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Introduction

Welcome to this core module! We are looking forward to working with you to develop your awareness of the history and culture of post-Second World War Germany, build on your critical and analytical skills, and further your ability to express yourself accurately and concisely.
This handout covers the most important information you will need. Occasionally, we may need to make alterations to the programme at short notice, so please check the Year 1 notice board regularly. As there may be changes to the programme during the course of the year, you will always find the definitive programme on our module web pages.
As you will see the module is very intensive, covering a great deal of ground. You will need to plan and sequence the work you do, whether that is reading literary texts, viewing films or preparing for tutorials and assessed work. It is important to keep on top of your work as you go – that way, you will derive the maximum benefit from the module.
Module Aims

This module has three central aims:
1. It provides an introduction to the history of post-war Germany - principally the Federal Republic (West Germany) but also the German Democratic Republic (East Germany).

2. It considers the development of the mass media in Germany and in particular the role played within the media by writers and intellectuals.

3. The course aims to foster the analytical skills required to examine diverse types of literary and filmic texts.

Organisation

The module consists of:

· a weekly lecture (Wednesdays 10-11 in Room LIB 1); if you are unable to make the lecture in any given week, the handouts will be available online
· workshops (Wednesdays 11-12 in LIB 1)

· a weekly tutorial (organised in groups of 8 or so students, taught normally Mondays, Tuesdays or Wednesdays in local rooms (see First Year notice board for details) devoted to specific literary, political or filmic texts.

· and by the screening of a film or off-air material (on Wednesdays at 2pm in SO.20). This will normally last about two hours, but may last up to three in week 1 of term 1 and week 2 of term 2.
Attendance at all module events is compulsory and registers will be taken. 
Module Content

The lectures, which in most cases are designed to provide general background information on the topic to be addressed in the tutorial, centre on the following issues:

· the political, military, social and cultural reconstruction of Germany

· the ‘Bewältigung der Vergangenheit’ (coming to terms with the Nazi past) in literature, drama and film

· the German student movement and urban terrorism

· the social and political role of women in the Federal Republic and the GDR

· the development of the mass media

· the political role of the intellectual in the Federal Republic and the GDR

· German unification and the response of intellectuals

· migration and globalisation

· the Jewish presence in Germany after 1945
This booklet and all module information is on the module MOODLE website: http://moodle.warwick.ac.uk/course/view.php?id=17869
Module Texts

You should buy the following texts, all of which should be available at the University Bookshop:
· Heinrich Böll, Das Brot der frühen Jahre (dtv), 

(you will need to read this by Monday of week 3!)
· Peter Weiss, Die Ermittlung, Suhrkamp,

· Bernhard Schlink, Der Vorleser (Diogenes), 

· Elfriede Jelinek, Die Liebhaberinnen (Rowohlt), 
· Heinrich Böll, Die verlorene Ehre der Katharina Blum (dtv), 
· Wladimir Kaminer, Russendisco, (Goldmann) of im Spiegel (
· Ulrich Plenzdorf, Die neuen Leiden des jungen W. (Suhrkamp), 

Module Films

All films will be screened in subtitled copies. Subtitled copies can also be borrowed for personal viewing from the Transnational Resources Centre
· Rainer Werner Fassbinder, Die Ehe der Maria Braun, 1980

· Bernhard Wicki, Die Brücke, 1959

· Michael Verhoeven, Das schreckliche Mädchen, 1990

· Volker Schlöndorff/Margarethe von Trotta, Die verlorene Ehre der Katharina Blum, 1974

· Fatih Akin, Kurz und schmerzlos, 1998
· Konrad Wolf, Solo Sunny, 1980
Further Reading & Bibliographies

In addition to reading the primary texts and viewing the films for the module, you will want to consult secondary literature and read around the topics. The Warwick German Studies Web is a superb resource, which contains a bibliographic search function. This can be found on the module’s resources page (click the link ‘Now search the bibliographies’):
http://www2.warwick.ac.uk/fac/arts/modernlanguages/currentstudents/undergraduate/german/undergraduatemodules/ge108/resources/
Or directly at: 

http://germanstudies.lib.warwick.ac.uk/
You also have access to digitised versions of some of the secondary literature for the course, available from the Library website through:

http://www2.warwick.ac.uk/services/library/search/extracts/ge/ge108
Please, though, use secondary literature judiciously. Not everything which has been published on a text is reliable, and essays or books will reflect the interests and inclinations of their authors. When using secondary literature in your essays, you must ensure that you accredit the words or ideas/arguments of others by providing a reference. If you fail to do so, you run the risk of committing plagiarism. So, if in doubt, please consult your module tutor or a member of staff.

Assessment
Essays are handed in to the German Department Office after being uploaded on the Department’s online submission page. The titles for both essays can be found below.

For submission details and deadlines, please refer to the Department of German Studies Student Handbook.

· one unassessed essay of 2000 words, to be handed in by 12.00 noon on Tuesday 6 December 2016 (0%) 

· one assessed essay of 3000 words, to be handed in by 12.00 noon on Tuesday 21 February 2017 (50%) 

· one three hour examination, taken in the summer term (50%) 

All essays must be handed in to the SMLC Office in hard copy after being submitted online. In the case of any discrepancy, the authoritative deadlines are those published in the German Department Undergraduate Handbook.

Details of online submission are in the Department’s Handbook and Assessmen Guidelines. You should read these thoroughly. All essays will be processed through a software package which compares them against both online sources and student essays from previous years.

Students will also be required to present occasional short papers (10-15 mins) relating to issues raised by the literary or filmic texts to be discussed in the tutorials.

Revision sessions for the summer examination will take place in term 3, and further details of the examination can be found on the module’s assessment web page. Past papers can be viewed at:
http://www2.warwick.ac.uk/services/exampapers
Coursework Essays

Coursework Essay Titles 2016-17
Essay 1

Your essay should be no more than 2,000 words in length, excluding your bibliography. The essay will not count towards the overall module mark.

Ensure that your essay contains a bibliography, and that you include the primary work you are discussing. Guidelines on bibliographical formats can be found in the Department’s Assessment Handbook which is on the Dept’s website under Resources and Support (http://www2.warwick.ac.uk/fac/arts/modernlanguages/currentstudents/undergraduate/german/materials-copy/)

Your essay must be submitted to the Department Office no later than 12.00 noon on Tuesday 8 December 2016.

1. 
EITHER

Discuss the critique of post-1945 West German society in Fassbinder’s 

Die Ehe der Maria Braun.

