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ABSTRACT

The purpose of this thesis is to examine the complexities of daughterhood as portrayed by

nine contemporary women writers: from former West Germany (Gabriele Wohmann,

Elisabeth Plessen), from former East Germany (Hedda Zinner, Helga M. Novak), from
Switzerland (Margrit Schriber) and from Austria (Brigitte Schwaiger, Jutta Schutting,
Waltraud Anna Mitgutsch, Christine Haidegger). Ten prose-works which span a period of
approximately ten years, from the mid-1970s to the mid-1980s, are analysed according to
theme and character.

In the Introduction we trace the historical development of women’s writing in German,
focusing on the most significant female authors from the Romantic period through to the
rise of the New Women’s Movement in the late sixties. We then consider a definition of
'Frauenliteratur’ and the extent to which autobiography has become a typical feature of such
women’s writing. In the ensuing four chapters we highlight in psychological and
sociological terms the mourning process a daughter undergoes after her father’s death; the

identification process between daughter and mother; the daughter’s reaction to being

adopted; and the daughter’s decision to commit suicide. We see to what extent the
environment in which each of these daughters is brought up as well as past events in
German history shape the daughter’s attitude towards her parents. Since we are studying
the way in which these relationships are portrayed, we also need to take into account the
narrative strategies employed by these modern women writers.

In the light of our analysis of content and form we are able to examine the possible
intentions behind such personal portraits: the act of writing as a form of self-discovery and
self-therapy as well as the sharing of female experience, We conclude by suggesting the

direction women’s writing from German-speaking countries may be taking.
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INTRODUCTION: "FRAUENLITERATUR’ AND AUTOBIOGRAPHY

The intention of this introduction is to examine the term ’Frauenliteratur’ and to pinpoint

the part that autobiography has played and continues to play in prose works written by
women from German-speaking countries. In order to be able to recognise and understand

the way in which 'Frauenliteratur’ and autobiography have merged and overlapped, it is

necessary to look briefly at the historical development of women’s writing in German by
charting its growth during the past two centuries. We shall then be in a position to consider

the problems which nowadays surround a clear-cut definition of each of these literary terms

and to acknowledge the extent to which contemporary women's writing in German has been

influenced and shaped by the features to which these terms refer. Without doubt it is a
phenomenon which, as we shall see, typifies recent developments in German literary trends
and is, therefore, of great interest to writers and critics alike.

Women who write works of literary rank are not a peculiarity of contemporary life. If
we look back at the history of women writers, a process of gradual liberation has been

evident. In the nineteenth century, for example, the literary careers of two great authors

ran parallel. Ironically, both women hid their identities by adopting male pseudonyms. In
England, Mary Ann Evans (1819-1880) became George Eliot and wrote fiction which dealt
with the social and moral problems of her time, her purpose being primarily didactic. The
popularity of works such as Mill on the Floss and Silas Marner made her one of the greatist
novelists in world literature. In France, Baroness Dudevant (1804-1876) used the pen name
of George Sand to further her career, and so became one of France’s literary successes.

It is somewhat surprising to note that even today, in spite of the Women’s Movement and
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feminism, some young writers do contemplate using a male pen name because "writing
novels is still not considered a respectable pastime for women".*
Nevertheless, the intellectual, rather than the political or social, emancipation of women

could already be noted in the Romantic period of German literature. The wives of the
Schlegel brothers were artistically inclined: Friedrich Schlegel’s wife, Dorothea Veit,

published her first novel Florentin in 1801. Brentano’s sister, Bettina von Arnim, also

wrote a number of works during the 1840s and was a radical campaigner for human rights.
Many other women such as Annette von Droste-Hiilshoff, Marie von Ebner-Eschenbach,

