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to destroy--whether motivated by nostalgia, desire for prestige or 
for legitimacy, or even economics" (3) in order to understand the 
"uncertain national identity" of contemporary Germany within the 
space of the city of Berlin (3). This is a crucial project not only for 
those interested specifically in the city of Berlin, because "Germany 
has been called the first postmodern nation and the first postna- 
tional society" (234). As such, Berlin epitomizes an emergent global 
urbanity, a historical, social, and psychological condition to which, 
eventually, all industrialized nations will aspire. While it is fairly 
obvious that Ladd's description of Berlin is that of a postmodern 
urbanity, the privileged position of the city's history, however, is in- 
voked in a language that is indebted to the Gothic. 

Around the edges, so to speak, of his concise new historicist 
argument, Ladd mobilizes a vocabulary that is peculiar for two 
reasons. First, it is more poetic and evocative than analytical, and, 
second, it is less a language of utopian futurity than of troubled an- 
tiquarianism. Ladd's opening sentence, for example, reads: "Berlin 
is a haunted city" (1), which is hardly surprising for a book that 
carries the image of "ghosts" in its title. Confronted with the inces- 
sant, often traumatic, and politically ambivalent series of palimp- 
sestic overwritings of the urban space, Ladd concludes that memo- 
ries "often cleave to the physical settings of events" (1). Given the 
image of Berlin as a "haunted city," this idea of the persistence of 
memory as an almost physical presence imprinted upon cultural 
space is perhaps less striking than the slightly anachronistic and 
overly dramatic rhetoric he uses. Especially the word "cleave" reg- 
isters as a stylistic oddity. The basic idea, however, is easily summa- 
rized: what is required for those living within such haunted spaces, 
in Ladd's words, are rituals "intended to exorcise the demons of the 
past" (217). The historical displacement and sheer oddity of such 
rituals Ladd discovers in the "bizarre ritual parody of militarism" of 
goose-stepping East German soldiers in front of the "Memorial to 
the Victims of Fascism and Militarism" (217). 

As "the haunts of Berlin's famous ghosts have provoked, and 
continue to provoke, impassioned and sometimes thoughtful dis- 
cussion" (2), Ladd proceeds not so much by expanding the trope 
of the ghost or by exploring its metaphoric potential, but by add- 
ing to it other images drawn from a pool of images he assumes his 
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audience will share with him. First among these tropes is that of an- 
thropomorphized architecture. "Berlin is fascinating," Ladd writes, 
"as a city of bold gestures and startling incongruities, of ferment 
and destruction. It is a city whose buildings, ruins, and voids groan 
under the burden of painful memories" (3). Ladd animates the ur- 
ban space, conceptualizing it as a vast collective body, or as an as- 
semblage of individual bodies endowed with the ability to express 
anguish and dread. Gothic architecture, on the whole, tends to be 
anthropomorphized, uncannily alive and animated. It often figures 
as a character in its own right, or, given the prominence of loca- 
tions in the titles of Gothic romances, from The Haunting of Hill 
House and "The House of Usher" to The Mysteries of Udolpho and 
The Castle of Otranto, as the central character of the narrative. 

Second, Ladd makes some revealing choices in the architectural 
details he lists as metonymies for the otherwise elusive depth and 
complexity of the modern metropolis. "Buildings matter," he states 
before he draws up a list of what buildings exactly he has in mind: 
"statues, ruins, and even stretches of vacant land" (3). This is an odd 
list considering that Ladd continues to emphasize the vitality of the 
city. While the argument is ostensibly concerned with demonstrat- 
ing Berlin's ability to weather all historical storms that have blown 
its way, a strangely contradictory theme emerges as Ladd character- 
izes the city as a glorious, enigmatic ruin in the romantic tradition. 
His images are drawn from a list of Gothic tropes, which are prag- 
matically pointless yet symbolically overdetermined-ruins, voids, 
statues, stretches of vacant land. 

Third, Ladd's calling Berlin "a city of bold gestures and startling 
incongruities, of ferment and destruction" strikes me as rhetorically 
informed by the Gothic, or, be precise, by critical analyses of the 
Gothic. Much of the critical discourse emphasizes the excessiveness 
of Gothic texts, their fragmentary nature or incompleteness, and 
their structural oddities (multiple framings, uncanny repetitions, 
etc.). Not exactly hyping Berlin, Ladd is nonetheless operating in a 

rhetoric of superlatives, erasing subtle nuance, shades of gray, and 
fine distinction from his portrait of Berlin in order to emphasize, or 
posit, an almost Expressionist boldness and vigor in a Berlin com- 
posed, paradoxically, of "ruins, voids, statues, stretches of vacant 
land." 
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Ladd's argument takes a crucial turn when he links the Gothic, 
by way of its roots in European romanticism, to cultural phenome- 
na in the twentieth century. "Current theories and practices of pres- 
ervation," Ladd writes, "have their roots in the nineteenth century's 
growing awareness of historical change and decay, manifested in the 
Romantic fascination with ruins as well as the conscious re-use of 
many historical styles of architecture" (68). In other words, despite 
the fact that modernity "has tended to free cities from all traditional 
fetters" (18), the Gothic as well as the present postmodern sensibil- 
ity are defined by a paradoxical coexistence of history as an atro- 
phied and hypertrophied force within their thinking. As with the 
Romantic invention of history, contemporary preservation, "profes- 
sionalized and bureaucratized" (68), expresses a sense that history 
is omnipresent and thus eclectically available. Moreover, a belief 
"in the authenticity of the original artifact has remained constant 
among preservationists, but the enormous destruction of World 
War II forced a rethinking of their practices in Germany and other 
European countries" (68). Surrounded by the traces of Allied car- 
pet bombing, for example, Berliners might have a different sense of 
the pastness of the past than Americans, who have not witnessed 
warfare within the boundaries of their own national, communal, 
and personal space in more than 140 years. Rapid political changes, 
another example, have called for the changing of street names in 
Berlin, a process that yet again destabilizes any clear sense of histori- 
cal continuity by raising the question, "To what previous era, then, 
might the clock be turned back?" (214). 