OR
‘Control, independence, or sovereignty thus emerge as the film’s secret issues, the ‘blind spot’ of the otherwise meticulously reconstructed historical atmosphere.’ (Matthias Uecker, ‘A Fatal German Marriage: The National Subtext Of Fassbinder’s Die Ehe der Maria Braun’, German Life and Letters, 54:1 (January 2001), p. 52). To what extent do you agree with Uecker’s assessment of Fassbinder’s Die Ehe der Maria Braun?
2.
EITHER

Consider the role of Walter Fendrich as both central character and narrator in Böll’s Das Brot der frühen Jahre.

OR

Discuss Böll’s critique of Wirtschaftswunder mentality in Das Brot der frühen Jahre.
3.
EITHER

‘Das dokumentarische Theater enthält sich jeder Erfindung, es übernimmt authentisches Material.’; ‘Das dokumentarische Theater ist parteilich’ (Peter Weiss, ‘Notizen zum dokumentarischen Theater’). Discuss the relationship between objectivity and political interest in Die Ermittlung.

OR

‘In a work where there is no attempt to reproduce Auschwitz on stage and where Auschwitz is never even mentioned, the site of the Holocaust becomes not Auschwitz but language, […].’ (Robert Cohen, ‘The Political Aesthetics of Holocaust Literature: Peter Weiss's The Investigation and Its Critics’, in: History and Memory, Vol. 10, No. 2 (Fall 1998), p. 48. Discuss Peter Weiss’ Die Ermittlung in the light of this quote, taking into account Weiss’ stylistic choices for the play. 
Essay 2
Your essay should be no more than 3,000 words in length, excluding your bibliography. It will account for 50% of your marks for this module.

You are not permitted to answer on the text or film which was the focus of your first essay.
Your essay must be submitted to the Department Office no later than 12.00 noon on Tuesday 23 February 2017.

1. Discuss the approaches to the issue of ‘Vergangenheitsbewältigung’ taken by Bernhard Wicki in Die Brücke and by Verhoeven in Das schreckliche Mädchen.

2.
EITHER

Discuss the significance of the love affair between Hanna and Michael for an understanding of the issues of ‘Vergangenheitsbewältigung’ in Schlink’s Dewr Vorleser.
OR

‘As an exemplary victim in his own right, and an eloquent mouthpiece for the reader’s own efforts to come to terms with the Holocaust, Berg becomes such an object of sympathetic identification that we are ill-placed to observe or critique the not insignificant errors of his own thought and (in)action.’ (William Collins Donahue, ‘Illusions of Subtlety: Bernhard Schlink’s Der Vorleser and the Moral Limits of Holocaust Fiction’, German Life and Letters, 54:1 (January 2001), p. 61). To what extent do you agree with Donahue’s assessment of Schlink’s novel?
3. ‘An untenable sanitizing of the political issues which Böll’s story raised’ (Siegfried Schober, DER SPIEGEL, 41, 1975, p. 169-70). Do you agree with this assessment of Schlöndorff’/von Trotta’s film Die verlorene Ehre der Katharina Blum?
4. Discuss Jelinek's representation of gender relations in Die Liebhaberinnen. 

5. Discuss the use of irony in Jelinek’s Die Liebhaberinnen and Böll’s novella Die verlorene Ehre der Katharina Blum.
Resources

The Transnational Resource Centre is a student resource centre with multimedia workstations, state-of-the-art IT facilities and satellite TV. It also stocks nearly all of the DVDs and videos studied on the course, so that you can view and re-view them individually or in groups. You can access more details on the TRC and consult its database at:
http://www2.warwick.ac.uk/fac/arts/modernlanguages/about/trc
A small number of films are unavailable from the TRC but will be available on video or DVD and can be booked out from the Department office (H205). These must not be taken out of the Department but should be watched in Room H208. Some of the films are also available in the Student Reserve Collection (SRC) in the Library, from where they can be taken out on a one-day loan (but with draconian fines for late return!).

Another key resource is the World Wide Web to which one of the workshops will be devoted – but see also the links pages of the German Department homepage:

http://www2.warwick.ac.uk/fac/arts/modernlanguages/currentstudents/undergraduate/german/materials-copy/
The Warwick German Studies Web is a research resource for all German and Germany-related issues:
http://www2.warwick.ac.uk/fac/arts/modernlanguages/german-studies/resources/wgsw
Helmut Schmitz, September 2016

 GE108 The Changing Face of Germany in Film and Text 2016/16 programme
	Week
	Theme/lecture (LIB 1)
	Tutorial (Tutors’ offices)
	Screening (We 2pm, SO. 20)
	Workshop (LIB 1)

	Term 1 week 1
	Wiederaufbau & Wirtschaftswunder 1: The Restoration of West German society (HS)
	N/A
	Fassbinder, Die Ehe der Maria Braun
	How to read film 1 (before Maria Braun screening) (HS)

	2
	W&W 2: Writers and the political reconstruction of Germany (HS)
	Fassbinder, Die Ehe der Maria Braun 1
	
	Effective preparation for tutorials (HS)

	3
	W&W 3: The military reintegration of the Federal Republic and opposition to rearmament (HS)
	Fassbinder, Die Ehe der Maria Braun 2
	
	How to read prose 1 (HS)

	4
	W&W 4: The press in post-war Germany (HS)
	Böll, Das Brot der frühen Jahre 1
	
	Internet research (RP)

	5
	Vergangenheitsbewältigung 1: Documentary drama (HS)
	Böll, Das Brot der frühen Jahre 2
	
	Essay writing 1 (HS)

	6
	READING WEEK
	
	
	

	7
	VBW 2: The Jews in post-war Germany (inc. more on Auschwitz trials) (CA)
	Weiss, Die Ermittlung 1
	
	Referencing (HS)

	8
	VBW 3: Cinema & Vergangenheitsbewältigung (HS)
	Weiss, Die Ermitlung 2
	Wicki Die Brücke
	How to read film 2 (HS)

	9
	VBW 4: Post-war debates (1) (HS)
	Wicki Die Brücke
	Verhoeven, Das schreckliche Mädchen
	Careers & skills (DM)

	10
	VBW 5: Post-war debates (2) (HS)
	Verhoeven, Das schreckliche Mädchen
	
	

	Term 2 week 1
	Terrorism 1: The anti-authoritarian student movement (JJ)
	Schlink, Der Vorleser (1995) 1
	
	