Fanny Lewald, Ida Hahn-Hahn were searching for independence by making a career of

writing, publishing works without the help of their husbands and making their names as

exponents of literature, rather than writing for and about women. In cultural circles all
these women began to have some influence, but concern for their social and political status
was still a long way off. Only towards the end of the nineteenth century did a new phase
in the history of women writers indicate a more radical women’s literature, when the
emancipation of women became a central theme of the Naturalist movement in German

literature. The pioneers of women’s literature associated with this movement were prose

writers and social critics such as Clara Viebig (1860-1952), whose literary success lay in
her realistic presentation of everyday workers and their poverty; and Gabriele Reuter
(1859-1941), who belonged to the proletarian Women'’s Movement. In 1905 an Austrian
woman writer, Bertha von Suttner (1843-1914), was the first woman to receive the Nobel
Peace Prize for her novel Die Waffen nieder! (1889), in which she portrayed the fate of
a woman who lived through the Prussian wars of 1864-1871.

For the last century or so German-speaking women writers, amongst others Else Lasker-

Schiiler, Ricarda Huch, Gertrud von Le Fort, Isolde Kurz, have played their roles in the
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many literary trends and schools of thought, but the significance and relevance of women’s
literature has only come to light with the social and political emancipation of women during
the last few decades. This is hardly surprising when we consider that German women were
first permitted to study at university level at the turn of the century: 1901 in Baden, 1903
in Bavaria, 1908 in Prussia. Equality in education, especially higher education, only began
to develop in the 1920s, after the women’s right to vote was introduced in Germany in
1918.2

With the onset of National Socialism in the 1930s all efforts aimed at obtaining equality
between the sexes came to an abrupt but only temporary end, when women’s associations,
apart from those belonging to the National Socialists, were banned and women were once

more confined to the roles of dutiful daughters, wives and mothers. This disruption to the
progress the Women’s Movement had made was shortlived, and only in force as long as
the National Socialists were in power, so that after the Second World War equality was
once again a bone of contention. By 1949 the matter had been partly resolved on paper in
the form of the Basic Law with the statement that "Minner und Frauen sind
gleichberechtigt" (Art.3, Abs.3 GG). A notable change in attitude towards women’s
literature was also taking place at the same time, as women realised that the country’s
industrial and social restoration could not, and would not, succeed without their aid. This
aspect of increasing independence in the field of economics formed an important part of the
process of women’s emancipation.

During the Third Reich many established writers, including women, had gone into exile.
One such woman writer, who was Jewish and belonged to the Communist Party, was Anna
Seghers (1900-1983). After being arrested and questioned, she emigrated to France in 1933

and to Mexico in 1941, where she completed one of her most well-known novels Das siebte



4

Kreuz (1942), in which she not only presented fascism realistically, in the shape of a
concentration camp, but was also highly critical of it. In 1947 she returned to Germany
and settled in East Berlin, where she continued to write about life as an exile and the

uncertainty of one’s identity. Her writing served as active opposition to National Socialism.
Luise Rinser (born 1911) was similarly banned from writing during the period of Nazi

rule but she chose not to go into exile. Instead, her refusal to join the NSDAP resulted in

her imprisonment in 1944, During her captivity she kept a diary, Gefdngnistagebuch,
which was published in 1946. This was Rinser’s first attempt at writing an

autobiographical text which revealed life in a women’s prison. In her later work during the
1960s and 1970s she has shown a preference for the diary-form, which culminated with the
publication of her autobiography, Den Wolf umarmen, in 1981. This development from
diary to autobidgraphical novel already anticipated the emergence of autobiographical works
in the 1970s and 1980s and brings us closer to the complex relationship of women’s writing
to autobiography, which will be examined shortly.

If we return briefly to our historical overview of 'Frauenliteratur’, we see that women’s
literary output emerged very gradually during the twenty years after the end of the Second
World War. Two women writers who were able to achieve critical acclaim were Iise
Aichinger (born 1921) and Ingeborg Bachmann (1926-1973), whose literary careers began
to flourish with the establishment of the *Gruppe 47°. This was not an organisation as
such, but a series of annual meetings at which authors read from their new works. The
majority of those invited to read were male writers, hence the fact that Aichinger and
Bachmann both received the ’Gruppe 47’ prize in 1952 and 1953 respectively, was an
indication of their determination to succeed, as well as much-needed recognition of being

on an equal footing with their male colleagues. In fact, at one such meeting in 1967 a



S

sense of threat was evident in Giinter Grass’ comment: "Diese Frauen fangen an, uns an
die Wand zu schreiben".” The women to whom he was referring were Barbara Frischmuth,
Helga M. Novak and Renate Rasp. All three had read from their works and were on the

brink of making their mark on the literary scene. In the same year, 1967, the Gruppe 47’

disbanded.

