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Abstract _ . BRI

. This thesis attempts to further the discusston regarding f emmine style inprose writing
by analysmg the works ol‘ four feminist writers (Verena Stefan, Brigitte Schwaiger, Eva Zeller,
and Ingeborg Drewitz) in the light of their use of certain narrative techniques

The first chapter consrders the most common approach to the question of f emlnine
aesthencs namely. the dgvelopment of vanous thematic’ trends. lt"discusses the problems
encountered when attempting to ascertain whether or not 8 femirune style can be said to exist
on the basts of this kmd oi‘ thematrc study. The diversity of theme and the f: act.that male
literature. has also made useof some of the thematic categories mentioned seem to suggest.
hdwever that a different perspectrve is necessary to explain the characteristics pecuhar to
_women 's literature For thrs reason the discourse f ocuses on two stylrstrc tendencies in i" emtmst
: literature
Chapters 2 and 3 deal with the questron of tense use in contemporary F. rauenlueratur

a

with particular reference 10 the apparent turn towards extensive present-{ense narration.

o

Chapter 2 examines the tradrtronal ‘approach to tense by both critics and authors and chapter
3. whrch is divided into two sectrons (first- and third-person texts), analyses the selected
works rllustratmg the anomalous tense use, considering the possrble reasons i‘ or this, and
- discussing its effects. ' |

In the fourth chapter the discussion takes up the second aspect of narrative technique
which indicates a divergence from tradition, namely, the area of consciousness presentation.
Thiis chapter estahlishes that although feminist writers employ the usual techniques, such as
interior monologue and "erlebte Rede in order to portray the psyches of -thetr char*ers the
applrcatron of these stylistic devrces is restncted almost exclusrvely to the f emale protagomsts
The various effects of this prowdure are then considered. artd evaluated

Chapter 5 discusses the combined effect of the above phenomena and evaluates the

: -
advantages of this type of structura'l approach in the debate concerning feminine narrative

A}

style.
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Therehnomwntothlnkthattheform oftheepioorofthepoeﬂcphysuitu
woman any more than the senténce suits het. But all the o of literature were
»  hardened-and set by the time she became a writer. The n el aloné wee-young enough
to be soft in her hands another-reason, perhaps, why she wrote novels. Yet who shall .
- gay that even now 'the novel’ (I give it inverted commas to mark my sense of the
words' inadequacy), who\shall say thtit even this most pliabie of all forms is rightly
»  shaped for her use? No doubt we shall find her knockina that into shape for herself
when she has free use of her limbs; and providing some new vehicle, not necessarily
"in verse, for the poetry in h Foritisthepoetrythatiutilldeniedoutlet' .

Thereeentineeeueintheh{enryprodncﬁonofwomen bothmGermnnyand
elsewhere has provoked widespread }!mcussion regarding the questior{'""gibt es eine weibliche

*

Asthetik?"? For the most part this di on has focused on women 's prose style in order to

ascertain whether it oontains j clearly defmable femimne traits.. buring the course of the

following analysis I will fe pt to further this drscussion‘ by examming oertam stylisnc ‘
clements of feminist prose in this respect. Yet before dealing specifically with the question of

narrative techniques used in this genre, it will be useful to consider briefly the concept of

~

' ?” *Frwadeerm" and its development within the broader context of contemporary German

literature! \
i
As Sigrid Weigel points ouf in her recent survey of women 's lueIture the concept of

"Frauenlnemmr is perhaps the most co;moversxal 1ssue in contemporary German hterature )

Much of this controversy arises from the f act that the term itself ongmally took on a perJo-
o ‘ rative meaning m connection with the sentimental.novels written by women in xhe nineteenth
) oentury. The use of the label " Frauenliteratur “to describe the more recent works by women

theref ore leads to a certain discomfort.*
! \h;gmm Woolf, 4 Room of Ones Own (1929; rpt. London: Grafton Books,
1985), p. 74.
? Quoted from the title of the remowned essay by Silvia Bovenschen, Uber die
~Frage Gibt es eine weibliche Asthetik?" Asthetik und -Kommunlkation, 25 (September
1976), pp. 60-75; tpt..in Die Uberwindung der Sprachlosigkeit: Texte aus der neuen
Frauenbewegung,_ed. Gabricle Dietze (Darmstadt und Neuwied: . g;lermann Luchterhand
Verlag _1979), pp. 82-115. (7

) Sigrid” Weigel, "'Woman Begins Relating to Herself': Contemporary German
Women's Literature," New German Critique, 31 (Winter 1984), p.
* A note from-the editor of Sigrid Weigel's study also suggests the addmonal :
factors of a "strong elitist-aristocratic heritage within German literary criticism® and
"the rehuve muxmahty of West German feminist culture” as havmg contributed to-. i

.
¥ . |
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The unudneu which the term " Frauenliteratur® rodj'mb reference to modern

4 .h o
women's literature is exed:pllﬁed by the variety. of alternative

nology suggested by critics ¢
and theoreticians in their recent analyses of the genre. They include * neue Lueratur y
Fr_aucn (Heinz Puknus), " ﬂnunlstl:che Literatur” (Regate Mohrmann),'and "newe Frauen-
literatur” (Evelyn Tozton Beck and Biddy Martin), to name ;ut afew. .

.In addjgion to this variety in tefminblogy. it becomé clear, w}yﬁ one considers the

| mmwmmmmrmmwcwmrmmtmmmmmumm L

.are no less diverse than the terms thgmselves The following exunples illustme some of the
different approaches taken by cemin critics to thc difficult and delicate mk of providing a

suitable label for this relatively recem lxterary movement. Renate MOhrmann expresses her

reasons for preferring the term lfemlnlsusche l,aeratur by drawinga comparison with the

térininology applied to filmg made by women roél an emancipatory viewpoint ( "der femi-
[}

nistische Film"), as opposed to f. ilms simply about and fqr women ("der Frauenfilm”). She
says: .

" (Analog dazu lasst sich zwisréen Frauenliteratur und feminstischer Literatur .
differenzieren, wenn auch nicht in bezug auf ihre Autorschaft . . . als vielmehr
hinsichtlich ihrer thematischen Akzentuierungen. Feministisché Literatur ist
provokative Literatuf und steht quer zum Status quo. Sie gehort zu dem grossen
Komplex der “littérature engagée”. Doch ihr Engagement konzentriertstch vor-
nehmlich auf die Frau. Darin liegt ihre Geschlechtsspcnf iut, nicht notgedrungcn
in xhrcr Verfasserschaft.*

N

Evelyn Toﬁon Beck and Biddy Mamn on the other hand, caref ully pomt oul that it is not
their aim to create a fictitious notion according to which all texts written by women since 1970
"[sich] harmonisch auf einen Nenner bringen liessen. "¢ Whereas Ricarda Schmidt feels that

feminists can reclaim the term " F rauenliteratur” and develop it so as to force a re-evaluation

of it. She states:

‘(cont’d) the dcgree of dlscussxon the phenomenon Frauenliteratur has caused since
the mid-1970s.

.* Renate Mohrmann, "Femxmsnsche Trends in der deutschen Gegenwartsliteramn in

Deutsche Gegenwartsliteratur. Ausgéngspositfonen und aktuelle Entwicklungen, ed.
Manfred Durzak (Stuttgart: Reclam, 1981), p. 338. '

¢ Evelyn Torton Beck and Biddy Martin, "Westdeutsche Frauenlitcratur der siebziger

Jahre," in Deutsche Literatur in der Bundesrepublik seit 1965, eds. Paul Michael
Lntzeler and Egon Schwm (Konigstein/Ts: Athenaum Verlag, 1980) p. 135. :



A Vo
Diesen diskriminierden Bogrff Komnen Femunietinnen:, .. fur ich reklamieren,
- indem sie - wie viele Unterdrtickte, die beginnen, sich aufzulehnen - das Schimpfwort
mmmmmmmdumﬂmm Jener Normien verwelgem, —
durdld!edetneuiff 'Fnuenllmatux zuemueprutwurde T,
" lnuoognidn;theptoblemleeuudbythetermlnology.l will, for the purpose of the
following enelyds of certain upeett of nemtive techniqne. oomciously use the term
* Frauenlterasur," slncel feel that, uuesultofitsm nenenlnature it is the most
\ epmhwhhdfmmmmyofmuintwm and also because, onthebnisof
the mument put forward here by Ricarda Schmidt it seems that the ever-increasing popularity
of this literary phenomenon hu gone a long way towards forcing a re- appniul of the term.
‘ Furthermore, whﬂst remaining aware of its prevjous perjorative sense, I feel it important not
s (1) trenslete the term (thus avoiding yet more problems), since I am concerned with the -
‘specifically German phenomenon. and this, moreover, w:uhn the tradition of German-
speaking literature. ‘V | -
As far as labeumg the genre is coneerned therefore, opinions are ‘many and vaned yet
this question, although unportant is not as problematxc as the ensuing dxscussion regarding t.he
definition of the texts which are subsumed here. For, in using a specific term to categorise the

'works of certain v?omen writers, usually of the post-196é era, a distinction is made between it
—and other literari"éem'es This disti;ction has been ambiguous ever since it v)es f imt'ti;;de The
reason for this ambiguity is the fact that the distinctive f catures hnve to my knowledge never

- been satxsfactorily explamed since most attempts to specify the dnsungmshmg charactensms of
women's prose have tended to concentrate on inconclusive themauc differences between male
and female texts. It appeaxfs ho«‘:evex. that the essential differences between Frauenlaemzur : - |
and other styles of wrmng eennm be determined merely by oonsxdenng such superficial ele-
ments as content, or, of course, the gender of the author ) : 7.

From numerous attempts to discover and def ine the distinctive features of texts classed

as F rwnllum it has so f ar only been possible for critics to put together a vague

’. Ricarda Schmidt, Westdeutsche Frauenliterdtur in den siebziger Jahren (Frankfurt
lmMnm R.G. Fischer, 1982), p. 3.
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t.heme and attltude In this vein Ricarda Schmidt classes Frmnlaerawr asa form of writing in
~ which 'Feminieunnen . Ober dfe Situation der Frau im P@ltauchﬁebm ‘haben."} |
~ This statement expmeu a2 dhunctly provoudve utum dmﬂar to that mtionad
* earlier from Renate Mohrmann and this, it seems, can br ¥ is the most spedﬁc mempt
possible to gather the bgpad spectrum of feminist writmg under one group- huding As a result
of this diversity, it is of course possnble to subdivide md categorise many more specific per-
specﬁves on this situation, beyond the fairly Idose descnption of theme in Frauenliteratur as
the exposure of women's situation in ihe pa:riarchy Varjous critics m@e ecope of
L the genre, listing themes and attempting to discover literary or thematxc lrends 10 Th:s approach
/s «Mpheated ancl usually results in a multitude of subdmsnons and subcategories and more
often than not these overlap, Sigrid Weigel mdxcatcs the compiexity of the situaaon. as far gs
 theme in Frauenliteratur is concerned, in the f ollowing sumpary of women's participation in
contem;g?rary German literature. She says‘)it-"ean ‘be deseribed as a';;pid developmenvof
women's literature in the mid-70s and its transition and diffusion into a plethdr'a of veryidivcrse
‘liierwes by women in the early 80s."*! . | D ‘
- This thematic dive'rsity in the genre seems.-to suggest that this is not an ideal area upon ’

which to concentrate as part of the debate oonceming traits common and peculiar to Frg

n-
lltera:ur For this reason 1 feel it necessary to carry out a deeper structural analySis ?f ‘the texts
* Schmidt, p. 3 -

' See note no.S.

1 Apart from the essays and books mentioned so far, therg are also very general
examinations of the genre, such as Neue Literatur der Frauen: Deutschsprachige
Autorinnen der Gegenwart, ed. Heinz Puknus (Manchen: C.H. Beck, 1980), which
considers. the writers individually, or Irma Hildebrandt, Kom Eintrttt der Frau in die
Liseratur: schreibend das Leben bewllz!gen (Manchen: Profil-Verlag, 1983), who, after
of women's entry into the literary sphere, concentrates on

ts in the latter section of her book.

P
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+ in order to seareh for the distingirishing characteristics of women-’s prose style. It is this ki of

I

techmcal approach whnch 1 wxll be takmg throughout this thesrs m an attempt to f urmsh the

"drscusswn of the genre with some tenable observauons regardmg its pecuhar ef f ect

; Before mm this type of analysrs “howevgr, it will be of 1 use to examine the
\
emergence of Frauenllteratur ina hrstoncal sense taking note of the major de«:lopmental

stages since the late 19603 and dtscussmg m bnef some, of the more predommant trends and

' thoughts whrch llterary theory and crmcism have establrshed thus f: ar ‘

o

ln turnmg towards the hrstorrcal develoment o.f Frauenluératur 1t is ane agam

valuab.ls to menuon the essays by Srgrrd Weigel and Renate Mohrmann both of whom doc-

?

‘ument” very well the rncrease in lrterary productron in the: early 19705 coupled with, and as a

result of the raptdly expandmg feminist awareness m West Germany

It is convement here; f or the sake of simplicity and clarity, to use the termmology

' Wthh is comed by Srgnd Weigel i in her analysxs of the polmcal and lxterary developments

\

. between the years 1968 and 1975 Thls penod was one of relatwely gradual change,’? w1th

3

"polmcal actrons causmg a changmg awareness and the latter leadmg in its turn 10 mcreasmg

‘ lrterary productron Wengel Jusufra‘bly reflects these three phases in her terms; pre lrterary

phase of the women 's movement " "documentatlon agitation phase,” and "the eventual

‘ jemergence ol‘ F. rauenllleratur Between tht actions and drscussxons whrch were taking place on

s

matrve in lrterature there was a clear delay and the

)| receptron Frauenltterazur was given by the ~

reasons f or thf as well as. f or the 1mt1ally c
rious crmcs 1o

women 's movement, have been consxdered by

Ohrmann have shown, to define certain
- :

1mportant eve S wrthm each of the three phasest:hned above The frrst -OT pre -literary

lt is t‘ossrble as ngnd Wexgel and Renate_

: p_haseqof polmga development, began in 1968. At this time rnany young women, dxsrllusxoned

the acoeleratron of the post 1975 penod but not, of course,

thh regard. to ‘the previous history. = ¢

e Notably Stgnd Weigel, pp. 54-60, Irma Hrldebrandt pp 141-7, and also Evelyne
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. wrth the student movement's stance on women's hsues decided to break away from the SDS
( Sozzalzstischer Deutscher Studentenbund), and f ormed an mdependent group in the spring of
lhat year, callmg it the " Aktionsrat zur Be fremng der F. rauen."Ihrs event, and the penod
leadmg up }/o and mclpdxng the nauonwnde protests agamst the abomon laws in 1971, consti- °
tuted the ongms of whal is of ten called the "Neue Frauenbewegung.” As Renate Mohrmann
points out "bei diesem Kampf kurz Akuon 218 genannt - manifestierte sich zum erstenmal
fi emmrsnsches Bewusstsem

b

Ohce thrs awareness had been generated and propagated there came a pcrrod of
l

consolrdarron anddocumen_tatron, approxrmately from 1971 10 1975, as people such as Alrce
Schwar;er and Erika Runge began to record the emancipatory views of women, ahd managed
o publxsh their collecnons 1

' The pubhcauon of Karin Struck's Klassenlzebe in 1973 srgnalled one of the earhesl
,l-iterary w’orks in G‘ermany in which certain aspects of the specxfrcally femrnrst awareness, \
recently brought about were expressed Yet, it was riot until the appearance (and almost
'1mmedrate success) of Verena Stefan's autobrographrcal work Hautungen'fn 1975 that interest
~1n‘Frauenluera_tur mushroomed'. The raprd and sustained developmem on the part of fem / /
‘writers publishers and literaryA critiés show.the effects of Stefan's work to be anything b/
ephemeral. Indeed, t'he popularrty of this novel has been so greal in spue of vurymg/and often

negative reactions to it, that Elke Frederiksen was not alone in posing the quesuon warum

flihlen sich so vrele Leserinnen und Leser durch diesen Text angesprochen, auch wenn sie nicht

immer damit llbereinstimmen""16 s : . q . - ,
‘Thisisa quesnon whrch wrll be consrdered in greater depth at a lpter stage, bul for the

moment itis suf fi rcrent to recognise the extraordinary impact which this text has had on the

14 Mohrmann, «p 366 - :

s Erika Runge, Frauen. Versuche zur Emanzlpation (Frankfurt am Mam Suhrkamp,

1969); Frauen. gegen den Paragrapen 218. 18 Protokolle, aufgezeichnet von Alice

Schwarzer (Frankfurt am Main: Suhrkamp, 1971); and, Alice Schwarzer, Der ‘kleine

Unterschied' und seine grossen Folgen. Frauen uber sich. Beginn einer Befreiung

(Frankfurt am Main: Fischer, 1975).

¢ In her contribution to Heinz Puknus collection of studies. on individual writers,
see note no. 10, p. 210. L ‘ ¥ :



modem German literary sphere. The productron and analysts of Frauenllteratur has increased
ln momentum to such an extent, since Stefan's breakthrough that it is now an establislled and
flourishing hterary genre. At this pomt in time therefore, it would be drff icult to maintain a
broad yet in- depth analysrs of the genre: wrthout bemg overwhelmed by the amount of primary
, and secondary lrterature avarlable tharda Schrmdt thus intimates not_only her approach to the
: problems of an analysrs of Frauenlzleratur, but also that of many other academrcs in statmg
Nrcht Vollswndrgkert in der Erf. assung,des Matenals ' sondern die Herausarbettung
. von Entwicklungsphasen und von divergierenden oder kontroversen Konzepuonen

der westdeutschen Frauenliteratur ist hierbei das Ziel meiner Arbeit.!?

. l‘he usual approach to the large amount of material publrshed since Verena Stefan s '

Hauzungen is, theref ore, o, search for thematic or conceptual tendancres 1 and then establish‘

\srendSlbased on these observattons

Srgrrd Wergel divides the spectrum of texts into many very specrf rcugr\

such limited themes as The Story of the Lrttle Glrl " "Women s Hrstory, _ ntmg about the

.

"Absent Father,” "Couples Separatrons ‘and "Chromcles of Illness "o Although'mterestmg

and usef ul as a survey of the topics chosen thus far by women wnters “this procedure does not -
1 .

_ advance the problematrc question as to why Frauenliteratur has such a drstmctrve ef fect

ln another attempt to descrrbe this field, charda Schmrdtérvrdes feminist prose into

-~

three seemingly arbttrary categories, but once again they are thematically -based drvrsrons. She v\

describes-them as Follows: : Y |

a) Literatur, die auf egahtaren soztaltstrsclren Ematlrpauonskonzepten basiert und
die von Linken ‘propagierten Formen Dokumentation und Neo-Realismus benutzt. B
b) Literatur, die KOrpererf ahrung zum Ausgangspunkt nimmt und die Differenz der
Geschlechter betont, einen Emanzipationsbegriff ausserhalb der traditionellen’ po-
litischen Kategorien entwirft und daftir neue Ausdrucksweisen durch Arbeit an der
Sprache sucht. c) Selbsterfahrungstexte die durch das Mitteilen authentischer weib-
licher Alltagserf ahrunhen eine solidarische Diskussion unter Frauen in Gang setzen
wollen 0

1 Schmrdt p. 5.

‘M As 1 have already mentioned, see note no.10.
1% See note no.3.

 Schmidt, abstract.



In my opinion, however,, it is Renate Mohrmann, whose essay is, indeed, entitledt

'

"Femmrstrsche rends in der de.utschen Gegenwartshteratur who sums up the themauc trends
in Frauenlueratur most precisely when. she says:

Das lnf ragestellen der oktroyterten Rollenbilder, die Entwicklung cines weiblichen

Selbstwertgefithis und die Identitdtsbestimmung der Frau mittels ihrer eigenen Er:
.- fahrungen waren die Leitthemen der neuen Frauenbewegung, das Bekenntnis zum
i weiblichen Ich ihr vordringlichstes Postulat All das hat seinen Nrederschlag in der
- feministischen Literatur gef’ unden i ' ; ‘

Yet some critics, such as Ursula Krechel Evelyne Kertel and Bngttte Wartmann select
one partrcular tendency and- analyse the scope of Frauenllteratur on the basrs of‘ that, suggesy:
rrrg a néw perspectrve from which it would be possible to analyse the texts, or even, a direction
which the texts themselves might take in order to have a greater ef fect.

