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su rvive within them. Because of her daughter's experience, she ques
tions her own willingness to compromise, as well as her ability to live 
life to the fullest . In the last selection in the book, Kein Text Ai/ein, 
Struzyk's poetic language is heightened to a kind of stream-of--con
sciousness narrative which I found mildly irritat ing for its density. 
Nevenheless, this excerpt serves to illustrate Struzyk's method as well 
the dynamic relationshi p between mother and daughter, between life 
and death. 

Und in Mildenberg gingn Du noch einmal hinein als ich nkln 
mehr konme Ich saG am Ufer sah Dir nach Deine Kreise Das 
Urvertrauen zwischen Dir und dem Wasser schwand in mir und 
ich wulhe daB es nicht in meiner Hand lage Du bist nicht zu halten 
Du bist nicht z:u renen Du warst umerwegs zu Dir selbst lind 
welcher Weg ist der Tod mitten im Leben (165). 

I can well imagine selecting a few of these pieces to include in a 
course on writers of the fo rmer G DR. Those interested in her earlier 
works, most of which are pOetry volumes, should look for Poesiealbum 
134 (1978), Leben alif der Kippe (Gedichte, 1984-), Caroline rtnterm 
Freiheitsbaum. Ansichcssachell (1988) , and Der wild gewordene Tag 
(Gedichte, 1989). 

U1Iiversiry 0/ Washingron Laura M. jackson 

-------...... _---- ---
TANKRED DORST. Die Schattenlinie. Mitarbeit 
Ursula Ehler. Frankfurt am Main: Suhrkamp Verlag, 
1994.84 S. DM 26,00. 

"Hart denn niemand das Geschrei ringsumher?" So begins the preface 
to Tankred Dorst's newest play, Die Schallen/inie. Elected Playwright 
of the Year by 7ht!flr.er heme in 1994, Dorst has penned a play that 
seems to scream back at the injustices that are plaguing modern Ger
many and other democratic nations. In what is perhaps his most po-
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liucal piece since Toller (1968), Dom is again wresrl ing with the ques
tion of how we live Ollr lives. 

As with many of the other plays Dorst has written in collabora
tion with Ursula Ehler, Ole SciJallenfulle situates the conflict within a 
family (what Dorst ca ll s an '"unnatura l institution") . Mahhus, a lib
eral who once belonged to the radical movement 01 1968, is faced 
with the horrible reality that his son, lens, has embraced everything 
that Mahhus abhors. A It hough raised in non-authoritarian fashion, 
Jens's rebellion aga inst his fat her and society culm inates in racist ac
tivities and, ult imately, in his murder of a black man. But this is not 
only the story of a skinhead teenager who has commilted J h.uecrime. 
Dorst contextual izes Jens' violent cri me in fa iled social srructu res
thus Implicating schools, the family, and the legal system. Above all, 
white liberal guilt ap pears to be on the line in this oudine (Schaum/uIIe) 
of violence. 

The first scene, "Nicht ich,H portrays puuling e.ncolln
ter wnh "der Schwarze," a black man. Dorst sets up a contrast be
tween Malthus's liberal rhetoric and his be.fuddled act ions-a nft that 
div ides his personality.ls well as his fam ily. "Oer Schwarze" simply 
shows up outside (where the audience can't see hi m) and in
vites him in. It is never clear why he invites him Ill, or how these men 
know each orher, Although Mahhus' door is always unlocked and 
"wer rein will, kann rein" ( I I), "der Schwarze." sm.lshes in the glass 
door and stands barefoot on the white carpet ing, bleeding. is 
torn bet ween preventing his ca rpeting from being sui ned (read: keep
ing African blood from tarnishing the white race) and his desire to 
connect wirh this black man. Although Mahhus is trying IO bridge a 
racial gap by inviting "'cler Schwane" inside his home, he nonethdess 
resorts to understandin g "der Schwarze" as an exoricized racial pres
ence. Fo r exampl e, Malt hus says, "[T)ch li ebe die J.n imJli sche Sch6nheit 
der schwarzen Rasse .... Du bist so sc ho n!" (13). "Oer Schwarze" is 
immediately reduced to his racial origin and thereby linked to fetishized 
myths about so-called primitive races. Another moment captures op
posing impulses in Mahhus: "Erwarrest du, daB ich N igger zu dir 
sage? ... Nigger! igger! N igge. r! !eh sag's aber nichl. Dieses Won 
wirst du von mir nicht horen. N iemals'" (13). ThegeslUre to befriend 
"der Schwarze" ec hoes colonial paternity, as can be seen in Mahhus' 
condescending tone: "du arme KreaturH (13) and "du armer AsylantH 
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(15). Mahhus's white liberal guilt compels him to confess: "ich bin 
der Schuldige, ich!" (H) , but Dorst reminds us of the vacuity of such 
comments with the tide of this scene, "Nicht ich." As if to signal that 
our dramaturgical journey in this play will nm be realistic, Dorst 
ends the scene with a musical number, Ii fa Brecht. Reminiscent of 
Dorst's earlier marionette plays. a song about shoes is sung by "der 
Schwarze," who dances around with shoes on his head, hands, and 
feet. 

