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THE PRBSKS? vETOff OF pKRsouun IN THE ?TOVSLS OF MAX FRISCH AND

ABSTRACT

In the twentieth century several writers from Rilke onwards have 

written proeo works which deal with various problems of personality in a 

manner far removed from that of the traditional * linear* novel, where 

events appear more or less chronologically and there is a fairly consistent 

point of vie , Both Max Friaoh and Uwe Johnson, while recognizing that in 

this century tho serious novelist may no longer be able to assume the 

omniscience of a Balzac, have disclaimed all connection with any particular 

school of literary or psychological theory. Both however write novels of 

apparently loose construction, like Hi Ike and Hesse before thorn; the 

critic must therefore seek to establish whether Frisch's and Johnson's 

claims to literary independence are justified by true originality in their 

novels, and above all whether their use of non- traditional forra makes a 

valuable contribution to the significance of each of thair works, or whether 

this 'form' is after all simply a means of creating a spurious appearance 

of profundity and complexity.

Prison's early novels, Jurg Keinhart and Die Bohwierigen, reveal si ens 

of influence in their subject matter ty Albin Zollinger and Gottfried 

Keller, and show no remarkable manipulation of form. In the former work, 

the construction is loose, a number of different individual problems being 

touched upon and either left undeveloped or summarily solved with unfounded
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optimism. It Is a youthful work of some charm but little depth or 

originality. The looseness of construction of Die Sohwlerlgen. which Is 

written in fragments of considerably varying length as opposed to the 

traditional chapter division, is more justified as an expression of the 

theme which embraces all the main characters* the theme of the vanity of 

the attempt to find absolute freedom, the drifting aimlessness of life 

with its autumnal atmosphere of beauty and decay, which contrasts well 

with the characters' mistaken efforts to achieve aims beyond their abilities. 

This Is the first albeit slight indication in Frisch's prose writing that 

he has begun to make the manner of presentation convey to the reader some 

truth which the central figures do not fully perceive. It is the contrast 

between what the central figure knows of himself and what is revealed to 

the reader by the particular manner of presentation which characterises 

Frisch's next novel Stiller, written after an interval of ten years in 

which Friach had given much thought to literary matters* including Brecht's 

theory of 'alienation 1 , the forcing of reader or audience to think rather 

than respond emotionally*

Frisoh's central concern in the sphere of human relationships emerges 

in this period before Stiller* The disastrous effects of 'image-making' 

preoccupy him, of creating a set picture in one's mind of oneself and of 

others and behaving accordingly. This is the source of Stiller*s guilt t 

in the past he has constricted his wife by hie view of her, and in the 

'present' he is trying to refashion his own identity because he cannot 

accept his own insignificance and weakness as final. But the fi^bt against 

'images' is carried also into the form of the worki the reader is not told
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Stiller's qualities, nor precisely what is happening to him* He is faced 

with a series of fragmentary notebook entries, and the gulf between 

Stiller's inflated view of himeelf and his basio weakness can be fully 

appreciated only by careful attention to the types of material Stiller 

includes in his notebooks, to their relative proportions, and to the 

frequency of their occurrence. There then emerges the picture of a man 

longing to impress, haunted by failure but basically wilfully blind about 

his own nature* 'The reader watches his gradual progression from confidence 

to humbler fear* and near despair, but is also able to detect the remnants 

of pride and ridiculous hope which he carries with him into his 'new* life 

as Stiller, in which the old difficulties then sadly recur* The overall 

theme of the danger of rooking set images of oneself and others emerges roost 

clearly in the 'Nachwort', but as well as clarifying, it also carries on 

the these, as it is written not by an anonymous narrator* but by a character 

already introduced whose vision is clearer than Stiller's although still 

limited* Absolute, active self-acceptance is seen to be an immensely 

difficult task, and perfect self-knowledge impossible, but there are degrees 

of honesty, and the reader is made to fight like the characters for depth 

of understanding through the fragmentation*

In his next novel, Homo Faber. Frisoh presents a different type of 

misunderstanding of self. Faber is a man whose practical, unemotional 

approach to life has been fostered by his job as a 'Techniker', and his 

image of himself is that of an eminently rational man, rationality and logic 

being his criteria of worth. But again the central figure is made - by 

the arrangement of the fragmentary material - to give himself away against
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his own knowledge and will. Having lived fop years a somewhat selfish 

bachelor existence without regard for the feelings of others, Faber is 

shaken by the death of a young ?lrl who attracted him and then proved 

tragically to be his daughter. He refuses to believe that the 'faults' 

of his nature - the excessive practicality - are responsible for this death, 

and yet is sufficiently disturbed to attempt to prove this on paper. There 

is indeed some doubt as to whether this accusation which would appear to be 

held against him really is justified* The work Is also marred by 

indications that we are perhaps to understand the tragic events as retri­ 

bution for Tsaat inadequacies in Faber: the question of the nature of Pate 

in the novel is an intricate one and suggests Frisoh may not have clarified 

his purpose sufficiently* But the work can move the reader nevertheless! 

Faber is shaken into the discovery that in his own nature there was a 

sensitivity and emotional capacity he had denied, and that emotion, personal 

devotion to others can bring intense joy, which he has missed. But this 

recognition he long fights against, and it emerges primarily through the 

subjective unchronological ordering of his account of the tragedyi the 

depth of his attachment to Sabeth, for instance, is shown by his care to 

try to prove his unconcern, his reluctance to describe her death. The rolo 

of Fate since it cannot be accepted literally could be seen simply as an 

overall framework, to emphasise the seriousness of the events, and yet it 

is liable to antagonise the reader by its anachronism nevertheless. 

However, the reader is also justifiably challenged, as in Stiller, to 

participate in and thence to understand the painful process of a mind used 

to understanding but now fitting for clarity, yet fearing to reach it.



We - like Faber - progress In understanding without ever reaching a 

complete 'image 1 .

Main Name nel Gantenbein* however, can be accused with even more 

justification of lack of clarity* The fragmentariness no longer seems a 

means to provoke the reader to active thougfct, but rather to mystify him. 

Although the work's roost outstanding feature is humour, it is not 

unambiguously gayi there are serious moments which suggest a psychological 

crisis such as formed the basis of the two preceding novels, but no one 

aspect of the work dominates sufficiently for it to be seen as a 'Sohelmsn- 

roman 1 or as the profound record of a struggle for new identity* It seems 

rather to be the product of unclear intention shielded by a form of 

apparent complexity - a confused, Testifying rather than stimulating work, 

whereas the preceding two novels both made use of 'mystery 1 as a structural 

element to capture attention initially for serious problems. We are not 

sure until near the end of each work what the fate of the central figure

will be.

Johnson has often been criticised for unnecessary complexity. In his 

Mutaassungen uber Jakob howeverf the shifting viewpoint performs for the 

moat part a very valuable function, although there are instances in which 

very little is achieved by our inability to grasp who is speaking. 

Generally the movement between the various characters and modes of presen­ 

tation - conversation, monologue, narration - serves to bring out Johnson*s 

central theme of the isolation of the individual in the modern world, which 

is intensified toy * situation such as that in Germany. By movement from, 

for example, strictly factual third person narration to individual memory or



vi

comment, Johnson brings past momenta vividly alive and makes then into 

highly personal experience. This process of course can also highlight 

the limitations of individual understanding, and the thoughts and discussions 

of each of the characters around the contra! problem of Jakob's death bring 

out the emotional, intellectual, political reasons which separate each from 

understanding of and fuller communication with the others* Gesine has 

left her country home for the big city and in the deepest sense has lost 

contact with her father. Jonas is intellectually dissatisfied with the 

Sast and university life there, but lacks the will to break away and so 

turns his critical faculties self-destructively against himself* Hchlfs 

is a dedicated Party official, able to understand minds and modes of thought 

other than his own to a noteworthy extent, but isolated ultimately by an 

inability to conceive of non-political motivation. Each of these has a 

particular view of Jakob - and yet, by means of brilliant 'cameo 1 pictures 

which capture gestures, physical attitudes, snatches of speech, we feel that 

Jakob existed in a very real sense beyond all that can be said of him* As 

a whole the work thus testifies to the view that individual people matter, 

that the loss of a mum of Jakob 'a intense ordinariness is a tragedy which 

in appreciated only when it is too latei and this theme is opposed to the 

Communist view which would subordinate the individual to the State, interpret 

the past in terms of abstract laws, whereas its value is seen here to reside 

in individual experience, vivid roomsnts which may never be fully appreciated 

but are above all personal property, not part of historical necessity. But 

this is not primarily an anti-Sast, pro-West r.ov«l. If the Corraunist 

conception of the rights and duties of man is implicitly rejected because
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at erleia points it demands suppression of all individual desires, in more 

general human terms »*an is also implicitly castigated for his lack: of 

effort - even inability - to understand himself ard others. The viow that 

individuality and individual isolation are tbenies of great importance for 

Johnson is supported by a separately published series of short studies on 

aome of the figures of the novel.

Daa drltte Buoh liber Aeh|n> deals much raore specifically with CoTjmunisoa 

and its possible effects on the human personality, having a more li.-nitod 

range of characters, 30 that one issue is concentrated on, rathor than a 

central theme with variations as in the previous novel. Aohia the sports­ 

man would seem to be a simple, understandable phenomenon, but the attempt 

by the Western Journalist Karsch to describe Mra in a biography grows 

increasingly difficult. He discovers that Achira is nothing t>ut a public 

fif?ure, that - disconcertingly - he has no * private lifo'i a state unusual 

in the West for any sort of 'star'* yet conceivable perhaps in a dedicated 

evangelist. But worst of all, Achira - and his Communist advisors - have 

tried to remodel his past in line with his present position to suck an 

extent that it is unclear whether he is any longer aware of dishonesty. A 

change of heart is always permissible, but the past cannot be altered as a 

whole to suit the image of the present. The shock this attempt causes in 

Karsch, his puzzlement are brought out in the highly original form of the 

work. A typical westerner's inadequate raiaconceptions about East Germany 

emerge in the queries of an unidentified questionerf who has to push and 

provoke the narrator into a reluctant telling of his story, the reluctance 

and disorientation being shown both in a iisinclination to elaborate points
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until specifically asked, and at times oven in antagonisation of the 

questioner - an ironic reversal of the basic epic situation of story-teller 

and enthralled listener* Once again Johnson has ahown his concern for 

individual personality and its integrity, but that this material is more 

 pacifically political than that of ifutmassun^en ufrer Jakob and deals with 

very particular problems is suggested firstly by the character of Karin, 

who shows us what happens when a basically honest character attempts to fit 

into a preconceived political mould, and secondly by the associated tale 

Kine Reise ' : e^wohin« I960* Hare Johnson elaborates the attitudes present 

in the questioner in the novel - notions about the East which reveal 

coaplacent self satisfaction, a too summary dismissal of the Conrounist 

State as wicked, and misguided. It may indeed have very serious faults in 

its attitude to the individual, but the West, it seems, does not look
X

closely enough at the object of its criticisms* It is the cliches of 

East-West relations that Johnson has tried, in the Achira material, to under­ 

mine and upset*

In Zwei Ansiohten Johnson's purpose ie less clear, although the form 

of the work is very reach simpler than anything he had written before* He 

would seem to be avoiding any element of sensationalissa, stressing that the 

Berlin situation affects very ordinary people and is monstrous because of 

this| but the characters - especially the West German - are not portrayed 

deeply enough to engage our interest or intelligence, and there is no other 

element to counteract this effect* The novel lacks even the unashamed - 

althout<Th not melodramatic - adventure quality of Eine Kneipe £eht verloren, 

with its stress on the escape mechanism. The novel could be seen as an
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ironic modern version of the Rosneo and Juliet situation, but nothing is 

done to gain our sympathy for the interrupted relationship. It IB a 

curiously dispassionate and dull work about a situation which JcLnscn'a 

several shorter prose \vorks ehow to be of consuming interest and importance 

for him*

It seens then that freedom of form can be exploited in many original 

ways in order to deal with problems of personality which are not necessarily 

unique to our agef but which conditions of life in the twentieth century 

have worsened by political division, the fast pace of existence and fierce 

ccrapetition. But free forts can also degenerate into Testification, 

unnecessary complication, spurious profundity and 'modernity*. Modernity 

alone is not enough to £uarant«e interest,as the situation of Zwej Anaichtsn 

shows* If a thoughtful response is required of the reader he mutt be 

presented with something raora than simple topicality* It is however equally 

unsatisfactory to systify the reader without allowing him some degree of 

final insight into the meaning of the work, even if - as in Prisch's case - 

the them* is that we are too swift in our judgements of others* Yet at 

its best the novel of fragmentary form can stiraulate and goad the reader 

into a hard won but full appreciation of how complex human personality i», 

and how understanding oan never be complete, nor should ever be thought to 

be so*
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INTRODUCTION

There are several reasons why the novels of Max Frisch and Uwe Johnson 

should be associated in one study. While recognising that the only honest 

course for a serious writer in the twentieth century may be to abandon the 

strai^itforward 'linear* novel - that is, novels in which the events dealt 

with are presented for the most part in simple chronological order - both 

novelists have claimed not to represent any 'school' or particular literary 

doctrine. The implication is that both want primarily to write good 

novels, rather than philosophical or metaphysical tracts in fictional form. 

Frisch has stated?

*Ich bewundere die Schriftsteller, die es sich leisten (i.e. die 
auf ein delingen verzichten), beispielsweise die Vertreter dea 
"nouveau roman", die aus Theorie darauf verzichten, Romane wie 
Balzac zu schreiben.'l

It is clear froas this that Frisch is concerned more to reach a wide public

than to present any particular physchologioal or literary theory. Johnson,

p 
while taking at first a more overtly 'modern 1 position , does not expound

dogmatic theory about the nature of the novel; referring to his first 

two novels, he has said!

'Es ging...lediglich darum, fuV die Erzahlung ein Benehmen zu 
finden, das der Oeschichte Jeweils genau paaate und^geei^net war 
fdr die Bewegungen und Schnelligkeiten der Fabel, fur die person- 
lichen und gesellschaft lichen Beziehungon, ihre Lokale, Geftthls- 
farben, auch Ergebnieise.'i

1) Horst Bienek, Werkstatt^Gpraofae ait Schriftstellern, J'unich, 1962, p. 23.

2) llwe Johnson, Address at ^ayne University, Ever green Review, XXI, 
November-December, 19^1 1 PP» 18-30. Cf. below, p. 3U.5.

3) Uwe Johnson, 'Auskunfte und Abreden zu "Zwei Ansichten"', Dichten und 
Traohten 26, Frankfurt, 1965, p. 7.



While talking about his third novel, he added to these ideas t

'Unter einer solchen Geschichte verstehe ich einen erfundenen 
Zusamraenhang, dessen Beschaffenheit die Art der Erzahlung 
vorschreibt; abcr liber eine "Poetik", wie die Klappe des 
Schutzumschlages sie mir nachsagt, verfttge ich nicht.'l

Johnson stresses above all the very close cohesion between material and 

manner of presentation in each case; like Frisch, he implicitly invites 

the critic to examine each novel on its purely individual merits as a novel.

Both novelists deal, in different ways and with different emphases, 

with problems of human personality, primarily with that of our inadequate 

knowledge and understanding of one another: the novels of both writers 

indicate that we must abandon the belief that we know and understand others 

simply because they are physically present in our lives. Both also treat 

problems of self-knowledge and self-acceptance, involving the relationship 

of the individual to his own past* However, the combination of similar 

themes and * anti-traditional 1 presentation is not new, although Max Frisch 

and Uwe Johnson claim no background of theory. Rilke's Malte Laurlds 

Bridge, for example, exhibits what might be called *free form 1 ; there is 

movement between historical past, distant childhood and very recent events 

without chronological order, because all are equally important contributions 

to experience and the personality. The work is concerned with the need to 

rethink what 'reality' and individual personality are; as Wilhelm Emrich

expresses it:

'Die Kritik Maltes richtet sich...gegen alle Allgemein- 
vorstellungen wie Kultur, Nation, Religion, weltgeschichtliche 
Zusammenhange usw. Sie fragt nach dem einzelnen Menschen 
selbst, dessen Wirklichkeit von diesen Allgemeinvorstellungen

1) ibid., p. 8.



yerdeckt und uber&ogen w order; sol vie von eineai unglaublich 
langweiligen Stoff.'l

To take another examples Hermann Hesse's novel Per Steppenwolf also lacks 

a continuous flow of narrative, and de^xmstrates the view that the 

personality consists of a multitude of facets, not of one or two qualities, 

which must be faced and accepted in a continuous process of effort. There 

is no direct proof that either Max Frisch or Uwe Johnson has read these 

particular novels, but they could hardly be unaware of their existence, or 

of the mood of freedom in literary creation so dominant in the twentieth 

century. The major question to be answered is therefore? are Prisch and 

Johnson simply taking advanta/^e of the new 'tradition* of literary freedom 

established by such authors as Rilke, Hesse, Joyce, Husil, Faulkner and 

others? Or are their novels really well thought out and planned, so that 

each individual manner of presentation has a value beyond that of fashion­ 

able obscurity? It is all too easy to beg questions raised by these 

modern forms* Critics of such note as Hans Hayer have explained its 

origins too simply; finding Johnson's novels unsatisfying, ho writesi

'Auf Johnsons Menschen ist...kein Verlass. Dabei wissen sie es 
raeistens gar nicht. F.e fehlen Schurken, Intriganten, Films pi one. 
Purohaobnittsmenachen aus Deutschland. Aber alles ist roit ihnen 
und dureh sie mSglich, im Guten wie im Schliramens Je naoh Augen- 
bliok und Constellation, Darum sind nur Augenblicksaufnahmen von 
ihnen raoglich und Mutmassungen uber sie.'2

The word 'darura* suggests an overeimple connection between characters and 

form which will not bear close critical scrutiny! average figures do not

1) Wilhelra Emrich, 'Die Eraahlkunst des 20. Jahrhunderts', Deutsche 
Literatur in armorer Zeit, Gottinger., 1959, p.6?.

2) Han» Mayor, Zur deutschen Literatur der Zeit. Reinbek bei Hamburg, 196?, 

p.338.



have to 1» written about in Johnson's complex manner, as Mayer seems to 

indicate. Much closer examination of the texts is required with all these 

novels*

In the case of Priseh, critics have tended to concentrate on the ideas 

expressed in his work , and - while making valuable observations - have 

neglected to differentiate between drama and the novel and to investigate

what these genres can best express. Some critics have applied extraneous
o 

theories of compositions Karlheinz Broun , for example, has clearly been

influenced by the work of Giinther Miiller and Eberhard Lammert, He has 

produced a careful analysis of the function of time in Stiller, and 

recognizes its subjective arrangement, but gives no clear explanation of 

the purpose of this subjectivity? that is, he gives no indication of 

whether we are to accept the novel simply as an intriguing story of very 

personal difficulties, or whether we should apply more serious critical 

standards to it. Karlheina Beschner's criticism of Homo Faber is also 

unsatisfactory, because he has failed to see the novel as a whole; the 

language of the work is for him inappropriately banal only because he does 

not link the manner of presentation closely enough with the figure presented. 

Margit Henning, whose remarks on Stiller are illuminating , also criticizes 

Homo Faber for curious reasons \ instead of asking what the function of the

l) e.g. ttonika Wintsch-Gpiess, Zum Problem der Identitat im Verke Max 
Friachs> Zurich,

2) Karlheina Braun, Ejo epjsohe Technik in Max Friachs Poman Stiller 1 , 
Dissertation, Frankfurt, 1959.

3) Karlheinz Deschner, Talente. Pi enter Pi let tan ten, Wiesbaden, 1964.

4) Mar grit Henning, Die Ich-Form und ihre Funk t ion in Thomas '/arms 'Doktor 
Faustus', Ttibingen, 1966.



'Ich-Form 1 might be, she dismisses it as inappropriate and so misses the 

point of the novel as a record of suffering.

This is not to claim that the novels are perfect: critics such as, 

notably, Stanislaw Lera , have pointed out important difficulties, particu­ 

larly in Homo Faber - difficulties which force the interpreter of the novels 

to question the clarity of Frisch's thought, which is n»ost questionable in 

Main Same sei Qantenbein. The aim of this thesis is to judge each novel on 

its own merits, and not - as does Werner Stauffacher - to criticize them 

for lacking something which does not lie within their demonstrable aims, in 

this ease eome final, ineffable meaning for life. A close study of the 

novels also reveals how far Frisoh's use of novel forms has developed since 

1934, when his first prose work, Jfirg Reinhart, was published.