Ursula Krechel often refers specrf 1cally to F rauenllteratur in her detarlef account of the.
question of authentrcrty in hterature * and Evelyne Keitel f ollows thrs problem up from a
slrghtly different angle since she suggests lookmg at the ”Form in, order 10 explatn the sense
of authenticity created rather than at the content tn order to verify it, f eelmg thistobe a very
much neglected approach | V

Die Strukturen all dieser Drskussronen bestehen darin, dass nicht iber einen litera-
- rischen Text gesprochen wird, also bersprelswerse iiber 4sthetische Darstellungsformen
oder (iber jene emotionalen Prozesse, die wihrend der Romanlektiire ablaufen,
* sondern Literatur diskutiert wird, als wirde es sich um eine nicht-literarische Text- o/
. form handeln: Ausschlresshch der Inhalt bretet Diskussionsstoff, nicht aber die ‘ /
Form.? : : : -

L\, . Brigitte_ Wartmann, on the other hand, chooses to discuss Frauenliteratur as a means ?1/ a
attacking the patriarchal system, and she considers writing, and more specifically language /.
“itself, in the light of its potential for changing traditional thought patterns, stating ultimately:

Darin {a change in what she calls "der Gebrauch der Sprache”] liegt die Chance einer
‘{bewusstseinsverdndernden Praxis: die unbewussten und nicht ausgeschopften Offen-
eiten, die sich in der symbolischen Ordnung; in der Sprache verbergen, durth einen

verinderten Gebrauch hervortreten zu lassen. Dies ist der Kampf mit der Form.der
Benutzung des gewohnten Bedeutungssystems der f ur Frauen, die rhre
1 Mthrmann, 341. C o '
227 Ursula Krechel "Leben ‘in Anfuhrungszerchen Das Authentrsche in der
' gegenwdirtigen Literatur,” in Literaturmagazin 11. Schreiben oder Literatur, ed.jlirgen
Manthey (Reinbek bei Hamburg: Rowohlt Taschenbuch Verlag, 1979) Pp.- 80 107,
» Evelyne Keitel, p. 832



. - - ) v ’
schrif tstellerische ‘Arbeit als Angriff auf die verfesttgten patrlarcha.len Bewusstsems-
- formen verstehen, besummend lst "

Unfortunately. however, neither Evelyne Keitel nor Bngltte Wartmann actually go on

to develop these initial ideas tnto sustatnable f acts regarding | the uses of partlcular linguistic

N
) structures and/or narrattve techmques peculiar to the genre Frauenllteratur For this reason it

seems necessary to accept thts challenge and, in so doing,. I wrll attempt to demonstrate that

_such an approach can come closer to eluctdatmg the dif ferences between tradmonal stylmd
”

recent l'emale writmg ,dlfferences only alluded to so far by thernatrc oategonsation
For the above- mentloned purpose it seems that the use and development of‘ language 1s

an tdeal pomt of referenee smce most f emtmst wnters th%uettcrans and crmcs appear to agree ’
dho

on two ma JOl‘ conceptlons. f trstly. that there lS a need (if feminine awareness is to be ade—

, - . ‘s\

- quately expressed) to reject establtshed patrtarchal structures and develop anew syswm and o

. o

secondly. that language is theWeto begm this process.™. L |

\

- Bef ore turmng towards the views and statements of mdtvlduals on this matter it will be
' \

~of some value at thts stage to mennon that this tmpulse is also reflected in mcgern hngmsttcs

\

Various l' eminists have begun to’ examme the exrstmg patrxarchal language structures ;and as -
\

.

T~

J eanette Clausen puts it, they "have already donemuch to sensitize us to certain aspects of T
- lmgutstrc sexism, "i.’ In her essay. Clausen gives some usef ul references regarding Amencan
publtcattons on sexism in language 3 but such studies are not confined to America, for the

Gerrnan language is also being caref ully scrutinised by lmgutsts such-as Senta Tromel- Pl0tz and
' l_.utse Pusch.’7 , o | '

3 Brigitte - Wartmann, "Schretben als | Angriff auf das Patriarchat,” in , '_ S
Laeraturmagazm 11. Schreiben oder Literatur, ed. Jiirgen Manthey (Reinbek ' bei

. Hamburg: Rowohlt Taschenbuch Verlag,1979), p. 120.

3 Jeanette Clausen, "Our Language, Our Selves: Verena Stefan's Critique of A
Patriarchal Language,” in Beyond the~ Eternal Feminine: Critical- Essays on Women
and German. Literature, eds Susan L. Cocalis and Kay Goodman (Stuttgart: Verlag

" - ‘Hans-Dieter - Heinz,. 1982) 382. ¢

™ Notably, Casey.- Mtller an&%(ate Swift, Words and Waomen (Garden City, New
York: . Anchor, 1977); and guage and Sex: Difference and Dominance, eds. Barrie
Thome and Nancy Henley (Rowley, Mass.: Newbury House, 1975). S

' Senta Tromel-Plotz, Frauensprache - Sprache der Verinderung (Frankfurt am .
_ Main: Fischer T buchverlag. 1982); Gewalt durch Sprache. Die Vergewaltigung

von Frauen m Gesprllchen ed Senta Tromel-Plotz (Frankfurt am Mam Fischer

-



Having bnefly mentioned the specifically femmist approaches to llngulstica l would
now ltke to take up the two points ratséd above, concerning the turn away f rom patriarchal

structures and the chorce of language asa starting pornt in the struggle to develop new

, 'structures . " ‘.

~ The origins of these t'v'Jo'. coreapts, 'as‘ Ingrid Cella*indicates "'."-seem to corne from the
external mfluences exerted on the G an women 's movement m the mid- 1970s. lngrid Cella
rtghtly potnts out that the recognttron of the. ubrqurtous nature of patnarchal structures was

derived from the work of Anglo Amerrcan f enunists such as Kate Millett; Germaine Greer and

P

Juliet Mrtchell and goes on to mentron the 1mportance of the Frcnch mfluence notably f TOMm
- Simone de Beauvorr and the femmtsts of the 19705 and 80s such as Héléne Ctxous and Luce
'Ingaray, concemmg theoretical approaches to art and culture L
These developments are vaguely paralleled in the early years of F rauenllleratur smce
as Evelyn Torton Beck and Biddy Martin observe. thereare three drsttnct stages in its evolu- :
tion: | - | |

Es gibt Texte, die sich ausschliesslich mit der Unterdruckung der Frau und ihren

" Folgen beschéftigen, ohne Jedoch ‘auf einen Ausweg zu weisen, der Uber das in-
dividuelle Verlassen einer repressiven Situation hinausgeht . . . Dann gibt es andere
Texte, die beschreiben, wie Frauen sich in einer Weise auf 1hre Autonomie und
Selbst - -Verwirklichung hin entwickeln konnen, die allgemeinere Bedeutung hat. .

" Die radikalsten Texte sind vielleicht jene, welche die Unterdriickung darstellen und
gleichzeitig neue Moglichkeiten der Selbst -Bestimmung und neue Chancen aufzeigen,
nicht fiir einzelne Frauen in der Isolation, sondernim Rahmen kollektiven Handelns
und eines sich im fortdauérnden Kampf 4ndernden kollektiven Bewusstseins.

There is, therefore, a noticeable progression in Frauenliteratur from exposure of the
. . situation - via individual’l‘solutjons"- on to the more radical portrayal of collective feminist
action.. In connection with the more radical texts, Beck and Martin cite the works of Margot

.................. e

(cont'd) ;‘aschenbuchverlag, 1984) and, Luise F. Pusch, Das Deutsche als
Miinnersprgehe (Frankfurt am -Main: Suhrkamp, 1984).

2 Ingrid Cella, "Das 'Ritsel Weib' und die Literatur, Feminismus, feministische
Asthetik und die neue Frauenliteratur- in Osterreich," in Studien ~zur Osterreichischen
 Erzihllteratur der Gegenwart. Amsterdamer Beitrige zur neueren Germamstlk Band
14, ed. Herbert Zeman (Amsterdam: Rodopi, 1982), pp. 194f.

¥ For a detailed discussion of the French structurahst approaches see charda

- Schmidt, pp. 200-21. " .

30 Beck/Martm P 142 : Y

-



: «Form noch nicht gelungen [ist] " Yet be that as it may, there

Schroeder wlth the qualiricatlon that selbst lhr der Durchbru h 2u einer neuen Sprache und
little doubt that one state-
\
ment in Der Schlachter emp, ﬂehlt nioch immer Herz" has become programmauc within thC’!:on-
text of women's literary producuon namely. when Ola says to Mafm. "eine Revolution f Angt
-bei derSprachean wmoo o A ‘ ‘
Many people have since confirmed and supported the above declaration. Adnenne

thh l' or example, notes that truly to hberate Women means to change thmkmg 1tself "

411 i ':.ai

a4

a nonon which is expanded by Brrgitte Wartmann who observes "Dre schrelbenden Frauen . |

machen lmmer wieder deutlich, dass der Kampf gegen die patnarchalrsche Kultur anfangen

muss berm Widerstand gegcn das Instrumentanumdes Bewusstsems selbst, der Spgche. s

WA
Nodit]

Not only the sexism mherent in the current set of lmgurstrc structures and symbols

»

provoked this conoentrauon’ on language asa focal pomt for the furthering of the fennmst
cause, n was also the inadequacy of the exrstmg forms whrch was noticed by women when
attemptmg to express theif emotions and expenences a problem commented upon by Verena

Stefan, "beim schrerben dieses buches bm ich wort um wort und begnf f um begnff an

+

der vorhandenen sprache angeeckt e s )

ool

Various crmcs theoretlcrans and noVehsts have dtscussed this problem,?’ their

~ comments ranging from a general dxscomf ort with language, to fundamental dissatisfaction 3
with an i‘rr_lplicif sense of frustration. The latter is exemplified by the following quotation from |

- Luce-.lrigaray: -

n lbid '- '
% Margot Schroeder. Der Schlachter empf iehlt noch immer Herz ‘(Munchen:

ES

- Frauenbuchverlag, 1976). - v -
-3 Ibid., pp. 44-5.

" Adnenne Cecile Rich, Of Woman Born: Motherhood as Experience and Institution

" (New - York: W.W. Norton, 1976) p. 8l

¥ Wartmann, p. 118.

% Verena Stefan, Huutungen. Autobiographische Aufzerchnungen, Gedichie,  Triume,
Analysenr 20th ed. (Munchen: Verlag Frauenoffensive, 1984), p. 3.

37 See especially Gabriele Dietze, in the introduction to her collection of theoretrcal
essays, Die Uberwindung der Sprachlosigkeit:. Texte aus der neuen. Frauenbewegung,

. ed. Gabriele Dtetze (Darmstadt und Neuwied: Hermann Luchterhand Verlag, 1979),

‘pp. 7-21.



Die gesellschaftliche Unterlegenhelt der Frau verstarkt und kompliziert sich aufgrund
der Tatsache, dass die Frau keinen Zugang zur Sprache ha¥;’ausser durch Rekurs auf
'ménnliche’ Repr&semationssysteme die sie ihrer Bez.xehung zu sich selbst und zu an-
- deten Frauen enteignen.*

As a result of both the madequacy of language and its patrrarchal basis, Sllvla
Bovenschen. one of the leading f emxmst thcqreucrans in Germany, mdicated.t_he_challenge :
~ facing creative women in the late 19705 and also the infancy of the struggle at that sl'age{ in

o

‘stating:
: . Der Kampf findet tatsachhch an allen Fronten statt: die Ausemandersetzung mit den
_Sprachformen, den Zeichensystemen und den Bildwelten, den Symbolen und den For-
men des Verhaltens und der Kommunikation ist ein zﬁhes Stﬂck Arbeit, die kaum erst
begonnen hat.**

Desprte the msxghtf ul drrecuveness of this statement, rts abstract nature is clear. At this
point, therefore rt seems appropnate 'to go on to. consrder what f emlmst wmers have achreved
in concrete terms wrth regard to challengmg Lradmonal modes of discourse and-developmg new

forms -of expresgion. In the course of the f ollewing analysis, I*hope to provlde co‘ncluslve
' evic‘ence supporting the fact that important changes have beeln made, and to show that, far
from being detrimental to. the established f orms of l\iterarure, these developmems. have, in f acl.
provided additional dimensions.
~ In the literary criticism of recer\t years there have been various attempts L0 qualify
these new 'dimensions’, but most have remamed vague observauons relyfrlg purely on the
-. general character of texts, rather than deagnatmg any specific grammaucal or narrauve
techniques, used by writers in order to create certam effects.*® It is nevertheless rmportam.
within the context of this particular study, to consider brielly the terms which have so far been
" attributed to the female mode of discourse, and in .éo-doihg f orml a representative notion of the
common viewpoint on f eminine literary style.

3 Luce Ingaray, Waren, Korper, Sprache. Der ver-rickte Diskurs der Frauen, trans.
Eva Meyer and Heidi Paris (Berlin: Merve- Verlag, 1976), p 40.

% Bovenschen, see note no.2, p. %.

% With the exception of certam studies on Verena Stefan's use of language in
Hautungen, notably Jeanette Clausen's essay, see note no.2S. :



Many opini&hs with regard tg the' female style of writing seem \t,o have been influenced
(be it directly or indirectly) by the ideas of Luce Irigaray*! and Héléne Cixoq/s‘: , both of whom

rejectpd the ascendancy given, i _uaditiohal rhetoric, to the logos over the less restrictive in-

fluence of the senses.* Basically, this was tintamount to a rejeciion of the logical and more '

*

rigidly structured progression often found in the male mode of rhetoric.
An article by Thomas J. Farrell supports this view, since he perceives the essential

~difference between the male and female modes of rhetoric as follows:

Deductive and inductive organization denote arrangemcmé of discourse that appear to

be planned in advance, whereas the "indigtction” of the female mode seems to proceed

without a readily recognizable plan. The thinking represented in the female mode

seems eidetic, methectic, open-ended, and generative, whereas the thinkipg in the male

~ mode appears framed, contained, more preselected and packaged. The ideas seem less

- processed and, controlled in the female mode than in the male mode and hence come

closer to recteating the process of thinking as it normaly éccurs in real life, where
thinking is as much a matter of unconscious as of conscious qucm and certainly
does not move in formal logical structures. . . .** : € ‘

L . ~ C . A
Yoonen . Indeed; this turn away from male logic and linear presentation, in favour of an un-

" restricted and continuous form of expression, is one of the three distinctions most frequently
, _ == . . .

 cited by critics, when making a comparison of this nature. The following quotations from
. Susan J. Wolfe (Robbins) and Myra Love illustrate this tendency well:. -

Male expressive modes reflect linear, cause-and -effect, hierarchical thinking, an

- epistemology that perceives the world in terms of categories, dichotomies, stasis, and
causation. Female expressive modes, if they are to reflect women's epistemology, must
eypbrace ambiguities, pluralities, process, cycles and continuities.*

And further, Myra Lové's comment in this respect, 6n the prose style of Christa Wolf':

In both The Quest for Christa T. and thé story "Unter den Linden, " Wolf makes use
‘! Especially those expressed in her study on femininity entitled This Sex Which Is
_Nat One, trans. Catherine Porter and Carolyn. Burke (Ithaca, New York: Cornell
University Press, 1985): Originally published in French under the title, Ce Sexe qui
n'en est pas un (Paris: Editions de-Minuit, 1977).
4 For example, in, "Schreiben, Femininitit, Verinderung,” trans. Monika Bellan
alternative, 108/109 (June/August 1976), pp. 134-47. )
% See also Ricarda Schmidt, pp. 214f., for 2 more detailed explanation of the
opinions of Irigaray and Cixous on female writing. _
“ Thomas J. Farrell, "The Female and Male Modes of Rhetoric,” College English,
‘40, No.8 (April 1979), p. 910. ' .
s Susan J. Wolfe. (Robbins), "Stylistic Experimentation in Millett, Johnston, and
Wi;;ig.' presented at the Modern Language Association, New York City, Dec. 27-30,
1978,-p. 1. . A

H
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of the self -int _grrupting and non-linear methods of communication which chnncte
conversation. [my emphasis)**

The second important difference indicated concerns the quality of - "openness,”

concept is provided by Thomas Farrell, who states, "the ertiphasis on expliciyess Bgn.
male mode seems to support a need for closure, whereas the 'indirectiqq’ 2
the fexﬁale mode seem to-offer an openness. . . ."*
This poini can, of coufse.. be associated with the rejection of "closed” male logic, as

Brigitte Wartmann demonstrates here: : ‘ .
Die Reflexion auf das verdringie Weibliche, das mcht in einem geschlossenen
rationalen Diskufy auf; geht sondern die 'archaischeren’ Ebenen des Bewusstseins mit '
erfasst, 14sst mitfels einer unabgeschlossenen Textproduktion verschiedene Gebrauchs-
formen zu. Wie in einem Spiel werdendamit offene Interpretationsweisen inisifert, die
sich von dem Zwang nach 'logischer' Eindeutigkeit der Sprache 10sen. Solche Texte
konnen damit eine der dualen Logik gehorchende Kommunikation irritieren und
produzieren selbst einen Raum mehrfach zentrierte Bedeutungen die auf einen
verdnderten Sinn der Interpretanon des Realen verweisen konnen, ohne selbst den
Inhalt der Interprstauon festzulegen.’

The third major aspect of female prcﬁ. apparent in the comments of many critics who

{
A
)

“have broached this issue;"’ is the attempt being made to break down various existing kinds of
_tg_a__r__rﬁg. The forms which these 'barriers' usually take will become clear in considerihg thé
following selection‘of refl erences to this trend. It isoa point mo;t frequently mentioned in
connection with’m\'much-discussequuestion' of authenticity,* since, as Evelyne Keitel points

out, the main function of this style is to reduce the aesthetic distance, which assures that liter-

------------------

* Myra Love, "Christa Wolf and Feminism: Breakmg the Patriarchal Connection,”
New German Critique, 16 (Winter 1979), p. 33. See also Brigitte Wartmann, p. 122,
- 47 Keitel, p. 833.

4 Farrell, p. 910.

¢ Wartmann, p. 123.

o lncludmg. for example, the essays of Susan J. Wolfe (Robbins), Evelyne Keitel,
Thomas J. Farrell, Evelyn Torton Beck and Biddy Martin, Brigitte Wartmann and
Ingrid Cella.

st See note no.22.



ature is perceived and read as literature, and not as'some other form of text.?
Thin polnt is clarified somewhat by Evelyn Tortdn Becband Biddy Martin's observation
that Mugot Schroeder s use of language "ﬁ Schranken zwischen sl”und den anderen,
awischen Erzhlerin und Eruhltem zwischen Text und Leser uberwindet "% And it is empha-
sised by Thomas Farrell's statement that "Lhe female mode seems at times to q})fmeate the
boundary between the self of the author and the subject of the discourse, as well as between the
self and the audience, whereas the male mocie tends to actentuate such boundaries."*.
| It would seem, therefore, that many feminist t;xts_are aiming to break down the strict
| dividing lines in literature, which traditionally create a certain distance between the author, the

rcader and the text nself The existing separation is also seen as patriarchal by Myra Love. She

-~

.. says, with regard to modcmxst and realnst Wntmg. "both share an odeentially pamarchal quality

of authotship as authomy. This patriarchal quahty manifests itself in the separgtion of the

naMMm the narration. "

-

Throughout this analysis 1 will of ;en tcfer dxrectly to the three above-mentioned -~

* characteristiss, f or therc is, it seems, some accuracy in Lhe consensus of opinion which is neatly

~ encapsulated here by lnygrig Cella, weibliche Texte zeigen eine 'Kunst der Entgrenzung'. Das
Offene, Unabgeﬁéhlossene. Strdmende, Verséhwenderische, Verahsgabende s}ind wichtige Cha-
‘{Aktcristika."" Yet, thus f ah. these observations must be considered speculative and incon- .

| clusive, ?mce the'& have neither been proven 'no? examined in any detail. ‘

Itis, therefore, my intémion to analyse certain"techniques‘kused by women writers,
which cduse, or at least contribute to some of ihe effects outlined above. For the pu;posés of
this treatise I have seiected two aspects of stylistic development, which appear to indicate a

departure from tradition; namely, a) the hnomalous; use of tense in “quehliterahcr, with
grtiggﬁr refercn;e to the present tense, a;nd b) the presentation of gomsciousness peculiar to

.................

31 Keitel, see especially p. 831 : . .
 Beck/Martin, p. 144. . ° i J - -
. % Farrell, p. 910. : o
% Love, p. 4.
s Cella P 203



this genge.
The more general areas of tense and consciousness have only been referred to indirectly

*'by some critics in connection with individual examples of feminist prose-writing,*’ but have not
been o;)ns'idered within the broader context of Frauenliteratur as a wh;)le. .

~ The phénomena which will be considered forthwith are common to many works of this
_category, yet, in order to provide a variety of examples and simultaneously mmnuin a certain
depth in the analysis, it has been necessary to limit this discussion to a reptcsenmive ‘clection. |
consisting of four texts: . ‘ o

e
1. Verena Stefan, Hiutungen. Autobiographische Aufzeichnungen, Gédich!e. Triume,
Analysen (Mtinchen: Verlag Frauenoffensive, 1975).

3

) 2. Ingeborg Drewitz, Das Hochhaus (Stutigart: Verlag Werner Gebtihr, 1975).
o

3. Brigitte Schwaiger.' Wie kommu das Salz ins Meer (Wicn: Paul Zsblnay Verlag

“Srselftthaft, 1977).