	2
	Terrorism 2: Urban terrorism & the state (HS)
	Schlink, Der Vorleser 2
	
	

	3
	VBW 6: Mass media - cinema (HS)
	Böll Die verlorene Ehre der Katharina Blum (text)
	Schlöndorff/von Trotta, Die verlorene Ehre der Katharina Blum
	Essay writing 2 (JJ)

	4
	Gender 1: Feminism workshop (BR)
	Schlöndorff/von Trotta, Die verlorene Ehre der Katharina Blum (film)
	
	Feminism (cont. from lecture slot) (BR)

	5
	Gender 2: The Women’s Movement; the politics of feminism; the cultural politics of West German feminism (HS)
	Jelinek, Die Liebhaberinnen 1
	
	How to read prose 2 (irony) (HS)

	6
	READING WEEK
	
	
	

	7
	Multicultural Germany 1 (JJ)
	Jelinek, Die Liebhaberinnen 2
	Akin, Kurz und Schmerzlos
	

	8
	Multicultural Germany 2 (JJ)
	Akin, Kurz und Schmerzlos
	
	

	9
	Multicultural Germany 3 (Islam) (JH)
	Kaminer, Russendisko
	
	

	10
	GDR1 Politics and society 1 (GB)
	Kaminer, Russendisko
	
	

	Term 3 Week 1
	GDR2 Politics and society 2 (GB)
	Plenzdorf, Die neuen Leiden des jungen W. 1
	
	

	2
	Exam preparation (BR)
	N/A – bank holiday!
	
	Exam preparation (BR)

	3
	GDR3 (film) (IR)
	Plenzdorf, Die neuen Leiden des jungen W. 2
	Wolf, Solo Sunny (1980)
	GDR3 (film) (IR)

	4
	No lecture
	Wolf, Solo Sunny (1980)
	
	


Tutorial materials
The materials on the following pages refer to the works which we shall discuss in detail in the weekly tutorials, which commence in week 2.
These materials are intended to help you in your reading/viewing. They will help you to focus on some of the main issues and aspects of the texts you will be studying. Please think through these questions and make notes before you come to the seminar: this will give you the confidence to contribute to the discussion. You should also make notes on areas of difficulty you have encountered, so that these can be raised in the tutorial.
Week 2 & 3: Die Ehe der Maria Braun - Rainer Werner Fassbinder
Some questions we will address in the tutorial:

1. How does the film start? What are the first images we see and the first sounds we hear? 

2. What kind of social realities of the immediate post-war period does the film show and how does it show them (for example in the soundtrack)? How are human relationships being represented? What effect does the war have on human relationships? How do the characters in the film think/talk about their emotional life? 

3. How is Maria’s sexual/love life portrayed? What are the differences between her feelings for e.g. the black soldier Bill and her husband? Is she a faithful wife? Is she behaving immorally (especially when she is using her sexuality to get ahead)?

4. How does the film portray life (especially family life) in the young, prosperous Federal Republic?

4. How does Maria change in the course of the film and why? How are the two returns of Hermann portrayed?

5. What do you make of the ending of the film? Does Maria commit suicide or is this an accident? What is the meaning of the final set photographic portraits in negative? Who are the men in the photographs? 
6. Is there anything missing from Fassbinder’s portrayal of immediate post-war life? Where are the Nazis?

Week 3: Fassbinder: Die Ehe der Maria Braun, 
You should give a detailed presentation of Matthias Uecker’s article ‘A Fatal German Marriage: The National Subtext Of Fassbinder’s Die Ehe Der Maria Braun’, German Life and Letters, 54:1, 2001, pp. 45-59. 
The article is downloadable from the Library OPAC (key in ‘German Life and Letters’ for ‘Title’ and ‘Journals’ instead of the default ‘All Collections’ for a link to the online archive of GLL. Then look for the right year and issue number/month.

You should focus in particular on the following aspects:
Structure: How is Uecker’s article structured? How does it open? What particular questions does he focus on?

Uecker engages with a variety of positions with respect to other critics’ reading of the film.  How does he represent these positions and how does he articulate his critique of these positions? 

How does he introduce his own reading of the film’s stance on Germany’s sovereignty?
You should comment on Uecker’s reading of the scene where Maria kills Bill.
How does Uecker deal with Maria’s relationships to Oswald and Hermann?
Finally: you should make a note of any issues raised by Cohen that you would like to have clarified and bring these to the tutorial.

Week 4
Heinrich Böll

 Das Brot der frühen Jahre
1. The story is set during the so-called 'Wirtschaftswunder'. Find out about this period in economic, social and political terms: in what ways does the socio-political context of the story condition the ethical values/decisions of the characters (and especially those of Walter Fendrich)? What is the significance of the term 'Brot' in the story's title and in the story generally? 

2. How would you characterise Walter Fendrich? Why does he find it impossible to stay in one job? What does he think about his work? At one point in the story he claims that he didn't feel any remorse for stealing only for being found out; what do you make of that? He repeatedly refers to some kind of inner 'Wolf', a wild untamed and dangerous animal that could break out any time. What do you make of that? How would you characterise his relationship to his father? In what way does the past influence Walter's current behaviour?

3. How would you characterise Ulla and Hedwig? How, and at what point in the story, are they introduced? What kind women are they and what do they represent? What is Walter's relationship with these different women? How do they influence him (you might wish to reflect on the stages of his transformation).

4. Comment on Böll's use of colour symbolism. Comment on the way in which the narrative action is repeatedly interrupted by Walter's reflections. What does he think about  and why? The story is presented via a first person narrator: how does that influence the way we approach the story? The story ends with Walter experiencing a strange kaleidoscopic montage of different thoughts and impressions. What is the significance of this?

Week 5: Heinrich Böll, Das Brot der frühen Jahre and the Wirtschaftswunder period

Peter Rühmkorf – ‘Wiegen- oder Aufklärelied’, from Irdisches Vergnügen in g, 1959 

Schlaf, mein Kindchen ungewollt






Rubel-Mond durch Wolken rollt 

Silberdollar: dir und mir –


ratzepatz zu Altpapier


Papa’s Puschen schlurfen sacht;

Hattu dichti-dichti macht?


Große Krise unterm Skalp:


Gram und Taumel halb und halb.
Bulle-bulle, geh zur Ruh;


Fenriswolf und Libby-Kuh,


wie das, bis der Himmel haart
säugt und säbert, reißt und paart.