A year later the student movement advocated in specific terms reform of the university
system and in general terms equality and fairer opportunities for all. Within the German
Socialist Student Organisation (SDS) female students began to create 'women’s committees’,
in which they addressed women’s issues, in particular the discrepancy between the public,
emancipatory rhetoric of their male colleagues and their chauvinistic behaviour in personal
relationships with women. At the same time women’s voices were not being heard at the
student rallies and demonstrations, and whenever they did manage to express their opinions
publicly, they were not taken seriously. On the public platform these female students
continued to be only the girlfriends or wives of SDS members and were not looked upon
as independent thinkers or activists.

In the wake of such blatent discrimination seven women activists of the SDS founded
the *Aktionsrat zur Befreiung der Frau’ in January 1968 in West Berlin, in order to expose
the disparity between the anti-authoritarian, Marxist rhetoric of their male colleagues and

their authoritarian behaviour towards women on a personal level. At the second conference

of the SDS i1n Hanover the *Aktionsrat’ demanded:

The abolition of the bourgeois separation of private and social
life: the task is to understand the oppression in the private

sphere not as anything private but as politically and



economically determined. The task is to effect a qualitative
change in the private sphere and to understand this change as
political practice. This act of cultural revolution is part of the

class struggle.

By the time of the third conference in Frankfurt in September 1968 the continuing

hypocrisy of the male delegates of the SDS resulted in the representative of the
' Aktionsrat’, Helke Sander, first accusing them of being authoritarian and patniarchal and

second pelting the male dignitaries with tomatoes. Sander’s action marked the onset of a

new era in the Women’s Movement and heralded the birth of feminism amongst the

post-war German left.

Initially, however, there were divisions in this New Women’s Movement. Some
women’s groups, such as the West Berlin Socialist Women’s League, which arose from the
' Aktionsrat’, continued to base their convictions on the texts of Marx and Engels. Other
women’s groups turned to American feminists and writers, such as Kate Millett and Juliet
Mitchell, and formed ’self-experience groups’. Noteworthy is also the fact that Simone de
Beauvoir’s The Second Sex (1949) appeared for the first time in paperback in German in
1968. The ’Aktionskreis Frau’ in Nuremberg and the *Aktion Emanzipation e.V.’ in Ulm
concerned themselves with equality in the workplace: their membership consisted not of

students but of working women. Two decades after the Basic Law had promised equality,

discrimination was still rife.

The origins of the New Women’s Movement can, thus, be traced back to the 1968

student movement out of whose political context an autonomous Women’s Movement began

to stir in German-speaking countries. In contrast to the Women’s Movement at the turn of
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the century, which could be divided into the demands of women from the bourgeoisie and
the proletariat, this new movement became within three years a coherent political entity,
when it campaigned to reform the law on abortion and remove Paragraph 218 (in Austria

Paragraph 144). All the women’s groups merged to form *Aktion 218’ after the publication
in Stern, Nr.24, 1971 of Alice Schwarzer’s article *Ich habe abgetrieben’, in which 375
women, some of them well-known and prominent, admitted publicly to having had an

abortion. The issue proved to be the unifying factor for the disparate strands of the
Women’s Movement. Furthermore, these women had in common the desire for self-

realisation, the search for one’s identity and the wish to free oneself from the constraints

of patriarchy, for, as Marlis Gerhardt pointed out in 1977, patriarchy

bedeutet ja nicht einfach Mainnerherrschaft, sondern
Herrschaft der Viter, die Ordnung und Gesetz symbolisch
reprasentieren und weiblichen und ménnlichen Kindern 1hre

spatere gesellschaftliche Rolle entweder als ’Erbe’ oder als

*Tauschobjekt’ und *Gebirerin’ zuweisen.’