4. Eva Zeller, Die Haupt frau (Stuttgart: Deutsche Verlags-Anstalt, 1977).

D
I have chosen two examplcs (nos. 1 and 3) from what could be called thc mainstream of
Frauenliteratur, takmg into account the amount of copies of each printed so f ar, and the f) re-
quency with which they are cited in. modem criticism; as well as two less well-known novels
(nos.2 and 4) of hevenileless im;nnant writers in the feminist movement. The works are all

from the early Stagcs of the genre, and comprise two written in the first person (although -

------------------

37 See, for instance, Jmnctte Clausen s essay on Verena Stcfan s use of languagc. '
especially P. 398, where she notes that pomts such as these are "worthy of being .
examined in more detail.”

¥
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Vereaa Stsfan’s work does switch to third- person narration near the end), and two third-
pmon namtives v
Since Verena Stefan uckled the problem of linzulnic structures so direcuy and in such

a provocative manner, there have been,nrious critiques examining her work in this light,* but

the other authors all seem to have been neglected in this reapect \l will thus be restricted in

many cases, by the originality of the problem and the largely‘ina}tproﬁﬁate secondary liter-

ature, to a detailed analysis of the texts themselves. e .

------------------

———3 Notably those of> Jeanette Clausen and Ricarda- Schmdt

-



2, Traditional Tense Use ,
A cursory glance at the fenses used in moders novels, particularly those that employ
the stream-of -consciousness techniques, wﬂlmulannlmonwuummmyor
situations in which they are used and to Which the logic of grammar is inadequate to
‘provide a clue; they presuppose in fact a highly sophistiuted reader ap.ble of re-
" markable itmgimtive gymnastics. [my iulics]" -
Before contemphting the first upect of literary technique peculiar to-Frauenliteratur,
i.c., the unconventional use of tense, it will be necessary to review the major liqguistic and li-
terary analyses of recent’years concerning this matter, ini order to explicate a clear notion of ¢ * -
traditional tense use, and establish the reasons for this and its effects. As outlined earlier, this ‘
discussion will focus on the literary ef fects of certain stylistic and contextual elements of , works
within this genre, yet a preliminary look at the attéinpts of certain iingt_xi_sts to call fixed tense |

schemes into question will nevertheless prove yseful, in providing a point of reference for the

following analysis.

2. l The Linguistic Approach to Tense v
Perhaps the best-known and boldest linguistic investigation of tcnse so far was that of
Benjamin Lee Whorf. In the 1930s he believed, and attempted to prove, with a degree of '
- success, that the structure of the language one habitually uses influences one's "understanding of
the envir.onme&t.l This assumption was based on Whorf''s belief that all higher lcvefs of thought
are dependent on language, and if 'it was 1o be conclusively prm;en. then Ke necded to Hémon-
strate that people with different lmgmsuc backgrbunds do ugdeed develop dift erent pcrspectives a
on reality. His main lmguistic research was carried out as part of a contrastive study of EﬂdlSh
and the language of the Hopillndlans of Arizona, and his woﬂt although it has since been /
disputed and cnumsed ¢° concentrating as it dld on the stru@ural diff erences of these lan-
| guages, did appear to demonstrate a distinct relatmty of language ' He showed that even

* ‘Roy Pascal, “*Tense and "Novel,” 'The Modern Language Review, 51 (1962), p. 11
¢ Notably by Heimut Gipper, in ‘his book Gibt es ein sprachliches
Relativittatsprinzip? Untersuchungen zur Sapir-W hor £ Hypothese (Frankfun am Main: S
Fischer, 1972). -
¢t See foreword by Stuart Chase, in Language, Thought and Reality: Selected
Writings of Benjamin Lee Whorf, ed. John B. Carroll, 1st paperback edition -

. p -
% . ) H -
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though the gulf can be qurte wxde When attemptmg to translate an xdea or conoept from one

ge to another thrs gap becomes even Wider when constdermg language struc- \

tures whtch are not denved f rom Indo* European

.

The use of tense was an area m whrch Whorf f ound mterestmg support for his theory.

for it appeared to bc the case that Hopl Indtans drd not use the same concept of trme _past,

-present, and f uture - as we : He clarmed that Hopl verbs have "three assertxons reportrve

expecttve and nomtc b2 whnch ttgh thcy correspond to our tenses, do not refer to trme or

duratton. "but rather drstmgunsh thret dlf ferent kinds of mf ormation. "Assertion, in 1 other

'words, is a classification that refers a stﬁtcment to one of three distinct realms of vahdrty.v 6
o Whorl‘ therefore deslucé'd that the Hopi "Weltanschauung" must differ from that of a Euro- .

pean, since the view of time $o fundamental to us was non ~-existent in Hopi lahguage, and

Q

hence in their-conception of the world

3/ o ln, %ptte of the crmcrsm of Helmut thper with regard to Whorl' s work where he says,
for example S - ‘ 1 < ‘ - -
[ r ) D
Zwar f uhrt seine [Whorf s] lnterpretauon, des sprachhchen Befundes zu dem Ergebms
. dass von Tempora bzw". tenses im Sinne der englischen Grammauk keine Rede sein
kann dennoch smd bestimmte Verbformen-eindeutig: temporal zu deuten.**

- itis possrble 1o agree, at least 0 a certam extent with the Whorl" ian hypothesrs that the -
structure*of a person 's language is a factor in the way he/she urfderstands reality. As Harald _ s

Wemrrch stresses i hrs comments on this concept ¢ Whorf seems to illustrate his point best
Rt -

“when applymg hrs observatrons to a bnef companson of the two cultures ¥ Ip so domg, Whorf

remarks upon,‘Westem crvxhsatton s obsession with time, stat-rng that its precise measurement is

S SN

S fundamental to our society, and surmises that this is a consequence of our language patterns.

................

“(cont’r’) (Cambndge Mas> Massachusetts lnsutute of Technology, 1964), pp. v-x.
%2 In an essay entitied "Some Verbal Categories of Hopi,” Language, 14 (1938) pp.
275-86, rpt.: j{.anguage Thaughz and Redlity, sec previous note, pp. 112- 24,

3 Ibid.,. p. 113

“ Grppe! p. 224. : '

¢ Harald Wemmih Tempus. Bésprochene und erzdhlte&WeIt 2nd ed. (Stuttgart
Verlag W. Kohlhammer, 1971), pp. 304-5. :
‘¢ See especially the essay, ."The Relation of Thought ‘and Behiviour to Language
(1939%m Language Thaught and Reality, pp 134-59, ‘

» " .
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‘Hopi Indran language and culture 0 ':t,he other han%me much less preoccupred wnth temporal

precision, and there is hence a nonceably more relaxed atﬁtude to the speed and passage of . time
among the people. .

In connection with Frauenliteratur, it is possiblg.to'§ee in thegprinciple of linguistic

relativity, the origin of the idéas expressed by certain feminis éritics and' writers, namely, that

there is a need for a change in lémguage structures, 1f reality is tvﬁkbe.alte_red.” For the purposes

¥

of this discourse and the above ideas, however, the Whorfian hypothesis seems too readily to

_exclude the possibility of reality influencing language,‘and can, thus, only be considered a_

'startiﬁg point for this type of approach, where, it seem: consciou$ adaptations are being

suggested on a linguistic (and literary) level, as a result of an.implicit dissatisf action wt

reality, in an effort to change thought patterns, and eventually reality. There appears.

therefore, to be a possible circular development here, fdt, if the changes made are successful in '

~

‘bringing about a new reality, then we are once again back to the Whorfian hypothesis. .

\‘/ N
Y

N i

. \‘\,’/ ’
2.2 The Question of Time and Tense in Literature

Since the literary dévelopmems introduced by such important writegs' such as Marcel

- Proust, James Joyce, and Franz Kafka, espugglly concerding-the presentation of consciousness -

in fiction, the question of "time" in the modern novel has been widely considered. Sharon
' . . ‘oo o ) 7
Spencer neatly summarises these advances as follows: '
. In the first decades of the century, . . .a very great transformation in the orientation
" of ‘the novel to the concept of time was achieved by the "stream-of -consciousness”.
[This was] reflected in Dorothy Richardson's Pilgrimage, in James Joyce's Ulysses m
Marcel Proust's A la recherche du temps perdu, in Virginia Woolf''s novels, and in - v
~hordes of 1%;?@ that embody "subjective” time schemes: the notion that time is
somethmg aving no existence apart from an observer E present only in sense
experience."*
s Cf.. Margot Schroeder’s commem in Der Schlachler empfi ehll noch immer Herz:
"Eine Revolution fingt bei der Sprache an.™ See note no.32.
¢ Sharon Spencer, Space Time and Structure in the Modern Novel (New York:

"New- York University Press, 1971), p. xix; the problem of consciousness presentation -

in a narrative has been examined fairly recently by Dorrit Cohn, in her authori-
tative study Transparent Minds. Narrative Modes for Presenting Consclousness in
Fiction (New Jersey: Princeton Umversnty Press 1978), to which 1 will be referring:

extensrvely at a later stage. ;

o



In Germany. the appearance of KAte Hamburger's provocative book, Die Logik der
chﬁtung. in 1957 saw the beginning of gme very intense discussion regardmg the complex
quesuon of tense use in literature. The debate focused on the functions of the two most

[]
commonly used tenses in literature, namely, the eptc preterite and the present, stressmg, for the

most part, the ate\mpﬁ rality and purely signifying capacity of the preterite - in that it "createsa

fiction" or "non-reality, "™ as well as the unsuitability of the present tense as the instrument of

5

a narrative,

2.2.1 The Epic Preterite

K The theory of the atemporality of the epic preterite, e.g "er ging jetzt ‘ .," was
orig{nally propounded by Kate Hamburger in a series of articles in the Deutsche Wertel-
/ahrsschrrﬂ Sfur Literaturwissenscha ft und Getstesgeschrchte (1951, 1953 and 1955), and
subsequently expanded in Die Logik der Dichtung. This 1dea~was supported by two 1mportant |
observatrons firstly, Kate Hamburger noted the possibility of combmmg thts tense with detctrc
‘ adverbs such as "now," ;‘tomorrow " "yesterday" etc., whrch normally refer to a present pomt
in t:me. and secondly, she viewed the fact that a story: narrate\d in the past tense is ‘usually
summarised in the presemt tense as evidence.that 'especially in the case of a third-person
-vnarratwe the epic preteme does not have a temporal f uncuon i.e., it does not necessarrly

denote past events. Kate Hamburger also emphasised, however, that thxs does not mean the

epic pretente has the function of a present tense in a narrative, but rather that it srgmﬂes a

-

© . transforrnation mto a d1f ferent kmd of reality, a fictitiods world with its own pecuha; ttme-

scale. On the bas:s of this argument, she deduced that the historic present rs"upetfluous in |

hterature smce a narrative in the epic pretente has already transposed the reader to a timeless |
¢ The response generated by thrs work included numerous books and articles, among
the most significant contributions are: Harald Weinrich, Tempus. Besprochene und
erzzhlte Welt (Stuttgart: Verlag -'W. Kohlhammer, 1964); Roy Pascal, "Tense and
. Novel," see note no.59, p. 1-11; and, Frank K. Stanzel, "Episches Praeteritum, ’
“erlebte Rede, historisches Praesens,” Deutsche 'Vzertelphrsschnﬁ fur Literatur-
~ wissenschaf und Geistesgeschlchte 33 (1959),%pp. 1-12. This response prompted mte
~ ‘Hamburger to revnse the ftrst edition of Die Logik der Dichtung.
o Pascal p. 3.

©

9
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world. : ‘ : S . . : .
Harald Weinrich corroborates the notion that the epic preterrte isa tcnse used to place.
the reader and/or action into "eine andere Sphare . mit ihrer eigenen Zert "™ In his analysrs

~ he drvrdes the ten

e, ‘as the title rmphes into two "worlds." narrated and spoken. In

-

oi'der to demonstrate that the preterite is a tense belongmg to the erzahlle Welt," he uses the

L]

example of a fairy- tale The begmmng. "Es war emmal and lhe subsequem narrauon in
s
the epic preterite are seen a$ clear examples of the tense signif ymg here, (and hence in narr- 4

ation in general), a transmrmauqn into another sphere. The traditiopal formulae used tq end

such a tale always tend to relocate the action in the "besprochene Welt" by means of a present

tense. S . & >

, Harald Weinrich's discuesion of rensc complments ma;or Kite Hamburger rather than
contradicting it. l-le too agrees that 4he narrative is distanced from the actuality of lhereader'by ;
the epic’preterite, but not temporally, sirgce even "Zukunftsromane regelmassig im Priter-

)itum . . . geschrieben [sind]. "’ He also accentuates his location of the present tense in the "be-
sprochene Welt" by concurring with Kdte Hamburger that it is the usual tense for discussion,,
and herrce the logical choice_ for a résumé of a book.l’ l

: A slightly different view is put forward by Roy Pascal, who, in his review of the epic

.

bfeterrte suggests that the comtginarion of past tense and presenl reference, e.ga.'-‘ "er wusste nun
," mentioned in Die Logik der Dichtung, meane that the reader is "sllpped into the skin of

a character in the story and experiences the situation with hr%; In his later, unf orlunarely

mcomplcle study of Kafka's short stories, however, he seems to suggest Lhat the preterite does

still represent a pastness , in stating:
the past tense conveys a temporal distance from the events related and hence allows
for two time levels. . . . These two levels form a basic dialectic of traditional story-
telling, which of course is not affected by the use of the so-called historic present as

" Weinrich, p. 48.

V1 Ibid, :

™ For Weinrich, however, thrs tense is not as Hamburger suggests, a

"Gegenwartsaussage it is merely a "gattungs- oder situationsspezifisches Signal '

daftir, -dass es sich um einen besprechenden Text handelt,” pp. 43-6.

™ Pascal, "Tense and Novel," p. 2. : . )



a narrative f orm ' for this is only a disguised preterite 18

On the basis of this, it would perhaps be more exact at the reader is slipped

into the &st skin of a character, since he/she is obvrorISly n le to”experienc,e the actual
. situation with the character as a result of the 'temoora‘l‘distance"which is created by th‘e epic
preterite ’I'hts difference, although it may well appear neglrgrble and superfluous wrth regard to

the tradmonal narrative f orm. where the eprc preterite is the only tense used as an instument

~ for narratron becomes extreme ly 1mportant when one. begms to. consider’ the developments

e
A

: 'notrceable in _many works of the gen_re F rauenliterazur. as’wrll be seen later.
Frank K. Stanzel seems. however' to capture the essence of the epic preterite most

| ‘ exactly He notes that Katte Hamburger s theory, regardmg the atemporalrty of this tense, ;
requires addrtronal qualrf 1cauoh and goes further in demonstratmg that thrs tense has in fact
the capability of representing a present or past ume-scale. He differentiates these two possrbj

ilities by means of the "Erzahlsnuauon - In hrs words ' o o _’ .

»

-~ Die Besummung der Eruthlsrtuatron in einem Roman oder einer Romanpame ist dahe'
‘auch geeignet, Aufschluss darliber zu geben, ob der Leser das Erwhlte als vergangen
oder als gegenwartrg in seine Vorstellung emordnen wird.” - :

He surmises that the possrblhty of combrmng dercuc adverbs such as tomorrow wrth amr epic
| preleme depends upon how far the reader is able to personally oblrterate the narrator, (who
" need not be exphcrtly menuoned since the fact that one is readmg a novel implies that someone
’ ‘rs narratmg 1t) in order to cieate a témporal "Nullpunk: wrth the reader on the same level as
f the fi igure" m the novel whereby the.subjective ume expressron "tomorrow " is admrssrble as the
todays of both reader and nayrator are temporarily rdenucal Frank Stanzel consrders the: eprc ‘
| :preteme in sprte of its various representatrve possibilities, a gattungsmassrg gebundene; Ele-

V‘ment der Erzihlung " w ereas the historic present is vrewed asa "Strlmrttel" on account of its
, r :
_ ﬂuctuatrng favour ' X

------------------

™ Roy Pascal, ~Kafka's Narrators A Study of his Storres and Sketches, edited after
his death by Leonard Forster, M. Swales and A. T. Hatto (Cambndge Cambridge
- University Press, 1982) p- 101

% Stanzel, p. 3.

" ‘Stanzel, p. 9, cf. the. parallel idea expressed by "Harald Wemrrch concerning the

present tense, note no.73. ,



The conclusions whic_h may be drawn from the preeeding uguménts regarding tense use
infliterature remain fairly eimple vand general; f) ustly the epic 'preteﬁte - or, ‘narrative' past as it
is also sometimes called - is widely cnnsrdered to'bcythe' only ar)propriate medium for narratio'n.
This is a point emphasised by Haral‘ Wemrich in ref erence to the views of Thomas Mann
"Thomas Mann hat mehrf ach seine Uberzeugung ausgedruckt dass die Tempus Form
_ Imperfekt dre fur erne Erz.ahlung nchuse Tempus Form ist.""" And secondly. as a tense used .
for this purpose the eprc pretente has the effect of grstancmg the narrated action f rom the '
reader s present srtuatron be it atemporally purely by placrng the reader ina frctmous world.
' ’or via rts temporal functron taking him/her back in trme by referring to pﬂst events.
- As Margot E. Zutshr has pomtcd out, however, the situation has changed quite
| . dramatrcally since Kite Hamburger s book . She remarks that "since the first publtcatron of |

' Hamburger s Dre Logik der chhtung in 1957, developments have‘-rn,creasmgly been movmg
‘away from her ideas on the novel. "’? In explaining theabdve statement f urther. 'Margot Zutehi'

- .gog:s on to cite the well-known phrase coined b)r Alain Robbe-Grillet - "Raconter est devenu ..
proprement rmpdssible - yet she does not descnbe these "developments in any detall 8 0 is
mterestmg tosnote, however, in connectron wrth the followms analysis of Frauenlueratur that |
one of the major innovations, mtroduced by wrrters ‘such as Alam Robbe Grlllet and Nathahe '
Sarraute, was, in f act,the technique of, what Dorrit Cohn calls -adher[mg] to the’ present asa
lnarrati_vé tense:"“ | H
222 Present-lense Narration

Present tense narratron is a varratron treated only in passing by Kdte Hamburger

Rather than devotmg an entire chapter to drscuss thrs questron she mcludes it m her section .

emmscamoessancrsanee

n Wernnch p. 24.
& Margot E. Zutshi, Literary Theory in Germany A Study of Genre and EValuauon
Theories 1945-1965 (Bern: Peter Lang, 1981), p. 83. - ,
. % Alain Robbe-Grillet, "Sur quelques notrons pérrmées in Pour un nouveau roman
(Paris: Editions de Minuit, 1963), p. 3l.
M Since, as the title of her study suggests, this was not actually her aim.
- % Cohn, p. 137. :

ro,
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entltled "Das historische Priisens.” Here in connection with a referenoe to Gerhart

. Hauptmann 8 Griechischer Frihling (1907), she notes an oecurrenee of present tense

} narrition: J ) } :

Diese [Retseschilderung] ist ganz und gar im Prasens erzlhlt derart, dass nicht nur
Zustandsschilderungen, sondern auch jeder Schritt und Tritt des Reisevollzugs selbst

gleichsam auf den Augenblick des Sichvollziehens zurtickgefuhrt, gewissermassen
filmis produzrert wird.* :

' Kate Hamburger means therefore that thereader actually expertences every aspect of the
narrator § journey as though taking part in person Yet the eff ect of thrs phenomenon is rather
: cursortly dismissed as bemg akin to an extended use of the historic present on the basis of the .
text's. antobrographrcal -and hence tmplrcrtly retrospectwe nature: ' o
Doch wird, was das Vergangenhertsbewusstsem einer autobrographrschen Schilderung
betrifft, dennoch durch das allein herrschende Prisens keine andere Wirkung erzeugt
ils in Fillen, wo es mit dem Priteritum' wechselt s

‘ At_a later stage, however, Kite Hamburger begins to concede that new tense phe-

'nomena are starting to occur, when she recognises the dif ficulty of : applying the same type of

reasomng o the works of Alain Robbe Grillet and other exponents of present tense nartation

" belonging to the " nouveau roman movement in France. She categonses Robbe Gnllet 'S present

tense as a "Prisens tab_ulare due to its hrghly descriptive and obJectrve qualrty. but her drs-

o .