Wie es steigt und kopflos kippt,

Nike blind am Raume nippt – 

bald fegt uns das Lämpchen aus
Bundeskriegsminister Strauß



Schlafe ein, still mein Kind,

Brot in der Tonne, Speck im Spind


Gut, wenn dich das trösten mag



Im Kropf noch Hoffnung für einen Tag.


Fahre wohl, fahre weit




Speichelwoge, flüssige Zeit



Jetzt die Nacht das Riesenlid



Übers tumbe Auge zieht.



Notes:

Ratzepatz
translates roughly as ‘lickety-split’ i.e. very fast, in the blink of an eye

Puschen 
colloquial: slippers

Papa
Psychologists Alexander and Margarete Mitscherlich referred to the period of Adenauer governments as ‘Herrschaft einer uralten Vaterautorität’ which absolved the Germans from looking at their past. (A&M Mitscherlich, Die Unfähigkeit zu trauern, Munich, 1967, p. 22).

Theodor Heuss, first Federal president (1848-1963, presidency 1949-59) was lovingly referred to as ‘Papa Heuss’.

Nike blind am Raume nippt – You need to look up Nike, the Greek goddess (NOT the 


sports brand!). ‘Raum’ should be read as space as in outer space. Look 


up the history of the space flight and the space race between USSR and 


USA in 1950s and early 1960s on wikipedia.
Fenriswolf
look this up in Wikipedia, the GERMAN version!

Libby-Kuh
Reference to Libby’s a US-food giant, producer of canned goods esp. widely used condensed milk.

Strauß 

Franz-Josef Strauß (1915-84), conservative politician (CSU), defence 



minister 1956-62. Look him up on Wikipedia.de.

Comment on:

Language: The poem is composed of a plethora of registers and allusions. Make a list of the diverse registers, areas of reference and give examples. Look up Rubel, Fenriswolf, Nike. What do they refer to and how do they add to the diversity of styles?

Content: The title: What is the purpose of a Wiegenlied (lullaby)? Compare the opening of the poem and the first line of the third stanza to the popular lullaby by Louise Hensel. What is the purpose of Aufklärung? To what extent is the contradiction/opposition in the title carried forward into the poem itself? Are there other structuring oppositions?

‘Schlaf mein Kindchen, ungewollt’ Who or what might that refer to? Take into account the two currencies referenced in the following lines. 

What do you think ‘Papas Puschen’ might refer to? Take into account that Adenauer’s government style was very paternalistic. What do you make of the baby-speak line ‘Hattu dichti-dichti macht’? Who can we imagine speaks this line to the poet?

‘Große Krise unterm Skalp’ What might this refer to in relation to the issues of ‘Gram’ and ‘Taumel’ in the following line?
Why do you think the defence minister might be addressed as ‘Bundeskriegsminister’? Look up Strauß’ task as defence minister from 1956 (the English version of Wikipedia will suffice for this).

How does the poem address the idea of the consumer society and consumption? How does this relate to the idea of acquiescence? 

What do you make of the end of the poem? Who is ‘das tumbe Auge’ over which the night pulls its gigantic lid?

Hans Magnus Enzensberger, ‘Die Scheintoten’, from Landessprache (1960)

Die Scheintoten warten vor den Kartellämtern,

sie warten, ohnmächtig und aus beiden Lungen rauchend

vor den Eichämtern und vor den Arbeitsämtern.

Ihr bleicher farbloser Jubel weht

wie eine riesige Zeitung im Wind

gegen die vielen vergitterten Schalter.

Wie sie mit ihren Genicken nicken! Wie

sind sie tüchtig und aufgeräumt! Wie flink

gehn ihnen von der hand Lochkarten,

Beichtzettel und Schecks! In den Aktentaschen 

tragen sie ihr abrasiertes Haar,

und in seinen zwei Strümpfen hat jeder von ihnen zehn Zehen gespart.

Und dabei essen sie noch und schneiden

mit ihren zehn Scheintotenfingern Fleisch

vom Gebein toter Tiere, und nachts,

Um zu stillen, was zwischen ihren Beinen

trauert und schreit, vermehren sie sich,

wenn die Schalter geschlossen sind,

und zeugen scheintote Zeugen,

Und melden sie morgens, rauchend

aus den ohnmächtigen Mündern, an

bei den Meldeämtern,

damit man sie nicht begräbt.

Wer aber gibt ihnen Küsse und Äpfel?

Wer weckt sie den, wer gibt ihnen allerdings 

Immortellen, wer schaufelt von ihrer Brust 

Diese Gebirge von Qualm, wer wickelt sie

aus den Zeitungen, salzt ihre Münder 

mit Mut, wer kämmt die Asche aus ihrem Haar, 

wer wäscht die Furcht aus ihren beiden farblosen Augen,

wer schenkt, lost, zaubert, salbt und weckt 

die Scheintoten von den Toten auf,

und wer spricht sie frei?

Vor den Bankschaltern warten, beschneit

von Zeitungen und von Wahlscheinen, warten

unter dem Himmel, der sich, wie ein Vorstadtkino,

zuweilen erhellt und verdunkelt,

wie zwischen Hauptfilm und Wochenschau,

zwischen Walstatt und Schauhaus,

vor den Sterbeämtern warten, warten 

die Scheintoten auf ihre Totenscheine,

rauchen aus tüchtigen farblosen Lungen,

warten im trüben eigenen Jubel,

und warten verschieden auf ihr Verscheiden.

Comment on the poem taking account of the following:

Comment on the images of death and powerlessness in the poem. Scheintot means seemingly dead, anabiotic. Could there be another meaning? Have a look at the double meaning of ‘Schein’ (as e.g. in ‘Totenschein’). What other ‘Scheine’ are mentioned in the poem? What relation does the poem establish between the ‘Scheintote’ and administrative society? What forms of administration are mentioned in the poem? How does the administration impact on the lives of the ‘Scheintote’? 

What do you make of the 5th stanza (Wer aber gibt ihnen Küsse und Äpfel)? What images does this stanza operate with in relation to the rest of the poem? What do you make of the last line of the 5th stanza (‘wer aber spricht sie frei?’). Why do you think the ‘Scheintote’ are in need of acquittal? What might they be guilty of? You ight take into account the reference to ash in their hair.

What do you make of the final stanza of the poem. You might want to comment on the theme of time, and the issue of repetition.

Hans Magnus Enzensberger – ‘Middle Class Blues‘ (from Blindenschrift, 1964)

Wir können nicht klagen.

Wir haben zu tun.

Wir sind satt.

Wir essen.