Criticism of Johnson's novels has verged in many instances on adulation, 

primarily because of the immediate appeal of the subject matter to German 

readers* It is therefore necessary to ask whether there is anything more 

than topicality in his novels* Some warier critics, like Marcel Reich- 

Ranicki , have given praise plus a certain amount of censure for unnecessary 

obscurity! others have seen only the obscurity, such as Desohner , and have 

refused to look further, ridiculing the structure of the novels without 

careful analysis* Analysis itself can be a danger? Karl Migner's study of

1) Stanislaw Letn, 'Uber das Modellleren der Wirkliohkeit im Werke von 
Thomas Mann', 3inn und Form, Sonderheft Thomas Mann, Berlin, 19&5*

2) Warner Stauffacher, 'Langage et tfcrstere*, Etudes German!gues. 20. Annee, 
!fo.3, July/Sept., 1965, PP.331-345-

3) Marcel Reich-Hanioki, Deutsche Literatur in West und Ost, Munich, 1963.

4) Desohner, op.oit*



Das dritte Buoh uber Acbim1 Bakes BOOB very good observations on individual 

points, but does not help the reader to see the novel as a whole and to 

judge its value, and the same can be said of Hansjurgen Popp's study of 

Hutnassungen uber Jakob* 2 Gotthart Wunberg, in his article on the structure 

and symbolism of this same novel\ is content to point out simply that the 

structure is complex without conclusions on the precise effect of the 

structure, other than that the narrator is thereby shown to be no more 

omniscient than the reader - a 'Symptom unserer 2eit. f Werner Joachim 

Radke's immensely detailed metaphysical interpretation of Mutmassungen uber

A n
Jakob , which he sees as 'Kritik an den uberlieferten lassstaben der alten

n *> doktrinaren Gottesvorstellung'-', has many enlightening studies of individual

figures and incidentsj but he also sees the form of the work simply as a 

means to force readers to think objectively about a very serious and 

profound subject, and does not investigate it further*

The critic of Johnson's work, like the critic of Frisch's, must study 

the relationship between the subject matter, the basic 'story', and the 

precise manner of presentation* I hope to show where both Frisoh and 

Johnson have taken advantage of the freedom introduced by authors such as

1) Karl Migner, Uwe Johnson t 'Pas dritte Buoh uber Achim*. Sine 
Interpretation, Munich, 1966.

2) Hansjurgen Popp, Einfuhrung in Uwe Johnsons Roman 'Mutmassungen uber 
Jakob', Stuttgart, 1967-

3) Gotthart Funberg, 'Struktur und Symbolik in Uwe Johnsons Roman
"Vutmassungen liber Jakob" 1 , Weue Sammlung. 2. Jg., Heft 5, Sept./Oct., 
1962, pp.440-449-

4) Werner Joachim Padke, Untersuohunaen gu Uwe Johnsons Roman ' Mutmaasun/^en 
{Iber Jakob', Ph.D. Dissertation, Stanford University, 1966.

5) ibid., p.650.



Rilke, and where it has led them into difficulties* to show, in other 

words, how successful each author is in handling his material - varying 

problems of personality - within modem novel 'forms'.



CHAPTER CITE 

KAX FRISCH'3 EARLY KOVEfcS

Jurg Keinhart

Max Frisch's first published prose work, Jilrg Reinhart, appeared in 

1934* and it is probably this to which he is referring in the section 

* Autobiographic' of his Taffebuoh 1946-1949 when he speaks of his early 

travels j

'Das war...eine voile und glflckliche Zeit. Das Ergebnis war 
ein erater, alleu Jugendlicher Roman.' 2

This judgement, made many years later after the accumulation of experience 

represented by the Ta#ebuch« suggests an ambivalent attitude to the early 

work* The maturer mind sees its faults, but there is pleasure in the 

recollection of the tine which produced it, and the work itself justifies 

this view* It deals basically with an important theme - the ultimately 

successful search for happiness and meaning in life of a sensitive, 

vulnerable youth, but the problems touched upon are too summarily solved, 

and the whole novel suffers from diffuseness, although it presents no real 

difficulties of interpretation.

Jiirg Reinhart finds it difficult to build relationships, especially 

with women* He is oppressed by a deep-rooted fear of love-making because 

he is conscious that the reality may not measure up to his dreams - and yet 

he feels that without experience of women he is in some way excluded from

1) Taaebuoh 1^6-19491 Frankfurt, 1950, pp.274-282.

2) opxife., p. 278.



life. He haa to learn, portly through hie own reflections, partly through 

the help of In&e, a woman matured in suffering, that purity is nothing to 

be ashamed of, that lovo and self-giving - the active entry into life for 

which he longs - do not have to take the form of a conventional love 

relationship. He is finally the only person who has the strength, the 

'love 1 , to help the tortured Inge to end her own life, after even her 

mother's compassion has given way before the fear of ethical guilt.

Jura's problems are manifold; there is the dread of growing older, 

the fear of the passage of time which does not seem to bring confidence and 

strength!

'   seit einigen Jahren habe ioh das klare Gofuhl, dass ich iramerzu 
was verliere. daaa ich zerbrookele Oder so* Denn dieses Erwachsen*

M

wer den, wonach man aich so gesehnt hat, ist nun ein Verarmen.'l 

There is also in him a sense of the transience of all beauty, of all human 

life, and this he cannot accept with equanimity for long* At one point he 

is able to understand those poets who live in the awareness of deaths

'Dann sehen sie unser ganses Dasein ala solch dauerndea Abschied- 
nehmen, dann erleben sie alles in diesen innigeren and vorsohnlicheren 
F&rben eines letaten Abendleuchtens, wenn unerschopfliche Sohonheiten 
vergeudet werden uber diesem Land, wo man bloss ein fliioh tiger Oast 
ist.'2

But at other times this same awareness is oppressive and all he can do is 

'immer weiterreisen, vorubergehen und iramer weitorreisen, als wiisste man 

ein Ziel. His difficulties are increased by experience of the near 

impossibility of communication with other humans on anything other than a 

superficial level. He fears and dreads the need to converse»

1) Jiirg Reinhart, p*77.

2) op.oit., p.131*
3) op.oit., p.168.
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'...dann laset man sich inaaer ver^'ewaltigen von seinen aus- 
geaprochenen Worten und sich insner awn verruckteoten linde 
das wir bloss aufrechterhalten aue diesem landlaufigen ^ahn, dass 
die Folgerichtigkeit das einseig Vlahre sei...Wieviel ehrlioher kann 
man sein, und wieviel grosser ist die Welt, da wir ihre Dinge 
nicht iraraer beira Natnen nennen wollen, als ware alles eine Kuchen- 
einrichtun&, wieviel traumtiefer und ahnungsweiter, sobald wir die 
Bescheidenheit zum Sohweigen haben...'. 1

However, a life outside society would not solve all his problems, since he 

is also preoccupied with death, and the possible disintegration of the 

personality into nothingnessi

f lch glaube es nicht....Daas diese Welt so kleinstadtisch ist... 
Und daas eine Seele nicht liberall lebt, wo man sie liebt, sondern 
nur dort und nur so lange, da sie zufallig einen Leib boaitzt. 
Teh roeiner wie lacherlioh ware est wenn eine Seele nicht urn diesen 
Erdball r«icht t wie Radiowellen; wenn ein Mensch einfach aiafhoren 
wuVde, bloas well wir die Warme ihrer Hand und ihrer Stirne nicht 
fuhlen konnen. ..'. 2

Above all Jurg fears self-committal, inextricable involvement in life, 

irrevocable decision, and it is this that prompts Inge to comment, in a 

remark which sums up the general purport of the work2

'Wenn Sie Ihre Tat ertragen, so werden Sie reifer sein. Und so
aind wohl alle Herbste, Jurg, mit diesem seltsamen Einklan^ von 
Welken und Reifen.*3

These are all themes which will be taken up again and again in Frisch*s 

work: Stiller, for example, treats the problems of communication and active 

 elf-committal to life? Mein Name sei Gantenbein deals with fear of the 

passage of time, of aging, and the maturer works show that there are no 

simple solutions to these problems. Jurg Heinhartt however, ends on a note 

of optimism, of confidence and acceptance of life, which is too swiftly

1) op.cit., p.!95f*

2) .3fc-i.sM&'>#.<.9 P

3) op.cit., p.237.
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introduced. Jurg, in ending the sufferings of someone he loved, has 

performed his first real deed of 'love', it is true, and has thus made his 

entry into life from a state of Hoftaannsthal-like 'Praexistenz'; but the 

problem of communication is left unsolved, the fear of time fades into the 

background, and strictly speaking only the problem of overstepping the 

barrier between youthful purity and maturer self-committal is vanquished, 

and that by a deed - euthanasia * which is far from unambiguous. Although 

the reader's mind is guided by the mother's long discussions on the subject 

to feel that love knows no ethical barriers , it is not easy to accept this 

view, nor entirely clear in any case that Jurg has acted out of love alone, 

rather than from offended aestheticism or even -soral weakness* The change 

in him, represented by the final picture of him on board ship gating calmly 

forwards , comes about too suddenly to be entirely convincing after his 

earlier crises* In addition, too many peripheral problems are touched upon 

and then dropped. There is the case of Bilde, another innocent delicately 

studied, whose entry into life has been through seduction by a youth who 

abandons hert will she be able to face life with Jurg's apparent confidence? 

There is Xnge's mother, unable to visualize her daughter after the latter*s 

deatht is this because she lacked courage at the crucial moment, or simply 

because time and age take away all that is precious? If so, then the 

ending of the novel is hollow* And what are courage, and genuine, 

unselfish love; how do they function in everyday circumstances? Many

1) op.cit., eg*, p.l37« '1st unsere Llebe so gross, dass wir das Todes- 
grauen auf uns nehmen, urn einerc andern zu helfen. und uns in eine see- 
licche Gefahr wagen, wo wir viellejcht unsere Lebensfreude opfern 
mussenT'

2) op.oit,, p.243*
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questions of this nature are raised in the reader* a mind, but no answers 

are given or even clearly attempted*

The form of the work does not give any aid to the interpreter or place 

any difficulty in his way, as the form of the later novels will be shown to 

do* As the mixture of themes and problems suggests, the framework is 

loose, consisting simply of three major subdivided sections in which the
*

chronology is straightforward and the transitions fro*a section to section 

of DP significance other than, for example, parallelism between the youth- 

fulness of Jiirg and Hilda, or contrast with the calmer maturity of Ingej 

figures cone and go with their undeveloped individual problems, like the 

doctors Svilos and Heller, for both of whom Inge'e operation represents a 

trial in self-knowledge. There is no one, strong, uniting thread, and 

less unity of theme than in Die Sohwierigen, which - while even looser in 

construction, with some shorter individual sections - has, ao will be shown, 

a central theme which this very looseness underlines* Both jfirg Reinhart 

and Antwort aus der 3tillei an 'Srsfihlung* of 1937, suffer also from 

excessive manipulation of character development in order to secure a 

positive, happy ending. The short story deals with the discontent with 

life and its ordinariness of one man, who finds meaning in sheer existence 

through facing death on a mountain face. In neither work is the answer to 

the problems raised commensurate with their very real importance; in each 

case it takes the form of a dramatic reversal which is too neat a solution. 

It would seem that at this stage Prisoh, though deeply interested in problems 

of personality, of self-knowledge and self-acceptance, had not yet the 

maturity to reach deep into the suffering mind. Hot only are the problems
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in these early works stated very obviously and programraatically, but the 

protagonists are shown in unusual circumstances away from the everyday 

worldt Frisoh is avoiding the difficult task of showing a mind fighting 

with its problems amid the complexities of a more normal setting - in other 

words, he is putting his characters in situations which nako their problems 

easier to solve. The setting of Stiller may not be 'normal', but the 

material includes details of Stiller*s life in an everyday sphere, not in a 

vacation setting only* Nor does ha attempt in these early works to portray 

the actual moments of crisis, a fact which points to the same conclusioni 

that Frisch still lacked, at this stage, the intellectual and artistic 

equipment to make a really penetrating study of human personality in novel 

form.

Pie Schwierlgen

With Die Schwleriflen of 1943 Frisch makes a renewed attempt to portray 

characters who cannot simply accept life, demanding too much of it and of 

themselves, but this time with a more ordinary social setting and a less

simple pattern of problems and dramatic answer* As "onlka Wintsch-Spiess

2 has shown « it is necessary to study this novel in any examination of

Frisch 'a ideas j but it offers little of interest for a study of the 

relationship between subject matter and manner of presentation, and in this 

respect still differs markedly from Frisch's later novels. Certainly it

1) Die Sohwiorient Neuausgabe, Freiburg, 1957*

2) Monika Wintsoh-Spiess, gum Problem der Identitat im Werke Max Frisohs, 
passim.
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is not entirely conventional in form* it contains four distinct 'books*, 

but without chapter divisions* The narrative is divided into sections of 

irregular lengthy covering usually several pages, but occasionally one 

paragraph stands alone. As will be seen, in Still.eff and in Homo Faber 

Prison has a special reason for his manner of presenting bis materials in 

Stiller the diary-like fora is occasioned by the protagonist'a circumstances 

and hopes, and in Homo Faber the fragmentary forn ia explicable by Faber'a 

disturbed state of mind. Unlike these two works, Mein Same sei Qantenbein 

has no obvious Justification for its forra, but the three novels are never­ 

theless alike in that with varying success a fragmentary form has been 

employed in them in order to tax the reader* s mind and make him think and 

combine for himself if he wishes to understand fully what is being implied. 

As will be shown, the diary-like form of Stiller can reveal Stiller'a fears 

and difficulties both past and present in some depth, if read with attention; 

although HOBO Faber lacks the cohesion of the preceding novel, its form does 

reveal the agony which Faber will not let himself admitj and the reader of 

Mein Name sei Oanttnbein is alao challenged to find the deeper significance 

of the work if he can, although in this ease there is unnecessary complexity* 

The problems treated are no longer simple or even clear to the figures 

involved, and the reader has to be made to feel this*

In Pie Schwierigen the forra presents no such difficulties, no suoh 

challenge to the reader, although the work lacks the very simple resolution 

of clearly stated problems characteristic of the earlier prose works, despite 

the diffuseness of JuW Keinhart* The chronology of events is relatively



straightforward except for the occasional flashback , and the transition 

from one section to another in the narrative lacks the precise motivation 

which can often be found in Stiller* Wbat the irregularity of form, the 

division into sections of very unequal length* does achieve is simply an 

effect of unorderod progression, of purposeless and aimless movement for­ 

wards, which reflects the theme of the workt the difficulty of governing 

and shaping one's life. Ifone of the characters knows precisely what he or 

she wants of life, and all tend to drift onwards - as does the novel as a 

whole*

The title refers to those who are for ever fighting with life, wanting 

something they cannot define,   king demands upon others which cannot be 

fulfilled and feeling constantly a sense of futility and disappointment, 

yet remaining unable to conquer It* All the main characters are linked in 

their different ways to the central problem of what constitutes a real and 

valuable life* Rinkelmann represents one poles he demonstrates an 

impregnable self-confidence and belief in the value of what he is doing 

until he meets Tvonne and their relationship develops; he is characterised

 sine Art von harmloa-unersohutterli cheat Selbstvertrauen, eine 
angstlose £uversicht, wdass ihm, Hinkelmann, nichta in der »elt 
wirklich misslingen konnte.^

He is consequently completely destroyed by the inexplicable but incontro­ 

vertible fact that his marriage has failed; the comfortable image of life 

which governed his existence is seen to be inadequate where intimate human

1) Die Sohwierigsn, e.g., p. 177.

2) Die Sch\vierlgent p«14»
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relationships are concerned*

Another relatively conventional character is Hortense. She is a nice 

ordinary girl with a youthful taste for adventure, tout without the will to 

seek it. There is a hint of truth in Beinhart's comment to hen

*3ie fordern sehr viel vom andern, ungefahr alles....und wenn 
der andere einmal Ihre Herausforderung annahme?.«««Ich sehe Sie 
dastehen, Fraulein Hortense - zu Tode erschrocken. '1

Her marriage to Aramaim makes both of theia happy because it takes her back 

into the sphere where she belongs and frees him from the need to impress;

but it is a marriage which Hortense enters into more through instinct and
o 

resignation rather than by positive decision , and she never overcomes the

insidious notion that life oould and should be fuller, hence her disappoint­ 

ment at finding that fteinhart has not lived up to her image of him as the 

glorious adventurer * She cannot fully accept, as does her father the 

Oberet, that at some point one must come to terms with the fact that one 

does not achieve all that one might perhaps have been able to.4

Yvonne is another figure who, for different reasons - primarily because 

of fear of her unfemininity - constantly wants what is beyond her powers of 

endurance, who causes difficulties for herself by unreasonable demands upon 

others, who are expected to understand her fully. It is hardly surprising 

that she feels constricted in her marriage to Hinkelmann, but she accepts 

no responsibility for her past decision and destroys him by her escape in 

search of freedom. She seems at first to find the embodiment of this

1) Pie Sohwierigen* p»U8f,

2) op.oit., p.242.

3) op.oit., p.263.

4) op.oit., p.l6?ff.
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freedom in her relationship with Keinhartt

'Lelcbt wle ein warraes Gewolk trug «r sie duroh den Taumel eines 
beainnungslosen Daseins.'l

But she ia unable to escape the image she has of herself as '(iberlegen*

whore men are concerned. Reinhart sees this when he likens her to

2Turandot , and he ia proved right by the course of their relationship*

Yvonne demands constantly if silently that Reinhart understand hers

'Oft sohien es ihr unglaublich, wie wenie «r si oh rait all seiner 
Fhantasie in ihre l*age versetaen konnte...Kr musste eg verstehen, 
ohne dase sie es ihtn sagtej nur so konrte er vor ihrem Herzen 
bestehen.* 3

But she does not see that Heinhart is granting her Just that freedom which 

he claims for himself, that he is at the opposite extreme from Hinkelmann 

in this respect* Yvonne therefore finds a measure of contentment only when, 

in her marriage to Hauswirt, she stops making impossible demands and accepts 

a compromise relationship without idealism or self-delusion  

Reinhart suffers most of all these figures, because he is the one who 

comes nearest to the achievement of glorious freedom from all ties and 

responsibilities, who sees moat clearly what it could mean and ia therefore 

the most bitterly disappointed at his own failure to achieve any such state. 

Complete freedom means the ability to accept whatever life brings , without 

regrets for what is over and gone or any need to rely on other people for 

comfort and strength to face the passage of tines

'Wie soilten wir danken, dasa wir leben! daas wir Weaen sind,

1) Die Sohwierigan t p.84«

2) op.cit., p.33.

3) op.cit., p.94.

4) op.cit., p.232ff.
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die vergehen, die all dae Zeitlose sehauen und tnit Schauer begreifen, 
dass sie sterben rnuseen, irrraerau, da/nit sie die Sohonhoit begreifen 
und allest was mehr iat ale Schonheit, die auch nur ein Harae iet, 
einer von vielon...man rausste auch danken konnen fiir den Schmerz, fur 
die Angst, fur den Ekelt ftir die bde, fur die atiere Verawei flung, 
fur alias, was unaer Hers erlebt, alles innerlich Wirkliche, was den 
Bogen unserea Lebens apannt, auoh fur das Ewig-Unsichere, das unser 
Leben in der Schwebe halt wie eine gliihende Kugel.'l

But he has not the strength to sustain this attitude, and makes a half­ 

hearted attempt to find a niche in society by taking a regular job*

'Einmal muss raan erwachsen werdeni sagte er immer wie der. Eines 
Togee at oh en wir vor der Wahl. Das Kine ist die 'Aehmut, jugend~ 
licher Trauergenuss, der nicht weiter-fuhrt, Wehmut vor Jedem 
komrsenden Herbst, ein heiroliches Wundsein an all em, ein Grausn vor 
aller Vergangnisl Bas ist das sine...Oder wir finden zura andernt 
v/ir gehen hinduroh9 wir nehmen es an, das grosse Stirb und -Verde, 
wir treten uber die Schwelle unseror Jugend, ein fur allemal* 1 ^

Keinhart's tragedy is that he cannot integrate fully into society either, 

and this dualism is a theme which runs right through Frisch'e work, although 

its presentation is marred in this early novel by the suggestion that 

heredity is largely to blame. Towards the end of the work we find out 

about Reinhart's background, and it is clearly intimated that his inability 

to find any satisfactory existence derives to a large extent from his 

'tainted* heritage . Details such as the implied unwitting destruction of 

his own sister's happiness are introduced to impose a dramatic air of 

fatefulneso on events; it would have been more convincing to indicate 

nothing more than his illegitimacy in order to justify his feeling of

1) !%  Sohwierigtn, p.71.

2) op.cit., p. 153. Both these examples reveal frisoh's immaturity by their 
derivative language. 'Pas grosse Stirb und Werde* for instance, 
indicates Ooothean influence, although this is not acknowledged like 
that of 7ollinser. Cf. below, p. 2O.