S

euseion ;of this divergence is brief andv inconchisive. It is .fsirnply attributed' to.the modem break-
down of traditional forms of f: irs_t- and thlrd-per‘son n'arration, '_andf concluded with the general
) remark, "In _die_sern Zusammenhang eollte.nur darauf auf merksam gemacht werden, dass, auf
~ Grund dieser neuartigen Erzahlstrukturen, prasentisc'hes‘ Erzahlen vorkommen kann, dae‘ nicht
hrstonsches Prisens ist. [my emphasis]!s |

The contemporary scarcrty of such new phenomena is clear here, as a result of the
’ nonj-commrttal_ phrase which I have highlighted, yet a glance at.many works written by women
'kln. German since the mids1§705 forces a complete re-appraisal of the frequency with which

------------------

W Kite: Hamburger Dle Loglk der chhtung, -2nd ed. (Stuttgart Emst Klett Verlag, ’

-

7 1968), p. 85 _ .
' Ibid, :
% Jbid., p. 104.
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present-tense narration now occurs. ‘.
i /Kﬁte Hambﬁrger is not alohé in dismissing present tense narration as a rather obscure
and unlikely form, since it is a technique hardly considered at all by Hargld Weinrich and
Frank Stanzel. Roy Pascal, on the other hand;.does attempt té' do the phenomenon jﬁsﬁi&.
both in his essay "Tense and Novel” (1962).‘and muéh later in his Kafk# study (1982). In the
earlier treanse he acknowledges the sultablhty of this time-frame for short tales and anec-
dotes ' and f ollows' thxs point up in his anaiysns of Kafka's short stories, but he appears t5(
concur with Km Hamburger's objection to its use in an extended novel. The reason given by
Hamburger for her objectién is the undoubted gfammatical ambiguity of the present tense,
(since if can, of course, designate the present point in time, a general timeless statement, a
rcpeaied or habitual action, not to mention past or futuge evénts‘i. which, as Roy Pascal
suggeSts could: lead to "confusion bemg caused"*’ 14 extended tale but not so much in a
short story concerning a umque event and with little re?flecuon Indeed, he goes further, saymg
: tha;m a novel such as J oyce Cary's Mlster Johnson (1951) wntten entirely in the presem .
tense,. "the absence of the power of _reﬂexxon leaves us with so ka,lexdoscopnc a succession of
incidents that it becqmés f atig‘uing."“ . o - |
| . ;I"hc ‘u'ndeniable negleci of the po§$ibility of exténdéd present-tense nai‘ralion by the
yafioixs critics cited abéve, seems to be reﬂeéted in the épproach of a large contingent of -
mbdem male authors io th§ question of a‘pproﬁriate tense use in prose-writing. This was ex-
emplif’ ied in a -pra‘ctical's'tudy of tense carried out at the Universit4t Basel in 1971," .w.here.
in order to déte.rmine the relation between writers and their laxiguagé'. the co-operation of a
“number of (male) authdrs was oBtainedto discuss the use of the perfect tense as opposed to

the epic preterite, and vice-versa, in their respective wotk_s.

‘¢ Pascal, "Tense and Novel " p. 9
v Ibid., p. 10. -

¥ Ibid. -

' Der Schrifisteller und sein Verhaltnis zur Sprache dargestellt am Problem der
Tempuswahl, ed. P. A. Bloch (Bem Francke Verlag. 1971)

t
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'The results of this intereeflng‘ and direct approach showed quite categorically that the
epic preterite was still predominant in the works of the participating authors, such as Glnter
Grass, Peter Handke, and Max Frisch, to name but a few. The main reasons for this preference
were the influence of " Hochdeugsch,” and the flowing style which the preterite permits.. com-
pared to the compound and mainly conversationel perfect tense, which can be slightly cumber-
some if used too often ln prose | .

The discussion went f urther in analysing each author's intentional use of the perf ect
tense, as a "Stilmittel,” and his reasons for choosing it.- On this point opmrons ‘varied greatly.
Many authors view the perfect as brmgmg the action closer to the present when used in a
passage mainly in the preterite,. whereas others dispute this, putting the perfect further into the
past, as signifying completed actions. The po&t which 1 would like to emphasise here, on the
basis of thrs evidence, is that the establrshed narratwg tense in the ‘modern German novel is the
epic preterite, and occasronal uses of t.he perfect can vary, as explained above, in therr sig-
nificance. | o

The dlstancmg ef fect created by the eprc pretente outlined earlier, is of ten inten-
tionally reduced when authors insert mstances of perfect tense. Some wnters however choose - G
the hrstonc present in order to hrghhght the unmedracy of events occurring in the past which
have shge{el significance in the narrative. As thnter Grass explams

Sie kOnnen in meinen Buchem immer wreder feststellen, dass eine Erzﬁhlung im
Préiteritum anfingt und dann plotzlich ins Prisens umspringt, ‘wodurch - auf Kiirzere
oder lingere Strecken - vornbergehend eine Unmittelbarkeit des Erzihlens eintritt.
Dann sinkt das Erzihlte wieder ins Priteritum zurtick, um spiter abermals um-

, zuschlagen Das Erzihlte wird also im eigentlichen Sinne beschworen, wie man es oft
im Umgangsdeutsch erlebt, wo Leute, die ein Erlebnis berichten wollen, das sie un-
mittelbar bertthrt hat, spontan ins Présens fallen. - Das Prisens will in diesem Fall
Vergangenes prisent machen, wihrend das Prateritum das Erzihlte distanziert in -

~ seinem Verlauf als Vergangenes fasst.®® .

Gunter Grass' use of the present, as a means of both descnbmg and hrghlrghtmg events from

the past, is not peculiar to. him, mdeed. it is a very common occurrence in narrative prose.

..................

» lbid p 338 9.



In m'any of the recent works by women, however, we appear u:: have a complete re-
versal of this pheni‘:menon common to the majority of worlgs writtgn by men, i.e., the
dominan£ use of the epic preterite, interspersed by elements written in the historic ‘presem.'For,
i many novels of the genre Frauenliteratur, we can see quite clearly that the narrated action , ”
takes place in the present tense, ahd those events or thoughts which-ére highlighted from the
past are set, quite logically, in the perfect or the pfeterite." This technique is, of course.ﬂ not
entirel).' new, 'and Dorrit thn has already noted its existence in the work As / Lay Dying
(1930), by William Faulkner, for she says "it seems as though Faulkner had deliberately r¢*
versed the customary tense pattem the past tense appears at the unforgettable moment in an

episode narrated in the present tenﬁe throughout "% Yet the current widespread use of this style’
is noteworthy and such emphasis certainly merits f urther mvestngauon

In regurning momentarily to the st_udy.done at the Universitit Baselt however, i;
becomes apparent that in the history of the novel in Germany there is an extremely static
tradition with regard to tense usage, and also, that this rigid pattern}cmnds. v#ell into the mod-
ern male literary sphere. The f aétA thgt such a clearly definable tradition exists, and that, in |
‘ spite of the " nouveau roman” movement in France, no distinct stylistic changes ére,,appércht in
modern German prose in this respect, could be consid;ared reasons vhlid enough for f cminisl_
writers 1o demand a variation, in order to reanimate the existing stasis. Yet. there is more lo the
above-mentioned reversal in tense usage than ;imply a desi_re to break with tmditién. In the
following chapter, thé’refore >I intend to take Frahk Stanzel's comment®’ a step further, by
consndermg the epic preterite to'be a "Stilmittel,” having prevailed for the duration of the novel
asa f_orm thus far, but which, f or various reasons, to be exammed f orthwnh may well be

-

gradually being replaced, as far as many femxmst writers are concerncd, by the present tense.

1

_________________ )

' This latter technique also avoids the problem to which Roy Pascal referred, see
. note no.88, wnth regard to the "faugumg effect of novels written throughout in the
present temse.” : \

’* Cohn, p. 206. . : -

** See mote no.77. '



3. Tense use In "Fravenliteratur” B
Es ist ja selten, dass Vater sich Grossmutters Erzthlungen anhort. Sie sind alle
verwickelt und veriistelt wie das Leben selbst. Kein Anfang und kein Ende. Vom
Hundertsten ins Tausendste, imimer den Faden verloren. Grossmutter will ja nichts

auslassen, was an Wesentlichem dazukommt und am Schluss srtzt sie und fragt uns,
ob wir wissen, was sie eruhlen wollte AR

~ As | have already suggested there appears tobea defmite trend evjdent in a significant
proportion of Frauenliteratur, with regard to the use of the present tense as the predominant
narrative medium%as opposed to the converrtiozl epic preterite. Since feminist writers are ixr : ;
the process of trying to realise what Virginia Wooif called ‘the development by the average
woman of a ‘prose style completely expressive of | her mﬁd “”‘the question anses as to whether |
this time-frame serves any parncular funcuon towards that end, and if so, in what way" In
order to consider these points in some depth, I have chos;n to divide the analysrs into two
parts. Firstly, | intend to examine the two first-person texts (Verena Stefan and Brigitte
Schwaiger), and subaequenUy. rhcrse writterfin she rhi'rd. person by Ingeborg Drewitz and Eva
Zeller. In so0 doing, I hope to show that, although the uses and effects of tlris time-frame do
var); slightly with each different type of text, there emerges a distinguiahable overall pattern.
For this reason the discusaion wﬁl focus primarily op Attre temporal irrf rastructure of the rerits‘ as
a whole, rather tharr on specif ic techniqueé as used,in restricted contexts. It will,"nevertheless,
be of use at th,is: stage to provide a brief Teview of the customary terminology used to dis-
tinguish the mulri_farious presem-lense meanings in order ro afford the discussion a-certain.
nomenclative unif ormiry. |

As was noted earlier, the versatility of the present tense is of’ ten almost bewildering. It
" can be used to describe events which took place in the past, in a very virid way (evocative or
tristoric present), as well as being able to indicate events which will take piaCe in ‘rhe f dture.

The sim_ation is no less complex when this-tense denotes p'resent time, as it can refer to the

..................

" Bngxtte Schwarger Wie kommt das Salz ins Meer (Reinbek bei Hamburg:

Rowohlt Taschenbuch Verlag, 1979), p. 47. All further references to this to this

book are found in this edition. Page numbers for direct quotatrous will be glven in -
parentheses in the text.

” ‘Virginia Woolf, 4 Room of One's Own, p. 91.
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specific point in time at which an action is being performed (punctual), to an action ‘which is
repeated ’(itemm), or else, to actions and states lasting over a period of time (durative).
Finally, there are, of course, timeless statements with a géneral truth, such as "day follows
night,” for which the term "gnomic pteséni" is used As will be seen forthwith, sdmg of these

possibilities occur regularly in the course of individual works, often with the intention of

’

*  effectuating a certain mood or feeling in the reader,

~

The effects created by the present tense iﬁﬁous styles of wriling are as diverse as the
poséible meanings outlined above, a'nd two gdditional factors must also be taken into account
‘ when cgnsidering_the effect, or function of this tense; firstly, the fact that tense-cfi'ect‘is a
highly subjective and often controversial area, as can be seen in the vafiety of o;{inions cited
iearlier in connection with Kite Hamburgeg's Logik‘der Dichtd}xg: And sécondly. that the
| t.;ffects brought about can, and do fluctufne quite dramatically within ofie style of w‘riting.iand
from one to another, i.e., from parration to criticism, or journalism to histo;'ical reporting, |
et;. Roy Pascal touched upon this issue in his essay "Tense and Novel."** Here he nqtcé.{gr

example, that the tense used in fiction for synoptic chapter~headin_g$ is generally the present, o

and goes on to explain that:
The overriding effect of the use of the present tense in these cases is td assert, in an
unobtrusive way, the authenticity of the story; for in these headings the events are
seen in another perspective, they are resumed by the author as editor (not as story-
teller), and so there is a double verification, that of the author as story-teller, and
that of the author sitting back and taking stock, contemplating th events which in
the novel he narrates.”’ . : \

" - Whereas in a historical work, he suggests that synopses in the present tense would create a sense

of fiction.
In spite of the many nuances apparent in the individual reception of this tense,

| however, | hope to demonstraté shortly that there is, nonetheless, a- widespread uhity in the

general. effect of this tensc in F rmenllterazﬁ'r. which may, in a sense, be traced back to Ricarda

Schmidt's earlier definition of the genre as "was Feministinnen . . . tber die Situation der Frau”
] - . . R

..................

% See note no.59.
Y Ibid., p. 6.
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im Patriarchat geschrieben haben."" That is 0 say, there is doubtless a general concern with
. the current position of wonm in society among feminist writers." and what better medium to

"

expressthis very actual dissatiia’action than the present tense" ¢

L

31 Fim-penon texts - Verena Stehn and Brigitte Schwaiger

~ In connection with the idea of focusing attention on a specific time- period Jrma
‘Hildebrandt specifies an important feature common to these- writers in her comments on thetr '
first-and most successful- works to date. She says that they both appear to-be using thetr writing
asa meanit?lvgrd the dtseovery of their individual (f emmme) identity. Verena Stefan is
described as "immer auf der angestrengten Suche nach ihrer cigentlichen Idenbtiwt - wtobei ihr
Schreiben als hilf reiches Mittel der Selbstfindung erscheint .."‘°'° And she continues in the same
vein, intrddncing Brigitte Schwaiger thus, "Aus ahttlicher Motivation heraus schrieb . .
Brigitte Schwaiger ihr 0beraus erfolgreiches erstes Buch. "% The idea that writing is itself part
of the on-going process of self -discovery for these (and many other) feminist writers seems to
‘'suggest the immediate present to be the appropriate point of temporal ref erence, ami vlthe pre-
sent tense as the most suitable time:-realm in which to depict-this cqntirnrum. Closer enalysis of
t}i,e texts themseives' vrill, I feel, bear out this hypothesis.

\
o S \

3 1. IVerena Stefan mmmmgg
Hawungen, ' whtch could be considered semi- autoiographtcal describes the various

stages in the main character, Veruschka's so-called "shedding’ process, as they are expenenced )

by her. The idea of shedding an old skin and growing a new and improved. one is metapﬁorimlly
. . J \1\'

" See note no.8.

. " Sigrid Weigel states, in, this respect, that "German women's literature in the .

1970s began by examining the compatibility of women's experience in the patriarchal

present and thereby focused on promoting solidarity.” [my emphasis], p. 74.

~ 19 Hildebrandt, p. 106.

112} lb‘d

12 All firther references to this book are found in the 1984 edition, published in

. Mtnchen by Verlag Frauenoffenstve Page numbers for direct quotations will be

given tn parentheses in the text. _

-
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representative of the wntor/prougonln'e search for a new femin!ne identity. Through the
text, we areshown the problems involved in the progression from rejection of the old :”
male-formed 'skin’, symbolised in the break up of a heteroseeual relédens_hip. lo the eventual :
development of a purely femigirde awareness. During this developﬁent the narrator/protagonist
describes her relationships with two other wdmen and expresses the problems and feelings
experienced in that period. The work closes on a very unusuel and ptoblematic note, for in, &e
fourth and final chapter, 'Kurbxefrae. there is a complete change of perspective. The text
switches from the first to the third person, and the \Present tense is given up in favour of the
preterite until the final few lines. There is also a change of name,'for the protagonist becomes
Cloe for the final pages, in what could be coeeidered Verena Stefan's attempt to objectivise
“and/oe take stock of the developments which have so far been taking piaee. ‘
lrn the vcou~rse of this work, the writer employs various cleafly visjble techniques in

overtly attempting to aiier the exiseing language to suit her purposes. She often breaks up .
compoim(i words into their component parts, for example "unter vleib " (pp. !2. 16) thus |
’ forcmg a revxsed approach to their meamng She spells the pronoun man "mann,” (p. 12) as

well as makmg use of poems and being very dehberate with regard to the layout of a page,

isolating cermln lines and even dnvndlng a page into two columns (p. 25). She does not capualjse
nouns, and chooses to yse cl}nicel vecabulary instead of the "gingigen ausdriicke” (p. 3) for

parts of the body and sexual intercourse, most of which are particularly brutal and offensive |
l to women, yet she does stress both in the f orewotd and in the text itself, that even this i is’

unsatisf actory and eventually she would hke to see the developmem of af orm of language

smtable to women's nwds with speclf 1cally female tesms for specifically female emotions and
_ experiences. These more apparent linguistic aspects of the text have already besn widely

discussed. 3 |

The question of time and the use of tense have, however, only been noted in passing by

certain critics. In spite of this, it becomes elear. in comparing the comments of these critics,

103 See especially Jeanette Clausen's “essay, note no.2S.

A}
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that there iga large drscrepancy in many of their views on the temporal structure of this
pbrttcular text. Sigrid Wetgel for instance, says "the narrative perspectui\ first person
“thh'out authorial idxstahce, in the perfect tense - inspires trust,"*** whereas Sally Patterson

Tubach claims, "In this last 'ghapter the narrator switches from the f' irst to the third person,

the tense is changed to the 'past mi0s thus implying present tense use throughout the "'preytfous-v

chapters and Ricarda Schmxdt—appears to take up the central position, in statmg
Durch das,Verweben gegenwartrger und vergangener Erlebmsse emgeschobener
* verallgemeinender Reflexionen Uber sie, das Unbewusste of: fénbarender Triume
und lyrischer Verdichtungert gelmgt es Stefan, unterder verdinglichten Oberfliche
. " die yermhuttete Realttm der Frau im Patrrarchai bewusstzumachen 106

&}7

'l'hrs mconsrstency is loosely. accounted for by Wolfgang Heinz Schober 5 ge eral re-
mark .o}n the modern novel. He says, with some justification, "Der rrgodeme Roman geht it
den Zeitverhdltnissen oft sehr willktlrlich um. H"“"’ But I feel tl\rat'it is explained further by the

'comments of SusanJ Wolfe (Robbms) on women 's style ' o ‘ - o

Toexpress a_ feminist consciousness through women's style, writers replace abstract

“and general nouns and verbs with concrete, specific ones; write in the continuous _
present; employ run-ons, fragments and other unconventional punctuation to reflect - '

~ their thought and experiences; wrench words from their patriarchal meanings and
- uses, or create new words. The new feminis: novel ofien breaks the boundaries between

the world- of the art work and reality, between.events-and the character's and/ or
author/ narrator's percepnon of them, between past, present, and dream world-- ﬁtsmg

_ all into the unique perspedtive of an Indmdua{'woman seekmg the meaning o j her’ own _
existence. . ... [my emp asxs]“" R SR

For one of the main problems in dnscermng the ternporal structure of a work such as thls is

precisely the f act that in the text, thereis a f usmn of past and present tlme wrthm the con- :

sctousness of the author/narrator That is to say, both the author/narrator and hence‘ the
T o
reader, find it difficult to separate the past and its significance, from the present, in order to
) : * . ’ - ‘ ' “ ‘ i o ’

..................

104 Weigel, p. 62. - : T : .
- @108 Sa)ly Patterson Tubach, "Verena Stefan's Hautungen: Homoeroticism and o
_Femipiism," - Beyond the Eternal Feminine: Critical Essays op Women ‘aund Germgn
Literature, eds. Susgn L. Cocalis and Kay Goodman (Stu‘rt: Verlag Hans-Dieter
Heinz, 1982), p 373, ‘ \ : _—
1% Schmidt, p. 118. oo B -
197 Wolfgang Heinz Schober, Erzihltechniken in Romanen: Eine Untersuchung :
.erzihltechnischer Probleme in zeitgenbssischen deutschen Romanen (Wresbaden
Akademische Verlagsgesellschaft Athenaion, 1975) p. 28 .
108 Wolfe (Robbms) P 1 '
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~ arrange cwents neatly and 'logreally intoa strictlyz.chronologifcal pattern. -The reader therefore
: expenences the same process as the author/narrator in that he/she must also attempt to SOrt

the vivid memory fTashes f r0m the present srtuauon and detcrmme the mfluence of the past

.

upon the present "identity-of the narrator. As Elke Fredenksen puts nt "Lesermnen und Leser
werden in den Gedankengang einbezogen. mos ln this way it becomes evidem thal a writer such

as Verena Stefan is subtly, but consciously, recreatmg the procedures of an (essenually f emale)

w .

mind, so as to reduce thie dista.nce between author, narrator and reader, by drawmg the reader :
into the thought process.*?

Desp_it_e&the complications outlined above, Ricarda Schmidt offers ‘a brief but plausible
description of the use of tenses in the first vpart of thisrtext, _whenlshe says: . |

Stirker als vorher werden hier konkrete Erfahrungen und spitere Reflexionen

" verwoben, wie sich an dem Hin- und Herwechseln zwischen Imperfekt und Présens -
zeigt. Meistens steht dabei das Spezifische, Vergangene im Imperfekt und die ver-

' allgememernde Reflexion im Prisens. Manchmal jedoch driickt Stefan durch die
Présensschilderung vergangener Ereigrisse aus, wie gegenwirtig diese subjektiv

. empfunden werdeh konnen. Stefan bricht so die lineare Zeitfolge auf und zeigt im

. Verweben der Zeitebenen die Gegenwart des Vergangenen und die kritische Sncht ,

der Vergangenheit von der Gegenwart her.'!! ¢ G

»

In considering the)text as a whole, however, two of these points require further

L

- qualification, First of all, rhe adverbs "meistens” and "manchmal” would appear more approp-

riate if they were exchanged, since it is noticeable as the text progyesses thal the evocative -
. 0 . ° o "
present is used™to a much greater extent than the word "manchnfal” implies, as the specifically

past events are depicted with an increasing immediacy Secondly, there are also very many .

occasions v;here the narra’tor/protagonist uses the imptiiect rense 10 express an objeclrve arrd
‘ gerreralising ref’ Iection, such as "ich brauehte ihn, weil ich mich nieht hatte.” (p. 26)‘And "Ich.
war sexrralrtatsmude "(p.57) —

| The essennal difficulty, theref ore, in attemptmg to solve the complex problem of tpe
i this Jext, is the fact that there are various temporal levels within the work, which of Len #un

19 Frederiksen, p. 212. y

1 The reduction of this distance was discussed earlier as one of the 1hree ma _]Ol‘

characteristics of a specifically feminine literary style propounded by critics.
11 Schmidt,, p 115.
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into one another without any customary warnings, such as a clear change of tense.’We have,

¢

for instance, the actual present - at the narrator's time of writing, for which the punctual
present is used, "tagelang gehe ich 'umher, kann worte nicht fi mden aus den vorhandenen
worten keine auswahl tref fen." (p. 112) And, in order to stress the actﬁahty of this time level,

occasionally the f uture tense, "Morgen frith werde ich an demer haustur klmgeln du wirst den

‘n

toroffner betaugen ich werde diese seiten in deinen briefkasten werfen. ‘(p' .118) -Within3

this 'actual present there are momentary statements explaining a certam past attitude or state
of_ mind (see the above quotations from pp. 26, 57), in the 1mperfect tense. The past?ls also
divided into two rea‘lms;.f irstly such vivid mernories as the rape scene (p. 24), narrated in the

| evocative, or historic present, and the more distanced past events, Which Rlc:Irda Schmidt calls
"das Spezifische. Vergangene," in the imperfect tense. In‘add.ition to this there»is‘ also the proh/-,
‘ lematic final chapter "Kurbisfrau," which is almost all narrated in aei‘ very distan’ced’mannerﬂ, in

a

\ the Ahird person and mostly the epic preterite.

