ‘foreign’ location and population, and was not
idealised by soldiers in the same way as the high mountains.*> Although the landscape often
takes centre stage in the work of Heinse, Hollenstein and Egger-Lienz, their differing
experiences of war should not be underestimated, and it is necessary to analyse the various
symbolic understandings of the karst and mountains, both before war and during the conflict,

before engaging critically with their work.

43 The heroic interpretation of mountain warfare can be clearly identified in ‘Die Ortlerwacht’, written by
an anonymous soldier and published in the 1918 Jahrbuch of the Militar-Witwen und Waisenfond. In this
poem, the death of a soldier on the Ortler is cast as a glorious sacrifice: ‘Sein Grab — ‘nen Gletscher-
schacht -/ Halt hoch in Heldenehren/ Die Ortlerwacht’ (Jahrbuch, p. 80). Cited after Eberhard Sauermann,
‘Populédre Tiroler Krigslyrik. “Bruder Willram” — die poetische Mobilmachung’, in Populére Kriegslyrik
im Ersten Weltkrieg, ed. by Nicholas Detering, Aibe-Marlene Gerdes et al (Miinster: Waxmann, 2013), pp.
41-66 (p. 56).

4 Keller, ‘The Mountains Roar’, p. 259.

4 | have found no art or literature from Austria-Hungary in which the karst landscape is romanticised in
the same way as the Alps or Dolomites, with the sole exception of Ernst Décsey’s memoir, Im Feuerkreis

des Karsts (Graz: Lenkam Verlag, 1916).
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3.1. The Mountain Landscape: ‘Germanic’ values and Regional ldealisations

For Austro-Hungarian patriots, war in the peaks was understood as far more than a battle for
the survival of the Dual Monarchy: for those in the mountain regions and particularly in the
Tyrol, war acquired a localised significance as a battle to preserve regional cultures. In the
Tyrol, war took place on home soil and thus acquired a regionally-specific symbolic
resonance,*® presenting an opportunity to assert Tyrolean military strength, and to avenge
historic military defeats such as the peasant rebellion of 1809 against Napoleonic forces (the
significance of this earlier battle for Tyrolean soldiers will be discussed later in this section).
Whilst Viennese poets such as Richard von Schaukal and Max Mell expressed a deep
attachment to the Habsburg Empire in their work, Tyrolean poets such as Anton Muller and
Angelika von Hérmann make fewer references to the Dual Monarchy as a whole, casting war
primarily as a fight to defend a specific region, referring to the ‘Tirolertreue’*’ of the men or
employing allegorical imagery such as the ‘Tiroleraar’*® that makes clear their distinct

regional affiliations.

For Muller and von Hormann, the mountains of Tyrol and Styria were understood as rightful
Germanic territory, a ‘heartland’ of the Dual Monarchy. Furthermore, the peaks were often
considered an antithesis to the perceived artificiality of urban life by those from the Alpine

regions and the city alike: Jon Hughes notes the ‘undertow of reactionary disapproval of the

46 Keller, ‘The Mountains Roar’, p. 259.

47 Angelika von Hormann, ‘Die Fleimstahlbahn’ (1902), 1. 50. Cited after Eberhard Sauermann, ‘Angelika
v. Hormann, eine deutschnationale (Kriegs-) Lyrikerin aus Tirol’, Mitteilungen aus dem Brenner Archiv 31
(2012), 97-127 (p. 101).

8 See Anton Miiller, ‘Tiroleraar’ in Der heilige Kampf, p. 15.
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urban and the industrial’ in the work of Luis Trenker (1892-1990),%° whilst the poetry of Max
Mell, resident of Vienna, establishes the mountains as an antidote to the perceived ills of city
life,>® more characteristic of the Dual Monarchy than ‘foreign’, multi-ethnic areas. The notion
of the mountains as a fundamentally Germanic realm allowed mountain warfare to be
interpreted as a battle to preserve rural cultures that were idealised as the ‘true’ Austria-
Hungary, and much of the poetry produced in mountain areas reflects this interpretation of
the peaks: not only that of Anglika von Hormann and Anton Muller, but also the work of

Alfons Petzold, Peter Rosegger, and Franz Karl Ginzkey.

This understanding of the mountains as an Austrian heartland had a long historical precedent
in the Dual Monarchy, pre-dating the ‘Kriegsbegeisterung’ of 1914 by decades. Tait Keller
traces the increasingly belligerent interpretations of the mountains in pre-war years,
emphasising the role of the Alpenverein in perpetuating understandings of the mountains as

‘the source of “sacred German feelings” and Germandom’s “natural strength™”.>! The threat

49 Jon Hughes, ‘Austria and the Alps: Introduction’, Austrian Studies, 18 (2011), 1-13 (p. 3). Although
Hughes refers specifically to Trenker’s work during the 1930’s, Trenker expressed similar sentiments
during the years of conflict.