3) op.cit., p.281,
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exclusion from the ordered society to which ultimately both Hortense and 

Yvonne belong and to whioh they return. Keinhart's tragedy - that he is 

not gifted enough to create a satisfactory life outside 'respectable* 

society while nevertheless being aware of the delights such a free existence 

could offer - does not need to be reinforced.

Over all this novel hangs the recognition that the belief of youth - 

'Alles ist moglieh* - must and will be modified by experience* One will 

not achieve much without exceptional strength; one will seek after the 

wrong goals and then suddenly find that one's life is slipping away, that 

there comes a point when a new generation takes over, to pass through 

similar difficulties, hopes and disappointments* The autumnal atmosphere 

is quite unmistakeable: glorious hopes fade and die, only to recur in 

another generation and then pass through the same sad cycle} indeed the

several descriptions of autumn are among the most beautiful passages in the

2 work* It is just this insubstantiality of human existence whioh the fora

of the novel underlines} the lack of regularity, of precise balance between 

sections suggests itself the haphazard movement of the human lives presented 

in the work - and it contrasts oddly with the hint of Fate which is intro­ 

duced so unnecessarily towards the end of the novel and whioh, one wight 

expect, would need a more tightly constructed form to be even artistically 

convincing-*

It would seem, then* that at this stage Frisoh is aware that non- 

traditional novel forms can be at least moderately expressive, although

1) Die Schwieriaent p*34«

2) Die Schwierigen, e,g* pp.65, 105f., 116, 223 f 288*
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Judging frora this novel alone it would be impossible to tell whether Frisch 

was not more interested simply in the modernity of irregular form than in 

controlled expressiveness. It ia probable that he was considerably 

influenced at this tin» by his long-standing admiration for Albin Zollinger, 

the meeting with whom is described reverently in the Tagebuoh.* Although 

the maturer Frisoh distances himself from his earlier enthusiasm2, there 

are distinct similarities between his early prose works and the novels of 

Zollingwr. Per halbe Menaoh . Bie grosae Unruhe . Pfannenstiel . and 

BqhnenblUgt , all deal with figures who are artistically gifted and who find 

it difficult to coins to terms with the demands of existence in a social 

community, with the constrictions of the marriage partnership, with life in 

Switzerland and Surope of the thirties and early forties. All four novels 

are extremely diffuse in construction, no one subject or figure remaining at 

the centre of interest for long, and althou^i such important questions are 

touched upon, the reader is considerably hampered by the constant switching 

of scene, of tine and place. There is no clear reason for such confusion 

other than perhaps the desire to include too many aspects of modern life) 

and Frisoh*s interest in similar themes may have led him consciously or 

unconsciously to emulate the formlessness of Zollinger'a work also*

1) Taaetouch 1946-1949* PP.175-178. The influence of Keller will be 
discussed in the following chapter. Cf. below, p. 23.

2) Max Prison, *Wachruf auf Albin Zollinger, den Dlchter und Landsraann nach 
zwanzig Jahren. f Preface to Albin Zollinger, Geaammelte fferke« Zurich, 
1961, vol.1.

3) First published 1924*

4) Firet published 1937.

5) First published 1940.

6) First published 1941.



CHAFER TWO 

THE YEARS BETWEEN /DIE SCJHWERIQBff* AND

Influences aro difficult to traoe with precision, but it is clear 

in ^tiller, Frisoh is eertainly not borrowing a mode - his ability to 

control an apparently Irregular form will be shown* It is not clear, 

however, why * after the interval of ten years - Frisoh should produce a 

third novel of such high quality* In the intervening years several draraas 

were published, and also the Tagebuoh 194 6-1 949* It is in the latter work 

that Frisoh has reflected at length on what can or might be achieved by a 

fragnentary prose form*

Frisch considers the significance of the *Skisse* as a means of 

expression, contrasting the employment of fragmentary sketches and 'perfect* 

or complete forms with beginning, middle and end clearly defined and linked)

'   die Vorliebe f$r das Fragment, die Auflosung Sberlieferter
Einheiten, die schaerzliche Oder nockiacha Betonung das Unvollondeten, 
das alles hatte schon die Botaantik, der wir sum Teil so fremd, eum 
Tail so varwandt sind. Das Vollondotes nlcht gemolnt als Meister- 
sohaft, sondern als Gesohlossenheit einer Forau Es gibt, so genomraen, 
eine raoisterhafte 3ki«so und oine atiimporhafte Ycllosidune, bolspiels- 
weise ein stumperhaftes Sonett. Die Bkisse hat eine Riohtung, aber 
kein Endej die 3ki»sse als Ausdruck eines Icltbildes, dao sich nlcht 
mehr schliesst oder nooh nicht sohliesst; als Soheu vor einer 
formllchen (Jansheit, die der geisti^n vorauseilt und nur Sntlehnung 
sein kann... '.1

'Sin Katholik belspielswelse, der sioh in oiner geschloseenen 
Ordnung rrla'^ben kann, hat naturlich die Erlaubnis aur Vollendun^j 
soine Welt 1st voile ndet. Die Haltung der roeleten ^eltgenoesen aber, 
glaube iohv 1st die Frage, und Ihre Fore, solan^e eine ganee Antwort 
fehlt, kann nur vorlaufig seinf fur sis 1st vielleicht das einzige 
Gesloht, das slch alt Anstand tragen lasat, wirklioh das Fragment. '2

1) Tagebuoh 1946-1949,

2) o.wfc., p«122*
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These passages, in which Prlsch finds that the 'Skieze* is the logical 

expression of an inability to make categorical statements about human 

existenoev are complemented by a consideration of the effect of fragmentary 

form upon readers. After a section on Brecht and his 'Verfremdungseffekt', 

he addst

*Es ware verlockend, all diese Gedankon auch auf den eraahlenden 
Schriftsteller anzuwendenj Verfreradungseffekt rnit sprachlichen 
Mitteln, das Spielbewusatsein in der Erzahlung; das Offen- 
Artistisohe, das von den aeisten Ueutschleaenden als "befreradend" 
empfunden und rundweg abgelehnt wird, weal es "zu artistisch" let, 
well es die Einfuhlung verhindert, das Hingerissenseln nicht 
herstelle, die Illusion zeretort, namlich die Illusion, dass die 
ereahlte Geschichte wirklich pasoiert sei usw.'l

This may not be an original notion, but it is a valid theoretical justifi­ 

cation of 'free' from} the writer's feeling that life does not have any 

clear-cut meaning for many people is to be presented to the reader in a 

manner which will demand the latter'e participation, a positive mental 

exertion* Thus the reader is to be forced into personal involvement in a 

work simply by being deprived of a neat, complete and hence all too easily 

diomissible pattern* The author may not provide any answers to the 

questions he raises, but in any case he refuses to do the reader's thinking

for him.

The 'Skizze 1 , then, challenges the reader to think; and for Frisch 

the only works which are of real interest are those which actively provoke

thought i

'Was auweilen am melsten f easel t, sind die Buoher, die Bum Wider- 
spruch reisen, mlndestens sum Erg&nzem - es fallen uns hundert 
Dings ein, die der Verfasaer nicht einmal erwahnt, obschon sie 
irmorzu am $ege liegent und vielleioht gehort es uberhaupt sum 
Genuss des Los one, dass der Leser vor alien den Reich turn seiner

1) Ta^buchl946-1949, p.294-
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elgenen Oedanken <mtdeokt...Noch da, wo wir uns am Wldersprueh
entzundon, aind vdr offenbar die Empf angenden . Wir bliihen aus 
eigenen Zweigen, aber aua der Brde einea andern. Jeden falls 
sind wir gluoklich. Wogegen ein Buch, daa sich immerfort 
gescheiter erweist ala der Leaer, wenig Vergnugen maoht und nie 
uberzeugt, nie bereichert, auch wenn es hundertraal reicher ist 
ale wir* Es mag vollendet sein, gewiss, aber es ist verstlramend. 
Se fehlt ihia die Cfabe dee Gebens. Sa branch t uns nicht.'l

This again may not be a particularly original view, but it is certainly a 

typically modern one. In the great novels of the nineteenth century, for 

example those of Keller and Stifter, there is no need for the reader to 

'complete* the work in this way. The glory of a work such as Per Prune 

Heinrich resides in the very fact that it gives us a unique view in great 

detail of a mature mind reviewing its own progress through youth to maturity. 

We are not given simply a series of incidents objectively related, but a 

manner of narration which captures both the enthusiasm of childhood and the 

gentle irony, the more balanced judgement of later years. The reader does 

not have to puzzle over interpretation and basic meaning as he does with 

many twentieth century novels? but no reader of sensitivity would deny that 

Per Gyune Helnrioh affords a rich aesthetic experience without deliberately 

stimulating 'Widerspruch 1 .

It is interesting to note that Frisoh speaks of this novel with
9

reverence ; can his comments on the most enjoyable type of literature have 

been directed against such works in that case? He would doubtless answer 

that Per Prune Heinrich does stimulate thought, that it does need active

1) Ta/gebuoh 1946-1943* p
2) *In jener Zeit las loh den Grunen Heinrich; das Buch, das *nioh seiten- 

weise bestilrzte wie eine Hellseherei, war der be etc Vat or, den man nur 
haben kann...'. Ta^ebuch 1946-1949. p. 278.
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Participation in the reader for the profundity of the work to emergy fully, 

for its appreciation as something other than a mere sequence of entertaining 

events. Indeed it may well be that the double perspective of the later 

version of Per Prune Heinrich helped Frisch to develop his own characteris­ 

tic 'dual 1 method of personality presentation as it appears in Stiller and 

Homo Faber. where the reader is allowed an insist which the central figures 

struggle to reach; but there can be no question of 'Widerspruch* aroused 

by Per Qrune Heinrich, no l Ent«undung t * To make the stimulation of such 

reactions the ultimate criterion of literary merit in prose work is too 

restrictive - as restrictive as to reject all Aristotelian drama as 

ineffective because it demands emotional involvement in rather than 

intellectual reaction against or struggle with its material* To stimulate 

reaction is one literary method which would appeal to a man who, like 

Frioch, believed that most men are afraid to think for themselves , unwilling

to search out and face the truth about their own weaknesses, and that German

2 art has too long been divorced from social reality in this century . It is

l) In an Imagined conversation between a poet and a society woman Frisch 
illustrates the selfish, cowardly attitude which demands that the poet 
act as the conscience of society, facing the problems most men would 
rather not seet 'Ein Poet, dachte ich iraraer, darf uberhaupt nichts 
haben - auch keine Angst.' Tagebuoh .1946*1949.* ?

2) 'Ich denke an Heydrich, der Mozart splelte. ..Kunst in dlesetn Sinne, 
Kun«t als sittliche Schizophrenic, wenn man so sagen darf, ware jeden- 
falls das Gegenteil unserer Aufgabe, und uberhaupt bleibt es fraglioh, 
ob sich die kunstlerische und die raenschliche Aufgabe trennen las sen... 
Oerade das deutsche Volk, dem es nie an Talenten fehlte und an 
Geistern, die sich der Forderung des gemeinen Tages enthoben fiihlten, 
lieferte die meisten Oder raindestens die ersten Barbaren unscrea Jahr- 
hunderts. Miissen wir davon nicht lernen?' TafTebuch 1946-1949,
p.115-



hardly surprising that Prison admired Breoht and his startlingly new 

dramatic theory, although the passage quoted above was written before they 

actually net in 1947.

The Ta/frbuoh 1946-1949 shows how fascinated Frisch was by Brecht's 

constant questioning of all assumptions, his energy in thinking out every 

action or idea rather than justifying it retrospectively1 . He does not 

agree with Brecht's opinions and conclusions, but is impressed by the 

thought process at worfci

'Die Ergebnisse freilich gehoren ihra. 2u sehen, wie er sie 
gewlnnt, ist unser Gewlnn.'*

It Is possible that this contact stimulated Prisch to more precise 

consideration of what he himself intended to achieve with each work; it 

certainly did lead him to consider the application of a 'Verfremdungseffekt ' 

in prose works , a concept which fitted in very well with his own developing 

ideas on the qualities of good narrative writing.

The Tagebuoh 1946-1949 shows clearly how these years were for Frisch a 

period for considering a great range of ideas i his concept of 'Bildnis', 

for example4 * snerges here; he reflects on the nature of love, jealousy, 

sympathy, and begins to collect material which forms the basis of several 

works, such as the incident which is later transformed into the play 

Ala der Krieg gu Ende wsjr   It is primarily drama and theatrical effects 

with which he is concerned when he turns to thoughts of literature, although

1) Ta/!ebuoh 1946-1942, p.286.

2) op.oit., p.292.

3) op.clt., p. 294.

4) op.oit*, p.31ff.
5) op.oit., p.213ff.
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some of hie ideas could be applicable to narrative writing, despite the 

faot Friach does not draw such parallels as he does specifically with the 

1 Verfremdun^aef f ekt ' . He writes, for example, of the effectiveness of a 

contrast between *Wmhrnehmung* , what the onlooker sees, and 'Imagination 1 , 

the ideas which some remark may awaken in hint

'...wenn ich ein fr&hliches und libenmitiges Pest wahraehme, hat 
eine Stirarae, die den Tod erwahnt, besondere Macht: die Imagination, 
die sia verlangt, entsprlcht ja meiner Angst. Der theatralische 
Bezug - das Wider spiel von Wahrnehmung und Imagination -wird 
besonders zwingend sein, besonders erglebig, beeonders suverlassig, 
wenn er den Bedurfnissen der menschlichen Seele folgt.'l

There is no reason why such a contrast should not be incorporated in 

narrative; and indeed it will be shown that the interest in both Stiller 

Homo Faber lies to a considerable extent in the contrast between what

the protagonist is trying to achieve - a new personality or the safeguarding 

of an accepted way of life - and what is revealed about his true state of 

mind and abilities by the precise manner in which he says what he does, 

that is by the form of the works. As in the theatrical situation described 

above, the reader watches, notes and is apprehensive. It will also be 

shown that in Me in flame a el Gantenbein one of the basic weaknesses of the 

work is the almost complete lack of any such tension between what the central 

figure knows of himself and what the observant reader sees, giving the 

impression that the form is being used simply to puzzle and not to help and 

stimulate the reader to a deeper understanding*

In Die Sohwieriflen there is only the germ of such a contrast. The 

convention of third-person narrative and comment on characters could have

1) Tagebuoh 1946-1949* p. 265.
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been used to show on the one hand the characters in action, and in 

opposition to this what they do not know or understand about themselves 

and their capabilities. But such a procedure haa not been followed| the 

portrayal of the characters 1 inner lives does net penetrate beyond what 

individual figures are fully aware of in themselves, even though other 

figures nay not be aware of these feelings, - a very conventional manner 

of presentation, quite unlike the sustained double perspective of Stiller 

and HOPO Faber, which reveals all too clearly a vulnerability the central 

figures would like to deny* The use of inner monologue in Die Schwieri^en , 

although adding depth to the portrayala, atill restricts our vision to that 

of the charactera. However, there ia another dimension of awareness hinted 

at, an awareness towards which the characters are moving, and that ia 

represented by the general autumnal atmosphere which pervades the work* 

Here we have a repeated hint - in the many descriptions - of the passage of 

time, the death of life and beauty, which counterbalances the exertions of 

the characters. One ia reminded of the Fauatlan framework of eternity in 

Goethe's poem, against which all the efforts of men are seen in scale, 

although the characters of Die Schwierigen have no Faustian purposefulneaa* 

This loose but all-pervasive background ia the one element of the work which 

might be considered an early stage of Fiisch'a double perspective technique, 

and is at least an improvement on the technique of Jiirg Reinhart, in which 

the gulf between reality and aspiration ia stated rather than shown in its

l) Pis Schwisrigsnt p*95»
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constant effect   What links Pie Schwierirtm most clearly fcltfa the later 

novels is the author's interest in characters who are preoccupied with the 

restrictions life in normal society imposes upon them, with characters who 

are trying to bo something they are not, having no clear vision of what 

they want to be, but only one of what they do not want to bet that is, 

conventional, ordinary citirena with responsibilities and commitments. 

What differentiates it most clearly from the later novels is the looseness 

of construction.

In the period between Die Sohwieri^en and Stiller Prisch had, then, 

not only matured but also had given considerable thought to questions of 

literary form and the effect of works of literature upon the reader and the 

public* However, precisely why he waited ten years before he published 

another novel is a question impossible to answer with certainty* There is 

always a danger, when dealing with Frisch's work, to seek for deep 

motivation when there is none* As indicated in the introduction, Frisch 

seems to want to appeal to a wide public or at least not to be writing from 

very profound motives and convictions* He says in his Tagebuoh 1946-1949 

that he turned to theatrical writing after his early novels because it was

suggested to him by Kurt Hirschfeld, the * Dramaturg 1 of the Zurich

2Schauspielhaus t there was no deeper reason* In fact he laughs at those

1) JuW Reinhart, e.g. p. 31, where we are told that Jiirg has two levels of 
thought, one for thoughts concerned with everyday life, and the second 
level of unfettered imagination. This very simple view of personality 
is abandoned to some extent even in Pie Schwieri/ren where the characters 
are already less clearly aware of the difference between reality and 
imagination and are shown trying to bridge the gulf in action.

2) Tagebuoh 1946-1949t p.280.
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who seek only profound reasons to* literary composition!

'Eine Boworkun/j unsraraelta, man habo ein Theaterstuck geschriaben 
aus Lust, ein Theaterstuck »u schroiben, verstimnt unsere Konsuraenten 
tief. Wo bloibt denn (was ihrea 'Krachtena den Sohriftsteller 
ausmachte' der £ran*c nach "Aussage"?'!

He belongs-, he says in the same speech, to those writers who write

'wail ihnen Schrelben nooh eher gelingt als Leben und weil fur diesen 
Verauch, das Leben achreibend eu bestehen, der Feierabend nicht 
ausreicht...'.2

In the light of this type of statement, it might well be the case that after 

having written five plays and no narrative work except the very short 

Bin oder Die Keise nach Peking, Prisch felt simply that he wanted to attempt 

another novel* Doubtless his visit to America in 1951/1952 influenced hire; 

it is obvious that he has drawn on experiences of this period for both 

Stiller and, Homo Paber, a particularly interesting point in the light of the 

following passages

'Raume unbekannten Lebens, unerfahrene Raume, Welt, die nooh nioht 
geschildert worden 1st, nennenswert als Fakt, das 1st der Haura dar 
Epik. Buropa hat sich in alien landschaftlichen, in alien 
historiachen, aber auch in fast alien gesellschaftlichen Raumen schon 
oft genug, raei sterna ft genug, mehr als genug geschildert} die epische 
Eroberung, die die Dlchtung junger Volker beherracht, iat so weit nooh 
moglich, wie as etwa in der Schweiz noch einzelne unbestiegene Gipfel 
g«ben rnafr? eine ganse Welt sber, eine entacheidend andere, eine Terra 
incognita, die unaer Weltbild weaentlioh verandern konnte, haban 
unsere Epiker nicht nehr abzug»ben...Die Epik, die honeriaoha, ola 
Mutter unsrer We It ens erst daduroh, dass eine w«Telt erzahlt wird, ist 
sie da* Und erst wenn ale da ist, kann sis erobert worden, wie as 
heute noch die amerlkanische Hpik tut.'4

1)  Offentliohke^t als Partner', Rade zur Eroffnung der Frankfurter Bucli- 
messe, 1958, Offentllchkeit als Partner. Frankfurt, 196?, p.60.

2) ibid., p.56.
3) This work has been excluded from the study since its format precludes 

any comparison of ita fora with that of the novels. It would however 
need to be included in a study of Frisch*s ideas alone.

4) Tagabuoh 1946-1949. p.241.
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America, Frisoh feels, is one of the few lands not yet totally 'conquered', 

 till open for epic portrayal} his visit therefore probably stimulated 

hie to turn to novel-writing again, providing him with material, with 

experience in his view uniquely suited to 'epic* treatment* He must also 

have grown increasingly conscious of the range of experience needed to 

produce a literary work of novel proportion, to hold the reader's attention 

for a longer period than that of a theatrical performance; indeed he 

comments later that moat people have no idea

'was an Leben geleistet warden muss, urn eine reine Figur der Kunst 
he rvorzub ring-en. * 1

  2Pie Sohwieriffen, as Ham Banziger suggests , shows distinct signs of

influence by teller, both in the choice of name - Heinhart - and in the 

subject, a series of love relationships! Das Sinngedioht and Per Grdne 

Hein_ri_ch both come to mind as works portraying men seeking fulfilment in 

love and art. The possible influence of Zol linger has also been mentioned. 