"\--.,w

In order to organise, or at least explain this very complex and often seemingly arbitrary
juxtaposl_tion of events%nd thoughts from different periods, it is necessary, in my opinion, to
~ approach the problem of time in this work in similar fashion to Georée H. Szanto's analysis of

weo , 4 .
the aspect of time in the novels of Alain Robbe-Grillet,-many of whicl_i are narrated in the

present tense. He says: . , . ' .

The structurmg power behind Robbe-Grillet's novels is psychological time. In the
sense that events as they occur to the mind of the narrator take place one after the
» other, the time of the novels is totally chronological.!'? ' a

When this reasomng 1s apphed to H%utungen the srt\¥n is clarif’ re?%l somewhat, for, m

_ -considen_ng the text as the development of an 1dent1ty rough & re-examrnatron'(m the mind) -

of the past, i.e.; what the mind considers to be of significance f rom the past, and an evaluation

~ of the present situation, the narrative immediately gains a distinct temporal structure.
Simplified.a little, it seems that, to explain the Subsequent narrative, Verena Stefan could well

' 1 George H. Suanto, Narrative Consciousne$s: Structure and Perception in the
Fiction of Kafka, Beckett, and Robbe-Grillet (Augun Umvcrsrty of Texas Press,
- 1972), p. 151

B



| __ have quoted the following introductory statement f rom_Vlrginla Wooll''s 4 Roo;n ofOne's
mn.' "I am going to develo‘p in your presence as fully and freely as | can the train 'of thought‘ '
which led me to think this."*!* Much of what George Szanto goes on to say regardmg Robbe
Grillet's work 1s also true of Verena Stefan:

. Since Robbe-Grillet is creaung a narrating consciousness, and since that consclousness
~moves f orward chronologically as the book progresses, the thing creatcd canriot be--
seen simply as a completed prece of work, existing merely in one's hands as one holds -
the book. Instead, implicated in the actions of the protagonist, the reader moves for-
ward with the narrative through descrrpuons which are controlled by a constant state .
-of flux; . . . The essential sensation is one of process; the processes of the mind
accumulate in an order based only on related association, but they are structured to
establish the essence of the mood that dominates the mind of the narrative from
beginning to end .
‘ . . . .
The 'sensation of process' mentioned here, bears great similarity to the effect created

' by Hdutungen The reader experlences the narrator/proragomsl s 'shedding,process’ in a very
‘dlrect way. ThlS is partly 4 result of the first- person narrauon and also because of the |

' technique employed by the writer in recreaung‘ the workl_ngs/ol“ a mmd, by providing the

'l -narratl\}e with no tcmporal structure, in the usual 'logical' sense. In my opini.wev’er.

what grves this process its "beachtenswerte Intensrwt"“‘ gs the use made by th

5]

terof the ¢
present tense, and the emphasis placed upon the present srtumﬂ durmg the course of the

sheddmg process ’ - '
[ . O ) L ’
Very much hke the so-called "New- Novelrsts in France such as Nathalie. Sarrautc and-
~ Alain Robbe Grlllet who "purposefully explort the ambrgumes of presem tense narration,”
Verena Stefan's presem ;ense fulf 1ls at least a dualvf unction. For the 'mosl parl, ll is used o
_highlight events or thoughts from the past'.'and can therefore be termed an evocali;ve present.

An example of this is the f ollowmg descrrpuon of a walk home:

<Auf dem nachhauseweg komme 1ch an einer knerpe vorbel an einem tisch unmmelbar
- 1Y Woolf, p. 6.

e Ibid., pp. 152-3; compare also the sentence "ein buch ein prozess ein stuck
leben, sagte sich Cloe: veranderbar.” '(Hdulungen p. 122)

115" Zbigniew Swiatlowski, "Frauenliteratur: Entwurf einer neuen Sensrblhm Text .
und Kontext, 10 (1982), p. 110; Ute Tempel also mentions the immediacy of
Hgutungen in -"Wie konnen frauen als menschen schrerben"" -mamas pfi rslche -
frauen und literatur, 4/5 (1977), pp. 31- 43 .

lie Cohn p- 206.
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am gehsteig. litzen wwei manner und zwer frauen. einer der manner stuzt, wie er mich
sieht. er macm zu den andem eine bemerkung. sie drehen srch nach mir um. (p. 7)

On certain occasrons the past is mdicated by a change of tense, such as the one smgled out by

J eanette Clausen“’ in order to show the s::o::?n past to present tense in descnbmg the

sa%ﬁ "dre nichte, m denen 1ch wac lieb, machten mich wachsam Ich betrachte

d schen neben mir, betrachte mxch betrachte ihn. .. ."(p. 71) Yet this is not always the

case srnce of ten episodes are related from beginning to.end in thrs very rmmedrare and vmd

‘ wayv.;as_the—d—escnpt\ron of a mght spen; awrtp Samuel (pp. 44-7) clearly derrronsrrares.-
\Qual.itativ’ely speaking, there is littie difference between this tense and that described

: ';f\“earlier by Gnm‘er‘Gra’svs (with the possible exceprion of the fact that here the frame of the text

is also set in the ‘present, and nol as with Grasa. in the preterite). Wi:h regard to its"quan -

titative relauonshrp to the main frame-of the text however there does appear to be a change.in .

emphasis, for its use here is markediy more frequem and prolonged than is’ of ten the case

elsewhere. The'ef fect of Verena Stefan's extensive use of thrs techmque is one of ‘high intensity o

and immediacy, As can bmseen in the passage descnbmg the scene at Samuel's before he and

Veruschka spend the mght together
Es ist kein lant zu horen. krater tun sich auf. der fahrstuhl halt mit ¢inem ruck. in der
. wohnung nimmt Samuel mich bei der hand und sagt, komm, wir trinken noch einen
schnaps argwohmsch mustern wir uns im neonlicht der kuche (p. 45)
Those events whrch come vividly to the mmd of the narrator/protagonist.are bodied forth with

the same sense of authenticity i in'the reader's consciousness, and, as the following references to

other works of the genre indicate, this phenomenon is not limited to the work of Verena Stefan.

JuttaKolkenbrock-Netz and Marianne Schuller remark, in connection with Arrja Meulenbelt's
* Die Scham ist vorbei. Eine perstnliche Geschichte (1978):

Zwar ist das Bemithen um Vergegenwartigung erkennbar, wenn streckenweise aus der
- Perspektive der vergangenen Ichs erzthlt wird, nicht zufillig wahlt daher die Autorin
- auch fast durchgingig die grammatische Zeitform des Prasens [my emphasis]*'*
W7 Clausen, p. 398. _ ; .
Ut Jutta Kolkenbrock-Netz and Marianne Schuller, "Frau 'im Spiegel. “Zum  Verhiltnis
von autobiographischer Schreibweise und feministischer Praxis,” Enmtwirfe von Frauen
in der Literatur des zwanzigsten Jahrhunderts, ed. lrmela von der Ltlhe (Berhn
Argument- Verlag, 1982) p. 162.

!
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And Sigrid Weigel talks of Birgit Pausch 's Die Verwelgémngen der Johanna Glauflugel (1977),
}thus: |
The story is not told chronologically and has no real ending. Scenes weave in and‘out
- of different situations, between past and present, experience and.reflection, different
realms, oppressive confinement, contradiction and the yearning to be fre¢. The lin-
guistic strength of the story hes in its precise, immedxate description.!"
Itis unerestmg. though hardly surpnsmg, to note that as Hdutungen progresses there is
T a growmg sense of m';medxacy. The majority of reflccuons connected with Veruschka s period N
‘of: dopend_encc on males are distanwd m tho preterite, with only particularly significant mo-
ments hi'ghlighted. such as the various cases of sexual harassment (pp. 7, 37),.culminating in
_the rape scene on page 24. As the memories become more positive in nature, in the second and
third chapters, they are narrated in a more direct manner, and the use of the evbcalive ‘present
1ncreases proportionally. Tho closer the narrator/protagonist's mind gets to the present, the
more ins(t’ances of so-called pnnctual present one finds, and the more pertinent the text be-
| comes, aa illustrated by tne following excerpt, in which Veruschka describes the effect of her
menstruation: |
, Die spnl:en' am tampon bleiben noch einen tag lang'hellrot dann aber werden die
krampfe heftiger, sic gehen mrahlenfomng von der geb4drmutter aus, ich bekomme
durchfail, ich lege mich hin, drehe mich in alle richtungen, keine hilft. die wirme des
hexzkxssens f angt SChllCSS]lCh an zu wirken, ich trinke hexssen tee mit mllch (p. 108)
This gradual turn towards an evaluauon of the present situation is thus achieved by
: ':m‘eans of the second maJor function performed» by the present tense in the text, i.e., the *
description of events and/or states at a speoific ﬁint in time (punctual present). The specific
) "ooi_m in time here is as close as possibe to "hier und jetzt" (pp. 10, 63), f oritheré must
. inegitably be some delay between actual.and narrated .dm‘e in a first-person text. Some ex-
amples of the p_unciual _kpresent oan be f c;und, as mentioned oarl‘ier, on page 112, as well as in ‘
the passage: | |
In den zuruckhegenden verschutteten jahren habe ich gespexchert jetzt, da ich wacher
bin in einem raum mit mehr zeit und mehr kraft, kann ich die bruchsttickhaften

" gedanken aneinander rejhen.
Ich habe meine notizbiicher der letzten zehn jahre studiert und begmne zt)gernd mein

" Weigel, p. 67.



geschlchtsfeld durchzuarbeiten unmerkhch hat sich mein dasein auf meine geschichte
" und auf die frau, die ich jetzt bin, verlagert. (p 78)

More isolated uses of this present tense, such as can be seen enclosmg a vague memory on page
93 "Ich weiss nicht mehr and page 97, warum weiss ich nicht,"” are no less effective in
stressmg that we have reached the new and current stage in Veruschka's lee Thej overall effect

of unitmg expencnces from different time levels wnlun this present time is that Verena Stefan's

message "schilt sich im Bewusstsem der Leser/mnen immer deutlncher heraus."?°

ln addmon to this, the final few lines of the text, also in the present tense, are very
open, leavmg,the reader to contemplate the f urther development as well as the present state of
the sheddmg process'. The sentence "Cloe LrAgt flicken ihrer alten haute an sich herum. sie ist
bunt geseheckt und geht kichernd durch die strassen".‘ (p. 124) suggests that the metamorphic
T development is under way, but by no means complete at thxs point in time. |

The emphasxs on the narrator/protagomst s present situation is.not llrmted to the use of

a particular time-frame, since it is also explicitly stated, or implied, on various occasxons o

2

Gy
throughout the text, for example:

nichts macht mir die zeit, die vergangenheit, die ungewisse zukunf t, die zischenden’
jahre schirfer und,schmerz.licher gegenwirtig. (p. 6)

~ die schrecken der gegenwart sind vertraut, die unbekannte zukunft b:rgt '
unberechenbare gefa en. (p. 60)

Es gxbt bruch sticke aus der vergangenen geschichte
meiner eigenen wie derjemgen aller frauen
die ich erkennen kann,
Es gibt eine angedeuteté nchtung f ur dxe zuktnftige
geschichte in der gegenwart
laufen Gibereinander gelagerte prozesse ab in
verschiedenen geschwindigkeiten rhythmen und auf
. verschiedenen ebenen.
Es ist keine {ibereinstimmung da. die verschiedenen
prozesse treffen zu untgtschiedlichen N
zéitpunkten mit unterschiedlicher stirke in mir zusammen. . . . (p. 116),

And the sense of transition in this present stage is strengthened by the frequency of phrases
such as "ich beginne," (pp. 61, 62, 78, 79, 98) and "mein neues leben” (pp. 73, 76).

...................

|10 Schmidt, p. 114.



, 4
b . .
: 3

Finally. the present tense as used in this work, has at least one more function, since it
also contributes to the dismantling of a traditjonnl bamer a ponnt mentioned earlier, in
connection with the éommon traits in female lrterary style. In her essay, "Verena Stefan's
Hdutungen Homoerotxcrsm and Ferruntsrn Sally Patterson Tubach says that "the dmdtng
line between f iction and non-fiction (autobtography) is intentionally blurred in this work, "1
but the only justification which she provides for 'thrs observatton is the subtitle given to
Huutungen by the Writer, i.e.. Autobiographische Au fzeichnurtg;n, Gedichte, Triume, An;zlys'en. -
E In agreeing with tIns statement, 1 would also suggest that this ef fect isi partially brought about
t)y the nredo‘minant'use of the present tense, because, as Kate Hamburger pointed out, it'is
often t'heli'tera'ry use ;f tne' epie preterite which transports the reader into the f ictitious world,
whereas here as a result of the two forms of the pres t tense, we are dl‘awn into a continuing
process of self - dtscovery. both on the part of Veru chka/Verena Stefan and ourselves This last

aspect could well be eonsidered one of the reasons for thé book's overwhelmmg popularity, and

" the fact that "[sich] so viele Leserinnen und Leser durch diesen Text angesprochen [ftthlen]."

3 1.2 Bngltte Schwalger ng kommt das Salz ins Mg

The sense of authentrcxty achieved by "blurrmg the leldmg line between fi 1cuon and

' -non fiction,” mentroned here with regard to Hautungen is also apparent in Bngttte

Schwaiger's first novel Wie kommt das Salz m.t Meer. and the intensification of this authentic
-feel, by a significant uee of the present tense, is‘ even more in evidence in this novel., Heinz

. Puknus, for example, describes the f undamentaAl issue he‘re as." 'Authentiniwt' peréontichen
Erlebens und Erleidens. "1 There is little doget that this 'Authentizitit' is also accentuated by
the cleztr §imila‘rity_between the lives of the "I,ch-ériﬁhlerin" and Brigitte Sehwaiger herself, |
The content of the text is hignly. but not totally autpbiogrnphieal. f or.it documents the state of
mind. of zt young woman ftom a ernnlleusuian tnwn throughout her very-q,:’«‘nsuccessf ul

121 Patterson Tubach, p. 355.
132 See note no.l6. . g
123 Puknus, p, 231. - . , C

QO
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marriage, leading the reader-from the wedding-day festivities, via the disillusionment and
. depressing monotony of housewife 'existence. on to the eventual divorce, and the sad _r_ealisation
ihat the earlier promise was "alles Trick." (4p'. 121)_ The f: ailure of a relationship and the ,
autobiographical nature of this novel are two of the more obvious similarities between ii ang '
Huutungen, which no doubt prompted Sigrid Weigel to regard Wie kommt das Sal; ins Meer"‘zis
a later varnant of Sheddlng [Hautungen) for a bourgeoxs publxc "4 :
As is the case with many feminist novels, the action is-narrated entirely from the

A
- perspective of the "Ich-Erzihlerin," who, incide’n'lally, remains unnamed throughout this text.

| We have, therefore, a kind of protracted inteﬁbr~monologue technique, and, with the exception
of isolated disiaoced reflections, almost continual present-tenso narration. As a result of this
style, the reader rélives much of the unhappy marriage along with the pfomgonisi. The stream-
of -corisoiousness thus created also p‘e.r‘_mi‘ts_ a ve'ry flowing mode of expression, and gives the
wr'iter the opportunity to Concehtrate more closely on the workings of the min‘dl, ,withoui being
fdlstracted or dlstanced from lt by the narrauve past or the third person. |
The choice of semi- autobnographlcal st?ry, *Ich- Erzahlenn and mtenor monologue

in order to consnd;r "[die] verschutteten Jahre" (Hauumgen P- 78) was a-very common

' combmauon in the early years of F raaenlzteratur as more and more attempts were made by

0

writers (o develop and ref ine what Renale MOhrmann calls "[em] welbhch[es] Ich s

B .somethmg whxch in this respect, was virtually non-existent in lueramre until that time, and
E whlch was? of course, vital to any further lnerary development.
In con51der1ng the verschutteten Jahre of the protagomst s mamed life and ~
childhood, the stress in Wie komml dqs Salz ins Meer appears, superf 1c1ally, tof all much more

on the past and its problems than was perhaps the case in Hauungen. Hans Wolfschutz

certainly seems to suppOrt this view when he says, ""immer wieder wird die Gegenwartshandlung o

Uberblendet durch Erinnerungen der Erzthlerin an xhre Kindheit und'J ugend 126 On closer
Bt Weigel, p. 77.

113 Mohrmann, p.. 340.

13¢ Hans Wolfschitz, "Bngme Schwaiger,” Kritisches Lexlkon der deutschspraclugen
Geg,_enwarxslile_ratu'r,t Band 4, ed. Hemz Ludwxg Amnold (Monchen: Edmon Text &
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scrutiny, however; one finds that the protagonist is indeed f oilowing her hugband Rolf 's' carlier
recommendation "befass dich mit der Gegenwart," (p. 29) but sﬁe is doing 'this indirectly, for
'oply“via a re-examination of , and coring to terms with";he past can she Ach\;eve a satisfactory
: prescnt state of mind. | |
Although this is not explicitly stated in the text, two pomts do support this: 1mphcauon.
firstly, apart from the divorce and resultant separanon from Rolf, there are as yet no signs of.
dramatic change in the protagonist, or her way of life. If anything, the-developments
ﬂ(retuming to the parent’al',‘ ‘patriarchal home) ardegressive At this stage. She is in what éould ;
wbe-temed a transitionary phase at the time of narration, but this particular Eransilionary phase
is not yet as progressivelas thaf"of Véruschk# in kuf_zgen. The retrospc;tién of the narrative
is therefore a clear attempt_-by the narrator to form an individual identity from whichto
progress, énd the fact that the uansitipnary period is less established than that of Veruschka
also aécou‘nts f or the greater sense of iminediacy'a_nd the more extensive use of the present
tense to relate i)ast events. Secondly there is, once agairi' no clearly definable conclusion to the
novel.apart from the protagomst s actual reahsauon that she has $O far been the victim of a
trick. Yet, this recogmuon of her self - delusnon and fhe part played by othcrs in that delusion,
has only come qbout because of ber céntern_‘_with the past. and, whethe{r it is viewed positively
or negati'vely. tuhis simple ‘statemt;n‘xt can be takex.} a;‘fphe basis for a r%l‘approach 10 lif e from
this't on, proving thz“'lit this "Ruckschau® is of very current value, in that it has what Heinz
Puknus calls [emen] selbsttherapeuusche[n] Ef fekt."*?" This i is also implied in the text, via -
Karl, the only male fi 1gure the protagomst can really understand;
Er macht Nouzen weil ihm das Leben ertrﬁghcher wird, wenn er Teile daraus hin und
wieder beschreiben kann. Weil er beim Aufschreiben zum genaueren Empfinden und

Denken kommt. Er glaubt, dass Menschen schrif thch besser mit sich reden lassen als
‘mundlich. (p. 68)

v

~ The present ‘tense, as used in Wie kommt das Salz ins Meer is apparently considered

smultaneous present-tense narrauon by Hans Wolf schmz Lakmg into account hns phrase "die

13¢(cont’d) Kritik, 1978). -
17 Puknus, p. 231. ' :
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Gegenwamhandlung. ' and the f act that he only mentions "Kindheit und J ugend" as memories

from the past, and not the unhappy marriage Yet, it is in fact, still being used to describe past
events, since the rnarringe is already over before the book begins tn.rclate the wedding day
procedures. We are, therefore, usually confronted with an evocative present again in this ;o\rtgf

and Hans Wolfschitz' comment can hence be considered a testimony to the undoubted

g

immediacy produced by the writer in her cxtensive and skilful use of this time-frame. The
intensity of tl}is‘ sense of "Unmittelbarkeit” is ignored completely by Kate Hamburger, when
she dismisses the effect of Gerhart Hauptmann's-tense use in Griechl_sche‘r Fruhling as no .'
":dif ferent to when the present tense alt;mates @ the preterite. The comments of Wayne

- C.Booth, howencr. sum up the efficacity of prolonged pesent-tense narration in the work of
Alain Robbe-Grillet very precisely th'us‘: ’ |

We should be careful . . . not to underrate the technical achievement of modern auth-
ors as they have created degrees of psychic and physical vividness that would have

been the envy of many earlier writers. Whenever such vividness is appropriate to the
intended effect of the whole work, the new devices can prove useful. They can be sus-
tained throughout a whole work, unmediated by any interpreting mind, if the work is
short and if the emotions and ideas dealt with are simple. The author who, like Alain
Robbe-Grillet, wants us to receive the very touch and feel of murderous jealousy, can
now do sa with an intensity that is almost unbearable. Simply by confining us to the
sensations and thoughts of the disintegrating husband in 'Jealousy', Robbe-Grillet can
make us experience a concentration of sensation impossible in any other mode.'*!