%0 Joseph Hill, ‘Max Mell, Dramatist> (unpublished doctoral thesis, Boston University, 1958), pp. 15-16.
Hill emphasises the importance of the Alpine regions to the poet: ‘Mell admired the feeling of confident
strength and stability the Austrian Alpine people had, their faith in themselves and the future which
contrasted so sharply with the weakness, instability and disillusionment of the sophisticated urban
populace [...] It was possibly Mell’s devotion to this contrasting point of view that caused him to avoid the
literary circles of Vienna and to go his own way. Consciously or otherwise, he drew upon his Steiermark
heritage rather than Vienna’.

°1 Keller, ‘The Mountains Roar’, p. 257. Keller quotes from a number of memoirs including Walter

Schmidkunz’s Der Kampf (iber den Gletschern: Ein Buch von der Alpenfront (Erfuhrt: Gebr. Richards
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of the pre-war Italian irredentists encouraged conservative Austro-Hungarians to claim the
mountains as Germanic territory, a barrier between an Austrian culture seen as highly
developed and a barbaric, unwanted ‘other’. Such belligerent readings of the mountains in the
pre-war years are evident in a remarkable work by a k.u.k Commander, Kasimir Freiherr von
Litgendorf (1862—1958), entitled Der Gebirgskrieg. Krieg im Hochgebirge und im Karst
(1909). In this manual, von Lutgendorf details a hypothetical war in the mountains, outlining
the difficulties posed by the landscape and possible solutions. Von Liitgendorf’s foreword
reveals an imperialistic, expansionist drive, and a clear belief in the mountains as rightful

Austro-Hungarian territory:

Mdoge diese Arbeit, die dem Wunsche entsprungen ist, den Kameraden und damit dem
allerhdchsten Dienst zu nitzen, etwas beitragen flr den Erfolg, wenn es gilt die
altehrwirdigen Fahnen unserer runmreichen Armee durch die Gebirge tber die

Grenzmarken des Reiches zu fiihren.%?

The work is disconcertingly accurate in its prediction of how war would be fought at the
Italian Front: chapters bear headings such as ‘Operationen im Winter und Gefecht im Schnee’
and ‘Uber die Notwendigkeit von Alpentruppen’, and the mountains are presented throughout

as Austrian spaces to be defended against an inferior Italian enemy.%3

Verlaganstalt, 1934), Gustav Renker’s articles for the magazine of the Deutscher und Osterreichischer
Alpenverein (‘Bergtage im Felde: Tagebuchblitter von Dr. Gustav Renker’, ZDOAV 48 (1917), and Karl
Muiller, An der Kampffront in Stidtirol: Kriegesbriefe eines neutralen Offiziers (Leipzig: Velhagen und
Klasing, 1916).

52 Kasimir Freiherr von Litgendorf, Der Gebirgskrieg. Krieg im Hochgebirge und im Karst (Vienna:
Seidel, 1909), p. 3.

53 von Litgendorf, p. 40.
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Von Liitgendorf’s representation of the mountains provides crucial insight into the extent to
which conservative Austro-Hungarians imbued the mountains with militaristic, nationalist
values long before 1914. One factor that greatly contributed to this reading of the mountain
landscape was the pre-war nationalism of the Osterreichischer Alpenverein, a phenomenon
that merits specific mention in the context of this introduction. Members often interpreted the
mountains as a refuge from the urban experience, allowing for a deeply subjective experience
of nature (a reading that corresponds in part to the representation of the transcendental peaks
in German Romantic painting).>* This individualistic reading of the mountains did not
preclude an increasingly militaristic understanding of the sport among members of the pre-
war Alpenverein, who often presented the act of mountaineering as an existential battle in
which only those with a supposedly ‘Germanic’ aptitude for and appreciation of the
mountains could prevail against the intimidating peaks.>® Unsurprisingly, this distinctly
combative outlook was consolidated in the years of conflict, in which the existential battle of
mountaineering was transformed into an actual fight for Austrian supremacy. Many former
climbers would go on to serve in the mountains, whilst the association put their winter huts at
the disposal of troops and offered training to new recruits, making their nationalist

convictions abundantly clear.%®

The increasingly belligerent ideology of the Alpenverein years undoubtedly contributed to the
idealisation of mountain warfare in the years of conflict, and the interpretation of war as an

expression of Germanic values is found in the poetry, art and memoirs of many soldiers from

% Richard Littlejohns, ‘German Romantic Painters’, in The Cambridge Companion to German
Romanticism, ed. by Nicholas Saul (Cambridge: Cambridge University Press, 2009), pp. 227-241 (p. 236).
% Keller, ‘The Mountains Roar’, p. 259.

% Keller, ‘The Mountains Roar’, p. 257.
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that front. Mark Thompson points to the heroicising narratives of some veterans, who make
no reference to the suffering they endured: ‘The small scale of most operations on this front
meant that they easily resembled stunts. Luis Trenker described an attempt to capture a
machine gun on a solitary ledge, reachable only by climbing a ‘chimney’ or narrow cleft up a
sheer rock-face. The account reads like mountaineering literature: war as sport’.%” Trenker’s
representation of war as a boyish adventure, a fight against an inhospitable landscape, is also
found in some of Hollenstein and Egger-Lienz’s art from that front, conforming to pre-war
understandings of mountaineering as an existential struggle against nature.>® Trenker’s
positive account of war in the mountains exemplifies the extent to which these pre-war
interpretations of the peaks influenced the way Austrian soldiers evaluated their individual

experiences of war at that front, often downplaying the more negative aspects of conflict.