The propagandistic nature of documentary literature and reportage, which became
predominant during the late sixties and early seventies in German writings as a result of the
writer’s wish to renounce bourgeois literature, was reflected in the titles given to works
written by women, who were aware of the anti-authoritarian movement’s concept of cultural
revolution: Erika Runge’s Frauen. Versuche zur Emanzipation (1969); Frauen gegen den

§21 8. 18 Protokolle, aufgezeichnet von Alice Schwarzer (1971); Liebe Kollegin.- Texte zur

Emanzipation der Frau in der Bundesrepublik (1973); Alice Schwarzer’s Der kieine
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Unterschied und seine grofen Folgen. Frauen iiber sich. Beginn einer Befreiung (1975).
Such was the predominance of reportage, protocol literature and proclamations about the
death of literature from the student movement that in its review of the Frankfurt Book Fair

in 1971 Die Welt posed the ominous question: "Droht das Ende der Literatur?"® This state
of affairs was even referred to as a literary-theoretical "Nullpunkt".” However, just three

years later the Book Fair was celebrating the so-called "Herbst des autobiographischen

Romans".®

According to Sigrid Weigel, 1975 was the "Nullpunkt" for women’s literature.” This

conclusion 1s based on her charting of documentary literature by women up to the

mid-1970s, followed by a chronological development of women’s cultural sphere after

1975, in particular the founding of women’s publishing companies and feminist magazines.
Certainly, it cannot be denied that women’s literature did begin to flourish in the second
half of the 1970s, yet to say that 1975 was a "Nullpunkt" for women’s literature seems
dubious. Weigel herself goes on to illustrate the move from politics to literature, from the
public to the personal, via Karin Struck’s Klassenliebe, published in 1973. Admittedly,

1975, which also happened to be ’International Women’s Year’, did see a surge in the

production of women’s literature as well as an increased desire on the part of the female
public to read women’s works. Verena Stefan's Hdautungen was a bestseller; Elfriede
Jelinek’s Die Liebhaberinnen met with criticism on account of its satirical tone; Margot
Schrdder’s book Ich stehe meine Frau was altered during its conception in order to meet
the demands of her feminist publishers.'® Thus, initially, success for women writers
depended on depicting feminist issues which corresponded to women’s experiences.

The term "Frauenliteratur’ could, therefore, be looked upon as having acquired a new

impetus with the founding of the New Women’s Movement. Indeed, its impact on the
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literary scene has only come to the fore during the last two decades. The reasons for this
increased popularity are manifold and need to be examined in detail. For the moment, it
suffices to say that we should not ignore the marketing potential of such a concept.
Feminist publishers, be they in Britain, for instance *Virago’, or in Germany, publishing
houses such as ’Frauenoffensive’, *Frauenbuchverlag’ or 'Verlag Frauenpolitik’, to name
but a few, héve been able to establish themselves as a result of a sellers’ market.!' In fact,

feminism itself has become a marketing tool which has made women’s writings

commercially more attractive. Along with the book publications came the feminist
magazines Courage and Mamas Pfirsiche, making their first appearances in 1976. Not only
have the the new publishing houses been able to prosper from this literary trend, but the

established companies have also thrived with publishers such as "'Rowohlt’ starting the series
'die neue Frauw’ in 1977 and creating the general concept of ’Frauenbiicher’ in 1983. The
publishers at ’Suhrkamp’ recognised the value of their many women writers, past and
present, with the publication of an almanac in 1980 entitled Im Jahrhundert der Frau. In
1991 the 'Fischer Taschenbuch Verlag’ published its new series 'Frauen lesen’, consisting
of numerous women writers of the twentieth century from various countries. These
male-dominated publishing houses are continually in search of new women writers because
'Frauenliteratur’ has become such big business.