By 1953* however, Frisch could draw on a wealth of experience, and although 

the problems he treats are not necessarily the product of one age or social 

sphere only, he had accumulated the necessary material to raake them relevant 

to the modern world, Stiller' a escapism for example being seen in relation 

to the Hew World, which no longer symbolizes freedom simply by its name as 

was the case generations a#ot but which nevertheless still possesses 

'Haume unbekannten Lebens* for the European reader in such different forms 

as the Bowery and Mexico. With Stiller* then, Frisch made an entirely new

2) Rans Banaiger, Frisch und Pflrrenmatt, 5te. neubearbeitete Auflage, Bern,
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and independent start in novel writing with material very much his own. 

From 1953 onwards his narrative writing shows a delight in experimentation 

with form entirely lacking in Die Schwierigen - a clear attenpt to match 

his new material with new methods, to make the form not just an echo of the 

theme "but a vital contributory element in the presentation of personality 

in depth*

There are however other possible reasons why Frisch returned to novel 

writing. His considerations on narrative form are applicable to some of 

his other basic contentions* He is preeminently a novelist and dramatist, 

not a philosopher; that is, the public to which he addresses himself is a 

wide one and abstract insigfet must be translated into particular manifesta­ 

tions. His particular *Weltbild* is revealed through the sphere of personal 

relationships* particularly between man and woman* In rany passages on 

love, Jealousy, sympathy, honesty and such topics , Frisch expounds his view 

that we all tend to make convenient images of people which do not do justice 

to their personalities. True love, for example, consists for Frisch in the 

readiness to be surprised*

*Hben darln best eh t ja die Liebe, das 'f'underbare an der Liebe, 
dass eie uns in der 3chwebe des Lebendigen hilt, in der Bereit- 
ochaft, einem Menschen mi folgen in alien seinen moglichen 
Entfaltun#en.* 2

Sympathy la closely allied to this readiness:

'Hympathie hat Geduld, die Geduld der Hoffnungr, sie behaftet uns 
nioht auf einer einaelnen Gebarde, die ungehorig ist, vorlaut, 
tappig, eitel, rucks!chtsios v selbstgerecht; sie lasst uns stets 
eine weitere Chance...'.3

1) TaPgbuoh 1946^1949, e.g. pp.421ff., 59ff«, 408,

2) Taaebach 1946^1949* p.31.

3) op.cit., p.335*
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In Biblical terro, we all hare a tendency to make 'graven images* of our 

fellows:

*Du sollst dir kein Bildnis machen, heisst es, von Gott. £s 
durfte auch in diesera Sinne goItens Gott als das Lebendige in 
Jedem Menechen, das9 waa nicht erfaasbar iat. Es 1st eine Ver- 
sundi^ung, die wir, so wie an une begangen wird, fast ohne 
Unterlass wieder begehen - *.l

This process of over-simplification to which we are prone can apply equally 

to the single individual* Each of us, according to Priseh, tends to 

assume that views held in the present are valid, and those of the past 

condemnable; that is, we constantly re-interpret ourselves but

*wir Bind das Damals, auoh wenn wir es verwerfen, nicht minder 
als das Heute -*.?

That is to say, at any given time we regard one of the possibilities latent 

within us as the only true self and so make images, constantly changing: 

images it is true, but images nevertheless of our own characters*

Given these basic conceptions about human affairs, it is clear that 

Frisoh must have two primary aims as a writer; firstly to avoid, in the 

creation of fictional characters, figures which appear to the reader to be 

explicable in simple terns; and secondly, to prevent the reader in any 

case from being able to make summary Judgements. To this second aim the 

* Ski2se ( form, with the qualities which have been discussed, is admirably 

well suited.

There is, however, a danger inherent in the adoption of this narrative 

method* If the form is excessively loose it will verge on incomprehensi­ 

bility and defeat the original purpose of provoking thought. It must

1) Tagebuoh 1946-1949, p.37.

2) op.cit., p.22.
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therefore be asked whether Frisch avoids this pitfall, and I propose to 

examine his manipulation of 'free 1 forms in this light*

Clearly the concept of *image-making* could be incorporated in non- 

epic work, and the basic principles of the 'Skizae* incorporated into draraa. 

Prisch has in fact done just this* The belief that our hastily made images 

of others are a barrier to deep knowledge of them is a central idea in the 

play Ala der Krieg gu Bade wart in which a German woman and a Russian 

officer transcend in their love the barrier of prejudice which has grown up 

between the conquered and conquering nations, and refuse to accept the images 

of each other demanded by general national feeling* Image-making is the 

central theme of Andorra also, seen in terras of anti-semitiara t a blow is 

struck at the way society connects certain characteristics with Jewishneas 

and condemns them without further judgement wherever tiaey appear* In Don 

Juan Frisch presents us with a comical variation; the great lover with an 

attraction to which all women succumb tries constantly to escape the results 

of this element within him and to devote himself to the purer sphere of 

'Geometrie', but the 'image' prevails and Don Juan* having engineered his 

own 'Hollenfahrt 1 to outwit those who misunderstand his abandonment of one 

woman after another, is trapped in a web of domeatioity inappropriate alike 

to both warring elements in his character - an amusing end to a potentially 

tragic situation*

An example of very fragmentary dramatic form is offered by Die 

Chinosiache Mauer* which consists of a series of scenes which do not develop 

a simple situation, but which highlight facets of the central ideas - how 

tyranny functions in the guise of freedom, the ineffectiveness of the
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idealist with his 'image* of a bettor world* Indeed Graf Bderlond is 

called * 'Sloritat in awolf Bildern 1 , a description which laya emphasis on 

the play's divergence from a more conventional dramatic form, its relation­ 

ship to the 'Skizae'.

Does the novel offer possibilities for fictional creation which the 

drama does not? The choice of subject for dramatic presentation is to some 

extent restricted by the need to maintain visual as well as intellectual 

interest* Even if one abandons all pretentions to naturalistic presenta­ 

tion and allows monologues, the putting into words of deeply personal 

thoughts, a drama still does not justify its form unless the visual element 

adda something to the significance or impact of the words; the lonely 

figures in Salting for Godot are seen to be lonely and Isolated, but it is 

hard to conceive of one figure only as a sufficiently interesting subject 

to engage an audience's whole attention* Certainly drama can show us the 

effect on others of one loan's particular view of reality and present in this 

way the impression of* as it were, mental claustrophobia to an audience; 

but it cannot so easily present the inner view, the functioning of a mind 

in great detail without losing all visual interest and becoming quite 

untheatrical* That is, it cannot so restrict the viewpoint of the observer 

that he sees events and people through the raind of one person only. It is 

one of the particular properties of narrative form that it can be made 

effectively to reduce the world to a single vision* The reader can be 

taken completely into one person's personality) allowed to see even the 

unconscious mind at work*

This quality which the narrative can exhibit has much in common with
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the inherent nature of the 'Skizze 1 method of composition. Narrative, 

including- the novel, which shows directly the movements in detail of one 

mind only, excludes the possibility of one character within the book having 

complete knowledge of another; it probes to a depth inaccessible to all 

but the author, who - to use E.M, Forstep's terminology, is creator and 

narrator in one and entitled to superior vision. The adoption of 'Skizzen 1 

suggests a desire to minimize even the appearance of formal control by the 

author, to give to the mind which is the subject of the book entire freedom 

of expression and 'responsibility' for the ordering of the material* It 

was Flaubert who formulated the notion that the author should be 'comma
n

Dieu dans 1'univers, present partout, visible nulle part* , and to the 

furthering of this aim he employed 'le style indirect libre* , And yet, 

when one reads his novels, a surprisingly clear picture of his attitudes 

emerges; where he enters a mind his evocation of its elusive workings is 

brilliant, but he betrays himself in his far from objective portrayals of 

the bourgeois. Frisch's novels suggest that he has attempted another 

method of fulfilling Flaubert's dictum, in order to eliminate as far as 

possible any awareness in the reader that he is being presented with a 

perfectly controlled 'Bildnis*.

Each of Frisch's last three novels deals primarily with a single mind; 

each of them, in other words, can be seen as developments of those

1) E.M. Forster, Aspects of the Novel, London, 1927, p.87f.
2) Qustave Flaubert, Letter to Louise Colet, 9 December, 1852. Qeuvres 

Completes, Paris 1927, Correspondance III, p.6lf.
3) In German 'erlebte Rede 1 . Cf. Werner Hoffmeister, Studien zur erlebten 

Rede bei Thomas Mann und Robert Musil, The Hague, 1965, p,17ff.



possibilities already seen as peculiar to non-oramatic art* It is 

therefore important to investigate Just how well these possibilities are 

manipulated, whether the depth of revelation, the detailed portrayal 

deerued attainable have in fact been achieved, and if so. by precisely what 

mathoda. One might add to the considerations to be borne in mind the 

fact that the novel is primarily a popular form of literary expression, 

since the *public virtue!*, to use Sartre's terminology, is coextensive 

with the vast public able to read* Is it possible to deal with something 

aa serious as one man's psychology and still create a work acceptable to a 

wide public?

l) Jean Paul Sartre, 'Qu'est-ce que la litterature? 1 , Situations II, 
Paris, 1948, p.!36ff*
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 STILLSR*

The Farm

The general outlines of Stiller*s character are relatively easy to 

establish! the combination of weakness and *Selbstuberforderung1 ,

demanding too much of himself, has already been ccmrnented on at some length 

by Monika Wintseh-Spiess and Kduard Stauble , and, as Reich-Rani cki points 

out , these are far from being startling psychological revelations* But 

whereas considerable attention has been paid to Stiller's life past and 

'present* as a problematic existence, less attention has been given to the 

book as a novel , as narrative art, in order to ascertain what the chosen 

manner of presentation adds to our appreciation of the ideas and issues*

The book is divided into two distinct parts - the notes made by Stiller 

in prison, fluctuating between present observation, reflection, reports of 

past events from the accounts of others and general comment, presented to 

us in sections of greatly varying length; and secondly, a postscript by a 

figure who appears indirectly in the first parti an apparently unsystematic 

work, therefore. But if one conrpares the beginning and end of the first 

part, it is dear that some kind of progression has taken place. 'Ich bin

1) Monika Wintsoh-Spiess, Zuro Problem der Identitat im Werke Maz Frischs.

2) Eduard Stauble, Kax Friscb. Ein Sohweizer Dichter der Qe/renwart, 
2. Auflage, Amrisvil, I960*

3) Marcel Reich-Ranioki, Deutsche Literatur in ^'est und Oat, ^nich, 1963, 
P.92.
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nicht Stiller. is an assertion fall oT confident velio^dnce, whereas

2 Rngtl halte mich waoh* expresses tentative hope, fear, doubt; and

the final recognition of V/ilfriod's cenorosity is in effect a recognition 

of dependence on others which contrasts strongly with the defiant indepen­ 

dence of the novel's opening words. A 'downhill' movement has taken place, 

and this is further confirmed by the two-part form; the replacement of the 

'AufBelohnuiven' by a 'Nachwort' suggests that the individual has for some 

reason had to abandon his isolated individuality and surrender to a wider 

framework of values* But does the book really provide a convincing picture 

of this progression?

The ' Auf «ei chnungen ' are justified frosi within the story. Stiller is 

asked to write by his defence counsel t

'I oh soil mein Leben niedersohrei ben !....* Si o schreiben einfach 
die Wahrheit" sagt *^ein aratlicher Verteidiger, "nichts als die 
schlichte und pure *ahrheit ...".' 4

Clearly a coherent account is expected, and it is therefore significant that 

from the very start Stiller makes no attempt to produce any such work. Re 

recognises no duty to subject himself to the laws of coherent narrative, 

the subordination and ordering of events and comments. The 'SklSM* is 

therefore a highly personal form dictated initially by Stiller1 s defiant 

attitude, and indeed the fact that he writes at all is evidence of the soae 

confidence^ he could have refused to do so, but obviously feels a desire 

to assert his presence, to defy his 'enemies' in yet another way. In

1) Max Frisoh, Stiller, Suhrkarap Hausbuch, Frankfurt, 1963, ?.9.

2) bp.ciKf p.453«

3) >.ob, p.453.



adopting a free diary-like form in preference to continuous description he 

dooo however expose hi at;elf to certain dangerss a fora free enough to bo 

a aelf-confidont taunt to tte organs of Swiss justice is also a fora free 

enou^i to bstny the writer's fluctuations of mood, since at no point does 

he havo an established 'line* or framework to which to return, behind which 

to hido any weakening. The free form i>, then, potentially a 'spiritual 

monitor* 

If the choice and ordering of the material is entirely subjective, it

is important to establish the content and the relative proportions of the 

sections. It is possible to classify these sections in nine main 

categories*

1) Stories of the type told to Knobel, the warderf for example, the
M

tales about the 'Haarol-Cangster*.

2) Transposed memories, for example the ineidents with Florence, in 

the Bowery.

3) Actual memories of Mexico and other places, descriptions of the 

desert etc*

4) *Borrowed 1 stories, such as the discovery of the Carlsbad Caverns 

by Jim White, or the anecdote related by Bolf about the flesh- 

coloured material*

$) Entirely fanciful stories, for example on Isidor, Rip van Winkle.

6) Observation* about Stiller1 * life in prison.

7) Drearas.

8) Accounts of the past life of Stiller, Julika, Rolf and Sibylle.

9) Sections of general reflection, oooment, thought, and various motifs 

which recur to the writer's raind.
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There are, of course, other ways of classifying the material. In his 

thesis on Stiller Karlheinz Braun analyses the material with reference 

primarily to its various levels of time ( 'Zeitebenen 1 ). This careful 

investigation reveals an inordinate de.^ree of playing with chronology, 

which leads Braun to sayt

'Entflcheidend bloibt, dass die verachledenen Zeltebenen durch das 
Bewusstsein des Tagebuchschreibers reglert werden, dass alles, was 
geschlcht und was eraahlt wlrd, duroh das Medium oines Bewusstseins 
erscheint, eines vielf&ltlgen Bewusstseins, das sich in seiner 
Sub;Jektivitat in den versohi adenen Zeltschichten bewegen kann. '?

This view reinforces the conclusions suggested by the very faet that Stiller 

writes at all and dealt with above, but it does not do Justice to the degree 

of subtlety with which the nature of the * Bewusstsein* is portrayed In 

detail. Braun does indeed reveal this in a number of isolated examples, 

but mainly examples only of * Ruokwendungen* , flashbacks, of which he sayst

'Die Form 4*r eincelnen Ruckwendung wird boatiramt durch ihre 
Jewel 11 £e Stellung und spezlfische Auspragung* ' 3

This rather obvious statement needs considerable expansion, needs to be 

related to all the other material if it is to lead to an assessment of the 

novel as a whole and not remain, as it is, simply an isolated exemplifica­ 

tion of one of Bberhard Larnmert's ' Baa for men des ErzEhlens 1 . Braun makes 

aoroe illuminating comments on individual passages, showing how much of 

Stiller* e character emerges in, for example, an apparently objective

1) Karlhelms Braun, Ifte epln.qhe. Technlfc in Kar ^rAoejy L Roman * Stiller *  
Dissertation, Frankfurt, 1959*

2) ty;fc»b, p.119.
3) Braun, op.olt., p. 102.

4) ?Iberhard Lamraert, Bauformen des Erzahlens, Stuttgart, 1955, P.104ff,
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description of New York attributed to Sibylle , but he does not deal with 

the developnnt to be observed in the 'Aufseichnungen' as a whole* An 

analysis of the above categories of material should yield a picture of some 

kind of progression, unless the author's use of the 'Skiase* fora is merely 

a shield for obscurity or uncertainty of purpose*

Stories of the tyre told to Knobel.

The stories of the first category occur only in the first three of the 

seven notebooks which oonstituts the *Auf&elehnungen < * 'White 1 relates to 

Knobel how he killed a 'Haarol-Gan uter' in Jamaica , and adds colourful 

details to delight his hearer * how he carried an Indian dagger in his left 

boot, and so out details which have the same sort of comic effect for the 

more sophisticated reader as, for example, the unlikely but admirably 

documented and detailed adventures of Christian Beuter's Sohelmuffsky. 

The outrageous exaggeration is perhaps a kind of release, since it proves 

that even if his modest claims to a particular identity are rejected by 

officialdom, Stiller can still find a credulous public} but the humorous 

tone is uppermost. While Stiller can remain sufficiently at ease to enjoy 

this kind of Joke, his confidence regarding his legal position is obviously 

not seriously shaken* Werner Kohlschmidt finds the humour (and incidentally 

all the criticisms of Switzerland) too lively to be genuinely a product of 

Stiller1 s mindi

1) Stiller, p.372f.
Braun, op.oit., p,143ff.

2) gtiller. p.27f.
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 Friseh lasst aeinen mittelnassigen Helden.. .uber aich binaua- 
wachsen..,in don atemberaubenden Flunkereien von den angebliohen 
Erlebnissen in Mexiko und Nordamerika, in denen eine Spur genial er 
Phantasie und ^rzahlkraft sichtbar wird, die freilich fruher nie 
und in dieaer Lebensphase Stillers su spat zum Zuge

The accusation of  Pormbruch 1 is to a certain extent valid} Friech ia 

supplying his niediocre figure with his own narrative ability and percep- 

tiveneas* The reader can, however, accept these qualities as products of 

Stiller 1 s heightened intellectual perception at this juncture i he ia

fighting, albeit mistakenly, for his very existence, as Kohlschraidt himself

2 hints when he applies the adverb 'leidenschaftlich* to Stiller 1 s thinking.

These sections are extrerrtely well integrated into the development of the 

narrative as a whole because they are so carefully placed at the outset 

only and not arbitrarily distributed; and when they fade out Stiller does 

not lapse into the dullness Kohlschmidt seems to expect of him, but the 

fitting element becomes more open as confidence fades* Stiller has passed 

through genuinely upsetting experiences, but it is ultimately - as will be 

shown - his character rather than his intellectual capacities which leads 

him astray, his entire lack of humility. Consequently even if one allows 

that Friech has added an extra spark of wit to hia figure in the early 

stages in order to make the tales entertaining, the 'Forrabruoh* is not 

serious or obtrusivst it is evidence of Frisch'a constant attempt to 

combine the purely entertaining and the serious, and the reader is readier 

to assimilate any such unintentional ' Verf remdung* than many critics allow.

l) Werner Kohlschmidt, ' Selbstrechenschaft und Schuldbewusstsein im
Msnaohenbild der Gegenwartsdichtung* , Das Menaohenbild in der Pi oh tun/?, 
ed. Albert Sohaefer, Munich, 1965, p

2} cf.«'t%, p. 186*
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A little after the first wild tale, Knobel is disappointed when 

Stiller ie too tired to elaborate a story. The latter commentst

'Meln Warter ist enttauecht, aber darinff i8t auch el was Gutes, 
raerke ich mohr und mehrt gerade die enttauschenden Geschichten, 
die keinen reohten Sohluea und also keinen rechten Sinn haben, 
wirken lebensecht.*!

Stiller makes no attempt to hide his calculation and exploitation of 

Knobel'e gullibility; it must be reraorabered that these writings are not 

private in the sense that a diary is - they are written for the officials 

concerned with his case to read. To talk like this, then, of the best way 

of getting others to believe a story when this is precisely the raiademeanour 

of which he is being accused with regard to his own identity, reveals a 

considerable degree of complacency, even of bravado*

In the second notebook, after Stiller has be %m to review the relation­ 

ship between Julika and Anatol, we read:

1 Knobel, ^ein Warter, wird eine Last* Wie ein Zeitungsleser 
wartet er auf die t&glichen Fortaetzungen meiner Lebensgeschichte, 
wobei rair sein Gedachtnis ssu schaffen macht. 1 ?

This would seem to indicate that the playfulness noted above has diminished, 

that some other concern is obtruding upon Stiller's peace of mind: a 

 light but significant sign of commencing worry, which has not yet forced 

itself upon Stiller*s consciousness, but which has affected his mood never­ 

theless* He then goes on, when Knobel presses him to tell more murder 

stories, to explain that there is more than one way to murder someonet

'Ea gibt allerlei Arten, einen Menschen zu raorden Oder wenigatena 
seine Seele, und das merkt keine Poliaei der ?'elt. Dazu genfigt
ein Wort, eine Offenheit im rechten Augenblick* Dazu genu&t ein 
Lacheln....'.3

1) Stiller, p.76.

2) op.cit., p. 147.