And the following randomly selected pnssages from Wie kommt das Salz ins Meer illustrate well
the ability of the writer to evoke a more vivid picture, by the use of this tense, than would
otherwise be possible:

- Gutbtirgerlich, vor dem Spiegel im Schlaf zimmer meiner Eltern, gutbtirgerlich, das ist
das wichtigste. Grossmutter sagt es mit Nachdruck. . . . Ein Reissverschluss klemmt.
Es ist heiss, . . . Mutter zwingt sich ins Kleid. Der Stof f-hat sich im Reissverschluss
verf angen, Immer diese Fetzen, sagt Vater. Das. ist kein Fetzen, sagt Grossmutter,
das ist ein guter Stoff. Sie reibt den Saum zwischen den Fingern. Wnesonmmer fragt

 Mutter. (p. 7)

Das Zimmer ist noch immer da, als ich die Augen aufmache, die Schnvere auf meiner .
Brust, diese trockene Luft. Ich schleiche zum Vorhang, da ist wirklich ein Fenster,
. und frischer Schnee liegt draussen, es hat also geschneit. (p. 21)

| Rolf hat recht. Blitz hat keinen Schirm. Auch verbreitet unser Hund einen zu starken

13% 'Wayne C. Booth, The Rhetoric of Fxcuon 6th ed. (Chicago: Umvetslty of
- Chicago Press, 1966), p. 62,, A



Geruch nach Hund, wenn er durchnsisst unter der Zentrelhelzm%hhgt lch werde also
Blitz 2u Hause lags8n. Aber der sitzt schon im Vorzimmer, weil ich mit dem Schlnuel h
das Gersiusch gemacht habe, das er kennt. Er wartet schon. (p. 62

In employing lhls tense to such good effect, Brigitte Schwaiger goes some way to
achievihg‘ the underlying purpose of her narrati;/e namely, to depict a f eminine awareness and

demopstrate to the reader how an indmdual female mind may react to cer{ein situations in

R

_order to comprehend them. For, by leading the reader through a series of (not necessarily «
chronological) experiences at close hand, and guiding her/him toward a conclusion. which is
almost inevitable - but not explicitl); stated, she'hppears to make excellent use of the spe-
cifically female rhetorical teelmique of "indirection,” described earlier by Thomas Farrell. He -
says, notably, "'ll\e 'indirection’ of the female mode . . . tries to simulate how one might |

actually reason to a conclusion, "*** and may just as well have: been ref erring to this novel in

" adding: )

The "indirection” of the female mode seems to proceed without a readily recognizable
plan. . . . The ideas seem less processed and controlled in the female mode than in the
- male mode and hence come closer to recreating the process of thinking as it normally
occurs in real life, where thinking is as much a matter of unconscious as of conscious
- processes.!*°

As was the case in ‘lerena Stef an's Hautungen, the versatility of the present tense is
also uullsed by Brigitte Schwaiger. As the narrative advances towards the narrator’s writing
present, the tense is used more in its punctual sense, thh phrases such as "ich bin jetzt bel
meinen Eltern zu Besuch” (p. 120), "ich erinnere mich (p. 120), and "ich weiss noch” (p.
121) etc., suessiné its contemporaneity. This sense of actuality is also achtuated\gy Lhe

frequency of the word " jetzt,” which occurs no less than seven times in the space of three

©

pages (pp. 118-20).
The final note of Wie komml das Salz ins Meer is one of continuation and duration ad
infinitum, "und das Bild klebt im Album Alles Tnck (p. 121) We are left in little doubt

about the stagnancy of the current snuauon asa resull of thns use of a durative present

2

combined with a verbless thodght. This mood of stability and tedious inertia is present in much’

..................

-1 Farrell; p. 909.
1% Ibid., p. 910.
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of the main section of the novel as an integral part of the prouaonist'?ﬂmmied life, and is
. ' 7 *
brousbt out to the full by the writet's adroit use of the durative present in combination with

verbless thoughts and repea& infinitives. The following lightly satirical passage illustrates this

~

slow, monotonous atmosphcre parucululy ‘well:
[

Beruf: Hamfnu ueht in meinem neuen Pass. Schnecke hiitten sie besser geschrieben
Schnecke. Haare: gefirbt. Augen: braun, Besondere Kennzeichen: keine, steht im
Pass. Und ob. Man sicht sie nur nicht auf den ersten Blick. Besondere Kennzeichen:
schlampig, ungerecht, undankbar, untichtig, unrealistisch, unfroh, unzufrieden, faul,
frech..Tisch decken, Tisch abriiumen, Geschirr sphlen, einkaufen, kochen, Tisch = -
decken, Tisch abriumen. Geschirr sptlen. Was koche ich zum Abendessen, drei-
hundertfanf: undsechzigmal im Jaht die Frage: was koche ich zum Abendessen? Sein
oder Nichtsein, ob's edler im Gemiit, was kosten jetzt dic Tomaten? Das mugt du
doch wissen, ob jetzt Tomatenzeit ist oder nicht. (p. 33) ‘

Life appears to be movin‘g so slowly for the ﬁrotagonist that at this stage it would almost be
possible o synchronise the act of writing with life's i:assage. Nevertheless, the narrator cér- |
wainly seems to have been able to achieve here what Virginia Woolf terms "[a) state of mind in
which one could continue without effort b§cause nothing is reqhirgd to be htld back,"* and
the preacm tense no doubt conmbutes to this fluidity. ' . |
lt is perhaps not possxble to talk of - Brigitte. Schwaxger in such def initive'terms as Dorrit

Cohn uses to discuss Nathalie Sarraute, in saying: \

Like other twenlicth-oén(ury novelisis she prefers td search for more direct methods

within the first-person mode itself - notably to experiment with. "simultaneous” forms

that abandon past-tense ngrration altogether in favor of present-tense discourse.'*?

- since there are certain reflections in Schwaiger's narrative, whlch are in the past tense and
dxstancd} from the rest of this sgmn-reahty to which we are being exposed via the thoughts of
the *Romanheldin, " for example. in the following quotation of a childhood memory which is
flashing through the main character's mind, "Zu Mittag herrschte i : ervositat, die aus
der Stimme und den Gestcx; meiner Mutterl ;pnrbar wurde, wenn Vater sich an dén Tisch gesetzt

hatte.” (p. 36) Yet, overall, it is nevertheless true to say that the significant use of the present ”

f/ of the work, s further evidence sup-

e

portive of the carlier hypothesis, that thxs time-frame is being used by many femlmst writers,

------------------

tense in this novel; in addition to the proven popu

. Woolf, p. 9.
‘1 Cohn, p. 154.
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and appears to be assisting the development of a prode style expressive of female éomcioumus.

%
] [ -

" 3.2 Third-person texts - Eva Zeller and Ingeborg Drewitz I
Having 80 far established the tendency towards present-tense narration evident in the
first- person mode, and considered the resultant increased 1mmedincy. whereby the ruder is led,
at first hand, through the thought developmem process of an "Ich-Etzithlerin, " being drawn in
to such an extent that he/she actually takes an active part in this process, it will be of interest
at this stage to continue the analysis in a similar v_ein._ by'k comparing the ﬁse of tense in oeriain

+ ¥

third -person novels of this genre.

Owing to the initial propensity among fi iters to autobiographical and

first-person narration, explained earlier as an a evelop and secure a sense of identity,

both literary and personal, in the form of a female '1', the third-person mode was. it seems.
originally neglected. Various writers have, nevertheless, since shown a clear preference for this
style in their work, notably Eva Zeller and Ingeborg Drewitz. In addition to exploitfng the

advgmages of this time-frame detailed so far, the third - person texgs exhibit slightly different

nuances of meaning and effect in their use of the present tense, signifying, if anything, a more

-
] @

radical turn away from tradition.’ _ »

3.2.1 Eva Zeller: Die Hauptfrau
‘ ’ - . : ) .
Set in the "Mittelstandsmilieu, "'** Die Haupt frau'** is another work involving a
separation, a common theme in Frauenliteratur. The narrative itself focuses on the new-found

independence and fulfilment of the main character, Nele Dehio, following her seemingly
|

long-overdue decision to keave her husband, Herbert, after .twénty yw‘s of marriage and
‘tolerating at least three yeafs of \hié infidelity. At the time of narration, the couple has been 4

separated for ziln;ost a year. The book ends with a visit, at short notice, By Herbert to the

133 Ingeborg Drewitz, "Eva geller: 'Die Hauptfrau'," Neue Deutsche Hefle, 4
(1977), p. 825.

3¢ All further references to this book are found in the edmon indicated in Chapter
1.
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.apartment in the "Schwarzwald where Nele now Itves, resulting in an attempt by Nele to

\

demonstrate her new defiance by reJectmg Herbert and leavrng for Pans wrth another man.
The novel is essentlally divided mto two parts or more exactly, two spheres. More .
1sunctly than in the fi 1rst.person novels, where there was oftén a coincidence of past and

present events in the mmd of the protagonrst we find a clear lelSlOl’l between these two realms

.

" of experience in this text. This distinction is mamtarned by the author/narrator s choice of

tense. Q’l the surf ace this techmque does not seem at all trmovattve smce authors, such as’

o v

Gunter Grass use the eprc preterxte to narrate "current’ happemngs in the fictitious world 134

and the hrstorrc present or perfect tense to descnbe events f rom the past 136 A closer ex-

- u.

; gwes rise to a distinct note of inc gruﬁy This occurs partly as a result. of traditional in-

aj "‘inanon of Eva Z.eller s-tense use shows however a marked drvergence from thts pattern

Thls text is, mdeed an excellent example of the apparent reversal in narrative

: techmque whrch was ref erred to earlrer srnce the narrated acuon takes place in the present

tense for example, "Sie giesst srch Pulverkaf fee auf .und erschnckt als die Brotscherben aus

)

dem Toaster sprmgen (p 7) Whereas the protagomst s recollectrons of times past are set in-

“~

the pretertte such as, "In Neles: Ennnerung ist drese Grebelstube vornehmlrch der Raum in

e

dem sie v1ele Nachte wach lag und auf Herbert wartete (p 42)

As was the case in the ’@/ﬁon novels one of the effects created by this dommant

o

present-tense narratxon is 1mmedracy 'I'he actrons which are descnbed in this ttlr‘ne -frame are *

automaucally btought closer to the reader and those memones and explanatrons of unhappy

past occurrences are, of course set ck ata drstance by the pretertte. In spite of this osten- .

' fluenoes which compel the reader bfaf rcttonal piece of prose to expect the usual combmatron
i €. tmrd person and past- tense narration, and partly because within this new technique there ‘

occurs a a conf rontauon between what is essentially a drstanced narrative perspecﬁ (tlurd

------------------

'“‘ See Kite Hamburger Die Logzk der chhtung. in. partrcular the section entitled

‘ "Das epische Priteritum,” where she explains the combmanon of this tense wrth
~ - deictic advetbs.. g 4
13 See note no.dl..

: L hd
. - * ?‘ "
_srbly, logrcal arrangement the comBination of third-person and present-tense narration here
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person), and the immediate preSent tense: |
In the first-person mode th/i"incongruity is less likely 10 occur for two reasons; firstly,
the narrative perspective is more direct,.and secobnd‘ly. instances of mé combination of "‘Ich"l
iwith a present tense are quite commonly found in the works of many male authors who employ
the stylistic device known as interior monologue Havlng said that 'there are, ho»::ever
occasrorg;rhere an "Ich Erzahler(m) " using a presem tense (which is not hlSlOl’lC or evoca-
tive) to narrate past events, can produce an unusual ef ﬂact A clear example of this i is Eis auf \.
der Elbe*> by Ingeborgn Drewitz, a diary-f orm novel where the author/narrator chooses the
prcsent tense to record the daily entries, even though it is clear thal the actions bemg descrlbed !
, are not concurrent, but ha,ve already taken place. - o B ‘ )
‘ One reason why wrlters such as Eva Zeller, pref erto accept the conf rontauon of

drstariped thrrd person and vrvrd presenl tense narration, is, perhaps the fact that it allows

them the optimum condmons needed to achreve a close simultaneity between the narrative and

v' the aeuon As a result of the obJectrve perspectwe and the drrect presemauon (presenl tense),

Der Werlfe prospekt versrchert den Kéufern und Mletern er LUNA-Appartments,
dass an besonders klaren Ta§'en die Alpen sich®Zeigen wiir Ein Bauprojekt, das fur
* sich"in' Anspruch nimmt, beispiellos und. zukunf tsweisend zu sein unﬁemen iber -
_durchschnittlichen"Wohn- und Frerzertwerl zir gewshrleisten, bietet ddrtiberhinaus
i hmhsrt&o‘g.hcheq ‘Komfori mrs Auge. . Ems der dreihundertsechzig LUNA:
mp}l ents hat Nele als Ergentumswohnung erworben, . . . Jeden Morgen tritt
nsie an das Stidfenster im Wohnzimmer und inspiziert den Horrzom vorausgesetzt ein
Horrzont ist' iberhaupt zu sehen (p.5) :

o

The book, if divided m;o two halves shows more reflecuon and retrospecuon by Nele
- /
in the first part as she tries to come to terms with the break-up and the infidelity of her

husband, all contained Within the framework of the new life she is now leading. As the work -
progresses, Nele,becorhes more and more at home in her new situation, "di¢ Erinnerung L

.................

. 7 Ingeborg Dtewrtz Eis auf der Elbe (DUSseldorf Claassen Verlag. 1?82)
L Pascal "Tense and Novel," p. 3.



erschopft si ) And the narrative parallels her development as it too becomes

gradually more engaged in he nt. It is at thls stage that the sense of s:multanexty begins

to increase for example as we accor any Nele on a, walk in the woods
J etzt im Herbst ist ein Tag so schon wie der andere . Nele bleibt nicht lange auf
~ markierten Wanderwegen, auf aturlehrpfadenund Tnmm Dich-Strecken. Wo im -
Wald die Biume nicht nahe zdsammenstehen, das Unterholz nicht dicht ist, geht sie
quer waldein. . . . e si€ nicht jhren Trinen freien Lauf lassen, Selbstgespréche
halten wollen? Aber Wofte und Gedanken haben in der Stille ihre Kraft verloren. (p.
77) - . , : o

The pace of the narrative increases after Nele has met ¥ 'e another divorced -

- \woman who llves in the same apartment block. Present - tense narranon is mamramed but this

nod of satisfaction and general fulfilment is nét dwelt upon by Eva Zeller. Indeed, she
condenses a whole summer into two sentences, "Ein Sommer mit Melanie. Die Woche ttbef™ ™~__
arbeiten sie und begntachten abends gegensemg was sie getan haben.” (p. 108)
The narrative slows down again after the announcenent of Herbert's u'nmment arrival,.
"Herbert klmdxgt semen Besuch fur morgen an" (p. 113), with the following f orty -f our pages |
o descrlbmg only two days Eva Zeller Skllf ully budds up the sense of expectauon by her
sxmultaneous,@rratnon, and her description of Nele's now confused and lnervously expectant

R . e ? . . . N
. stdte of mird. Various narrative techmques aré used, in- order to depict the consianl state of
T \
\ $
flux b(etween memory and speculauon wl’uch arises at this crucial time in Nele,s consciousness,
&

- lechmques such\as psycho narration’ and erlebte Rede for example whlch as Dorm

Cohn states "is a choice medmgl for revealmg af 1cuonal mind suspended in dn 1nstant pre-

« v I3

sent, between a remembered past and an anncnpated f ntm‘e "139 This 1dea of suspensxon in the

' present is.made all the moramstantaneous by g,he.pﬂmnt tense and the stress placed here on

e

the deictic adverbs, ’*‘m" eff' and vorgestern

i‘ ‘ 1 n cdnsxdenngesz&nstantaneous ‘atmosphere further, it is interesting to note that even
: Kate Hamburgcr seems 1d acknowledge an allied effect, by attnbuung the dd]ectlve "f ilmisch "
‘to the presem -tense "chseschlldernng. in her dlscussxon of Haupunann 'S, Gnechzscher

' Cohn, p. 126. ' e



: Frt'rhlingﬁ“ Th_is linkage of a present-tense narrative with a f ilm, seems to ‘dgscribe the

\:impressioncreated hete by Eva Zeller quite accurately, for once again it seems that a female
‘writer is breakmg down barrrers -or on thi¢ occasion, crossing mterdrscrphnary borders The \

- reader here is placed in a srmrlarqf rame of mmd to the film- Vrewer smce he/she is, as a result

P
-

of the sustained illusion, almost srmultaneously watchmg the unf olding of events. lt is hardly

cOAR
“j."{) i

‘surprising that the wnters of f emmrst ne 0 reproduce certain advantageous

T
- features of thrs very influential medxum as, ff or mstafrce does the polmcally engaged Gunter
Grass quite clearly in hrs recent work Kopfgeburten. oder Dre Deutschen sterben aus. g
Ifact during the early perrod of growrng f emmrst awareness in Germany. f tlms themselves were‘

_ !
“~ a popular means of female expressrompartrcularly as part of the deba'te concerning abortion in

N

: 'the eariy 19705 " :

,‘Returnmg to the iext, it becomes clear that Eva Zeller wrshes the narrauve 10.possess

eftain film-like qualmes since in the final ten pages there 15 expllcrt ref erence to three T
y parate films. Frrst of all, Nele hkens her immediate present 0a scene in a.p unfmrshed f llm

”S‘ttmg with her unexpected guest, the f ather of her sister's chrld she ‘thinks, "’Wenn dre Szene

nur mcht wie im Kmo ware oder nem unf ertiger, wie in'einem Frlmateher wo Kameras
1 schnurren Schemwerfer auf einen gernchtet sind."™ (p. 147) Later on, whrle pondermg the
' possrble outcome of Herbert s visit, the "Fernsehsprel des Monats von’ vorgestern abend” (p
| 149) comes to her mmd and in thls mstance she seems to draw a warning for her future
. conduct from the film, "Nem Nele wrrd auf der Hut sein. Be: ihr wird der Mechamsmtrs der
einem Leiden erspart, dresmal rechtzertrg einsetzen.” (p. 151) Fihally, we see Nele liken one of

LIS

Herbért's previous hurtful statements to a line from a filin she once saw, "Jetzt, wo Herbert im °

Sessel sitzt, scheint es nur noch ein Satz aus éinem Film zu sein, den Nele einmal gesehen hat

14 See note - no. 83.
™ Gunter Grass, Kopfgeburtgn: oder Die Deutschen sterben aus (Darmstadt und
Neuwied: Hermann Luchterhand .Verlag, 1980).-
. Renate Mbhrmann gives the titles-and details of a number of these films - in her
“-essay, "Feministische Trends in der deutschen Gegenwartsliteratur,” p 337.

~ox
i
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These three spegific mentions of f rlms within the text merit brief analysis, for they
appeai to show a vague parallel to the novel, in that they all correspond to different time levels
present f utu:e and past, andthe whole story is, of course. a constant fluctuation between -
these diff eaent levels. lndeed as the followmg quotatron from the text mdrcates makmg a film
: of ten mvolves reshuf’ ﬂmg temporal relattonshrps

Sie [Nele] erinnert srch dass die mcht chronologlsche Art dreses Vorgehens sie
durcheinandergebracht hatte: dass man mit dem Anf ang aufhdren konnte, dass man -
- vorwegnehmen, ‘nachtragen oder vorher und nachher gletchsetzen konnte, kunftige

Erinnerungen haben, gewesene Erwartungen; und ein Bild zum Standfoto erstarrt,
-Gegenwart vortﬁueﬁhen konnte. Die Zeit’ war auf gehoben; (p. 147) ,

And the srmrlanty wrth the f ragmentary structure of the narratwe asa whole in the following
vrsron of a film whrch Nele has is too unmrsta.kable to be coincidental:

Laut Drehbuch hatte Albert nun zu sagen dass er auch chon sert ge;:umer Zert von
seiner Frau.getrennt lebe, zwar bedatierlicherweise noch 1 selben Haus, aber eben

- getrennt; seine Frau sei iberdies vollauf mit 1l'ﬁ’em Beruf als Bithnenbildnerin befasst.