But what do we actually mean when we refer to ’Frauenliteratur’? There is no
hesitation over the translation: 'women’s literature’. Virginia Woolf had no doubts in her
mind when she wrote about *"Women Novelists’ and *Women and Fiction’. In America
Ellen Moer’s study entitled Literary Women (1974) has become a classic of women'’s
literary criticism along with Elaine Showalter’s A Literature of their Own (1978) and

Patricia Meyer Spacks’ The Female Imagination (1976). All three books feature analyses
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of works by English, American and French women writers but there are no German women
writers. Indeed, German equivalents are nowhere to be found and, what is more
remarkable, is the fact that in German literary circles critics, and even the women writers
themselves, have no clear-cut definition of the term *Frauenliteratur’ and continue to debate
its origin and implications.

It is probable that some ambivalence arises as a result of a difference in perception of

the terms ’women’s literature’ and 'Frauenliteratur’. Generally, both terms refer to
literature by women and in recent years have become predominant in the literary market

on account of their association with feminist culture. In Germany, however, the term

'Frauenliteratur’ has been tarnished with a somewhat negative aspect, namely

'Trivialliteratur’, since the majority of women’s novels which appeared in the late

nineteenth century were often serialised and sold cheaply. The reasons for their popularity
were thus questionable, and, moreover, such literature has never been regarded as meriting

significant literary status:

Im deutschen Sprachraum hat der Terminus 'Frauenliteratur’

mit einer umgangssprachlichen Bedeutungseinschrinkung zu
kampfen - man versteht hier unter Frauenliteratur hdufig
epigonale, systemstablisierende Unterhaltungsliteratur fiir
Frauen; unter diesem Gesichtspunkt findet sie sich schon seit
langerem als ein Gebiet der Trivialliteraturforschung, Diese
Art von Literatur spielt im deutschen Sprachraum seit der
Jahrhundertwende (Stichwort Courths-Mahler) eine wichtige

Rolle, in der Gegenwart findet man diese Art von Literatur
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primar auf dem Gebiet des Illustrierten- und des Heftromans,
aber auch bei1 den programmierten Bestsellern (Danella,

Parretti). 2

From the outset contemporary German women writers have had to battle against this

inherited negative concept, not to mention the fact that

especially in women’s media, a critique of women's literature
1s largely tabu. Women’s fear of criticizing one another
ultimately allows them to leave criticism to the men, where
1t 1s not uncommon for ’Literaturkritik’ to degenerate into a

festival of slaughter.!®

It is no wonder, thereforé, that when faced with such a vulnerable position the German
woman writer of today is forced to defend her work, even to the extent of denying any
links, however tenuous, with ’Frauenliteratur’. Some writers, namely West Germany’s
Gabriele Wohmann and Austria’s Jutta Schutting, would prefer to dismiss the term
'Frauenliteratur’ completely, rather than have their works associated with a term which for
them conjures up feminism and all its socio-political trappings. Austria’s Brigitte
Schwaiger, too, points out that at the time of writing her first novel Wie kommt das Salz

ins Meer (1977) she was unaware of the term ’Frauenliteratur’ and the New Women'’s

Movement. Moreover, she did not want anything to do with words ending in ’-ist’.'*

Other writers, such as the Swiss writer Gertrud Leutenegger, are quick to point out the

non-existence of ’Mannerliteratur’. And this is the starting-point for the complexity



12

surrounding ’Frauenliteratur’ because reference is never made to men writers or men

novelists. For this reason it is not surprising to discover that *Frauenliteratur’ can be easily

dismissed or ridiculed, even by the very women writers whose works are published and

sold under this term:

Intimidated by the ill-repute of women’s literature and
dependent upon the feuilleton - but also shaken by the market
success of confessional literature and its enthusiastic reception
by many women readers - women authors increasingly
distance themselves from women’s iliterature, instead of

openly criticizing regressive tendencies and using productive

literary strategies to create resistance and counter-offensive.!