Das Gras wächst,

das Sozialprodukt,

der Fingernagel,

die Vergangenheit.

Die Straßen sind leer.

Die Abschlüsse sind perfekt.

Die Sirenen schweigen.

Das geht vorüber.

Die Toten haben ihr Testament gemacht.

Der Regen hat Nachgelassen.

Der Krieg ist noch nicht erklärt.

Das hat keine Eile.

Wir essen das Gras.

Wir essen das Sozialprodukt.

Wir essen die Fingernägel.

Wir essen die Vergangenheit.

Wir haben nichts zu verheimlichen.

Wir haben nichts zu versäumen.

Wir haben nichts zu sagen.

Wir haben.

Die Uhr ist aufgezogen.

Die Verhältnisse sind geordnet.

Die Teller sind abgespült.

Der letzte Autobus fährt vorbei.

Er ist leer.

Wir können nicht klagen.

Worauf warten wir noch?

Comment on the poem taking account of the following:

Who do you think speaks, who is the ‘wir’? What do we learn about the ‘wir’? 

How does the poem deal with the issue of consumption, wealth and economic growth? How does this relate to the idea of time in the poem?

Week 7: Peter Weiss, Die Ermittlung
1. How is the drama structured? How does it differ from ‘normal’ plays, for example 

in the way it is structured or divided into parts (look, for example at a copy of Schiller’s Kabale und Liebe or Lessing’s Emilia Galotti, then look at a copy of Brecht’s Mutter Courage und ihre Kinder)? What do you make of the heading ‘Gesänge’ (you should have a look at Dante’s Divine Comedy)? How does the drama progress, is there an order to the ‘Gesänge’? The subtitle refers to Die Ermittlung as an ‘Oratorium’. Look up oratorio in a (music) encyclopaedia. How does the genre description ‘oratorio’ relate to the play?

2. The Accused & witnesses 1&2: What occupations do they hold in present day Germany (e.g. p. 12, 14, 49, 55, 80, 99, 117, 128)? What do you make of their defense? Is there a common factor to the way they excuse themselves? (e.g. p. 11, 19-20, 23-24, 27-28, 47, 80, 141, 143)?

3. What connection does the drama try to establish between big business and Auschwitz (e.g. p. 13, 97-8. Of particular importance in this respect are the lines of Zeuge 3, p.192ff)? What purpose does the camp serve, according to Die Ermittlung (see particularly p. 85-6)? How is it organised?

4. The Victims: How does the play present the ‘possibilities to survive’? What ‘human’ consequences does this survival entail for the survivors? (e.g. p. 37-8, 49-50, 84)? How do you think the survivors feel about their survival?

5. Think about the relationship between documentary values (e.g. ‘objectivity’, factuality) and Weiss statement: “Das dokumentarische Theater ist parteilich”. What might be the ‘objective’ and the ‘parteilich’ (i.e. subjective) content of Die Ermittlung be? Wherein does the “Parteilichkeit” of Die Ermittlung lie? What kind of politics does it pursue (i.e. what are its relations to the present of 1965, see e.g. p. 84-5, 194-5)? Who or what is on trial in Frankfurt - e.g. p. 117 - and what is ‘on trial’ in Weiss’s play?) How does Peter Weiss steer our sympathies? 

6. How does Weiss use language (look at the line breaks, e.g. Zeuge 3, p.34 & p 86)? Is the language emotional? Why not? What effect might this have on the audience/reader? What do you think is Weiss’s purpose behind this? Why do you think Weiss does neither write a ‘courtroom drama’, nor write a play set in Auschwitz (think about the way a ‘courtroom drama’ might look, what kind of acting it might require? 

7. Do we get a sense that justice is served by the trial at the basis of the play? Why (not)? What are the ‘Angeklagten’ accused of? Of what can they be convicted (see the answer of the ‘Verteidiger’, p. 192 to the insinuations of ‘Zeuge 3’, p193-5)? 

Week 8: Peter Weiss, Die Ermittlung II
Report back on the article by Robert Cohen, ‘The Political Aesthetics of Holocaust Literature: Peter Weiss’s The Investigation and Its Critics’, in: History and Memory, Vol. 10, No. 2 (Fall 1998), pp. 43-67.
The article is downloadable from the Library OPAC (key in ‘History and Memory’ for ‘Title’ and ‘Journals’ instead of the default ‘All Collections’ for a link to the online archive of the journal. Then look for the right year and issue number/month.
You should concentrate on the following issues:

Structure: How is Cohen’s article structured? How does it open? What particular questions does he focus on?
Cohen engages with a variety of positions with respect to the issue of Holocaust representation. How does he represent these positions and how does he articulate his own position within the field?

When it comes to Die Ermittlung, how does Cohen begin his discussion? What aspects does he focus on to develop his argument?
How does Cohen deal with Weiss’s/the play’s documentary stance?
How does Cohen deal with the issue of Weiss’s and the Nazi victims’ Jewishness and identity?
How does Cohen deal with the political/ideological stance of the play?

Finally: you should make a note of any issues raised by Cohen that you would like to have clarified and bring these to the tutorial.

Week 9: Die Brücke - Bernhard Wicki, 1959

Some things you might watch out for or pay special attention to:

1. The setting of the scene: How does the film portray life in the town, how does it establish the relationships between the inhabitants. What social classes are represented? 

2. The characterisation of the boys, their relationships with each other/ their relatives. What conflicts are established that play a role later on in the film?

3. The representation of people in authority: 

the teacher (esp. the classroom scene and later when the teacher visits the major),

the Nazi-official (what kind of person is he, what do we get to see of National Socialism in the film),

the officer class (esp. the general and his speech to the soldiers)

4. The representation of the battle scenes. How do they relate to the boys’ ideas about war?

5. What relationship (if any) does the film establish between National Socialism, war and ideology?
Week 10: Michael Verhoeven: Das schreckliche Mädchen (1987)

Uns ist in alten mæren

wunders vil geseit

von helden lobebæren

von grôzer arebeit,

von fröuden, hôchgezîten
von weinen und von klagen

von kuener Recken strîten
muget ir nu wunder hoeren sagen

Opening stanza of the Nibelungenlied, epic poem, 12th century.

In stories of old many wondrous tales are told to us

of glorious knights and of great labours

of joy and feasts, of tears and laments

of brave knights’ battles you now may hear wonders being told.