3) op.oit., p*147f.
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thought content in these lines will bo referred to la tor, and it is of 

course important for Stiller* s conception of human relationships as well 

MI fox* his self-dramatisation* Braun sees this whole oeotion of conver­ 

sation with Knobel merely as an excuse to comment on the preceding report 

on Julika and Anatol , taking only the thought content into account; but 

this emphasizes too much the workings of the conscious mind alone* Stiller, 

we assume, actually said these words to Knobel rather than constructing an 

artificial conversation as a framework to support them; certainly they 

refer to feelings aroused by what has gone before, and the fact that they 

are reported in detail shows their importance for Stiller* But one should 

not forgot the circumstances in which they were originally said. Stiller 

!  quite aware of Knobel 's lack of intelligence, as we have seen} that he 

nevertheless says these words to Knobel in particular is a alight sign of 

pensivenesB replacing sheer energy and arrogance. The language is certainly 

inflated and 'dramatic 1 , but clearly Knobel would not understand the 

concepts even in ouch terrosj so these lines combine vestiges of the desire 

to amaze and hints that Stiller is gradually becoming slightly more intro­ 

spective, although this hint is counterbalanced by the recognition that 

these words contain a Judgement on Julika and Anatol, which is also a self- 

distancing of the speaker from then* The point is a small one, perhaps, 

but nevertheless an illustration of how Frisch manages to convey the workings 

of the conscious and unconscious minds at one and the same moment* We do 

not of course know at first how much weight to attach to the latter; it is 

only on a second reading, when one knows that Stiller is in fact Stiller,

Braun, op*cit., p*96f.
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that one even notices the hint of alight uneasiness. On first reading 

the critical tone leads one to wonder whether perhaps 'White* is not 

Stiller after all: in other words, a simple trystery is used to engage the 

reader's attention, a device often employed by Frisch*

In the third notebook we read of Knobel's change in attitude when he 

has been convinced that Stiller ia in fact Stiller, and that all his stories 

are now as completely untrue as he believed them true originally. Stiller

makes no effort to explain:

« i 
'Julika uberaeugt sle alle.*.Ich ease und schwelge**

These words contain an element of resignation, not of emotion because the 

realm of freedom Stiller created for himself in hla melodramatic tales was 

never a oerloua one} but compared with the energy of the opening lines of 

the book and of the earlier tales related with gusto to Knobel, there is 

noticeable lethargy here* Taking these stories as a category, the most 

significant point is that they do not occur after the third notebook. By 

the time they have be«n seen through, Stiller is already showing signs of 

slight disturbance, and no longer has the spirit to raak» up suoh amusing 

expressions of freedom and carefree roles* The confidence evident earlier 

on, and confirmed by suoh episodes as his arrest when he is delighted by 

the sight of Swiss orderliness in confusion, now disappears from the 

'Aufgeichnungen' and becomes significant by its absence, bearing witness to 

a gradual change in mood, a greater vulnerability to objection and attack} 

and this ia above all a change which Stiller does not himself consciously 

realize or conment upon at this stage, but which emerges for the reader 

nevertheless.

1) Stiller, p.237.
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d rcereories

A parallel case to the first category of material is offered by the 

incidence and nature of transposed memories. The stories featuring 

Florence and the cat undergo a subtle transformation, illustrating well how 

Stiller tries to avoid the true conclusions which he should draw frora the 

past. In the first notebook the material is used for sensation and amuse­ 

ment, to Impress Knobel, with a touch of arrogant exhibitionism* This is 

evident in the material itself - the exotic setting, the beautiful woman

 to. - and also in the manner of narration, in the way names are introduced

2 without prior explanation and Khobel's amaaement met with a laconic 'Klar. 1

This Is essentially story-tellinr for one's own bonefit, for the sheer 

excitement of winning breathless admiration*

In the third notebook the same material recurs in somewhat different 

form* It is related vehemently as a defence against Dr. Bohnenblust (an 

ironic contrast in his narrowness to Zol linker's character of the sane name, 

Illustrating the bad side of Swiss parochialism!) and his scepticism 

regarding 'White's 1 past: but in the process it is reduced to its true 

proportions as an example of Stiller1 s failure with women. He had tried 

to turn this instance of his insufficiency into one of his adventurous 

nature, and only when challenged factually does he produce a truer picture. 

Had he mads up the above mentioned story for Knobel, this section would be 

less Important; but we see now that his exhibitionism has been primarily a 

means of covering up his own sense of weakness, of reliving and changing

1) Stiller, p.57ff.
2) op.oit., p.59»
3) op.oit., p.219ff.



47

the part. This is a good instance of how Stiller gives himself away 

unconsciously. IJy usin& the same material twice in different ways he 

exposes more of himself than he had intended, for his aim in this second 

narration is simply to establish the fact that ho did live in America. 

But because of his unsystematic way of writing, material Introduced 

spontaneously on one level testifies against him on another. If he had 

restricted himself to a simple - if fictitious - account of 'White's* past 

and not instituted this diary form with which to assert his presence, his 

character and consciousness in 'present 9 tints, Stiller would have been less 

vulnerable*

Also in this third notebook is the Bowery incident, when Stiller claims 

to have found his step-father dying in the street* The aim of its intro­ 

duction is to prove his knowledge of Few Torfc and to give colour and 

vitality to his past life in order to distinguish it as far as possible 

from that of a Swiss citisen. Howeverf by claiming that the man he saw 

was his father, he exaggerates too much) the story would have served a 

useful purpose without this embellishment, and in fact yet again he has set 

a trap for himself by his unpremeditated narrative technique. As will be 

seen, the 'Aufseichnungen* become increasingly less well-controlled, and in 

this case a later remark destroys the initial effect of the Bowery material. 

In the crucial seventh notebook wo read, on the occasion of Stiller's 

encounter with his stepfather?

*Er 1st aiemlich vertrottelt...daznals in der nachtlichen Bowery, 
als er tnir einfiel, hatte ich ihn rair nicht viel anders vorgestellt.'2

1) Stiller. p.208ff.

2) op.oit. t p.443.



48 

The truth about the etranr* incident would therefore seem to be thfit he saw•*•

an old man and thought, probably with feelings of guilt, and evaded 

responsibility, of this stepfather, smothering these feelings of guilt and 

failure by making the incident dramatic, by picturing himself ae a far more 

daringly irresponsible character than he knew himself to be; in other 

words, he made dull weakness into interesting evil.

Stiller is, therefore, seen to emerge gradually from his world of 

illusions, which give way to reflection, nore serious thought and honest 

vision. That he should take events which really occurred and thus 

transpose) dramatize them, is not evidence of poverty of is&gination, but 

of a desire to convince not only others but also himself that his past has 

been full of Incident and unusualneaa. He io in effect trying- to recreate 

his past according to an ' image*| but increasingly in the course of the 

notebooks he is forced to turn from positive recreation to defenoe, from 

grand illusion to recognition of insignificance. The cessation of these 

transposed memories highlights this gradual change. Stiller is free to 

play with his material as he wishes, but his choices are not necessarily 

dictated by careful consideration, and thus discrepancies such as those 

dealt with here show his inner state*

Actual memories"

The introduction of less fanciful, more realistic memories is never­ 

theless equally revealing. In the first notebook , we find menories of 

Mexico, introduced significantly by the phrase: 'Ich sitze in raeiner

1) Stiller, p.29ff-
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Zelle...'. A feeling of confinement sends Stiller'* mind back to the 

space and movement of Mexico, and the very last line - why didn't I stay? 

- gives a hint of dejection* These details, together with the length of 

the pictures , suggests that there Is more at work than a simple desire to 

convince the reader that he had actually been In Mexicoi this could have 

been done in a few lines. An Ideal of both physical and spiritual freedom 

thus emerges, an assertion that there Is a life beyond the present of which 

be mist remind himself, for he attributes the feeling of enclosure solely

to his present position in a prison cell. Later he will adult that even
j> 

in the *!few World* he found no wore satisfaction than he had in 3wit»erland

but here he still believes in escape, he needs to believe* The emotional 

rather than factual content of these memories is evident when one notices 

that they rarely ooour quite spontaneously t they are provoked by encounters 

with Dr. Bohnenbluat , and are an assertion of freedom in contrast with all 

h© represents. Clearly Stiller feels threatened, from which one can deduce 

an insecurity which he will not openly adrait. On the lowest level of 

interest this of course helps to make his identity ambiguous.

Memories of this category do not occur again until the seventh notebook 

Another picture of Mexico is given ; the preceding section, the visit to 

the dentist, has passed off quite well, and then suddenly this unexpected 

theme returns. By this stage, if one considers all the material, it is 

clear that Stiller is reaching crisis point. The hopeful opening to the

1) Stiller, p.34.
2) op.cit,, p.400ff.

3) op.oit., pp*40ff»,

4) op.cit., p.378ff.
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notebook is a momentary respite , for a time a jocular tone is resumed, but 

it is the section on Mexico which reveals the true state of the unconscious

mind, for the memory appears without external motivation - 'ich woias nioht
o 

unter welchera Zwang.. 1 - and brings in many motifs relevant to Stiller 1 *

cases love, devotion, the inexorable movement of time and life, death and 

decay. *Phe Impress! on for the reader ie one of intonse depression? and 

for the first time we have hero a r**raory not being used for a specific 

jmrpooa to so^aa extant - an indication of just how inward-looking Stiller 

has becone, in contrast to his ear 11 or need to convince and his jnore out­ 

ward-going snergy. He no longer recreates, no longer ponits a world to 

which he could ©Bcapet thin admission IB made specifically whon h© sees 

clearly that his Ufa in America wan never one of true independence. 

Just as he used to Imagine Jullka watching in order to avoid the sensation 

of loneliness , so he has used his memories of Mexico and their contrast 

with the 'present* to avoid reco!^nition of tho fact that his troubles lay 

within himself and not in his surroundings. The disappearance of these 

memories for so large a part of the *Aufzeiohnunrjen' su^geota therefore an 

increasingly strong pull back into the life he had tried to escape, an 

increasing? involvement with it so that even toyin/j with escape becomes a 

thing of the past. Then ,juat before the final capitulation the old life 

recurs to him, almost as a leave-tafcln^, with the awareness that it too was 

not Utopian. This is * touch of alnost Racinian simplicity one thinks

1) Stiller, p

2) op.oit., p«378»

3) op.oit., p.400ff.

4) op.oit., p.398.
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of Phedro imprisoned in her own passion, shunning company and longing Tor 

an injposslble freedoms 'Dieux! Qu« re euie-je asaiae a I 1 ombre des

Thus it sight be said that the occurrence of these memories chow a the 

general trend of Stiller 1 a state of mind, from self-deception to self- 

recognition.

Stories 'borrowed 1 by Stiller

Stiller 'a state of mind ia also revealed by stories which Stiller 

adopts from other sources, although they are used with a greater degree of

deliberatenssa* The discovery of the Carlsbad Caverns related in tho

2third notebook is certainly very consciously included. Both the man who

dies and the man who escapes are called Jim Whito, and it is in fact an 

allegory of Stiller'e own past as he sees it - of the death of his old self 

and the emergence of the new - and it doubtless owes much to Plato's Cave 

Allegory 9 in which only those souls which emerge into the light have any 

idea what true reality is* The use of such a guise for his meaning shows 

that Stiller is midway between confidence and worry t he is sufficiently 

worried to be drawn bade from toe present to his past struggles to start a 

new life, but these are clothed in pretentiousness* There is genuine 

depth of feeling in the details of the life-and-death struggle, but the 

arrogance of the adaptation outweighs this* Not satisfied with creating 

new figures and rolea, Stiller contravenes the laws of fact and time, in

1) FacinOf Phcdre, Act 1, Scene III.

2) Stiller, p.l84ff.

3) Plato, The Pepublio, Book VII.
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order to find a striking expression of his situation. He is starting to 

admit bis problematic past, but be is still proud of bis 'victory 1 ! all 

this is contained in tbe section, far more than just Sti liar's intended 

message to his readers - that he is a man of considerable experience. The 

flamboyant earlier stories, which were used to lay claim to this also, have 

given way to a more serious claim to experience! an indication of 

increasing unease which is aa yet counterbalanced by a considerable degree 

of self-importance, self-dramatization.

Another story which Stiller adopts is that told by the 'Staatsanwalt', 

Rolf, about tbe packet of flesh-coloured material foisted upon him* The 

significance of this tale is later explained by Holf s it relates to one's 

attempt to overlook parts of one's nature, to hide emotion behind 

intellectuality* At its first occurrence however it is related without 

comment; yet if one again remembers that these notebooks were originally 

intended to be a record for officials to read, one can measure the degree 

to which Stiller has diverged from his original purpose of defiance and 

challenge. This story surely indicates that something in its content 

affects Stiller; it would do nothing to aid his case with Bobnenblust, and 

is clearly a purely reflective entry* It will be seen that the amount of 

reflection increases through the notebooks* and this story is a subtle 

indication of the change actually taking place. The stories which Stiller 

previously related were more positive, purposeful} they are here replaced 

by introspection, even if it is not so formulated* Kven if one goes only

1) Stiller. p.238ff.

2) op.cit., p.380.
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so far as to say that the tale is appreoiated by Stiller simply as an 

example of escape with difficulty from one's own mistakes, the ambiguity 

still remains, the possibility that subconsciously Stiller senses a very 

much closer application to himself.

In the case of both these 'borrowed* stories, then, one can detect 

indications of Stiller's state of mind behind the conscious use of the 

narratives. Precisely what we are to deduce is not clear, and by this 

Deans Frisoh maintains our constant wondering interest; once again 

Stiller's refusal to conform to the request for a straightforward 

reveals rather than hides his past and continuing worries.

More fanciful atories

Ambiguity and the degree to which Stiller is unaware of it also

provide the major interest in his use of two rather more fanciful stories.

1 2 The tale of Isidor , as Braun points out , occurs before a meeting with

Julika and is a kind of warning to leave the past alone; Isidor leaves 

because his wife wants to know all about her husband's actions, not who he 

really is, why he acts as he does - she makes an image of him which will 

not allow of change. But the undeniable humour of this section, such as 

leidor's splendid gesture of shooting into the cream cake, is heavily 

weighted to Isidor's advantage. His wife is made to look entirely 

ridiculous and because of this we overlook all Isidor's unreasonableness, 

his lack of effort to make the marriage work. Stiller is obviously

1) Stillert p.47ff«

2) Braun, op.cit., p«53f.
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unconcerned about such possible interpretations; he is humourously 

arrogant * and thus repeats the same mistakes he has made in his own past, 

with no raore insight. In fact the humour signifies an increased sense of 

security and confidence about the rightness of what has happened, about 

the validity of his own Judgement*

The tale of Hip Van Winkle also reveals how Stiller 'a attitudes 

prevent him seeing more than one side of a story's significance* Braun

interprets this as a parable of the man who returns as a stranger to a

2 world in which he was never really at home* Ifargrit Henning sees it as

an expression of Stiller'3 inability to say who he is* Both interpreta­ 

tions are possible; it is quite true that Stiller sees Hip Van Winkle as 

a man misunderstood by his fellows, a man who has experienced wonderful 

things but is ridiculed, disbelieved, thought dead by all, even the closest 

relative* But neither of the above critics points out that Rip is also 

the man who slept away his life, who by dreaming failed to contribute to 

life in the social community* In other words, the story oould be turned 

against Stiller, but he is entirely oblivious of unfavourable implications* 

As with the Isidor story, Stiller is too confident to see any ambiguity. 

Of these two sections largrit Henning sayst

 Sie kennzeichnen seine (Stillers) verzweifelte Situation, die 
Unmoglichkeit, zu sprechen und einfach die Wahrheit nieder- 
3Buschreiben...Da er nicht selbst formulieren kann, erzikhlt er
Vorgeformtes.' 4

1) Stiller, p.Slff.

2) Braun, op.cit,, p.55f»

3) Margrit Henning, Die Ich-Pom und ibre Funktion in Thomas Manns 'Doktor 
Faustus* und in der deutschen Literatur der Gegenwart.

4) Henning. op.cit., p.l64f.
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This i« to some extent true? Stiller cannot say what he wants to openly 

*nd must shield it in parable form for the sake of his own safety as 

'White'. But this view overlooks the confidence detectable in both tales, 

confidence which is seen to approach arrogance when the failure to see more 

serious implications in the selected material is noted. It is also surely 

important that both tales occur in the firat notebook and that nothing 

comparable appears in any later one. This is a si#i of the very gradual 

loss of a sense of security, another instance of Stiller*s arbitrary choice 

of material now testifying against him, revealing more than was intended*

Obaervationa of prison life

Stiller*s observations of prison life also reveal more than he perhaps 

realizes, and certainly more than Just curiosity. At the very beginning; 

of the book Stiller turns from his vehement assertion 'Ich bin nicht Stiller! 1 

to his annoyance that whisky ia denied him in prison; this is clear evidence

of his self-assert!venose, of a will to make his presence felt in the

1 2 
'present 1 by any means. When he describes exercising in the prison yard

it is with a distinctly amused objectivity which shows that he is not writing 

purely for his own benefit such as is true of later sections of the book, 

especially in the seventh notebook; he is seeking an effect, and despite 

the fact that these details will not make his claim to another particular 

identity any more credible, they do constitute a direct challenge to 

authority, a desire to show that the writer is a character with lively

1) ^tiller, p,9-

2) op.cit., p.20ff.
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opinions in the present. The details of the regimentation shov? that he

atill has titae to observe and is not yet too deeply preoccupied with his

2 problematic position, and other observations add to this view. The

information on the Jewish fellow-prisoner who has committed suicide is the 

last of this kind of notation and is more serious in tone, more intro­ 

spective, as though even the most stringent keeping to the present cannot 

prevent the intrusion of reminders of the past - when one later learns that 

Stiller has also once tried to commit auioide the tone of anxiety is 

understandable* Obviously on first reading this is not clear, but if the 

reason for the change in tone and the subsequent omission of these sections 

ia hidden, it ie etill apparent that Stiller gradually begins to lose 

contact with the present, with all around him. Thus, from the occurrence 

of this type of material, which hardly enters after the first notebook 

except on one occasion when it is obeoured by reflection and worry , the 

reader can sense 3tiller's discomfort before he ia himself fully aware of 

it or ready to admit it* The freedom of choice he has permitted himself 

shows all too well the uncertainty behind the apparent confidence which 

made him start to write in this loose way*

Dreams

Dreams occur at several points, and these should be clearer indications 

of one's mental state than conscious fabrications, but again there ia still

1) Stiller., p.38.

2) op*cit., p.46.

3) op.cit,, pp.80 4 98.

4) op.oit., p*217f«
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a gulf "between what is said and whnt oould be said with greater inai^t. 

The early examples constitute » kiwi of cliallen^e ; aince to adinit to having 

dreamed of Stiller is provocative. Stiller dreams for example of Julika 

and her husband , both of whom display hands bearing stigniataj the dream 

provides an opportunity to talk about Stiller as a quite separate character* 

But if one looks below the surface of this consciously detached portrayal, 

it shows once more the limitations of Stiller's own insight into his past. 

It will be confirmed constantly and made explicit at the end of the seventh 

notebook that while Stiller* a experience with his 'Kn^el* mad© him see the 

pointlessness of his constant struggle with Julika, it induced him to make 

a wrong decision - to start again in a new setting rather than in the old. 

He has progressed from the days when he lived as Stiller, since he admits 

in the dream that both sides should bear blame, but his far from humble 

antipathy to sheer insignificance is still at work in the tastelessly 

'dramatic* visualization of the suffering figures. The new Stiller 

mentions the dream openly because he feels himself so far detached from 

those concerned in it, but below the level of his conscious thought his

attitudes remain the same: the exaggerated demands for 'Cna.de* and

« 2 
'Erlosung', of which Rolf will apeak , are ready to emerge again when

Stiller is finally forced to resume his true identity.

The next drawn occurs in the third notebook , when Stiller has dreamt 

of himself as White in the uniform belonging to the 'vanished' Stiller. 

This dream also is an expression of confidence, of defiance, a claim that

1) jHiller, p.73.

2) op.cit., p.498ff»

3) op.cit., p.205.
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even in the un.^arded world of the aub-r.itional he feels entirely separate 

from 'der Verschollene 1 . However, a few pagee further on w© roads

'Sohon wieder von der Uniform 1

This is recorded doubtless with much the sarne defiant intention as the above 

drears? it would be possible to explain its occurrence as a natural result 

of  White 1 being plagued with details of ^tiller's past life, but ambiguity 

nevertheless creeps in - could the uniform have linked up in his sub­ 

conscious mind with the Spanish Civil War incident? Could it indicate that 

even though he is not fully aware of it, Stiller is still haunted by his 

'Versagen' as a soldier? In any case, the mere fact that he has begun to 

dream more frequently is evidence of less settled nerves than he appeared 

to have in Book One* It is open to the reader to wonder whether this is

due to aggravation or unease.

2 
In the fifth notebook a dreara about Julika is recorded , which link*

up interestingly with the 'stigmata* dreamt

'Ihr Blick bittet sdch dringend, nicht zu glauben, was sie rair 
schreibt, denn sie schreibt es unter einera £wan&, ihr Blick bittet 
raich sie von dies em Zwang zu erlosen..* 1 .