Furthermore, as Sigrid Weigel suggests, "women authors fear identification with and

relegation to the social periphery that comes with special status".'® It seems that whilst this
argument may ring true of some women writers, this particular critic is playing her part in

perpetuating the myth that women are in some way weaker than men when it comes to
expressing their point of view in writing, It is quite possible that some women writers
would enjoy the exclusivity and attention, as long as this did not imply conformity. The

East German author Irmtraud Morgner, for example, regards the parallel expression

"Minnerliteratur’ as absurd:

Was ich ablehne, das ist lediglich der Ausdruck "Frauen-

literatur”, weil der parallele Ausdruck "Minnerliteratur” mit
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Recht als absurd empfunden wird. Es gibt eine Literatur von
Frauen geschrieben - und es gibt eine Literatur von Minnern
geschrieben. Die von Minnern geschrieben ist ungeheuer

vielfdltig, man konnte sie auf keinen Fall unter irgendeinen

Nenner bringen."’

We must recognise, though, that Morgner was brought up in a socialist country where, in
Marxist theory, men and women are equal, so that she cannot even begin to accept the
notion of a ’Frauenliteratur’. She avoids, or perhaps even solves, the problem by
advocating a "Menschenliteratur’, which either has the viewpoint of a woman or of a man.

In any event, her explanation highlights that there is a difference between the two.

The suggestion is that women, compared to men, write about different things and have

a language and style of their own. And yet the following questions continue to be posed:

Is there such a thing as a "woman writer"? Is women’s
writing qualitatively different from men’s? Are the style and
subject matter of women’s literature radically different from
those of male writers, and can we generalize about women’s
language and style? These are vexed questions, hotly debated

by linguists, psychoanalysts, critics and writers themselves.'®

Works on ’female aesthetics’, such as Silvia Bovenschen’s article 'Gibt es eine weibliche
Asthetik?’ of 1976, have emerged to engender and foster such a literary trend.' Women

critics are able to present their opinions on the basis of a feminist perspective, although
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 there is a tendency in Germany for feminist research to be content-based, rather than a

distinct analysis of aesthetic theory, which is indicative of a weaknes in the development

of German feminism.?® Nevertheless, the whole issue of the existence of a women’s

literature has become a critic’s nightmare:

Enthdlt der Begriff "Frauenliteratur” den Hinweis auf
Autorschaft, Adressatenkreis, Darstellungsgegenstand, oder
geht er dartiber hinaus und deutet eine spezifische Weise des

Wahmehmens und der Ausdrucksformen an? Wenn von

"schreibenden Frauen" die Rede ist, steckt darin nicht der
Versuch, den dsthetischen Fragestellungen zunéchst

auszuweichen??!

A most basic interpretation of ’Frauenliteratur’, one which is seen as applicable to the
women’s writing analysed in this study, is that it is a literature by women which is

explicitly about and speaks to women’s lives and imaginations. As will become evident,

contemporary women’s writing focuses on female experience to the extent that
'Frauenliteratur’ evokes solidarity amongst a sisterhood of writers and readers. This brings
us to the relationship between women’s literature and feminist writings., .
The fact that contemporary German women’s literature coincided with the development
of the New Women’s Movement in the 1970s should not come as a surpise, but what is
surprising is that the Women’s Movement did not pay any attention to these women’s
works. This may be partly due to the fact that many of these literary works were not

sufficiently concerned about politics and emancipation to be of any significance to
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feminism. It is intersting to note that response to the publication in 1971 of Ingeborg
Bachmann’s novel Malina was unremarkable, yet today the same book has almost a cult
following amongst feminists.” Such was and is the dependency of women writers upon

women readers. Another factor was the poor reception of the novel by critics at the time,

who failed or did not want to appreciate Bachmann’s sensitivity in her portrayal of the
female 1dentity within the literary world, as well as her radical style of writing, the use of

'’ and total subjectivity. The work itself underlines reasons for the dearth of German
women’s literature during the early 1970s, in particular the woman writer’s unsuccessful

struggle to articulate herself in a world of male-dominated traditions and culture.