- ("Meine Frau verkriecht sich in ihrem sogemmnten Atelier!, hatte es bei Herbert
geheissen. ) Thema con variatione. Mit l@ ees bestlickte Dialoge. Herbert, nein
Albert, mixt einen Drink. Die Kamera sdtwe'nkt bald auf” selrren Mund, bald auf seine |
Hosenbeine oder Schuhe oder folgt Nele?- wie si¢ ans Fenster tritt. Draussen hort man \
den Wind die Btinder besmgen Szenen zwrschen Herbert -und Denise werden einge- \
blendet. Meine Frau ist in ihrem Ateher.; sei unbesorgt. Im Dunkeln gedrehte Szenen \

bei aufggqgner Linse. Nahauf nahmen. (p 148) ,p‘l . A
In theseMinal pages rt also becomes clear that the phenomenon of continuity, noted \'\\. ?
‘earlier in connecuon wrth the fi rrst person texts; is evrdent here too. Not only is there no \

distinct conclusxon Eva Zeller uses additional subtle means to mdrcate the fact that this
partK:ular srtuatron is very actual and on- gomg, rather than at an end. First of all the use of

' the term unf ertrg, (p 147 ) as part of Nele $ thoughts on the scene she seems to-be acting out
- 'wlth Al'bert emphasrses the rncomplete nature of thts whole episode‘in her life, and secondly,
the allusron to the actuahty of the final scene, mcorporated in the phrase "dass . ein Bild
‘zum Standfoto erstarrt, Gegenwart vortauschen konnte (p.-147), is.not drff icult to see, a
especrally when this comment is consrdered in companson with the very statrc open-ended
'frame with whtch we are left at the end of the narratrve "Sie [Nele and Herbert] sehen srch

)
‘emen ziemlich langen Augenbhck an wie Kinder, dre Wer zuckt-zuerst-mit-der- Wunper

_ sptelen (p 157)



" 'The intensity of this final seene is evident. and it seems mat. in spite of the different |
. shades of effect, (such as those discussed in this sectﬁon. namely, increased simultaneity and,
perhans inicongruity, resulting from the change in pe'rspectiveﬂ - f rom‘ first- to third-person.)

. the present-tense narrauon predommant in Frauenliteratur asa whole has a universal

. f unction, in that it enables the wnters to tackle very actual concems and portray them usmg a
| very mtense style. As will be seen in the fi ollowmg section, this intensrtyvbecomes even ‘more ‘

apparent in the novel Das Hochhaus, by Ingeborg Drewitz.

3.22 &\ngebo‘rg Drewirz: Dag_ Hochhaus

It is quite possible that the increased intensity and actuality, which soon become
evident in Das 'Hochhaus.“’ are due, iﬁ part, to the important thematic dif ference between it
- and the other works considered so far. Whereas, in the previous texts, we saw the attempts of
individuals to ‘understand'_the. presenr siruation, using a certain amount of retrospecrion. the
reader of this novel is almost totally .immersed in the social reality of a modern Berlin high-rise
block, as Ingeborg‘Drewrtz portrays the lives of a cross- secuon of its tenants over a penod" of

«

seven days These seven days clearly represent any week, in any hngh rise, in any West German

+

city, since one of the mam themes m the book is the f eelmg of constancy in such a burldmg
and this can, of course, be expanded to include socnety as a whole and—the-permanem nature of '
. certain human trarts

The other major theme here is the isolation in socjety, which appears much more .
serious in such a "V&!ohnmasch_ine.;'“‘ In order to‘depict,.the anonymity and hostility in this
environment, Ingeborg Drewitz chooses to'highlight a whole range of typical characters f rom

* 'Various social strata, such as two single-parent families, one with a working mother, and her

. ‘teenage son, Peter, whose father is in prxson for radical polmcal activities, the other a wxdowed

s All further references to this book are.found in the 1983 edmon pubhshed in

Minchen by the Goldmann Verlag. - Page numbers for dlrect quotations will be given
in parentheses.

144 Werner Wien, - "Nur die Kinder proben hner d1e Gemeinschaft.. Ingeborg Drewitz'
Roman Das Hochhaus schildert detailliert neues Berliner Milieu." Bremer Nachrichten,
16.1.1976.
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scnpt wnter whose wayward son, Jockel, causes him much anguish. There is also a bDQ driver -
and his large f amily. a-director of a large company, his wife, and their daughter Susanne, a ‘
parish mm_rster and the "-H_ausverwal;er. Within this broad scope, the narratrve f oeuses on one
particular strand vrhich rpns Ithrorrgh‘, the t)eirt. namely, the life and eventual violent death of
Peter's mother, rvho is attacked, raped. and killed, when she a'ttempts to break dway from her :
" routine existence. " : |

. T‘h’e reviews of va_rio{re critics’ have commented upon'the effects created by Ingeborg
Drewitz' prose, and r_‘nest tend, either directly or indirectly, to stress rhe aspeets mentioned
above. Wemer W'ien for exarnple notes the almest drematic quelity of the worlr; in his '

' phrase "das Hochhaus als Zeigebtihne f Qr ein episches Theater des sozialen Realismus, "4
Christine Koller emphasises the book s mtensrty. when she says, "dre Erzihlung machﬁns yAll
Terlnchrnern'emer Dageinsroutine. "**¢ And even Werner Strodrhof f, in his rather negauve
critique, points out the simultaneiry' achieved by the "Schlusléellochperspective,'r‘ whieh, 1: ‘hi's ,
- words, allows the writer and the reader "f est ‘gleichzeizig am Kiichentisch oder rm Kinder- bzw.
Schiaf zimmér der vbrgef {thrten Familie zu hospitieren.” [my emphasis]'*’.

o “ 4Nobody.howéver. seems to come to terms w{th the reasons behind this impact, and,
since the content in itself does .n'ot provide sufficient evidence for these observations, the

| answer must lie in the auther's sty'le'.' The novel is, in fact, an even clearer example of rthe »
'tense-reversal' tech_nique.'Wh.ich was noted earlier in Eva\Zeller's Die fiaupt frau. Narrated in
‘the third pershn. with the exception of occasional dialogueggand passzrges of interior mono-

3 lpgu'e. ahd in the present tense thrqughout; Das Hochhaus is the prose equivalent of the
removal bf the fourth wail.o.n srage, The simultaneity and immersion in the present situation in

evidence here are wholly dependent on the tense, i.e., the present tense. Werner Wien does

comment, in passing, on the question of time in the text, "di¢ {ar eine Woche von Tag zu Tag
o r &

-------------------

145 Ibld o : .
14 Christine Koller, "lngeborg Drewrtz Das Hochhqus Neue Deutsche Hefle,
—(1976), p. 825.

147 Werner Strodthoff, "Veremzelung in der Stadt als verfehites Thema Ingeborg
Drewrtz ‘Roman. Dq; Hochhaus " Neue Zurcher Zeuung, 30. 1 1976.
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 verf| olgten Verhalte‘ne\'veis'en der Mieterpaneren bleiben im zeltlichen Kontinuum, auch wenn die
' R&ume wechseln [my emphasis)'** Yet he does not lmk this point directly to hrs earlier ob-
. servation on the novel's théatrical character.
Since the technique of present-tense narration pervades the entire tex't. a list of sample
occurrences would serve 1o demonstrative purpose. At this point, therefore, I would simply
like to quote the opening and closing paragraphs instead, thus providing a brief illustration of

<

" the immed'iate effect and almost 'stage-direction' quality of this formula:
T A - . -

.Er liegt auf dem Bauch, und die starren Halme pieken ihn. Sein Oberkmper jst-nackt.
Das Gesicht hat er in die linke Armbeuge gepresst. Riecht die eigene Haut, Staub,
Schweiss, Salz, riecht den geschundenen Rasen. Einmal im Sommer ist der Haus-
meister mit der Mihmaschine drliiber gefahren, einmal hat es nach Sommer gerochen

- Er hOrt die Krnder .(p. %) :

And:

~ “Sie schamt sich, dass sie Vater hat reden lassen, aber sie schamt sich nicht, dass sie
geweint hat. Jetzt sind da nur noch die Ger4usche aus der Kiiche, diec Stimme des
Nachrichtensprechers, . Jew ist da nur noch Donnerstag abend. (p. 243)

In order to accentuate the authenticity and the scxenuf ic nature of her sludy.

, Ingeborg Drewrtz also employs two farrly m,nnvaive devrces' at the end of the narrauve. First
of all she includes two newspaper-cuttings, one reportmg the drscovery of a woman's body in
Berlm after a sexual anack and the other a report f rom the previous day of an accrdenl in-
volvmg a West German car in East Germany. In addmonto this, the writer also provrdes alist .
of fourteen studieson living conditions in high-rise blocks in the form of a bibliography. The
consequent essayistic objectivity implie_d here is no doubt supported by the fact that the 'study’
is written in the present tense..since the often "unemphatic"'*® nature of this-time-frame makes
1t the logical documentary tense. ) ' \

« - The general rmpressron left on the reader by this text, asa result of the combmauon of

. almost uninterrupted present-tense narranon theme and other specxf ic devrces &ch as deplc-
' ting one representative week, is once agam but perhaps more so than before, one of concern

for the here and now. There is, doubtless, an ominous sense of gtagnant contmuatron in the -

..................

% Werner Wien, see note no.144.
19 Pascal, "Tense and Novel," p. 7.
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final sentcnoe. " Jetzt ist da’ nur noch Donnerstak abend."” (n. 243) As we have seen, few_’ novels
of the genre querlllteratur actually come.to definite conclusions. and here, we are once more.
| left suspended in the narrative present to ponder the lmmedlate future. If this genre is to
achieve its ultimate aim, and 1mprove the s1tUann as it stands, then this is exactly the type of
effect it must have, f or if it does not provoke an immediate reaction to the current state of
af f airs, it has lost its purpose as "littérature engagée."!*
| As was explained earlier, Roy Pascal recognised the possibility of present-tense
r_xarra’tion for short f ietion in hie early essay "Tense and Novel. " nnd went on later to prov}de ‘
an exahple of the function of this grammatical 'techniqu.e.in his posthumous study of Kaf‘kn's
sho‘rt stories, "which broke new ground in the appreciation of that author s art."!*! The death
of Roy Pascal meant that his analysis dnd not reach a conclusion, but the jottings which he

made for that chapter have been included by the editors in the published dnalysns and they
" express, in note f orm, precisely the ef’ fect which the use of the presem tense produces as it is
‘used in extended tales by the feminist writers discussed so far, and in panicular here in Das
Hochhaus by Ingeborg Drewitz. Roy Pascal's fragmentary notes on Kafka's short prose read
as follows:

The search for authentlcny ‘The search f or the approprlate narrative perspective, and

for a story without definite k:omours without fulfilment, endings, conclusions. An

on-going situation, not a plot the present tense not the past; immersion in the now,

not retrospective understanding and Judger_nent 132 :
| The majerity of these features are common to mnny feminist novels of the 1970s, inclnding,
for example some of the works of Ingeborg Bachmann, Karin Struck, ‘and Margot Schroeder,
and are perhaps encapsulated in the title of Ingeborg Drewitz' major novel Gestern war Heute

Hundert Jahre Gegemvart 153 where once again we f md the auzhor choosmg thlS particular style

in order to "present the continuity of women's experiences. "

------------------

15 Mghrmann, see note no.S. .

131 Pascal, Kdfka's Narrators, see "Prefatory Note."
151 Jbid., p. 236.

15 Ingeborg Drewitz, Gestern war Heute. Hundert Jahre ‘Gegenwart (Dusseldorf:
Claassen Verlag, 1978). A

154 We:gel p- 7.



3.3 A review of tense in "Frauenliteratur®”

Having considered the use of tense. in this sémble selection .of works from this genre,
and established the existence of a definite trend here, with regard to the predominant use of the
present tense f or narration, it will now be worthwhile to evaluate this phenomenon énd its
eff ects, in order to ascertain w’.v‘h\ether‘a distinctly feminine .li‘terar‘y style is manifeSt{ng jtself in

this way. ' ot

In connection with the earlier discussion of Frauenliteratur and its hnique effect, ]
singled out three of the most commonly mentioned traits pccuhar to the feminine literary style.

_ These were the reJecuon of log:cal and lmear presentauon the breaking down of cenam
“barriers, and the quality" of opcnness In light of the precedmg textual analysis, it is clear that
the new t_ense scheme is an 1mportant factor in all thesg. distinguishing features, and hence
seems 10 cont_ri'but.e much to the vague and disputed c_c;ncept of feminine literary st)ll}lc.

It is most likely true lio say that men and women do havé different temporal perspec-
tives on certain .matters. In order to illﬁgtrate this point one only has 16 look at the comments
of Simone de Beauvoir on cOiu‘on; whicﬁ although, perha;}s, a little oul*datpd, are nonetheless
valid: | | | C

* Le coit ne séurait s prod'uire sans le consentement méle et c'est la satisf ac‘libn' du méiq

qui en.est le terme naturel. La fécondation peut s'effectuer sans que la femme en

éprouve aucun plaisir. D'autre part, la fécondation est bien loin de représenter pour

elle 1'achévement du processus sexuel; c'est & ce moment au contralre que commence le

service réclamé d'elle par 'espéce.!** : :
It is, theref ore, certainly feasible that such a difference in perspective could manifest itself in
the literary pfoductic‘m :)f wbmen. These fundamentally d;if f &ent’ gender perSpchiveS-, and the _
resultant female focus on the present, becoxﬁe even more apparent when one con§iders the
historical situation of women, as Certzfin critics have already done. I'n. so doing, it beco‘mes clear
that f or'}\(omen there is no "real” history as such, 6nly. as was mentioned in cbnn_ection with
Ingébor'g Drewia' novel Gestern war Heute. Hundert Jahre Gegenwart.A a cominﬁid of female
experiencé Silvia Bovenschen refers }o this lack of history in the following quotation:

..................

135 Simone de Beauvoir, Le Deuxieme Sexe, vol.ll (Paris: -Librairie Gallimard,
1949)0 p- 133. v ! -
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Dieser spezifische Prucnz.modus des Weiblichen wurde, wie gesagt, nur sehr selten
reflektiert - er verweist auf eine Geschichte die fremd und zugleich die eigene ist:

. fremd insofern, als sie nicht oder ginzlich unzulinglich tiberliefert wurde, die eig
insofern, als auch die Opfer ihre Verstnckung in den Geschichtsprozess nicht le
konnen. '

There is not only a lack of political history as far as women are concerned, for until
recently there was, of course, no literary tradition from this perspective either. This fact, com-
bined with the point made by Liselotte Weingant, that "powerleésness does not allow for a fu-

ture perspectiye in female characters,"**’ seems to strengthen the idea that wom&n‘s litera_ture

r

should show a concentration on the presem-day feminine emotions, and use the present tense

+

as the natural time-frame in whxch to unpart this awareness. " '
A glance at the following statement by Dorrit Cohn in talking of a passage in Nathalie “
Sarraute's Martereau, illustrates to what extent tense can affect the mood of a text, "Beginning
and ending in durative prééent,' passing throﬁgh hopeless conditional and negative future, the
tenses . . . shape tﬁe stagnanty of its épeaker's predicament. mist This effect, as well as the one

noted below by Roy Pascal in Mister Johnson, emphasise the value of this technique for

~

Frauenliteratur:

. The outstanding effect of the use of the present tense-throughout this novel is in fact _
a psychological one. It establishes Mister Johnson as a person who lives in a world
without a past in a true sense; - . . Everything he thinks and does is now, dislocated;

, Tootless; he is a character without a continuous past.'** . :

_ Indeed, he g0es on to say: ‘ '

Thus the present tense of this novel has a precise function, intimately linked with

- Cary's purpose of depicling a particular psychological type as a representative of a
whole significant social situation. This function is temporal too, . . . in the sense that
it establishes a character for whom the present is all.’*’ C

And this is, after all, precisely the phrpose and ef fp::t_of F imenlizeratur. _

13¢ Sllvm Bovenschen, Die imaguuerte Weiblichkeit: Exemplansche Untersuchungen zu
kulturgeschichtlichen und literarischen Prisentatiofisformen des . Weiblichen (Frankfurt -

- am Main: Suhrkamp, 1979), p. 264.

157 Liselotte Weingant, "Das- Bild des Mannes im Frauenroman der siebziger - Jahre,"
Diss. University of Illinois at Urbana -Champaign 1981, see abstract.

1% Cohn, p. 193.

159 Pascal, "Tense and Novel,” p. 10.

1460 lb‘d_ ) .
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However, Pascal's observation does not necessarily mean, of course, that present-t;;se'“’f ‘

narration is a purely feminine narrative tool, for, as Virginia Woolf ' st;ted. "Some collaborg; .
tion has to take place in the mind between the woman and the man before the art of créauon
can be acéomplish'ed.""' Yet, it maf Well be'that this time-frame is the appropriate one for
expressing a feminine awalr‘eness. That is not to say Qhai cetain male authors have not employed
this technique in their sho'rt stories and novels, as we have seen in the case of Franz Kafka and .
Alain &obbe-Gﬁllet. but it is intriguing to hote. along with Brigitte Wartmann, that some of
those'males who do use this tcn‘se are, coincidentaliy, often said to have a feminine style: '

Nicht zufil)igist in der Diskussion um eine "weibliche" Schreibweise nicht mehr nur

von Frauert, digiber eine solche Schreibweise verfigen, die Rede, sondern auch von

ménnlichen ‘Ku%lgm wie Joyce, Kafka oder Mallarmé, die "weiblich" schreiben.!¢?

11 Woolf, p. 9. " : | PR
14 Wartmann, p. 118. _
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4. nePruenuﬂonofComcimeuln "Franmllmtlr". %

Der Feminismus ist keine Partei und keige Organisation, sondern Ausdruck eines
Bewusstseins.'*’ \

Die Frau kann das neue Verhaltnis zu sich nur Gber andere Frauen entwickeln. Die
. Frau wird der Frau zum lebendigen Spiegel, in dem sigpich verliert wiederfindet.
* Das so entstehende Verhaltnis der Frau zu sich ist so Aeu, dass es noch nicht definiert
werden kann, ' » 0

mi&ﬁwmienen die ingste der frauen, nicht die der manner ' )
In his reply 'to the article entitled "Das epische Priteritum” by Kiite Hamburger,'*¢

Herbert Seidler!*’ criticises the reduction of the argument conccrning the-effect of fiction to the

function of verbs, quite justif mbly stating that thc reader’s response is not hmned to this as-

pect alone, but that, on the contrary, many other styhsuc factors play unportant roles in deter-

mining the-individual's reception of a work.
This is doubtless a valid pdint and in order to show that the distinctihv-t;: tone of |

Frauenliteratur is, of course, not restricted to the use of tense, I now mtend to vary the course ‘

Ny o

of this discussion slightly to consider a more content- onemed element, namely, the applxcangﬁ

b2 e

£

of consciousness techmques within this genre since it is my opmion that there 1s a clear and %

ticular writer. N

The f ollowing analysis will be more concise than that of ‘the pi'evioué ch

no means reflects a sunplxcxty in what is, mdeed a very cornplex field, consmo%i?e? i - — ' wo
i TR SRR ¥
___________________ M;J#’ 28

163 Alice Schwarzer, Der 'kleine Untersclued~ und seine grossen Folgen, %
164 Elisabeth Lenk, "Die sich selbst verdoppelnde Frau," Asthetik und
25 (September 1976), p. 87. 9
15 Houtungen, p. 57. v ‘ &
14 Kite Hamburger, "Das epische Priteritum,"” Dewtsche Vleneljahr
Literaturwissenschafi und Gelstesgechlclue 27 (1953), pp. 329-57. d
167 Herbert Seidler, "Dnchtensche Welt und cpnsche Zeitgestaltung,”
;’;an:{ghrsschﬂﬁ fr Lheraturwbsenschaﬁ Geistesgeschichte, 29 .
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theoretical aspects of the techniques, as Dorrit Cohn does in her comprehensive work

' R . ®

(

‘;;resenta‘tion. In fact, ;tho reason for this is simply that it is not my intention to question the

Transparent Minds.'** This discussion will, however, concentrate on asather more practical

issue, namely, the gender'specific manipulation of these narrati;re tools which occurs in

Frauenliteratur. That is to say, Withiq) this genre, it appears that the presentation of con-

sciousness is oftrn_ limited almost exclusively to the female characters, with male reflection, by

its absence, i ormin'g a stark contrast to the deep and involute female thought. Brigitte: Wart-

mann notes this different perspective, calling it 'Sctxreiben mit dem Blick feministischer Partei-

_lichkeit, "t¢* but does not explam how it 1s produced

”

Bet ore turmng to the effects o} this phenomenon and considering the reasons for it, 1

r

would like to briefly outlme the scope of the major techmques which an author has at hrs/hcr

disposal, and drscuss therr significance. In her study, Dorm Cohn divides the possubnhues of .
.

presenting a stream-of -consciousness into three main areas, and then goes on to subdmde these
. 14

:)

tech‘mques into various smaller and more precrse groups, For ll%e purpose of tkus analysns
however it is sufficient to recogmse the three 1mportant anea} “which she uses as her base, *

‘mely'. "psycho-narration” (her "neologism"!’®), "quoted (or, interior) monologue, " and’

: -naf’fated monologue” (alsb known as "erlebte Rede"). The:se three stylistic deviées fépresent

\
z\

the greater part of the means available to writers for the portrayal of a charac(er s psyche, and

mn all be used in alternation within any one text.