There is implicit in this last word the belief that he, Stiller, has an 

exalted duty to perform) this may not be an entirely conscious thought, 

but the word used implies that the self-importance which caused the initial 

failure of the marriage is still very active within him. This section 

occurs significantly immediately after the visit of Sturaenegger, which has 

stirred up the past in Stiller 1 s mind, and the dream betrays his unconscious 

reaction*

1) Stiller, p. 217-
2) op.cit., p«295«
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This same dra^ra recurs later in a. *oro anguished form. The breaking 

point is near for Stiller, and her© we 3.39 his now ienporat? attorapt to 

put the responsibility for what ia to coaa on Julikaj fro* seeing histaelf 

as 'Frloaer* he has baen driven back on eiciggantion of his faults -  Ich 

"kreuzige" Julika' 2 - in order to bo able to densnd 'Qnade 1 from hsr rather 

than face up to his o-?m utter insignificance* It la wish easier to call 

oneself a terrible* sinner and put the burden of forgiveness on another, 

than to learr. to live with one's weakness,

Even nearer the crisis, past dreams reawaken in Stiller*a "ramoryt 

These are si?nply related, not understood, although they reveal clearly two 

important aspects of his character> the droa-D of Julika seems selfishly to 

make her responsible for his difficulties by attributing scorn and cruelty 

to her, and the dream of hia mother represents his feelings of guilt and 

failure in human relationships in general* These are aspects cf Stiller 1 a 

character which led to his attempted escape fron the past, and the present 

uncritical, even though humbler approach to their recurrence foreshadows 

the difficulties which will be apparent in the events of the 'Vaehwort'. 

Stiller is aware of his 'Kichtigkeit* but as yet unable to accept full 

responsibility for it ~ the violence of the Julika dream indicating that 

the fight will go on.

Friech writes of dreams in his diaryt

'Unser Bawusstsein ale das brechende Prisma, das unser Leben in 
ein Tfacheinander zerlegt, und der Traura als die andere Linse, die 
es wioder in sein Urganzos eamraelt... .4

1) Stiller, p.394«
2) op.oit., p.395»

3) op.cit., p.450f.
A} Tgflgbuqh 1°,46-1949 . p.23.
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restore a personality to completeness, overriding i;hd artificial 

divisions tne conscious aind luakea, and tais ij most c^rtainl^ traa of 

Stillerf *» views his life linearly - artot is past, ir* tiaa ia no longer 

part of his 'present 1 self, he feels, but hi a dreams reveal a perai stance 

of attitudes of which he is not fully aware. In addition to this function, 

the dreams as a whole act as a guide to Stiller*s changing mood) he 

records some in confidence as a challenge, but ae he becomes more involved 

in the past, the dreams take on a less purposeful and more anxious, 

questioning aura, just as the 'Aufzeichnungen' as a whole move gradually 

from conscious provocation aimed at the officials who will read them, to a 

desperate need to write simply in order not to lose hold on events, on 

himself. Stiller, by the end of his writings, no longer has any pre­ 

conceived meanings for what he sets down. He writes in order to find sense:

'...ich merke auch jetat, wie ich, ...unwillkurlich versuohe, die 
Dingo zu reimen, urn all em "einen Sinn zu geben". Dabei habe ich 
gar nioht zu geben. Ich habe den "Sinn" lediglich enpfangcn.'*

The fact that he cannot detect the attitudes apparert to the reader - lack 

of real honesty, shifting of responsibility - is on intensification of 

precisely those same attitudes. Once again the freedom which Stiller has 

claimed for himself in his writing betrays more than he sees: the points 

made are rarely just those intended because there is no overall guiding 

plan* When he thinks he is writing for the 'present 1 , his words bring 

back the true past, bring back the whole self which will dictate his future; 

and it is Indeed precisely the attitudes evident in these dreams which 

shape the event* recorded in the 'Nachwort 1 .

l) 'Stiller, p.450.
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Accounts of the past life of Julika and others.

The kind of objectivity which Stiller tries to accord his dreams is 

also evident in his accounts of the past life of Julika, her husband, Rolf 

and Sibylle. It will however be seen that this objectivity is not 

spontaneous, and in general programmatic to the point of entirely negating 

it0 own characteristics - in other words we find fairly subjective 

'objectivity'. There are nevertheless some sections where this is not 

quite so clear, when we wonder briefly whether we are not mistaken about 

the identity of the writers the mystery element is almost imperceptibly 

maintained by these slight doubts*

Braun points out that the deliberately involved time-scale is a way 

of creating distance from his material for Stiller*

'Die Zeitschichtung 1st von grosster Funktionalitat fur das 
Theroa dee Romans* Ermoglichen die 7,01 tan doch - daduroh, dass 
ale im Bewusstsein des Lesers immer klar getrennt bleiben - jene 
Distanz herzuetellen, die der Tagebuohschreiber, Mr* -'bite, 
benStigt, urn der Oeschichte Stillers, die er nicht als seine 
eigene anorkennen will, als ein Fremder gegsnuberstehen zu 
konnen.'l

Braun means by this three levels of tiraet the time at which the events 

actually occurred, the time at which Rolf or another relates them, and the 

time at which Stiller records this relation. But it is not enou^b to note 

simply the existence of these different levels; Braun, it is true, does go

on to mention a few ways in which Stiller reminds the reader of his

2 'Dietanz* by small interruptions , but he does not trace the variations in

this procedure, except to say that the more interested in the events the

1) Braun, Die  pieche Technik in Max Frischs Roman 'Stiller* , p. 124.

2) op,cifc., p.
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writer becomes, the greater ie the danger that this method will give way. 1

The first 'encounter 1 with Stiller for 'White 1 is the entry into

2 
Switzerland. The dominant tone is definitely one of humour, and this is

a measure of hie confidence. So too is the frigidly correct reference to 

Julika - »Frau Julika Stiller-Tshudy, die Gattin des Verschollenen'-* - in 

formal terms auoh as apply to a total stranger in whom one is not particu­ 

larly interested. There is nothing exaggerated in this. Equally careful 

is the treatment of Wilfried Stiller's letter, which is reproduced in full 

without comment. Clearly Stiller does not yet feel himself endangered: 

he is reserved rather than over-emphatic. Indeed, he is confident enough 

to play at being Stiller with Bohnenblust^, to play the game of possible 

identities - the question of how he oould prove himself to be a 'Kriegs- 

verbrecher* is a delightful touch of humour aimed at scandalising the organs 

of Justice. However, a very slight hint of lack of ease is visible in the 

following section , where the official details about Stiller are written 

down) the paragraph starts in an entirely disinterested tone, but the 

writer feels the need to state specifically that he is not Stiller, as though 

he were not quite sure that his detachment is sufficiently conveyed by the

1) Braun, Die epjsohe Teohnik in Mas Frischs Roman 'Stiller*, pp. 126ff., 
P.135.

2) ^tiller. p.lOff.

3) bp.'ctl-,, p.29«

4) ^i;fc, p.39f-
5) ,i^"*ifc,> P-40.
6) op.cit., p.41.

7) op.cit., p,45*
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tone alone. It is at such points that we begin to wonder who in fact is 

writing; the objectivity is a little over-emphatic. The speculation 

about Stiller's political past is, as Braun indicates , a red herring used 

to create a distinction between the writer and his subject, a very clever 

tactic* but it would have functioned better without the final comment t

'...die bloese Tateach©, dass ein Mann plotzlich verschollen lot, 
verlockt natftrlieh zu Spekulationen. 1 2

This is true, would be entirely true were 'White 1 genuine, but the very 

statement of such a truth suggests a need on the writer's part to justify 

himself which is unhealthy! a far from strong suggestion, but one to 

intrigue the reader*

A further section opens with ambiguity yet again. The first remark 

betrays annoyance - 'tfichts blcibt rair erspart* - which could be interpreted 

as either disguise for fear or genuine indignation at humiliating treatment) 

the mystery element is nicely balanced. 'Die Dame aus Paris' is an 

unnecessarily cool, dissociating appellation, but then the humour returns

to clear the atmospheres the last sentence - 'Sie behauptet meine Oattin

5su sein, und wird rait dem Flugzeug kommen. 1 -^ - is a masterpiece of incon­ 

gruous association, a very subtle way of reducing the claim to the same level 

of insignificance aa the mode of travel without resorting to polemic. 

Julika is made to look ridiculous and possessive, the reader's sympathy is 

gained for the writer, but only for as long as he controls his violence as

1) Braun, op.cit., p.l09f«

2) Stiller, p.45-

3) ibid,, p.46,

4) ibid., p.46.

5) ibid., p.46*.
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here* The same trick is repeated later , when Stiller writes of 'die 

Dane aus Paris, die sioh fur meine Gattin halt.* The whole sentence is 

very derogatory; by repeating yet again where she has come from, Stiller 

suggests that a ridiculous degree of fuss is being made, as well as, 

possibly, that she is a woman concerned with all that Paris represents in 

popular image - fashion, extravagance of every sort - rather than a woman 

of sense. This point is intensified by the phrase 'die si oh fur meine 

Oattin halt*' It would have been more correct to write, f die raich fur 

ihren Oatten halt 1 , but In this peculiar turn of phrase Stiller manages to 

accuse Julika of delusions concerning herself and thus to dissociate him­ 

self from her as far as possible* One is given the image of a woman who 

does not quite know who she is, and nothing could be more damaging, far 

more flattering for 'White 1 - the inference being that he knows quite well 

who he is.

However, once our attention and caution have been aroused, albeit in

small measure, by some of the above examples, others begin to raise more
o 

queries* When, for example, Stiller describes Julika , and describes her

in detail, the wary reader might interpret this in three ways: it could be 

an entirely genuine description of a stranger, it could be a deliberate 

attempt to make one feel that he does not know this woman, or it could also 

be a genuine re-experiencing of her, a self-persuasive account in the trust 

that the past is really gone for ever in its old form, that all things have 

become as new. There is probably something of both these last intentions

1) Stiller, p.56*

2) op.oit., p.64.



65

in the passage, but it is still sufficiently plausible as an account of a 

first meeting to make one waver between belief, distrust, and sympathy. 

We do not of course know whether the ensuing conversation is a complete 

record, but it is certainly clear that the remarks made by Julika or chosen 

for emphasis by Stiller are hints to the reader that she is 'image-making'. 

Yet the conversation could have happened exactly like this: it is not too 

obviously weighted on one side. Again the reader is left guessing.

In this first notebook the objectivity is well managed* For example, 

Stiller writes of the visit to Davos «

'Ea ist genau so, wie Thomas Mann es beschrieben hat.'

Such a phrase makes it quite plain that he wants it to be understood that 

he has never visited Davos before, but he refrains from saying so 

specifically, from rising to the attack; and the literary reference also 

allows him to comment on the visit without venturing any possibly 

incriminating opinions on the place or its atmosphere* nevertheless one 

wonders whether this is not a shield for fear as much as genuine detachment;

and it could also be evidence of an inability to experience in depth. We

2 
learn later of books which Stiller has owned , all of them necessary for

the man who purports to be well-read} so this reference to Thomas Mann 

could conceivably be a similar 'blind', using the experience of another to 

hide one's own poverty - and if this is true, it links up with Stiller *s 

inability to experience others as they really are. Of course, a literary 

reference /rives a timeless quality to a description, and when Stiller goes

1) Stiller, p.78.

2) op.oit., p.300.
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on to ridicule his companions' attempts to remind him of everything he has 

supposedly seen before, he sayst '41s leugnete ioh den wiirzigen Duft der 

TaraiaapfenJ' , by which he stresses how real the 'present* impressions are 

for him. Both means therefore exclude any past, concentrate attention on 

present and timeless reality. This is, of course, crooked thinking, 

special pleading, since Bohnenblust never questioned Stiller* s ability to 

appreciate in the present, but it is a lightly managed means of irony; 

there is no excessively obtrusive intention to ridicule the other characters 

involved, although some ambiguity ia present for the attentive reader* One 

oan accept, for example, that Stiller 1 s use of Julika's Christian name could 

be the result simply of growing acquaintance with a woman who after all

claims an intimate relationship, but then Stiller reverts to the old formal

2 title , and endangers all he has gained, since the context suggests that

the reason for this reversion is simply feart 'Frau Julika Stiller-Tschudy 

hat meine alte Narbe uber detn reohten Ohr entdeckt und mochte wiesen, woher 

ich sie habe.' The implication is very strong that there is something in 

his past which Stiller does not want touched, and that the formality is a 

means of holding off enquiry.

In the description of Zurich » Stiller again writes as if he had never 

visited the town, and again with enough subtlety to avoid overt denialst

f ,..ln dera blank:en Licht seiner Fohnblaue, die, vow Weiss der Mowen 
verziert. auch dem^Elnhelmischen viel Kopfweh veruraachen soil, hat 
dieses Zurich tateachlich einen eigenen Zauber...**4

1) Stiller, p.78.

2) op.oit., p*79«
3) op.cit., p.89ff.

4) op.oit., p«90.
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The use of 'soil* alone presupposes hearsay, not actual experience*

In the second notebook, when details of the past are narrated at some 

length, the deliberate objectivity is more noticeable. Strictly speaking, 

to have written these details out should have been enough to show that 

1 White* felt himself separate from them; but such care is taken to 

emphasise this separation that one feels the sense of unease in the writer* 

He is being too careful to deny the accusations made against him, and 

perhaps too there is an element of self-persuasion involved* Again the 

reader's curiosity is aroused about 'White's* identity*

The method used is aimply to make it quite clear that he, '3hite', 

has a 'present* identity entirely separate from those in the narration.

Phrases such as 'Ala Fremder hat man den Eindruok*.*' , or the frequently

2repeated *ich protokol11ere 1 reinforce too obviously the detachment already

inherent in the preterite tense of the narration* Comments such as

*Ls ist komisoh und grasslich, dasa solohe Dingo zwischen zwei 
Menschen. die sich lieben, plotzlich oine Rolle spielen, aber es 
ist so.'5

- such comments are included less for their value as judgements than for the 

reminder they give that the narrator is a man of experience who can view 

such things with suitable detachment. And should that detachment eeora to 

be threatened, Stiller brings down the emotional temperature effectively by 

adding 'U«w. ' where he has ventured soae criticism, and perhaps feels that

1) Stiller, p.104.

2) op.cit., e.g. pp.100, 105* 'Ich will aber versuchen, in diesen Heften 
niohta anderes zu tun als zu protokollieren.. ' .

3) op.cit., p.109*

4) op.cit., e.g. p.126.
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he might be growing too involved. Or a phrase such *ta that with which he 

interrupts the account of Julika's friendship in the sanatorium - *Er 

selbst starb ia spaten September. ' -breaks the sequence of events and 

reminds us that they are being viewed from a higher standpoint.

ffone of the open criticisms ventured against Julika is extreme or 

vitriolic, but there are many insinuations which may or may not be deliberate, 

but which in either case reveal a far from unbiassed view. For example:

'Julika mjsste also, trots seines Schwelgens, urn Stillers sommer- 
liches Verhaltnis mit einer andern.'?

An apparently factual statement? but it stresses Julika's over-sensitivity, 

her preoccupation with "tiller's 'private 1 life. The following sentence 

further blackens the image of her*

'Verhaltnis 1st nicht gerada ein holdes Wort, mag sein. dooh 
wieso aollte Julika (wenn sie daran daohte) romantische 
Umachreibungen suchen?'3

Why indeed should Julika not have used the word 'affair', a wife surely has 

a right to criticise an errant husband} but the clause in brackets is 

deceptively generous. The true implication is that Julika was too concerned 

with herself| with her absence from the world of art to be angry with Stiller. 

Open critic!ems are made of 'der Verschollene* , and so a balance is kept, 

the illusion of detachment maintained, but beneath the surface stir feelings 

of resentment.

At the start of the third notebook is the incident when 'White* is made

1) 3tiller. p.139.

2) op.oit., p.148.

3) op.cit.. p.148*

4) op.oit. v e.g. p,145f*
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to try on Stiller 'a military uniform. Here it seems that Stiller can 

still derive amusement from the confusion of identities, but significantly 

it is an incident which enables him to stress his 'present* existence by 

discomforting authority* The confidence gained in this amusing interlude 

is evident in the short reference to Wilfried's letter. Stiller does 

not make any specific action of dissociation, but says, referring to his 

tardineee in replying! 'Ich will es tun, sobald ich die Husse habe.* 

The implication is both that he has more important things to think about 

than the childish misconceptions of others about him, and also that his 

lack of time is a result of the ridiculous games of officialdom. But he 

is still cautious in the subsequent meeting with Julika. Re takes care 

to note always his * present* reaction to Julika, in order to balance the 

attention he is giving the past in meeting her and writing about it at all* 

Despite the studied care some emotion is detectable, for example)

'Hinterher. . .versuche ioh umsonst, ihr lachendes Oesloht zu sehen; 
ich weiss nur sehr lobhaft, dass ich es dann, wenn es lacht, jedesmal 
mit bfiidon Handen greifen mochte wie eine Hiramelsgabe, die Ja dooh 
rait Handen nicht zu greifen 1st, nur zu glauben... ' .4

This would seem to indicate an increasing re-involvement with the figure who 

belongs most intimately to the past he denies; Stiller desperately wants 

to believe in the difference he finds in her because it must seem to him a 

guarantee of his own new beginning. It does not however occur to him that 

it is the result rather of their being able to meet outside the sphere of

1) Stiller, p
2) op.cit., p. 184.

3) op*oit., p. 202ft.

4) op.oit., p.203.
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everyday existonce, without the need to oreate peraonal relationships day 

by day anew under the strain of constant union* It ia therefore an 

ominous sign of unhealthy excitement*

Where Wilfried ia concerned. Stiller pursues his tactics of simply 

reporting what passes between them, minimizing his interest In it by being 

apparently unable to remember exactly what Wilfried wrote and by adding 

after his description of the letter the coolly unemotional phraset 

'In diesem 3inne...'. Approximations are food enough, he implies, trying 

to show iiia entire unconcern.

With Rolf it is easy to be objective, since he is an entirely new

2 acquaintance, but the detail with which his views on marriage are reported

gives away a more than business interest. These could prove mere 

curiosity, or a hint of the difficulties of Stiller'a own past married life - 

again the mystery of the identity enters. However, even if the interest 

i* genuine, it is important to note that as soon as mention is made of 

Sibylle, as a person who featured in the past events not just as Rolf's

wife, the programmatic objectivity 'switches on' again?

'...ioh verstehe auch sein Bedurfnis, einmal jenen verschollenen 
Stiller BU aehen, den seine Gattin, wie ioh h8re t bis zur Grange 
des Krtragliohen (fur ihn) geliebt hat.*3

Even as late as the fifth notebook, there are lighter touches in

passages dealing with the figures of Stiller 1 s pasts for example, when he 

is amused at Julika's sending the wrong brand of cigar , and even more at

1) Stiller, p.206*.

2) op.cit., p.23$ff.

3) op.cit*, p.237, my underlining.

4) op.cit., p.277*
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the actlone of the * Psychiater*   But the tone is deceptive - pleasure 

and amusement are possible because the details allow Stiller to comment 

on Jullka as a present figure, to portray her present relationship to him. 

The methods of 'objective 1 narration dealt with above recur constantly

in these last notebooks, for example in the saeeting with Sturzenegger >

2 3 with Sibylie , at the description of the studio , at the meeting with

Wilfried. But in the seventh notebook, which so many other indications

show to be crucial, this objectivity becomes more obvioualy ambiguous*

ti 5 For example, the conversation dealing with 'Selbatuberforderungiy ia

narrated at aone length - because Stiller feels himself 'getroffen 1 , 

involved, because he has no defence? Or during the meeting with Wilfried ,

the objective details about the brother are mixed with a considerable decree

7 of comment and reflection; and the section on the mothers shows an attempt

to assert difference of experience as difference in reality* This suggests 

an inability to overcome and neatly dismiss the emotions aroused by these 

memories, a weakening of resistance to the resurgence of the past* Faced
0

with 'friends' , Stiller 'a annoyance is obvious, he is helpless before 

their concerted attacks and makes less of an attempt to dissociate himself

1) Stiller. p.285ff.

2) op.cit., p.295ff»

3) op.cit., p.300ff.

4) op.oit., p.384ff,
5) op.cit., p.380ff.

6) op.cit., p.384ff.

7) op.cit,, p.385f.

8) op.cit., p.39*ff*



72

from their Stillor than ever before - a sign of tiredness, discouragement. 

Then finally , in the course of reflection, he admits even without 

noticing it specifically, to details which can only belong to Stiller - he 

talks of his 'Kiinstlerei 1 , for example , but 'White' never claimed to be 

an artist. He has reached the point of no longer caring what happens, the 

point of despair, which flares up in the last defiant gesture of destroying 

all his sculptures - a gesture which, to him perhaps gloriously defiant, is 

for the reader only a confirmation of Stiller's constant self"dramatization; 

there can be no doubt that he was aware of the symbolic value of the act.