It is at this stage that we are confronted by the dilemma of distinguishing between the

literature of a feminist and that of a female writer. Of course, the feminist and the female
writer could be one and the same. It is safe to say, however, that although there is a
marked difference between the sociological writings of feminists and the artistic work of
women writers, they are not beyond separability, The one can quite easily refer to, or even

influence, the other. Rita Felski argues that there are notable overlaps between the two:

Although not all women-centered texts are feminist, however,
it 1s certainly true that most feminist literary texts have until
now been centered around a female protagonist, a
consequence of the key status of subjectivity to second-wave
feminism, in which the notion of female experience, whatever
its theoretical limitations, has been a guiding one. It is
precisely because present-day feminism has emphasized those

realms of experience which are traditionally considered to lie



16

outside the "political” (that is, public) domain, that the novel,
as a medium historically suited to exploring the complexities
of personal relations, has been so prominent in the

development of feminist culture.?

According to Manfred Jurgensen, we are able to differentiate between feminist literature

and literature which is influenced by feminist ideas:

Eine Frau, die bewufit als Frau iiber sich "selbst" schreibt
(womit sie zugleich, geschlechtsbezogen, ein geteiltes
Schicksal zeichnet), schafft Frauenliteratur., Eine Frau, die
sich als Ergebnis eines BewuBtseinsprozesses entschieden hat,
kimpferisch fiir die Sache der Frau zu wirken, leistet beim
Schreiben einen Beitrag zur feministischen Literatur. Es gibt,
wie gesagt, Uberschneidungen: grundlegend bleibt jedoch das

agitatorisch ausgerichtete Anliegen aller feministischen

Literatur.?

Moreover, women writers are not automatically feminist writers of literary rank.” There
are those female writers who consciously write as feminists and wish to be thus understood
(Verena Stefan, for example).” On the other hand, there are those women writers who,
as we have said, disassociate themselves from 'Frauenliteratur’ and feminist aesthetics. We
must not be misled, however, into thinking that we can categorise the one group into a

modern phenomenon and describe it as politically-orientated; and place the other group in
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a higher literary realm and suggest that it has no social or political message.” Whilst
feminism in West Germany became prominent in the late 1960s, its roots were to be found
elsewhere, especially in America and France, in the influential works of Germaine Greer,

Alice Schwarzer, Kate Millett, Simone de Beauvoir, Luce Irigaray and Héléne Cixous.®

There 1s no doubt that the New Women’s Movement in West Germany has over the years
gained strength in social and political areas. Yet the relationship of women writers to
1deologically-orientated feminism remains problematic. Their interests may correspond, but
many women writers are reluctant to commit themselves to the radical aims of feminist
politics. It is more often the case that they share similar intentions, but they use a different
approach modelled on works by writers such as Virginia Woolf, Anais Nin, Erica Jong and
Doris Lessing.?

Certainly, modern works subsumed under the term *Frauenliteratur’ would never have
come about 1if it were not for feminism. Such terminology is bound to the socio-political

emancipation of women. A change in the political status of women paved the way for

literary independence based on a new self-appreciation. At the same time literary criticism

underwent significant changes:

The ways in which we now raise questions of gender and
sexuality, reading and writing, subjectivity and enunciation,
voice and performance are unthinkable without the impact of
feminism, even though many of these activities may take

place on the margin or even outside the movement proper.*
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Just as feminism is a modern-day phenomenon, *Frauenliteratur’ is a new trend in German
literature. What 1s ’new’ about it is not the fact that German women have suddenly,
during the last ten years or so, put pen to paper in an artistic form. On the contrary, as

has been shown, women have been producing literary works for at least the last 150 years.
The innovation of 'Frauenliteratur’ is a direct result of the number of women writers who
have flooded the book market and the number of women writers whose works have been
'rediscovered’. The fact is that they, more than ever, are representing to a greater extent
contemporary literature in German. The quality and quantity of their works is such that

these women writers have become worthy of a literary study based on their own merits.
It is there that the 'newness’ of 'Frauenliteratur’ lies, for only recently have the works of

writers such as Brigitte Schwaiger, Barbara Frischmuth, and Gertrud Leutenegger achieved
critical appraisal. A new generation o<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>