Given the strong emphasis Ladd places on Berlin as a spectac- 
ular performative space, only a slight rhetorical shift is necessary 
to align the presence of Gothic tropes in The Ghosts of Berlin with 
a discourse on modernity in general and the postmodern in par- 
ticular. In pursuit of the key idea, announced early on in the book, 
that "modernity has tended to free cities from all traditional fetters" 
(18), Ladd starts out by unmooring Berlin from all secure historical 
foundations, recasting all attempts by others to write the history of 
Berlin as an endeavor of foundational myth-making. Demonstrat- 
ing "Berlin's poorly documented origins" (44), he argues that "Berlin 
never amounted to much of a medieval city" (43). Whatever histori- 
cal identity the city might have had is immediately drawn into the 
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force field of inauthenticity, which Ladd associates with postmo- 
dernity. Because "the street pattern and scale of the medieval town 
has been virtually obliterated" (44), a blank space remained that 
invited, even demanded, some sort of performative intervention in 
the search of collective identity. The fate of the Nikolai Quarter, one 
of the oldest Berlin neighborhoods, serves Ladd as an example of 
this fabrication of urban origins. In 1979, "East German authori- 
ties authorized a plan by the architect Gunter Stahn to re-create 
the neighborhood" (45), transforming it into that most beloved of 
postmodern icons, the simulacra-a copy without an original. Ladd 
hints at a similar fate for the Berlin Wall. Because "it was difficult 
to tell where the Wall had stood" (31) only two years after it had 
been demolished, Ladd rhetorically transforms its historical demise 
into a vision of its postmodern appropriation. "At the height of the 
Berlin crisis, in 1960," he reminds his readers, "a British journalist 
proposed that West Berlin be abandoned and a new Berlin be built 
in West Germany on the empty land of the Luneburg Heath" (37). 
Not surprisingly, then, Ladd's keyword for his discussion of Berlin 
is "authenticity;' or rather the lack thereof. 

Swept up in these postmodern appropriations are periods in 
Berlin's history that many Berliners would much rather forget. 
While former Berlin major Eberhardt Diepgen outlined a model 
for the city that recreated Walter Benjamin's vision of the cosmo- 
politan flaneur around 1900 (230), a model Ladd rejects because the 
"1890s or 1920s cannot be restored, except as a stage set for tourists" 
(231), architects like the American Philip Johnson have expressed 
a surprising, even puzzling, sympathy for East German state archi- 
tect Hermann Henselmann's conception for the Stalinallee, which 
had previously enjoyed notoriety as the epitome of "Communist 
centralization, regimentation and false pomp (187). "A few post- 
modernists," Ladd comments on Johnson's glowing endorsement 
of the Stalinallee, "it should be noted, have sought to rehabilitate 
Speer's reputation as well" (187).2 The voraciousness with which 
contemporary culture appropriates its historical predecessors, as, in 
this case, the high modernism of Henselmann, can be subsumed 
under the postmodern emphasis on diversity, which, as Ladd notes, 
also happened to be "the watchword of Berlin urban planning in the 
1990s" (228). 
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Norman Ohler's Mitte 

Norman Ohler's novel Mitte qualifies as postmodern Gothic.' 
The novel's protagonist Klinger is a burned out refugee from the 
dotcom industry. After losing his temper with a client, Klinger rents 
an apartment in a condemned building in Mitte, the center of post- 
reunification Berlin, in order to lick his wounds, rethink his life, 
and find his own center. He takes an undemanding job as a secu- 
rity guard in a department store, makes a few casual acquaintances 
among the colorful neighborhood characters, and meets a young 
woman, Sophia Charlotte, who freelances as a prostitute to help 
pay for her college tuition. But soon Klinger's new apartment starts 
getting to him. He hears strange noises and begins to suffer from 
dreams of hallucinatory intensity. A half-hidden room, annexed to 
his apartment and adjacent to a dead staircase in the center of the 
building, begins to exercise an unhealthy influence on him. Gradu- 
ally, Klinger discovers that the apartment's previous tenant, a young 
DJ named Igor, died in a fire in the annex while high on the designer 
drug Ketamin, having "left his body, but when he wanted to return, 
the body was no longer there. Burned" (113). As Igor begins to take 
control of the mentally unstable Klinger from beyond the grave, en- 
listing him in his unfinished plans to create "sounds like drugs . . . 

to be deployed on target" (112), Sophia tries to help Klinger free 
himself from possession by Igor. She organizes a midnight expedi- 
tion to the cemetery where the two dig up Igor's corpse and cleanse 
his skull according to "an old Polynesian custom" (245). But the ex- 
orcism fails. As the demolition crews are approaching the house, 
and the first cracks are running through the walls of the abandoned 
building, Klinger finds himself still inside, trying to clear his head 
and overcome Igor's ghostly influence. In an act of emancipation 
from the past, which shifts the novel, literally in the last sentence, 
from apocalyptic conflagration toward personal salvation, Klinger 
manages to shake off the otherworldly lure of death and heads for 
the door. 

In their first responses to Mitte, reviewers tended to notice the 
Gothic elements but disavowed or marginalized them. Detlev Kuhl- 
brodt writes, "Anyone who has lived in old buildings knows that 
objects eavesdrop on people; that old walls, wallpaper, floors, oddly 
angled rooms at the ends of hallways, attics and basements, have 
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