The screaming, "das Geschrei ringsum," which Dom mentions in 
the foreword to the play, takes on a metaphorical presence in the 
character of the family's severely disabled child, Benny, who never 
appears in the play. "Wir haben das Geschrei gezeug! und lour Welt 
gebracht," confesses Malthus (14). Benny has been tucked away in an 
institution, like a bad family secret, but the memory of his morbid 
howling disturbs them nonetheless. Thus, Dorst portrays a dysfunc
tional family that is plagued by its own misunderstanding, violence, 
and guilt. Mahhus' wife, Lil, is on the edge of insanity and doesn't 
leave the house. Jenn ifer, the daughter, is never happy at home: "lch 
habe so ein mulmiges Gefiihl, immer habe ich so ein mulmiges Gefiihl 
hier zu Hause" (36). 

But perhaps the greatest problem of the family is Mahhus' own 
hypocrisy. Malthus' personal politics contradict the liberal, pacifistic 
ideo logy he brings to his work at the Akademiefor Erwach5enenbildung. 
For example, shortly before Mahhus discusses his latest speech, "die 
Harmonie und Gewalt in den Kulruren der Menschheit," he slaps his 
wife, Lil, across the face. Malrhus preaches non-authoritarian rhetoric 
to his children) yet he mistrusts them. Jens is sickened by his fae her's 
counterfeit liberal optimism. He rebels by digging up graves and de
facing them with svrastikas. When confronted by his father, he only 
laughs at what he has done. This proves too much for Malthus, who 
jumps Jens and punches him to the ground. This and other beatings 
foreshadow Jens' later violent initiation into a nationalist group. Af
ter his head has been slammed into a wall numerous (imes by a fellow 
skinhead, Jens comments approvingly: "Das sind meine Leure" (40). 
Finally,Jens murders "der Schwarze" a&er a confrontation scene which 
parallels Malthus's ea rl ier meet ing with the black man. Dorst may be 
suggesting that Mahhus and Jens together form a deadly spectrum of 
deal ing with racial Others: on the one hand fetishizing them (what 
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Edward Said has called orientalism), on the other hand, threatening 
them with pure racial hatred. 

Dorst gives us no more explanation than this. He does not offer 
tidy solutions. Nor does he portray a scene of recognition or reversal 
(i n Aristotelian terms), where Jens discovers and changes his flawed 
ways. Yet, Dorst clearly illustrates our own hypocrisy, in how we 
disown the violent individuals who are the very products of our cul
ture. Lil screams in the court: "Ich wollte ihn nicht haben! Ich wollte 
ihn nicht haben!" (59). However, Dom implies that we all mUSt take 
responsib ility for the horror that we have created . Jens after all uses 
the knife, which Malthus gave him in a gesrure of trust, to kill "der 
Schwarze." 

The cycle of violence is completed in the last few scenes. Jens 
becomes a fugitive, running away from the law as best he can on twO 
broken legs. Malthus loses touch with reality and lives alone in a filthy 
trailer next to a garbage dump. He is haunted by the ghost of "cler 
Schwarze," with whom he now identifies and speaks. This last scene 
repeats-the first one, only now the roles are reversed: "Komm endl ich, 
N igger!~Hey! H orst du, ich sage Niggerzu dir! _ .. hier gibt's keinen 
Teppich, komm nur her, Nigger!" says Mah hus (83). He smears cat
sup on his bare feet and begins to dance, say ing; "5ieh mal, ich habe 
auch blutige Fiif~e ! Nigger eins, Nigger lowed" (tH). While the white 
ca rpeting no longer separates them, Dam is clear in making us see 
that the power relationship between blacks and whites has not changed 
a great deal. Malthus wants to call himself a "nigger," but he has no 
real wounds on his feet; he is not the victim of a racial hate crime. 
Because of his white privilege, catsup becomes an absu rd substitute 
for blood. Moreover, the rhetorica l gesture of Mahhus call ing "der 
Schwarze" a "nigger" is a power move that the black man cannot re
turn. 

The one critical flaw in the play is the underdevelopment of the 
character of Lil, Malthus' wife. Like many plays authored by men, 
Die Schauenlinie is so absorbed wit h the confl ict between father and 
son that the mother disappears. Regrettably, we lose the character of 
Lil at the end of the play and hear of her only through other charac
ters' exposition. At [he beginning of the play, she also fits into the 
stereotypical characterizalion of yel another woman who has gone 
mad, although to Dorst's credit, she seems to regain her sanity once 
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she is rid of her husband. Yet, because we never see her again on stage, 
Lil is confined to the sidelights, allowing the dramaturgical space for 
the baltle between father and son to take cemer stage. 