1. Describe how the film starts, what are its initial images before the narrative 

begins? We have included the opening verse of the Nibelungenlied, a mediaeval German verse epic (ca 1200), parts of which were later incorporated into Wagner’s opera cycle ‘Der Ring des Nibelungen’ (1876) To understand why the film might begin with a reference to a mediaeval German epic you might want to key in Richard Wagner and Hitler into Google. On the other hand: in what way can we relate the opening verse of the ‘Nibelungenlied’ to Sonja?

2. Once the narrative has started, what tone is established and with what means? How does the film introduce the subject of ‘Germany’? How does the tone change through the film?

3. What kind of person is Sonja, what are her characteristic features at the beginning of the film? How does she change and develop? Do you think Sonja is justified in her actions or is she becoming obsessed? Does the film criticise her engagement or support it?

4. How is Sonja’s family represented? How do her parents change in the course of the film?

5. What image of the church and of Catholicism does the film portray? How is the church’s influence over society represented (for example in the school)? What kind of differing images of religion do we get, for example, in Onkel Franz and Professor Juckenack?

6. What image of Bavarian/German society’s relationship with the past does the film portray? How do the film’s characters/society relate to the Nazi past (e.g. through the figure of the enigmatic mayor Zumtobel). What does Sonja ‘uncover’? At what moment does her environment’s attitude to her enquiry change?

7. How does Verhoeven use humour in the film? Give examples. To what end do you think he deploys humour?

8. Comment on the style of the film. In several instances Verhoeven deviates from the realist mode of filmmaking. Describe the means with which he does this and the effect it had on you. Why do you think Verhoeven has chosen this particular style? You might comment particularly on the scenes where Sonja is trying to get access to the archive material, when her family is reading the Zumtobel file or the courtroom scenes.

9. What do you make of the ending of the film? Why does Sonja get upset at the unveiling of her bust? What do you make of the last images?

TERM 2

Week 1
Bernhard Schlink, Der Vorleser (1995) I

1. Michael and Hanna

Describe the development of Michael’s and Hanna’s relationship. Would you characterise it as a love relationship? Why (not)? How can this relationship be characterised in terms of power? In what way does the way Hanna treats Michael lead to a dependency on Michael’s part? How does Michael’s relationship to Hanna determine his future emotional life and his ability to form love relationships? How does Michael’s relationship to Hanna, once re re-encounters her in the courtroom, colour his (in)ability to judge her?
2. Hanna as Perpetrator

How does Der Vorleser present Hanna and her crimes? What is she being accused of? How do you think her illiteracy colours the way we as readers empathise with Hanna? To what extent do you think we as readers are encouraged to read Hanna’s illiteracy as motivation for her crimes? What can we say about her character? Do we ever get close enough to her to ‘understand’ her motifs? Why (not)? Is there any indication that Hanna is (capable of) feeling guilt, or that she perceived her victims as human beings (see esp. the way Hanna deals with the questions at the trial, pt.2 ch.6. & p. 121/2 Also have a look at Hanna’s behaviour after whipping Michael, p. 55).
3. Michael as representative of the ’second generation’

Michael is a representative of the student generation. How does Der Vorleser construct the confrontation of NS crimes by second generation Germans? What does it say about the relationship between second and perpetrator generation both on a personal and a general level (see for example pp. 87-89, 99-100, 161-63)? How does Michael deal with Hanna, once he re-encounters her in the courtroom (see esp. p. 93, 141-2, 151-2, 153)? What are the personal consequences of this conflict? To what extent is our inability to understand Hanna a failure of Michael as a narrator? In what way is Michael’s conflict ‘das Schicksal meiner Generation’, respectively ’das deutsche Schicksal’ (p. 163) and in what way is it different from the central conflict of his generation? What do you make of Michael’s comment that ‘die Liebe zu unseren Eltern ist die einzige Liebe für die wir nicht verantwortlich sind’, (p.162)? In what way can we think that Michael has not taken responsibility for his love to Hanna?
Week 2
Bernhard Schlink, Der Vorleser (1995) II

Group 1: Report back on the article: William Collins Donahue, ‘ILLUSIONS OF SUBTLETY: BERNHARD SCHLINK’S DER VORLESER AND THE MORAL LIMITS OF HOLOCAUST FICTION’, German Life and Letters, 54:1 January 2001, 60-81. The article is downloadable from the Library OPAC (key in ‘German Life and Letters’ for ‘Title’ and ‘Journals’ instead of the default ‘All Collections’ for a link to the online archive of GLL. Then look for the right year and issue number/month)

You should give a 10—15 mins presentation of Donahue’s argument, summarising his central points. You should focus particularly (but not exclusively) on the following issues:

Donahue’s critique of Schlink’s portrayal of Hanna. What aspect of Schlink’s portrayal of Hanna does he take issue with and why?

One aspect he criticises is Hanna’illiteracy in relation to her crimes. What are is objections to this portrayal, in particular with respect to the understanding of the Holocaust?

His critique of the novel’s representation of the student movement generation and Michael in particular as a representative of his generation. 

Why, in Donahue’s view are we as readers not in a position to criticise Michael as narrator?

What aspects of the novel does he foreground and what aspects does he neglect?

Group 2: Report back on the article by Bill Niven, ‘Bernhard Schlink's "Der Vorleser" and the Problem of Shame’, The Modern Language Review, Vol. 98, No. 2 (April, 2003), pp. 381-396. The article is downloadable from the Library OPAC (key in ‘Modern Language Review’ for ‘Title’ and ‘Journals’ instead of the default ‘All Collections’ for a link to the online archive of MLR. Then look for the right year and issue number/month)
You should give a 10—15 mins presentation of Niven’s argument, summarising his central points. You should focus particularly (but not exclusively) on the folowing issues:

How does Niven deal with the criticisms that Schlink’s novel relativises the Holocaust and with the criticisms that Schlink’s portrayal of hanna as illiterate excuses her crimes?

What does he foreground in his discussion of Hanna? How does he build his argument around the issue of shame? You might want to look particularly at the way Niven attempts to situate Hanna within Nazi culture. What, do you think is the point of this? 

How does Niven deal with Michael as narrator, particularly with the issue of Michel’s credibility? Where does he disagree with Donahue’s criticism(s)?

How does Niven read the relationship between Hanna and Michael?
Week 3
Heinrich Böll, Die verlorene Ehre der Katharina Blum
1. Comment on the subtitle and the disclaimer of Die verlorene Ehre der Katharina Blum. How does the ‘Erzählung’ (novella) start (Ch. 1-3)? How does the ‘narrator’ introduce himself? What reasons does he give to deviate from the ‘normal’ chronological fashion (see specifically the last paragraph of Ch.3 – what is the point about ‘Grusi- und Musicals’ and other forms of media?