Thus, even this most easy of 'blinds' to maintain, utter objective 

detachment, is a false ally, since the slightest exaggeration of it produces 

the precise opposite of the desired effect; and eventually it gives way 

under the pressure of the past, thus revealing itself retrospectively as a 

method of persuasion, as an extremely subjective form* Only at the end of 

the seventh notebook doss the factual approach become something other than 

this - a cover for extreme fear, the only possible utterance for a man on 

the vsrgs of absolute despair*

Direct expressions of thought, reflection.

It is the direct expressions of thought which are necessarily the most 

revealing sections - in two wayst firstly, through what is actually said, 

and secondly, in the frequency of their occurrence, which is an indication 

of Stiller*s progression from confidence to introspection, since what

1) ^tiller, p.396ff.
' VH^»M»dMM«MMHflPMB*

2) op.olt., p.397.

3) op.oit., p.453.
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started as a record written in defiance and with humour becomes no re and 

more diary-like as these sections of reflection increase.

The theme of the difficulty of writing the truth is introduced early 

in the work. Stiller asserts that truth is not equivalent to facts, a 

valid point, but one which should colour one's reading of all that is to 

come, since it undermines the 'objective 1 pose. the tone here is 

relatively unconcerned) no particular sanction is observable.

This same theme recurs at intervals with differing emphasis. At one

2 point the expression is still kept general enough to refer to someone

other than just Stiller, but the thought is a shade more worried than 

previously - words such as 'Unmoglichkeit', 'das Unaussprechliche' occur 

for the first time. This section is a disarmingly valid criticism of 

people's behaviour, in anything but exaggerated terms? but it leaves much 

unsaidi it is true that we may not stay the same for ever, but Stiller 

overlooks deliberately or just does not grasp the point that we must accept 

all the past changes we have gone throu ;;h as well as claiming the right to 

future ones* Frisch clarifies this view in his diaryt

*Wir leben auf einem laufenden Band, und es flbt keine Hoffnung, 
dass wir uns selber nachholen und einen Augenblick unseres Lebena 
verbesaern konnen, Wir sind das Damals, auch wenn wir es 
verwerfen, nicht Tinder ala das Heute.'3

It is clear, then, that Stiller has blind spots in his insight into human

behaviour.

After he ha* spent some tine with Julika in Zurich, this inability to

1) Stiller, p.20.

2) op.oit., p.74f.

3) Tagebuch 1946-1949, p.21f.
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give expression to the truth becomes more specifically personal, less of 

an abstract problems *loh habe keine Spracho fur meine 7/irklichkeit, 1 

After personal confrontation with his past, the feelings of helplessness 

veil up strongly enough to rob him of oleep.

Until the seventh notebook, there is only intermittent reference to

2 this problem , because Stiller becomes increasingly involved in its

practical solution; but a later passage takes it up again more fully and 

provides a kind of farewell to the topic* In the intervening pages Stiller 

has made the attempt to express the * for him - inexpressible, that is, his 

'new 1 personality; now be realises that writing can take him no further 

and that he has to live out his *Wirkliobkeit'« In a sense, then, these 

lines present both the justification and the limitation of the 'Aufzeioh- 

nungenS Stiller makes the important point that it is not only the role 

itself which matters, but also one's free choice of it; that is, one's 

reality lies in the act of committal itself. Re does not, however, draw 

the obvious conclusion that this means, for man within society, accepting 

the role society assigns to him and remaining himself consistently within 

that social framework, with its past as well as its future. Stiller still, 

even at this late stage, hankers after being an entirely new person* Even 

though he is quite right in saying that language cannot capture all reality 

and that writing is a means of finding out what one is not, by experiment 

and failure, there is still something slightly pretentious about the

Stiller, p.98» *y underlining*

2) op.cit., e.g* p. 20? (top), with a hint of anger.

3) op.cit., p. 391.
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phraseology when one considers the forfflleosnesa of all that haa gone bo f ore, 

for example:

f r>chroibon 1st nicht Koaarcunikation ndt Lesern, auch nicht 
Koominikation mlt sich eelbat, sondern Kommunikation rait den 
Unaussprechlichen, »  ' .1

Even in admitting hir, failure Stiller cannot assume a tone of humility; 

ultimately it la not BO much hie character which is at fault in his 

estimation, ae the nature of the task he tiled to take on - one, he would 

have us think - beyond all human capability*

Another theme which recurs is that of 'Mord*. It first enters when

2Stiller claims to have murdered his wife , a rather pretentious way of

saying that he made her life miserable and she his - he has to dramatiee a 

rather undranatio relationship, picture himself as decisive in action, even 

if the only action to which he oan lay claim is ethically condemnable* 

Something of the same aim is present in his mind when he boasts of his 

murders to Khobel | but the section on 'innerlicher Mord*, although still 

the boasting of an intellectual before naivety, does show a very slight 

change of mood, a slight lessening of the desire simply to dupe and confuse. 

The last lines of the section , when Knobel misunderstands what Stiller 

means about the time needed, suggest a little weariness in their lack of 

further comment* But again there is the contrast between what is to bo 

conveyed and the mode of expression* There is nothing dramatic in the kind 

of day-by-day difficulties which Stiller has in mind; but even though the

1) Stiller, p.391.

2) op.oit,, p.36.

3) op.oit., p*147f.

4) op.oit,, p.148.
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it in still too 'absolute 1 , too inflated for the situation it represents. 

In addition, Itiller manager, to convey a considerable degree of self~ 

importance by comparing modem wan and the great figures of the 

Renaienance. Hiile he no longer olainB tlie spuriouu 'glamour* of the 

criminal, he has moved no farther towards recognition of hie own extreme 

unimportance  

The awrder motif reappears finally in the visit to the studio. There 

Stiller feels an urge to throttle Julika - a situation of considerable 

irony* A motif used by Stiller to explain his past ' Version f f and in 

explaining it control and shape the memory of it to his liking, suddenly 

becomes frightenin&ly real and deraons tratee to hid exactly how unreal his 

escape from the old attitudes towards Julika is* There is wry humour in 

the conraent he adds*

'...einen Augenbllok lang 1st es mirf ale werde ioh Julika nun an 
die Cur gel greifen und sie erwtlrgen* Aber auoh das geschieht 
nloht, versteht aich...'.2

Tt is as though he were being paid back for his presumption in ever talking 

of his relationship with Julika in inflated terms, by being shown how 

incapable he is of living up to then even when he feels most violently 

towards her! Thus the course of this motif shows well the general trend 

of the 'Aufselchnungen'*

Otherwise, although there are other recurrent Ideas, the sections of 

reflection proper are more revealing by their frequency and by their

Stiller. p.422ff. 

2) op.oit., p.447f*
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increasing transparency than by their actual content alone* Small but 

significant points to note are: firstly the change from 'Ich bin nicht 

Stiller' 1 to 'Ich bin nicht ihr Stiller' 2 , which indicates for Stiller 

perhaps just annoyance, anger at the way other people waste his time, but 

which makes the reader wonder about the identity of the writer again by 

its ambiguity i secondly, the idea of 'Nichtigkeit* recurs later with 

unchanged emphasis - 'meine Niobtigkeit 1 is a pompous phrase of Uriah 

Heep quality, which belies the very notion of insignificance. Just how 

ingrained a misconception it is, is shown by the fact that Stiller has 

already seem through himself ** and yet he still falls back on these terms 

of inverted self-importance* Thus these three instances show both how far 

Stiller has progressed and also how far he has to go before his occasional 

honest understanding of himself becomes a secure possession* Thirdly, 

the concept of 'Rolle' is taken up again later* In the first instance, 

Stiller feels that in refusing to accept the identity offered he is 

fighting for his true self, but later he begins to see that some kind of

role has to be assumed, and that freedom lies in the choice, although he
8 does not go far enough in his conclusions, as shown above* He is moving

towards the point where he will admit that he can be free without having

	Stiller* p*9«
2) op.cit., p. 56.

3) op.cit., p. 56.

4) op.oit., p«406*

5) op.cit., p*383.
6) op.oit., p. 56.
7) op.cit., p.391»

8) Of* above, p. 7 If
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to convince people of It forcibly, simply by accepting as a convenient 

role the one society had originally accorded him, although he will have 

to learn by hie trials that this means acceptance of the past as well as

of the trials held by the future* It is also very interesting to note

2 that quite early in the work the deep need for, rather than possession of,

self-assurance is plain, and with it enters the ambiguity which will 

increase through the course of the 'Aufseiohnungen'* The words of this 

paragraph - *Ioh bin nicht ihr Stiller**.* * seem to imply the Stiller/ 

White identification and represent a notnent of anger, a breaching, however 

brief, of the barrier of self-assured defiance, a swift hint that we are to 

look below the surface of what is actually said for the rest of the 

* Auf aeichnungen '  

Apart from those directly linked groups of thoughts are single sections 

of equal importance* After the meeting with Julika, subsequent 

reflections indicate that Stiller is considerably agitated, although he 

makes no specific mention of names or reasons* The reader is left to 

deduce that the reunion is the cause* Although he blames himself to some 

extent , Stiller doss it with a kind of tortured pride which is far from
 4

humility* 'Diose Wissen auf mich su nehmen* is the phrase of a man who 

fancies himself as expiator* finds importance in his solitary guilt* 

Stiller is clearly far from accepting his 'Nichtigkeit** A similar tone 

is evident in a subsequent passage already discussed.

Stiller. 'Wachwort', p*457ff.

2) op.cit., p. 56*

3) op.cit., p.69f.

4) Stiller p*74f- Cf. above, p. 73 .
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first admission of fear behind the arrogance comes a little later: 

'Meine Angstt die 'Viederholung -5* This entry, with no specific 

reference, comes immediately after the visit to Davos, that is, after 

Stiller has been taken out of the comparative safety of the prison into a 

setting associated with the old Stiller] for the first time he has had to 

face people and a place at once, and although the actual visit passes off

well, one can surmise that these words represent the after-effect* This

2 same small fear gradually grows , and we soon have the first really clear

admission that beneath his appearance of calm and confidence, Stiller is 

terrified* But the terms used are still very general, he is careful not 

to give away anything incriminating while writing down his feelings as a 

kind of release* Bven in the very last section of the first notebook , 

although the feeling of fear and danger is genuine, the language is a 

little too rhetorical to be entirely acceptable as an expression of deep 

anguisht the balanced phrasea 'Sprung in die tfichtigkeit, in ein nie
Hgelebtes Leben, in die Schuld durch Versaumnis, in die Leere...' suggest a 

concern for style not in accord with the crisis the whole metaphor would 

seem to convey* In both these last oases, one feels that this is a very 

self-conscious confession, a means as much of making the writer interesting 

as of giving a vitally necessary vent to feelings* This is not the 

language of a man convinced of his own insignificance, but rather of one 

who likes to play with possible formulations for his 'dilemma 1 .

Also to be noted at the close of this first notebook is the earlier,

1) Stiller, p.79.
2) op.olt., p.30.

3) op.oit., p*99«
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as yet unelaborated, mention of Stiller's 'Engel 1 . This will prove to be 

of great importance in relation to Stiller*s past, and the occurrence of it 

here suggests that Stiller is being dragged back, however slightly, into 

that past* The studied objectivity of the succeeding books is an attempt 

to counteract this - for the writer as well as for the reader - and the 

increasing amount of reflection an indication of an ultimate inability to

do so* Another kind of evidence is given by the criticism of the old

2 Stiller which uses the phrase 'eine Flucht vor sich aelbat'. This is

just the type of expression Stiller/v-liite has already been using in 

discussing himself , and the perhaps unwitting concordance of the two 

shows how the sane notions and formulations preoccupy Stiller whether he is 

reflecting as 'White* or criticising 'objectively* a man he claims not to 

know*

Later on even the chance for turning away from introspection given by 

his present surroundings is not takenj whereas at first such descriptions 

served to emphasise Stiller's 'present* existence, now they act only as 

stifnull for rather melancholy thought. An important admission is made 

here. Despite the dramatic stories it seonis the time in America was far 

from happy, although Stiller tries to minimize the effect of the admission 

by adding that he does not want any part of the past again, that is, he is 

trying to persuade himself that he is not attempting to escape anything

1) Stiller. p*98.

2) op.oit., p.164.

3) op.cit., p.56*

4) op.cit., p.217.

5) op.oit., p.218.
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particular in the past. Re is moving gradually nearer to entire honesty 

with himself, shedding the raoro exaggerated claims, but he is still looking 

too much to the future for release*

The long section about the difficulty of leading a truly individual

life in the twentieth century has been interpreted by Bans Mayer as one
o 

of the vital passages of the book* Certainly the criticism of our tines

is valid, but it should surely be seen in the sarse light aa Stiller's 

invective against Switzerland - both types contain truth, but if seen in 

context show how Stiller takes any opportunity to avoid recognition of what 

is really wrong with his own situations his own weakness of character. 

Bobnenblust may indeed by infuriating) but in his pedantic way he does help 

Stiller, by giving his a half*justified excuse to rail at Switzerland, to 

avoid the truth* that it is not so much his ability to experience as an 

Individual which is bein, challenged by the factual enquiries on America, 

as his right to impose his own view of his life on others* He grows angry 

at Bohnenblust 's negative image of him, but cannot see that he himself, in 

claiming to be White9 is destroying part of many people's lives, since 

Stiller belongs to their past also*

Stiller* s essential selfishness is further revealed in a short passage 

a little later. When Julika begins to enjoy the present and forget the 

past, he is uneasy; he alone is allowed to do this and other figures have 

to fit Into his patterns, it seems* Coupled with this is perhaps a latent

1) Stiller. p.219ff-

2) Ban* Uayer, Porrenmatt und Frisch* Anroerkungen, Pfullingen 1963» p.42ff.
3) Stiller, e.g. pp.18, 230ff.

4) Stiller, p.229.
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awareness that the past will eventually be inescapable, eo that the mixing 

here of past and present confuses and worries him. Earlier in the 

'Aufzeiohnungen' Stiller would hare greeted any such readiness to meet him 

on his new ground with unequivocal joy* Hi3 disquiet issues in anger at 

the slight excuse; having, we presume, been questioned about politics he 

writes an exasperated 'Was geht*s mioh an!* The following outburst 

against Switzerland is to be seen in the light of this? it is anything but 

unbiassed comment * rather a convenient means of giving- vent to his fear of 

being trapped by all these questions, a diatribe against a scapegoat held 

responsible for Stiller* s own increasingly awkward and uncomfortable 

position*

Another group of comment a concerns Julika, speculations which are 

rarely revealing in what they actually say but more so by their presence - 

as Stiller feels more and more endangered, engulfed in the past, he begins 

to depend heavily on Julika, since he must have someone to convince of the

change in him and society as a whole will not accept his claims. The early

2 comments show little more than curiosity, simple preoccupation with the

very attractive figure of Julika. She seems to be to him a guarantee that 

someone is interested in him. But then he tears up a letter from her

because of its * naive* assumption that he is Stiller* The humour such
K

'misconceptions' have caused him is missing here', and the preceding section

1) Stiller, p*230.

2) op.olt., pp.218, 236*

3) op.oit., p.277.

4) op.oit., p.284  

5) Cf. op.cit., p.lSlff.
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perhaps explains why* Stiller has been visited by a couple whose son 

committed suicide partly at the instigation of the missing Stiller; he is 

thus reminded of hie own inability, reflected in the young man, to accept 

what he is, reminded of his past failures* Hence, when Julika's letter 

arrives it only adds to his awareness that his escape attempts are futile - 

although there is nc specific admission of who he really is and the words 

could conceivably signify annoyance at the injustice of her assumption. 

The struggle to create a new identity has not yet been abandoned* but the 

habit of writing down loosely whatever occurs to him is making 'White 1 

more and more suspect, more and more obviously vulnerable.

The fact that the encounter with the bereaved parents has upset him 

deeply is confirmed by the next short section of reflection* Stiller 

makes here a further step towards entire honesty, admitting that the past 

cannot simply be dismissed) but still cannot accept it as part of his 

present self* He sees that one ought to be able to ignore what sooiety

thinks, and this is a considerable step forward when one compares it with
2 hie earlier view that his problem is basically that his new reality cannot

be expressed in words. However, he cannot achieve this step of

disregarding aociety alonei
*i sein, 

' . man musste imstande ohne Trotz durch ihre Verwechslung hindurch-
zugehen, eine Polle aplelend, ohne dasi ioh raich aelber Je damit 
verwechsle, dazu aber musste ioh einen festen Punkt haben-'.3

This explains the importance which Julika will gradually assume for him; 

he is unable to live without convincing one person at least of who he

1) Stiller, p.284* 'Heute wieder...'.

2) op.oit., p.98*

3) op.oit., p. 284.
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1

Hie deep uncertainty and fear again emerge in anger when Sturzenegger

2 visits him, and again it la Switzerland which eerves as scapegoat* Such

an outburst acts as a safety-valve for his feelings of confinement, and 

obviates the danger that he will give away, in his hi^ily emotional state, 

the facts needed by his official accusers*

A similar function is attributable to the composite description of the 

* missing* Stiller* It is a clearer judgement of the man than any previous 

reference, but suggests nevertheless that the writer feels the worse he 

paints the image, the further he will be removed fron it - to criticize in 

detail is a way of channelling off his fear, an attempt to regain, perhaps, 

some of the ground lost by earlier highly ambiguous confessions. This 

impression is reinforced by the very end of the fifth notebook* There la 

a tremendous sense of relief in the wordst

'Zum Gluok (und zuo aiohtlichen Bedauem meines Verteidlgera) 
atellt sioh heraus, daas dieser Zahnarat vor kuraera gestorben 1st* 
Teh werde bei seinem Nachfolger angemeldet - also bei einem Mann, 
der Stiller nie gesehen hat und nicht behaupten kann, er erkenne 
mloh wieder.'5

The sixth notebook represents a period of calm and perhaps caution; 

Stiller occupies himself with retracing the role played by Slbylle and is 

able to maintain at leaat the appearance of detachment* The seventh book 

opens also with a touch of regained confidence - the visit to the dentist*

1) Stiller, p.457.
2) op.cit*, p.290ff*

3) op.cit., p.297f«

4) op.cit., e.g. p. 284.

5) op.cit., p.299.

6) op.cit., p. 375. Cf. above, p.
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But it is short-lived. The memories of Mexico reveal an undercurrent of

deep pessimism , and then a discussion with Rolf moves him at last to

2 something approaching uncompromising honesty - he admits that the

admissions of his own unimportance always contained the hope that the 

opposite would be made true by this very admission. It is clear to the 

reader that once this has been said, the value of writing as a path to truth 

and clarity begins to diminish, and the need to live out the insight and 

attempt independence in practice grows* Writing alone cannot really help 

further, since Stiller admits herethat making statements is a means - 

paradoxically - of negating precisely what they say, of intellectual dis­ 

honesty* But he is still hoping for release; though he realises that his 

demands on God are preposterous, he negates this insight by making similar 

demands on Julika - it is in this last notebook that his preoccupation with 

her becomes obsessive. His references to her show how very aware of her 

absence he ist she is the last division between him and the enforcement of 

self-sufficiency from which he shrinks*

The following section on the meeting with Wilfried Stiller serves to 

reinforce the picture of a Stiller unable to be alone despite his professed 

desire to be left alone* He is disturbed by Wilfried 1 s unquestioning 

acceptance of him, his tacit agreement that Stiller has a right to be what­ 

ever or whoever he wishes* Absolute freedom frightens him, as does 

perhaps the realisation that he has never known Wilfried; 'Warura bin ioh

1) Stiller* p.378f. Cf. above, p.

2) op.oit*, p.383.

3) op.cit., pp.377, 383*

4) op.cit., p*384ff«
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nie sein Bruder gewesen?' , although interpretable as the admiring remark 

of a stranger, also conveys Sti liar's first full recognition that ha has 

been wrong about other people , that it is not only they who have been at 

fault in the past by making images of him - and possibly even the dread

'Can I have been wrong about myself too?'* Stiller shies away from the

2 implications of the meeting by turning to Julika again - 'Warun sohreibt

Julika nicht? 1 , he writ en, just after his final recognition of the 

inadequacy of trying to express all he feels in words! She is his final 

hope of salvation from the need to reenter life, bearing utterly alone the 

knowledge of his weakness and mistaken ambition. His anger over his 

1 friends' is also an emanation of his fear, of the recognition of how

lonely he is going to be, how utterly self --dependent* He dreams of
4 5 Julika , cannot bear her absence in patience , and becomes increasingly

discouraged as, one suspects, the feeling of inevitability grows within him. 