The term "psycho-narration" is applred oy Dorrit-Cohn to the objéctive reporting of a
figure's consciousness by a distanced narrator. This, she says, is not a method f or,presenting

mental language, because it is indirect, in the sense that we afé not receiving the character's |

-thougﬁts directly from his/her perspective, but rather via the narrator. A characteristic of this

technique is the prevalence of mental verbé. such as "he thought,” or "she knew," etc. "Quoted

(or, interior) monologue" is at the other end of th'e“ spectrum of consciousness.presentation,

1¢* See note no.68. .

1% Wartmann, p. 116. .

i Cohn, p. 11,

1
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i smce in this method usually srgnalled by first- person referenoe to the thrnkmg self with the
present ‘tense .- we. reoeive the mental language of a character very du'ectly Thrs technrque rs '

w
: very much in evidence m Wle kommt das Salz ins Meer, We f rnd for example passages stch
o ‘

‘. as the f otlowmg excerpt whete the flurdrty of this method is also clearly 1llustrated

Es-hat sich nichts geandeg.. nur die Moden 4ndern sich, und die Luft, die ich einatme,’
ist auch durch die Lungen der Gladiatoren gestromy, ich sitze auf Blut und in Blut,
" und Blut rinnt durch den Korper des Ansrchtskartenverkaufers (Wie kommt das Salz

insMeferpZS) e . AR L

' And f rnally. there is the techmque terrned narrated monologue by Dorrrt Cohn ‘and other-

wrse known as erlebte Rede " which cofhrnes elements of both the above methods m that it

- sits: astrrde narratron and quotauon mn Here the narrator contrnues to report but m S0

domg. he/she temporanly assurkﬁes the perspectrve of one of the characters The reader thus re-
: cerves the thoughts of the charact‘er concemed (almost) ve:batrm whrle the tense and thrrd
person of the narratlve are mamtamed Thrs method is clearly drsungurshable f rom the most

drrect ("ﬁuoted ) method as a“)result of the drfferent person and uSually tense, It also drf f ers

|

" from ! psycho narratron -in that there are no mental verbs here. A f ormof erlebte Red; can

be seen'in: the f ollowmg passage from Das Hochhdus however smce the narratrve ténse is

k]

present in. thrs case (see prevrous chapter) we also have an: old lady s thoughts narrated in the :

present "Selbst der H(:A Pf arrer macht da keine Ausnahme' Mrt was f ur Leuten sie uberhaupt o

: zusammgommt'“ (Das H%hhaus p- 166 ) 3

he principal value of these techmques as f ar as the writer is concerned is, of course,

» 4

: ~.that it is possrble o burld up a more rounded prcture of a parucular character by reveahng.

his/her rnr@most thoughts and emotions. Therr use has thus mcreased qurte dramatrcally as the
L % -
modern novel has begun to tum ore and more toWards the presentatron of lmgurstrc struc’-

© o

tures of awareness. bThrs trend whrch orrgmated wrth such mnovatrve authors as J ames J oyce
and M‘arcel Proust, rs also evrdent in F rauenlueratur Indeed the 1970s saw qurte a radrcal L

\ ‘“movement m thls drrectron wrthm German lrterature as a whole, wrth such terrmnology as, ; »

"neue Subaektrvrtat and neue Innerlrchkert berng coin and apphed to thesa developments; '

BT W
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.. In her essay "Feministische Trends in der deutschen Gegenwartsliteratur," however, Renate

.0

Mohrmann disputes the rash categorisation of Frauenliteratur within (hislillilal movement,

¥

emphasising that, whereas this tendency was often ang quite justifiabige g a "Ruckzug ins

Private,” for female writers it actually represemed a- "Vor-Zug [her xtalrcs]’” since they had .

no hterary precedems and were therefore. breakmg completely new grouﬁd |
The uuhsauon by feminist writers of the vanous me_thods for presenting consciousness ‘

seems to supporr this»observat.ion,_f or, in using thenr" only to depict a f eminine cl_)nsciousness.

| ‘and hence chboslng to refuse.an in-depth analysis of 'the‘male psyche, they are making a dual :

break wrt,h, uadmon f 1rstly, in thexr resmcted application of the techmques and secondly

o . Y

because the genuine female awareness presented here differs l‘ rom the portrayal ol' af emale

/

, psyche by a male author m that it is doubtless 7‘nore authenuc Renate Mohrmann indicates the
_general change in attitude along xhese lmes when she says

Feministische Autormnen wollen Geschrc te nicht mehr aus der Perspekuve eines
. Oskar Matzerath, eines Anselm Kristlein pder Siggi Jepsen erfahren, sondern aus
der Sicht ihrer Geschlechtsgenossmnen 173

~ The effects of .this concentrauon on the f em le perspectrve are evident in three of the four
novels exammed SO far, namely. those by Verena Stef. an, Brrgme Sehwaiger, and Eva Zeller.

The#se pf "erlebte Rede” and interlor@mo ologue in Das Hochhaus by Ingeborg Drewitz dogs

extend to i:oth genders, but may be;consirZ/ered quite exceptional, since even other novels by
R . , b . T

her, such as Eis auf der Elbe, do restrict he use of consciousness techniques 1o the female

characters The reason for this pameulaf anomaly is perhaps the facl that this text is thema-

!

" tically dif fere_nt _from mamy texts in the‘genre. for it deals with broader_ social issues, and not
simply the question of women, or a specific woman, in society. In the other three texts,
however, the reader is, for the most part, gnly confronted with a ferhining awareness. Accord-

'mg to Hilde Schmblzer "Bngme Schwalger druckt Seelenzuswnde aus, rhre Romane sind

. < -
psychologgsche Eprgramme " Yel her observauon jvould per,haps be more vahd if she
------------------ “ : R C ) P | ) !~a': \
1 Mohrmann, p. 341. L‘* - . S ;,‘,, :

173 Ibid., p. 350. ’ - ~ ,
} 1 Hilde Schmolzer, Frau sein und .schreiben.: Osterrelc}usche Schriﬁstel
definieren sich selbst (Wren Osterrerchrscher Bundesveﬂ’ag, 1’982) Rz 137. SRR SO

i . T

,S_,
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‘specified that Bngrtte Schwatger is concerned with specif 1cally wetblﬁhe Seelenzustande

‘The clearest indications of. male awareness whrch we have in these three works are the -
occasronal reported statements from Samuel (Hautungen) Rolf (Wle kommt das Salz ins
: Meer) and Herbert (Die Haupt frau). The prcture which theGéader is able to form on the basis

of rsolated reported statements is. mevrtably of superftcral nature, since we are never, or,at least
L.
rarely grven access to ma}e doubts or justifi ications. Indeed the direct’ quotattpns which we are

given have been subjecttvely selected by the female characters and usually accentuate the sense
" of superf rcraltty whrch is already 1mphcrtly created by the omittance of male psychrc portrayal,

for example the f ollowmg quotation from Rolf: o o
stl .
‘Fuhrst du ein Tagebuch? . Warum sagst du nicht, dass du so etwas haben willst? \ -
Ich werde dir ein richtiges Tagebuch kaufen, mit Schltlsseln dann kannst du deine
kleinen Geheimnisse vor mir versperren. Hast du iberhaupt Geheimnisse? Nein? Ist
etwas passiert? Was schreibt man denn ins Tagebuch wenn nichts. passrert ist? (Wie
kommt das Salz ins Meer, p. 50) // .

And in Samuel s exclamatton knowmg that Veruschka wants to terminate their relatronshtp. _

s

lch kann nicht ohne sem"‘ “(Hautungen P. 70)

E:ven ima’work such as Die Haupt frau whrch devotes long passages to the con- |

sideration of actions and possrble thoughts of a male character we see httle or no evrdence by

o \ - 2

means of dtrectly impatted male mental language Comments such as "Herbert wrll gar ntcht .
gehebt werden" (.Dle Haupt frarwp 54) are patently mere specula ion on the part of Nele and/
_or the.,narrator - | -
» Apart from the resultant superfrcrahty of male characters this procedure of excluding
males f rom the realm of consciousness presentatron has another 1mportant effect. It produces '
.an unopposed drscussrqzt of the 1ssues tnvolved with the balance of power for once, in favour

»

of the female, in the f orm of t'lre narrator. Thrs in turn means that— the wrrters havea much

easrer task in- creattng ’the male "Ferndbtld necessary for the contmued aff rrmauon of the

»

_feminist viewpoint. ] "Femdbrld" concept would of. course be alot less eff ecttve were the

writers 10 of f er any

irect male Justrf 1catton or explanatron in the sensé of fears, problems and

doubts whtch may affltct the male psyche This style theref ore, enables the wnter to

t o
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concentrate wholly on the dep’tction of female awareness, in order to develop and reinforce the

feminine identity.

“ Criticism can naturally' be levelled at this approach, for it creates such’imbalances that’

.“ .

the negative male characteristics are occasionally so exaggeratedas to appear far-fetched, with

. v . ~
the result that in certain novels the men are depicted as ‘thoughtless' caricatures.!”® Yet, when

one. considers the usual male ap'proach. i.e.. of prese_ntinglboth‘male and female thonghts and |

emonons it could just as easrly be consrdered presumptuoris and mrsrepresentattonal for there

' we do not have the. presentatron of authentrc female consciousness, but rather the invention of

B

wa pseudo femmtne mind, and the development of its thought processes

v It may well be, theref ore, that no attempt is made by many f emlmst wrilers to enter or

reproduce the mmd of a man because ‘they have mtentrona}ly decided not to make the same

m‘rstake as many men have, in presuming themselves capable of seemg into, and portraymg -

the mtnd of the opposite sex. And, mdeed one of the main reasons for the generalv trend
%
AN

. towards "Innerhchkert and "Sub]ektrvrtat in the lrterature of the 1970s was, as Hans

Chrrstoph Buch strcsses here the desire to stop a_.ttemptrng to represent the second hand
expenen‘ces'of others:

- Horen wir anf stellvertretend fuir andere deren Erfahrungen zu- beschreiben., die wir
. nur aus Biichern oder aus ein paar Wochen Fabnkarbert kennen schreiben wrr liber
‘unsere eigenen Erf. ahrungen'”" S

-

Y .
Sy

" This statement is clearly a reaction to the "Industrieliteratur” of.the late 1960s, but if it is

, gpplied to thelgend_e_rf-based literature of women in the mid-1970s, it becomes representative of

o

" the t’enden'cy toward a concentrati( n on the authentic fi emale,sell' by mény feminist wrfters. :

It is also possrble to define a third*motive f or thrs gender spccrf ic apphcatron of con-

: scrousness technraues in Frauenliteratur, and onie which, §ﬁns ﬁrom the texts themselves .or

B
more specrf ically the srtuatron of the female characters in many femithist texts - AS becomes

.a more detarled analysis- of - the deptctron of male oharacters in. the works

of gitte Schwaiger (and otheér feminist writers, such as éf“@ Struck and Christa , o

Reinig) cf. Liselotte ‘Weingant, note no.157. : o
17¢ Hans -Christoph Buch, "Das. Hervortreten des Ichs aus den Wonern in :
Tintenfisch 8. Jahrbuch ﬁlrxLiteratur eds. Michael Krtiger and Klaus Wagenbach
(Berlin: Wagenbach,l 1975), p 79 -

. .

] , i

®
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; quite clear in the w’iorks considered here, by Brigitte Sch'waiger Verena Stefan, and Eva ieller.
%e protagonists have in each case, been forced into rsolatxon either by an mdrvrdual male

. (Rplf or Herbert), or alternatively, as a result of the (still intact) patnarchal socrety Itis
| ‘theref ore hardly surpnsmg to find such a degree of mtrospecuon in these narratives. Anythmg

else wpuld clearly not concur with the narrators circumstances. |

. Jn forrnulatmg general conclusrons as: to the reasons behind this notnceably umlateral

p presentauon of consciousness, it is, 1 feel, only possible to suggest a conglomeratxon of the
effects and reasons established so far, namely. the creation of a "Femdblld the stresson 4,
authcnucnty. and the enfo &t"d 1solauon resulting in mtrospecuon During thrs discussion I have
presented tnese reasons xéééer of therr descending significance, as 1 understand it, but this
arrangement Lco’uld ‘oPcourse. differ as far as mdrv:dual writers are concemed. To. .my know-
ledge however ther:: has, as yet been no comprehensrve study of this problem, let alone one
whrch has Lake;h mto account the opmrons of the writers themselves, so this questlon must -
mevnably remarn open, for the time-being at least In spite of this, the fact remains tha
trend exists m&eed it'is occasnonally admxtted to on an mdxvrdual level for mstancc by

‘ Barbara Fiedlet, who says, "In memen Texten blelben Kommumkauonen Gefthle, Gedanken-

1

austausch den Frauen vorbehalten mn And ‘one way or another, it has an 1mportant ef fect on

thé redder, whlcﬁ is, moreover most likely mtended in a polmcal sense.

'l

177 Barbara Fledler "Warum ich schrelbe Schretben Frauenltterawr-leltung, 1
(1977). P 31 Quoted from Bngme Wartmann, p 116,

_i
&
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5. Conclusion

Two aspects of [Chnsta] Wolf"* s style deserve reiteratton and expansion, because .
they are indicative of a new direction i m prose writing. They are her insistence on the
function of wmmg as a too! of social and personal emancipation and her focus on the
vcentrahty of experience f or-prose.!”

[

The above comments on the prose style of Chnsta Wolf demonstrate a certam affinity
with the two pomts hxghltghted in the precedt_ng discussion of narratxve technique in
Frauenliteratur, for it has been shown that'many f eminist writers are' - by their use of tense -
undoubtedly exploiting the advantages of what is a very intense and effective style; in order to
communicate a certnin point of view to their readers, and that, in addition to this, what they
are communicating is a purel_y feminine awareness, based on u';tiquely female expgrience.
kﬁ"g’ff - Itis my opinion that the two tendencies outlined above, with regard tq\tbhe use of tense
and consciousness in this genre, whether individually or comhined. clearly p'rovide the
discussion of feminine aesthetics with decidedly more tenable conce‘pts. than those mentioned.
earlier,'”® whilst at the same time supporting and often illustrating these general pretiminsry
"lobservattons There can be little doubt that the techmques of present tense narratton and
- gender restncted consciousness presentat:on aré maJor factors in the pecuhar "Lescrerlebms
which is often creatted by feminist texts. Furthermore, these techmcal adaptations of "the novel, -
introduced 'by feminist writers in their struggle to develop new stiuctures and hence discover an
adequate means of e\xpressmg f emmme awareness, seent 0 support the basic aims and
mtennons of femn?xst rhetoric, in so f ar as they contribute to the development of a new
perspecttve. The need for a new perspecttve 1s-expressed clearly by Brigitte Wartrn_a_nn. who
states: p | | |

Um diese Blmdhett der Geschichte gegenuber den kulturellen Fahigkeiten und Mog-

. lichkeiten der Frauen zu iberwinden, ist es zun4chst notwendtg dass Frauen einen
eigenen - feministischen - Standort entwnckeln von dem aus sie mit einer neuen Opttk :
die Welt betrachten.'*’

.

Itis no doubt changes such as those consndered whtch helg to provxde thts Standort and
179 See especxally pp 10 ff., where quahues such d
“barrier-breaking” are attnbuted to feminist htemry ’*‘“ icti
180 Wartmann pp. ‘115-16.
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Wartmann stresses the lmﬁortange of these experiments as follows:

- Dle Frage des fe: en Standortes der Literatur muss deshalb iber die Mo-

- bilisierung bloss er 1dentifikationsmuster hlnausgehen Denn konsequen-
tefweise muss eine feminine Lebenspraxis, d.h. auch eine feminine Schreibweise, nicht.
eine Gesellschaft ‘ohne Minner, sondern eine Gesellschaft ohne mannliche Strukturen
anstreben - niemand kennt die Realitdt einer solchen Utopie. Die feministische Par-
teilichkeit hat die wichtige heuristische Funktion, das Interesse und das Durch-
setzungsvermogen fur einen solchen Anspruch zu postulieren, mcht aber die Aufgabe,
fertige Kulturmodelle zu liefern !

With regard to the direction feminist rhetoric should take, boih Silvia Bovenschen and
Sigrid Weigel recogmse the dilemma facing writers, since there is, as yet, no clearly def med or
accepted theory along these lmes There are, it seems, two poss1ble extremes exther "Ver-

gangenhentsverarbextung, or the introduction of a new begmmng with utopian perspectwes

4

»Sigrld Welgel believes that "only a dlalecueal understandmg of the relauonslnp between

hlstoncal condmons and utoplan perspecnves between the no longer ‘and the not yet' can

resolve this conflict.""*? It would seem, however, on the basxs of the evidence provided by the

four representative texts considered in this analysis, that, in a way, many writers are avoiding

V:the conflict altogether, in choosing a present perspective, dealing with the current "Alltag der

_Frauen,™** and concentrating on specifically female emotions within that contemporary

framework. °
It is interesting that a comment which was applied to the Guntet Grass novel Kopf
N i . 0 ‘

geburten: oder, Die Deutschen sterben aus by a critic in The New York Times Book Review goes

a long way towards summa‘rising the literary production of many f eminiSt writers. This text was

classéﬁ as "Pan fiction, part t.ravelogue ‘part screenplay, and part pohucal pamphlet - and

S~

1% See pote no.5.

thexsxmllanues between thls descripuon and the ef fects observed 50 far of the ch0sen examples

‘~of F rauenliteratur are noueeabir. On the one hand the sumlarmes are a resuilt of the narratxve :

(ense. smee as stated earller the usual tensewllm-scnpt dlrecnons and essays is the presen‘,g

and on the othet hand Frauenllteratur is by 1tq,very nature pohncally engaged e,

1 Ibid., p. 118 ; -
2 Weigel, py 34 5
' Wartmann, p:-14, - 0




+ "T the valrdrty of Whorf s behef since thrs approach is- based on the assumption that the current -

of reality on language.

STRE S S . , W

g

It is, however, important to observe that there is, nonetheless, a vital difference »,
between feminist literary production and a work such as Kopfgeburten, for in Frduenlneratur
the political aspects of the texts are, for the most part. focused purely on the situations and
difficulties of won}em. The perspective from which we view society is completely reversed, when

r

compared with the maJonty or male lrtera%re srhce here, at last, we are recervmg a genuine
e o‘\

feminine awareness, and not only that we are nOtAbservmg the accompanymg problems, fears '

3,

and in Justlces from afar, but rnstead we are ablé 10 experience the thoughts and emotions of a
particular woman in"the‘patriarchy along with her in a yery direct fashion.

Having drScovered and illustrated ,the exrstence of certain definable linguistic traits,

¢ ;
"r

whlch appear to conmbute to the f ormatron of the physiognomy pecuhar to Frauenliteratur,

- one ought to apply these fi mdmgs to the far-reaching realm of the mter-relauon between con-

sciousness, language, and reality; in order to ascertain whether'the existing phenomena are an
indication of an innately different feminine linguistic style, or simply the result gf the influence

The Whorfian hypothesis in this respect., m.ention‘ed e'ar:iier. which states that the
étructure of _the language one habitually uses inﬂuences one's understanding of the environ-
ment, is.no doubt valid to a certain extent. Whorf was, however, concerned with a comparison
o,f ‘two completely S;parate and 'self -contained sets of linguistic structures. Whereas this study
has considered a_n_tore intricate problem, namely, the attempt by a certain group to alter
linguistic structures from within a particular social reality. This presents additional'com -"
plications, for jt implies that the existing female perception of reality is not‘yet truly feminine,
since truc feminine awareness ﬂhee been denied expression during the ¢course of patriarchal
hrstory | | |

The attempts by femmist wnters to change reality via language do, however rndrcate

ik structure system plays an mtegral role in shapmg socral patterns Yet it should. also be noted,

L that tlns approach has been brought about as a result of the negatwe mfluenoe exerted by

K

B
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'

realify‘ on this group, and the adaptations of language are a reaction to that. It therefore seems
| fair 16 oon;lude that we are seeing the result of reality's influence on language in these changes,
but that the hope expressed by writers and theoreticians ot; affecting reality[via new linguistic
structures is indicative of the fact that there is? it seems, a reciprocal influence betweeh ' |
vlanguage and feality. Whether the ‘m;.w structures will in fact influence reality and improve thé
situation of women in the patriarchy remains to be seen. |

As é-result of the many :véﬁable influences on these developments, it is so far not .
“possible to definitively conclude that specifically f emmme lmgulsuc structures are mamf esting
themsclves inf er:;lnxst lnterature At thls stage we can only attempt to elucxdate the diff erences
m style by proving the existence of specific phenomena common to the genre since gomg

beyond this would mevnably lead to some fundamental, bul as yet unanswered, linguistic-

philosophical questians. : C—
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