2. What is Böll’s argument with the BILD- Zeitung? Have a look at Böll’s Essay “Will Ulrike Meinhof Gnade oder freies Geleit”? pp. 193-209 and what Böll says about the reporting style/methods of the BILD-Zeitung. Then have a look at how the ZEITUNG in the book reports the case (e.g. ch 23 &47)

3. What role does the narrator fulfil in Die verlorene Ehre der Katharina Blum? By what stylistic or rhetorical means does he make himself noticed? See for example the beginning of ch. 12, and ch. 24. & ch. 26.) What do you think is the purpose of this?

Why is the narrative so purposefully complicated? See particularly the narrator’s intrusion in ch 41. What is happening here? Comment on the tone of the narrator’s comments (esp his comments on the tribulations of the bugging device operators).

4. How does Böll characterise the forces of the state and the makers of public opinion? Look at the way Beizmenne and Tötges are portrayed. Are they directly or indirectly characterised? (See e.g. ch 12, ch. 42 & ch. 43)What are Beizmenne and Tötges supposed to have done? Why do you think the narrative insists on leaving this allegation unconfirmed?

5. Despite the pretence of objectivity, does Böll’s narrative manipulate our judgement? Have a look at the names of the characters (esp. the journalist) and how Katharina and Trude et al describe the ZEITUNG (e.g ch 22)?

Week 4: Volker Schlöndorff/Margarete von Trotta: Die verlorene Ehre der Katharina Blum 

1. Compare book and film with respect to structure. How does the film progress? Do you think the difference is due to the nature of the medium or might it have something to do with the intended audience (the film was produced with an US public in mind). Is this a shortcoming or a strength of the film (with respect to its subject matter)?

2. In terms of style, which genre does the film allude to (see esp. the beginning and the scene where Katharina and Ludwig Götten speak on the phone). Does this affect the content/message of the story? You might think of Böll’s ironic comment on the narrative structures of certain genres: ‘deshalb wird hiermit aufs Fernsehen und aufs Kino verwiesen, auf Grusi- und Musicals einschlägiger Art.’ (p 13)

3. Compare the representation of characters in book and film. What do we/do we not see of Katharina in film/book? How does the film work with identification and character representation (esp. in the case of Tötges? Does this affect the subject matter of the story? You might think here of the reason Böll’s narrative withholds certain access to its characters. Again, is this due to the nature of the medium or has this to do with the genre the film operates in?

4. Compare the representation of police/state forces in book and film. What are the most (visually) striking scenes involving these forces? How do they differ from the book? Do you think this affects the story?

5. What do you make of the film’s ending (include. the scene where KB shoots Tötges)? In what way is it different from the book? Is the viewer emotionally involved in Tötges’s death? Do we feel satisfied at his death? Is this a moment of release of tension (Catharsis)? How do you think this affects the conflict book/film are outlining? Why do you think Böll withholds a cathartic moment in the book?

Weeks 5 & 7: Elfriede Jelinek, Die Liebhaberinnen (1975)
1. Describe Brigitte, her work, social background/education and her aspirations. What does she want from life and why does she need Heinz to achieve this (e.g. p. 9, 10?) What does she do to achieve her goal (p.21-26)? How does she use her body and why does she need to use it (see p. 70 about opa & oma)? What are Brigitte’s feelings for Heinz and what is the origin of these feelings (53-56)? Why do you think she is ‘das gute beispiel’?

2. Describe Paula, her social background/education and her aspirations (e.g. 14-21). What does she want from life (e.g. p. 18-19) and why does she fail to achieve it (e.g. p. 48-49)? What is the reason for her downfall (9—19)? How does the narrative present and talk about her romantic feelings (e.g. 26-32, 37-41)? Why do you think she is ‘das schlechte beispiel’?

3. Describe Susi, her social background/education and her aspirations (e.g. p. 63-67). She seems to be the ‘nicest’ character in the novel, the narrator describes her frequently as ‘lieb’, what might be the reason for this? In what way is Susi different from Paula and Brigitte and in what way is she not (see p.80-86)? What is her ‘fate’ (148-50)? Do you get the sense that the narrator likes her? Do you like her? Why (not)?

4. Do you think the narrator is serious about Brigitte being ‘das gute beispiel’? Under what conditions can brigitte be described as ‘das gute beispiel’ (see 115-117)? Do you think the narrator agrees with these conditions? What are the (stylistic) indicators that the narrator wants us to think different (see for example the language in which women are represented (e.g. p 30, 130), the working conditions of brigitte (58-60) and the way Erich is being presented (esp. p57-59

5. What do you think is Jelinek’s purpose with this story? Do you think it is outdated or still ‘aktuell’? Why (not?) What has changed in the way women (and men) have (or don’t have) power over their lives (what kind of women/men)? What has changed and what has not changed?

Week 8: Fatih Akın: Kurz und schmerzlos (1998)

1. Would you describe this primarily as a gangster film? In what ways does it conform to the genre, and in what ways not? Have you seen other gangster films such as The Godfather, or films by Martin Scorsese such as Goodfellas or Mean streets? Can you draw any parallels?

2. A significant feature of the friends’ lives are certain types of stylisation. What models of behaviour or role models do the characters adopt? What advantages and disadvantages do these stylisations have for them?

3. What role do the ethnic backgrounds of the three friends play? In what ways do they either conform to or challenge stereotypes?

4. Does the film reinforce or problematise preconceptions about immigrant youth and crime? This is a very physical film: does the explicit violence enhance or detract from our understanding of the issues? Why?

5. How does Gabriel’s relationship with his father change during the course of the film? How would you characterise Gabriel’s father and his values?

6. Consider the love triangle Gabriel-Alice-Bobby. What does this sub-plot contribute to the narrative?

7. What kinds of roles do women play in the film? How does their status compare with that of the male characters?

8. What are the principal languages in the film? Which languages are used in which kinds of situation? What use is made of subtitles?

9. Music plays an important role in the film, as it does in all of Fatih Akın’s works. What different kinds of music (or indeed individual pieces) do you recognise? What does the music contribute to the film?

10. How are we to read the film’s ending? Is this a triumph for traditional (i.e. first-generation) values? Does German society corrupt and distort these values?