Overall, Dorst's Scbacrenhme is a powerful and important drama 
which problematizes racial violence-a topic which should be of real 
concern to German)" given recent nationalistic hate crimes. Dorst is 
sllccessful with his intent to wake his audience up, to get them ro 
listen [0 "'die Gerausche des Schreckens," because to take such horrors 
seriously ffit!ans, above all, to hear what one may not want to hear. 

UmverSlt), of \\'Iasbl1lgroll Kaue N Johnson 
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HERRAO SCHENK. Am Ende. Cologne: Kiepenheuer 
& Witsch, 199~ . 189 S. OM 3{,OO. 

An opinionated elderly woman desperatdy seeks to retain control 
over her daily life in the wake of her husband's stroke and her own 
deteriorating physical and mental heahh. In Am Ellde, her filth novel, 
Herrad Schenk (born 19 .. 8) synthesizes her training in the social sci
ences with the art of tiction. Schenk wrote her doctoral thesis on ger
ontology at the University of Cologne, has published several schol
arly texts on this subject as well as on the women's movement, and 
was on the faculty at the University of Cologne [rom 1972 to 1980 
befo re leaving academia to pursue a career as a freelance writer. 

As in her novels Abredmllng (1979), Ullmogfich eil'l HailS m der 
Gegenwarc ZII ballen (1980), and Die Unkundbarkeic der VerheissllTlg 
(1984) , Schenk uses a first person narrative to [ell the life story oiElii 
and PauL Memories of the past are intertwined wi th the everyday 
events of Elli's and Paul's present life in the last decade of the twenti
eth century. Elli proudly recalls her earlier life, when she and Paul 
lived on thei r own in the country. She tended the garden while he 
pursued:l; successful ca reer in journalism. Now in a city apartment, 
Elli mUSt .s:uisfy her love of gardening with potted flowers on the 
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balcony and care for her invalid husband at the same time. But behind 
these banal descriptions of everyday life lies a lifelong tale of happi
ness, tragedy, and suffering. ElIi's dreams and daydreams transport 
her back (0 her childhood, her early adulthood, .l.nd the more recent 
past. The reader learns of happy events: of her counship with Paul, of 
his seventy-fifth birthday celebration, and of his journalism prize. 
Sporadic allusions (0 the tragic side of Elli's life-the miscarriage of 
her first child, the death of her eight-year-old daughter, and the death 
of her own sister during the war -pique the reader's curiosity about 
the details. But only late in Ihe novel is EJli capable of revealing the 
whole story. The conclusion of Am ElIde poignalllly captures the es
sence of the deep love and pride which developed t hroughoul Elli and 
Paul's lifetime together and which served them well in the trials of 
their later life . 

Am Ende is more than a story about an agi ng couple's life to

gether; it also addresses important questions about cJ.ring for (he eld
erly. By including in the narrative Paul's daughter, his grandchildren, 
the housekeeper who is supposed to check periodically on Elli and 
Paul, and the civil servants who bring meals to the elderly, Schenk 
poses one of the central questions of aging: how do;!s society help the 
elderly maintain their dignity and sense of independence without let
ting them harm themselves? Schenk sympathetically portrays Elli as 
struggling with incontinence, loss of sight, and a failing steadiness of 
hand, but as one who ignores her own physical weaknesses in order 
to ca re for her husband, her only remaining soul mate. Schenk effec
tively captures the mental state so typical of the elderly-the fear of 
leaving home, the suspicion of all helpers, and the acquiescem behav
ior they assume so as not ro bmher others. A III Ende does not crivialize 
t he state of the elderly. Elli is a st rong character who strives to con
tinue her life withom olltside help, and who seeks In Paul a compan
ion and supporter against the unfamiliar. She retains her pride and 
stoically faces the challenges of her changing life. She J.cceplS the fact 
that she is growing old and laments only the passing of time: "Das 
wirklich Traurige am Alterwerden ist, daB nur noch wir seiber wissen, 
wer wir waren und sind, und aile anderen urn um her es allmahlich 
vergessen" (25). 

Schenk's strength lies in her ability to convey El1i's three distinct 
worlds: her inner world, the world she shares with PJ.ul, and the ollter 
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world. Schenk cl~v:r.ly follows flli's decreasing ability to deal with 
~he humdrum a~uvmes?f everyday life while simultaneously creat
I~g an entrance mto. the mner. t ho_ughts and anxieties of her protago
~ISt. S~e does so by interspersing lim person with third person narra
tive, dialogue, and interior monologue. 

.--1m Ende is an excep ti onal novel which covers unfamiliar terri
tory as it rep resents the thoughts of an aging woman. 10 her writings 
on .gerontology, Schenk .has wre.srled with the question of aging theo
retically. Am Ende provides a different path, an insider's path to un
derstanding the aging process. 

Washington Universil)' In St. Louis Jane Soko/osky 
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