The idealised image of the mountains advanced by the pre-war Alpenverein was closely
linked to regionally-specific interpretations of the peaks as the site of a distinctive, militaristic
culture. The Alpenverein certainly did not lack a regional dimension: their focus on the
mountains as the site of a ‘pure’ Germanic environment implicitly praised rural Alpine
communities and particularly those of the Tyrol, where the conservative population expressed
an intense pride in their military traditions®® and often presented the mountains as a bulwark,

protecting against the irredentist threat. This understanding of the peaks is identifiable in a

57 Thompson, The White War, p. 205.

%8 Keller, ‘The Mountains Roar’, p. 255.

%9 The ‘Standschutz’ tradition was particularly prominent in Tyrol and Styria. Keller emphasises the long
history of these groups in mountain regions, frequently understood as ‘male social clubs’ with a distinctly

militaristic outlook (‘The Mountains Roar’, p. 258).
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1902 poem by the Tyrolean Angelika von Hérmann (1843—-1921), ‘Die Fleimstahlbahn’, in

which the poet expresses a profound mistrust of the Italians:

Wir haben’s lang genug gelitten,

Dal? in der Stidmark, etschdurchdrauscht,

Ein fremdes VVolk mit fremden Sitten

Mit uns das Recht der Heimat tauscht (1. 1-4)%°

As the poem progresses, von Hérmann’s xenophobic sentiments become increasingly
pronounced, declaring the need for war and praising the unconquerable ‘Tirolertreue’ (1. 50)
of local militia groups. The fact that von Hérmann wrote these lines twelve years before war
prevents her words from being understood as an atypical and short-lived burst of
‘Kriegsbegeisterung’: rather, the poem illustrates how belligerent regional idealisations of the
peaks pre-dated the war by a number of years, with the events of 1914 intensifying pre-

existing tensions and xenophobic sentiments in mountain regions.

The militaristic understanding of the Alps advanced by Angelika von Hormann and other
Tyrolean patriots was significantly influenced by the cultural memory of the 1809 rebellion.
This event, like the pre-war ideologies of the Alpenverein, deserves specific consideration as
a major contributing factor to the Tyrolean understanding of mountain warfare as a

continuation of local military history. The term ‘Anno neun’ was frequently used to refer to

60 Angelika von Hérmann, ‘Die Fleimstahlbahn’, cited after Eberhard Sauermann, ‘Angelika v. Hormann,
eine deutschnationale (Kriegs-) Lyrikerin aus Tirol’, Mitteilungen aus dem Brenner Archiv 31 (2012), 97—

127 (p. 101).
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the rebellion of Tyrolean peasants, led by Andreas Hofer, against the occupying French and
Bavarian troops during the War of the Fifth Coalition. Despite Hofer’s eventual defeat and
execution, it would not be an underestimation to describe the episode as a unifying myth
among Tyrolean nationalists, strengthening the drive to defend their mountain territory
against the new Italian enemy.®! During the war, the rebellion acquired an enormous
symbolic resonance. Eberhard Sauermann emphasises the influence of ‘Anno neun’ on the

patriotic speeches of the era:

Dal3 der Rickgriff auf die Ideale und die Opferbereitschaft von “Anno Neun” zu
einem stereotyp verwendeten Topos wurde, der mit dem Standschitzen-Mythos
untrennbar verbunden sein sollte, wurde schon im Aufruf General Dankls, damals
Landesverteidigungskommandant von Tirol, vom 8. Juni 1915 zugrunde gelegt: ‘Der
Feind steht vor unserer Ture. Er will Tirol erobern und niederzwingen. So wie im
Jahre 1809 missen wir alle zusammenstehen und kdmpfen fir unsere heimatliche

Erde, fiir unsere Ehre’.%?

The alleged parallels between modern warfare and the 1809 rebellion encouraged the
understanding of mountain warfare as a chance to avenge this old defeat, with the poet Anton
Miiller praising war as a second ‘Anno neun’ and overlooking the ways in which modern
combat differed from the perceived chivalry of a bygone era. Miller frequently omits the
suffering of the soldiers from his poetry, despite the huge losses sustained by both sides. His

poem ‘Die beiden Kaiserjager’, written in the aftermath of the Battle of Grodek, transforms

61 To this day, the song Zu Mantua in Banden, known as the Andreas-Hofer Lied, is the official anthem of
the Austrian state of Tyrol.

62 Eberhard Sauermann, Literarische Kriegsfirsorge, p. 71.
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one of the most disastrous battles of the whole war into a tale of heroic ‘Opferbereitschaft’,®?
whilst his 1917 collection Der heilige Kampf takes direct inspiration from the earlier
rebellion, including poems such as ‘Mein Hoferland, mein Heimatland’ and ‘Ruhmesjahre

neun