Weeks 9 & 10 Wladimir Kaminer, Russendisco
TERM 3

Week 1 & 2: Ulrich Plenzdorf, Die neuen Leiden des jungen W. (1972)

You should look up the following and consider how they add to the characterisation of Edgar:

Goethe, Die Leiden des jungen Werthers
Daniel Defoe, Robinson Crusoe
J.D.Salinger, The Catcher in the Rye
(for the three books above a look at Wikipedia will be enough)
Satchmo

The Modern Soul Band, referred to as ‘MS-Septett (p. 58-60), (see the 1976 video on youtube); SOK Band, Petrowsky (Ernst-Ludwig Petrowsky), all mentioned p. 60

Points for discussion:

1.
What do we learn from the novel about the position of young people in the GDR? You might like to think especially about the pressures on young people to conform as portrayed in the novel. To what extent do we sympathise with Edgar’s wish to ‘drop out’? Compare the portraits of Edgar and Dieter.

2.
Consider the sort of language used in the novel – Edgar’s narrative style.

3.
‘Kein einigermaßen intelligenter Mensch kann heute was gegen den Kommunismus haben’ (p. 80f). To what extent is this supported by the novel? What are the problems associated with ‘Dafürsein’ (p. 81)? Think in this context about Edgar’s work in the building collective at the end of the novel. Zaremba is Edgar’s hero (89-90). Why? He has lost his eye in Spain – look up Spanish Civil War 1936-39.
4. For those of you doing the Age of Enlightenment module, what do you make of Plenzdorf’s use of Goethe’s novel Die Leiden des jungen Werther in this book? For example: what parallels are there, especially in the relationship between Edgar and Charlie? What is their significance? What functions do the quotations from Goethe have in the novel?
Term 3 Week 2: Plenzdorf, Die neuen Leiden des jungen W.
Debate

One of the hallmarks of enduring cultural works is their potential to support a range of conflicting interpretations. This debate exercise is designed to demonstrate this to you in the case of Ulrich Plenzdorf’s Die neuen Leiden des jungen W.
You will be assigned one of the positions below. With your partner(s) you should review the text, gathering information, instances, quotations and short passages which underpin the point of view you are tasked to represent. One (or perhaps both/all) of you will give a short presentation of maximum two minutes in which you outline the main elements of your argument. Do not use up too much of your evidence, because this will be necessary in the debate which will follow all of the groups’ presentations.

When participating in the debate, bear these points in mind:

· You are here to argue a case, so do not avoid differences of opinion or interpretation in favour of seeking consensus.

· By the same token, do not merely attempt to shout down your opponents: be respectful and patient, but be critical.

· Do not simply defend your own position: listen carefully to what other groups have to say and look for vulnerabilities in their arguments.

· Try to avoid simply repeating or restating your position: adduce new evidence, or try to find other ways of getting the same point across.

· The most important aspect is that your view or your criticisms of others’ views must be evidence-based by reference to specifics from the text.

Positions for the debate:

1. You will argue that Plenzdorf, on the evidence of this text, is a harsh and determined critic of the GDR’s opposition to nonconformist youth and to the expression of individuality which is not compatible with the collective.

2. For you, the text clearly shows that Plenzdorf was in all significant respects a supporter of the GDR and its political aims, and that the text shows Edgar to be principally a selfish and flawed character.

3. Your view is that interpretation of the text has been over-politicised. Plenzdorf needed a setting, and this just happened to be the GDR, the environment he knew best. You will stress instead the universalist aspect of the love triangle, which often ends in tragedy or unhappiness. You might be able to think of another work you have studied for this module which would support this interpretation!

Week 4: SOLO SUNNY (Konrad Wolf; GDR: 1980)

Sunny is a singer in a band in East Berlin. She longs to be happy and recognized as someone special. Sunny gets kicked out of the band, but she starts over in the "underground" scene of Prenzlauer Berg in East Berlin. A huge box-office success, this film addressed the longings and frustrations of East German Youth. SOLO SUNNY also artfully captures the GDR version of "70's style" in its gritty-glitzy visuals and its catchy soundtrack. Its success promised a youthful renewal in DEFA, yet two "discoveries" among its youth talent – star Renate Krößner and cinematographer Eberhard Geick – soon felt compelled to pursue their careers in the West.
Topics for seminar discussion:

Contexts: 

The film is set in the late 1970s/early 1980s. See what you can find out about the GDR (East) at this point in the history of the Cold War, and the GDR’s relations with the FRG (West). What are the dominant issues in global politics at the start of the 1980s? What aspects of 1970s/1980s culture are reflected in the film? 

Themes and issues

(1)
How does the film’s title bear on our understanding of the central protagonist (Ingrid Sommer)? To what extent can Sunny be considered an artist? Comment on the relationship between Sunny’s performances and her everyday life. In what ways is Sunny an ‘outsider’? What exactly is she rebelling against? Is she a victim?

(2)
How does the film attempt to define/re-define ‘Erfolg’? Comment on the contribution made by (a) Ralph, the saxophonist-philosopher, and (b) Harry, the taxi-driver to Sunny’s development as an individual and to the development of the film’s narrative. Comment on the development of the narrative after Sunny’s overdose? Comment on the sequence where a co-worker in the factory asks Sunny for an opinion on her singing.

(3)
How would you interpret the ending of the film? One reviewer commented: ‘Mich hat der Film traurig gemacht, vor allem der Schluß’; would you share this view?

Gender

Think back to the lecture last term on women in the GDR: to what extent are the difficulties Sunny encounters bound up with gender? (Would it have made a difference if the film had been about a male singer?) Is SOLO SUNNY a feminist film? Are there inconsistencies/problems in the way in which gender relations are presented in the film? 

GDR

How – and to what extent – is the film critical of the GDR? Is the film anti-communist? Are the issues it raises confined to the GDR? 

Formal issues:

To what extent is Solo SUNNY a ‘realistic/naturalistic’ film? Think about the function of the music/cabaret sequences – what do they contribute to the film? What sort of symbols does the film work with? How does the film handle contrasts in visual space?

Relationship to other GDR works:

Reflect on the two female protagonists Sunny (in Solo Sunny) and Josepha (in Flugasche); in what ways are they similar/different? Sunny is portrayed as a rebel; compare and contrast the way in which the theme of ‘rebellion’ is handled in Solo Sunny (1980) and in Ulrich Plenzdorf’s Die neuen Leiden des jungen W. (1972/3). 
Compare: 





Müde bin ich geh zur Ruh     


schließe beide Äuglein zu


Vater laß die Augen Dein


über meinem Bette sein





(Louise Hensel 1798-1876)
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