The awareness of the impossibility of his position becomes acute ; Stiller* a 

language is no longer so dramatic, and the end of the section is simplicity 

itself, the simplicity of unadorned despairs

'Main Verhalten 1st lacherlioh, ioh weiss, meine Lags wird 
unhaltbar. Aber ioh bin nicht der Mann, den sie suchen, und 
diese Oewissheit, meine einzige, lasse ich nicht los.'T

	Stiller* p.390.

2) op.cit., p. 391.

3) op.oit., p.391ff.

4) op.cit., p.394«

5) op.oit., p.395«
6) op.oit., p. 395*
7) loo.oit.
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1

2 Gradually a further Insight is reached. The inability to remain

alone f already apparent to the reader, reaches Stiller's conscious mind. 

He bida farewell to many of the exaggerations of the earlier notebooks - 

but not with equanimity. He doubtless feels that tine is running out, not 

only because the official verdict is due, but also because he has been 

forced to see the impossibility of cancelling out the past in others' minds 

as in his own and a oriels must result* The very proliferation of 

reflective entries in this seventh notebook indicates the abandonment of a

stable, extrovert position, and now every facade crumbles, and with them
5

the pretence that he is not Stiller* It is a bitter momentt

f Warum war ioh nioht imstande, allein JBU sein, und geawungen, raioh 
rnit diooer Balletteuse zu langweilen. depart, class ich dieses 
Meertier auch nooh heiraten musste? 1 *

This is an extremely unflattering reference to Julika - he sti11 cannot 

blame himself entirely for what has happened* Even though he admits that 

America was anything but a land of freedom for him, that he has never 

really found peace, he still will not abandon hope in everything but his 

own efforts and stop seeking solace and strength in external things and 

dependence on otherst

'Alles, aber wirklloh alles, was uns an Leben noch moglich 1st, 
hangt davon ab, ob wir, du und ich, liber alles Gewesene hinaus zu 
einer Begegnung koramen.'4

Tola he writes in a projected letter to Julika, when it should be in full

Stiller. p*99* Cf. above, p.7°i.

2) op.cit., p.396ff.

3) op.oit*, p.398.

4) op.cit., p.405.



knowledge and acceptance of the past that hope is placed, not in the 

discounting of all that has happened.

Despite this statement, Stiller is nevertheless already aware to some 

extent of what is wrong in his hopes. This is the tragedy of his position 

- that he can see in the abstract, but th t as soon as he becomes involved 

with people his insight ceases to function. One example shows that he has 

come to understand his own dilemma up to a points

 Gelegentliohe Verauche, mi beten, scheitern...gerade daran, dass 
ioh hoffe, durch Beten irgendwie verwandelt zu warden, raeiner 
Ohnmaoht »u entgehen, und sowie ich erfahre, dass dies nioht der 
Fall iat, verliere ioh die Hoffnung, auf dem Weg au sein. Das 
heiast, unter leg verstehe ioh letstlich noch immer nur die Hoffnung, 
mir zu entgehen* Diet',a Hoffnung ist mein Gef&ngnis. Ioh weiss es, 
doch mein 'isaen sprengt ee nicht...'.*

p 
And yet, as has been shown , the lines which follow this admission still

reveal a kind of self-importance? and in the next small section we are 

shown just how right Stiller has been in his own diagnosist

'Ioh h&be Jetst, seit gestern, keinen Hensohen mehr, der mioh nicht 
sohamlos verraten hatte, ausgenomraen mein 3ta;itsanwalt. ' 3

'Verraten', betrayed, is not the word to be used by a man aware of his entire 

insignificance - Stiller*s sense of importance persists in some measure to 

the very end. Even when he speaks of his rsost precious experience he 

deludes himself. The 'Engel 1 to which he refers represents some force 

which helped him over the collapse of his life and aided him in facing the 

void of the future} but he interprets this deep experience as meaning that 

death is no escape, that after the 'end' of one life an entirely new one

1) Stiller, p.406.

2) Of. above, p. 77.

3) Stiller, p.407.
4) op.cit., p,448ff.



must be entered upon with blind courage and trust. Tet this same 

experience could be taken to wean that life is continuous, that it is not 

to be thrown away but continued despite all difficulties. Who is the

individual to decide that his life 'nie eines gewesen war1 ?
p

Werner Stauffacher's interpretation of this 'Engel* motif misses this

very important - and typical - gulf between what Stiller sees and what an 

external observer, the reader, grasps* Re sees it not through Stiller's 

mentality, but as a genuine symbol of aotne 'oyster* ineffable 1 given us by 

Frisch as a way of introducing the notion of a realm beyond earthly 

existence, in which Man is placed and which he seeks to understand. Such 

a view misses the subjectivity of the word, misses the self-delusion, self- 

dramatieation inherent in the use of such a term, and on the basis of such 

view Stauffacher castigates the novel for not solving the problem of the 

nature of this 'rayotere 1 . Marlus Cauvirr rights this mistake to some 

extent by showing that the only *mystere* Frisch is concerned with is that 

of human personality itself, not metaphysics - a view which does more 

justice to the whole process of self-deception of which the 'Engel* motif 

is the climax and turning-point.

The words 'Mein Ehgel halte mioh wach 1 ' show fear, doubt, uncertainty, 

- a far cry from the initial confidence of the notebooks. Stiller has

1) Stiller, p.451.
2) Werner Stauffacher, 'Lan^age et tystere', Etudes Qerraaniques, 20.Annee, 

Ho. 3t July/Sept., 1965, PP.331-345.

3) ibid., p.336*f.
s

4) liarius Cauvin, *Max Frisch, L'abeolu et le nouveau roraan', Etudes 
Gemaniquee, 22. An nee, No. l t Jan./March 196?» PP«93-98«

5) Stiller. P.453.
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lenmt humility to some extent, and yet to the very end iiore of him emerges 

in his highly subjective writing than he seems to realises despite the 

obvious hesitancy here, apparent in the subjunctive, a willingness to face 

hie own life in its entirety is still lacking. Stiller prays in effect 

that his past experience of separation from the old life shall not be lost 

to hiraj but as long as he clings to it he cannot hope to understand fully 

what went wrong in his marriage initially, since he is looking at Julika, 

at their problems only from his own standpoint, with the realisation only 

of his sufferings* Until he sees how he makes Julika suffer, he cannot 

construct a new life more successful and happy than the old*

These, then, are the constituents of the 'Aufaeichnungen 1 , and which­ 

ever category is considered it reveals something of Stiller*8 downhill 

progression? each type of entry becomes either modified or excluded. To 

return to the introductory remarks on the possible value of such fragmentary 

forat the f Auf«eichnung0n* do not allow incomprehensibility to enter 

because there is this distinct though subtle line of development constantly 

traceable. Secondly, this form allows us penetrating vision of Stiller, 

allows us to enter both his conscious and his subconscious minds, to see 

more of his emotions and his character than he can see himself - primarily 

because he writes without any overall, controlling plan or pattern* 

Thirdly, as a result of this, the form exemplifies the way one should look 

at other people according to Frisoht because of this unusually deep 

portrait we are prevented from sharing Stiller*s 'Bildnis 1 of himself and 

enabled to recognise the danger which lies in forming set pictures of
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oneself, and therefore of others also, ae "tiller did. Of course we have 

Frisch's 'Bildnis* of Stiller, but it emerges so naturally, so free of any 

obvious manipulation, eo fully, that one overlooks this, accepts it as a 

necessary prerequisite of literary creation, and becones ergrossed In the 

picture of a personality divided against itself.

Tfre 'Kaohwort*

In view of the depth of the psychological portrait which emerges 

through the 'Aufwdohnungsn 1 , it might seem at first unnecessary that 

another man 1 a view of Stiller is given. Why then does Frisoh add a 

*Naohwort', and why specifically by Rolf? Stiller has been shown, at the 

end of the f Aufzeichnungen', to be still full of his old misconceptions. 

Because of the verdict he is forced to move out of the period of intense 

preoccupation with himself and back into the social sphere* We now want 

to see him with other people, because the problems dealt with in the first 

part of the book, those of making- images of oneself and of others, are 

essentially social problems, and to understand Stiller as fully as possible 

we oust be able to see him at some stage from * outside 1 , to see how he 

copes with his difficulties* Rolf has already proved his good sense, and 

we need a balanced view by a recognizable character rather than an anonymous 

third-person narrative, which would mean a return to the mechanics of the 

traditional story-form. An omniscient narrator introduced even for this 

short section of the book would immediately emphasise the 'unreality 1 of 

the first part by reminding us that the impression of immediacy we have
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gained ia only an impression, a technique of story-telling. Additionally, 

in not going beyond the circle we already know, Friach keeps our minds on 

the problems of human relationships, their instability and change* The 

testimony of a man sympathetic to Stiller and yet unable to help him beyond 

giving advice also emphasizes Just how alone each one of ua is ultimately, 

how complex a thing friendship ia. Rolf * a established role as friend and 

advisor allows him to make interpretative comments which could be very 

irksome if presented without any reason other than the author's wish that 

we should know and appreciate these points, points which we do need in order 

to grasp fully what has been going on in Stiller'a inner life* However, 

perhaps tho moat important point of all is that even Rolf is not entirely 

free from bias* He puts the burden of blame very definitely on Stiller, 

and says of Julika little more than that she is human and imperfect* Thus, 

even here there is a slight tendency to over-simplify9 to make 'images* - 

and so the theme remains valid and in action until the end. There is no 

permanent solution to the issue of how to know and understand oneself, and 

indeed to provide any one answer would be to deny the universal validity of 

the problems treated in the novel. Prison has aaid:

'Die Haltung der neisten Zeitgenos8en.«.ist die Frage, und ihre 
Form, solange eine ganze Antwort fehlt, kann nur vorlaufig sein.'l

He himself is not trying to present us with any simple answers, with 

comforting endings which turn a book into something well-rounded and thus 

easily separable from the reader once he hae completed it. Prison's aim 

is rather to provoke questions, to use the entertainment value always

1) Ta^ebuoh 1946-1942* P.122.
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expected of the novel as a vehicle for more serious thought - hence the 

value of a figure like Holf, whom we can appreciate as a roan with a 'story 1 

firstly, and then as a man of intelligence, from whom we can accept a 

considerable amount of interpretative writing.

Mystery as a binding eleoent.

It has been seen that the fragmentary form is far from confusing or 

simplet the 'Aufeeiohnungen' can be aeon as an extremely effective 

development of the Ion-Form, which has been called 'die Homanforro der 

Moderns' because it allows entire unity of vision, provides a viewpoint 

acceptable in an age where omniscience is at once suspect - although this 

should be qualified, for Kafka, for example, obtains unity of vision with 

third-person narrative. The Ich-Forra is one of the forms for the modern 

novelt but if the reason for its importance in the twentieth century is 

the authors' refusal to know more than one person can know of reality, then 

at once the danger arises that we shall no longer be given insights which 

we ourselves find new or exhilarating* In other words, there is danger 

that for the sake of truthfulness, novel writers attempt to express only 

the ordinary - and the consequently dull. This is a danger which Thomas 

Hardy foresawt

'The recent school of novel writers in their insistence on life, 
and nothing but life, in a plain slice, that a story must be worth 
the telling, and a good deal of life is not worth any such thing, 
and that they must not occupy a reader's time with what he can get 
at first hand around him.'2

1) Walter Jens, Deutache Literatur der Ge/ronwart, Munich, 1961, p.93.

2) Quoted in Robert Liddell, A Treatise on the Novel, paperback edition, 
London, 19$5t P»34. """""
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*A story must be exceptional enough to justify its telling* We 
tale-tellers are all Ancient Mariners, and none of us is warranted 
in stopping Wedding Guests (in other words the hurrying public) 
unless he has something* wore unusual to relate than the ordinary 
experience of every average man and woman.'1

Priach has managed to combine the limited viewpoint with elements which do 

assure the maintaining of interest. He haa chosen firstly an ordinary 

man but has made him take out-of-the-ordinary decisions and actions. 

Stiller is indeed ( ein ni oh tiger 'vlensoh 1 , but his denial of his identity 

provides a background of *mystery% to use £,&. Forator's terminology!

'The facts in a highly organized novel (like "The Egoist ") are 
often of the nature of cross-correspondences and the ideal spectator 
cannot expect to view them properly until he is sitting up on a hill 
at the end. This element of surprise or mystery - the detective 
element as it is sometimes rather emptily called - is of great 
importance in a plot. It occurs through a suspension of the time- 
sequence; a mystery is a pocket in time* and it occurs crudely, as 
in "Why did the queen die?" and more subtly in half-explained 
gestures and words, the true meaning of which only dawns pages ahead. 
%stery is essential to a plot, and cannot be appreciated without 
intelligence* To the curious it is just another "and then"; to 
appreciate a mystery, part of the mind must be left behind, brooding, 
while the other part goes marching on.'2

Thus mystery covers a range of possibilities, from the crude arousing of 

curiosity found in a detective novel or adventure tale, to the very subtle 

'half-explained gestures and words 1 which contribute to a 'mystery* of 

character, that is, where the outcome of the book is not the resolving of 

difficulties or the discovery of some hitherto concealed fact, but the 

totality of a character only gradually revealed* Mystery is an element 

skilfully employed by Frisoh, in differing ways in the different novels. 

In Stiller he has achieved the considerable feat of combining more than one

1) Quoted in Miriam Allott, Novelists on the fTovel. London, 1959* p-58.

2) B»M. Forster, Aspects of the Novel. London, 1927, p.84.
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level of it. We have the simple raystery, the question of identity; for 

though we feel sure that * White* is Stiller, there is no positive 

identification until very near the end of the 'Aufgeichnun&en', when Stiller 

finally talks of details that only Stiller, the husband of Julika, could

have known* As Braun points out , there are deliberate 'rod herrings',

2 such as the references to the 'Sraymow affair* , which mislead the reader;

tut these are not just tricks used by the author to misdirect the reader's 

attention* They are also indications of Stiller's separation from his old 

self* his defiant attitude of dissociation from whatever facts are brought 

up in order to trap him. However, there is also 'njystery' in the gradual 

revelation of Stiller to himself? the reader watches the at first widely 

divergent and then very slowly converging courses of his conscious and sub­ 

conscious attitudes throughout the 'Aufseichnungen ' | this it mystery in 

the sense that it causes the reader to wonder just how much Stiller realizes 

about himself, how mich the subconscious attitudes will affect his later 

life outside the prison, - mystery as the maintenance of interest, in other 

words* The theme is a serious one, but it is made palatable by popular 

elements such as this provocation to ask what will happen - to both the 

'crlsdnal* and to the man as an individual problematic personality*

Wot least among the elements which would appeal to a wide public is 

the negative one of rejection of the obviously artificial* Prison is 

careful to justify Stiller's writings in the first places and some of the

1) Karlheina Braun, Die epjsohe Technik in Max Frisohs Roman 'Stiller*. 
p.110.

2) Stiller, e.g. pp.214, 229f.
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technique of story-telling become transferred to Stiller and become his 

rather than the author's. Gunther Mtiller talks of 'Zeitraffung1 as one 

of the prime characteristics of prose narration; that is, some periods of 

time are dwelt on in detail, others covered in a few worde, according to 

their relative importance for the central fi&ire or central purpose of the 

book concerned, and also because a written work cannot in any case hope to 

recreate the passage of time exactly. In Stiller* because the f lob-Form 1

is so carefully maintained, all rani pulat ion of time becomes of importance $
o when, for example. Stiller expends much time on his descriptions of Mexico ,

far longer than would be necessary to convince Bohnenblust that he had been 

there, we see that his primary problem is not really to convince others of 

the fact of his travels but rather to make himself settle and accept some 

kind of everyday existence, instead of dreaming of other places and other 

identities. Thus the literary device of 'Seitraffung* becomes again for 

the reader what it originally was - the instinctive recognition that within 

each life time is relative, is measured qualitatively, according to the 

importance it bears for us. Thus, while this in fact means that the author 

is vary much in control of his work, extracting every possible ounce of 

significance from his material by making it all interpretable with reference 

to Stiller, the impression given is one of unique immediacy* of uninterrupted 

contact between reader and subject. Like every author, Frisoh knows all 

there Is to know about his characters, but in handing over the process of

1) Gunther Muller, Pie Bedeutung der Zeit in der Erzahlkunat, Bonn, 1S'47» 
p.!4ff.

2) Stiller, e.g. pp.29ff., 34, 400ff.
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narration to a created fi<*ur3, bo hides his control without sacrificing 

any of his insight into his creation! the insight is transferred to the 

subconscious mind, never actually put into words at the moment of 

revelation, but nevertheless present in ambiguity, in the precise moment 

or position at which something is said.

Frisch, then, revives in Stiller the mystery story to capture attention, 

and employs inverted 'Seitraffung* to stimulate attention, but without the 

intrusion - common to the mystery story proper - of the flamboyant or wildly 

impossible, except in Stiller*s own fabrications. He turns our thoughts 

to the discovery of one personality, made Interesting by the division between 

the conscious and the subconscious, rather than to discovery of any fact. 

We are not told what to think, but neither are we allowed to flounder, since 

there is a clear progression which one senses, even if at first reading its 

movement is less obvious| and the 'Naohwort 1 gives us retrospectively lines 

of guidance without taking us out of the circle of characters already 

established to another view-point which would make all that had preceded 

unreal. It invites us to think, just as the motto at the start of the 

'Aufzeichnungen 1 does. According to Percy Lubbock we are constantly 

* creating* people in our mindst

'...nothing is simpler than to create for oneself the idea of a human 
being, a figure and a character, from a series of glimpses and 
anecdotes. Creation of this kind we practise every dayt we are 
continually piecing together our fra^Tnentary evidence about the 
people around us and moulding their images in thought.'l

This statement helps to support Frisch's concept of 'Bildnis', and clearly 

his concern must be to prevent the lazy exercise of this process. He does

1) Percy Lubbook, The Craft of Fiction. London, 1921, p.7.
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this in all hia later novels by depriving ua of th  oitiplo observer's 

position from which we could just vvatch his fi^-ures as they act. We see 

their actions through the refraction provided by their own consciousness. 

*n ^-tiller* the emphasis on 'presentness' given by the substitution for 

events simply narrated in the preterite of the actual act of writing, also 

prevents us from feeling that everything significant has already happened. 

This is a danger of the first-person narrative, since in its normal form 

it oust be retrospective and make us feel that the book starts with a 

completed form which only remains to be revealed to us - an o-^nisclent 

narrator in a third-person narrative has the same effect* Of course one 

knows that the book is not being written before one's eyes, but the 

illusion is there as it is in a theatrical performance, the illusion that 

what is to come is as yet undefined, that to understand and share in it we 

must make an effort of thought and concentration! since there is no already 

complete pattern which we can sense* We feel that to some extent the end 

is not predetermined, that we can by our attention see how it shapes itself* 

Yet this book is concerned with not making imago3, so it would be dangerous 

for the author to invite his readers simply to make what they can of events 

and ideas in it. Hanoe we have the balance between on the one hand the 

'Aufgeiohnungen' methods, where the reader has to be alert to realize the 

ambiguities and hints of a gulf between the conscious aims and the sub­ 

conscious restrictions laid upon those aims by the personality, and on the 

other hmnd the framework provided by the notto and 'Nachwort', which, it is 

important to note, do not exhaust what there is to be said about Stiller 

by a very long way and so give guidance without imposing an image in their
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turn* ?e have seen that the 'Haehwurt 1 servos to clarify ar.0. ^l&o continue 

the protleme of the 'Aufeeiehnungen* } does tLe motto serve a similar 

purpose?

Frisoh and Kierkegaard.

Hans Mayer claims that the motto, taken from Kierkegaard's J&ther~0r, 

stands In an ironical relationship to the narrative which ie to follow itt

 In "Entweder-Oder" war behauptet worden, die Belbstwahl 
Menachen sel so achwer, well sie ihn zwar recht elgentlich erst zur 
vollen IndlvidualltSt fuhre,, dawit aber von alien andern Individuen 
i soli ere. !2ur Isolation aber trete die Kontlnuitat, denn allea 
fruhere Daaain dieses Menschen vor der Selbatannahme gohe kontinuier- 
11 ch in die I^ntscheidun^ ein« Von nun an sei es vorbei rait aller 
Lebenn lu^ und alien Utntauschmoglichkeiten* Erlangt werde durch die 
Selbstwahl die wahre Individualitat als einzig mogliohe ErfUllung, 
ale Selij^ceit des Plnzelnen, der aich zu. sioh selbst bekannte.

Stillers Hcbicksal bewelst. dass all dies 1m Zeitalter der Reproduk-
 ft

tlon nicht inehr tnogllch 1st. Kierkegaards Thesen konnten nur den 
Menechen aus der Mitte des 19* Jahrhunderts in einem verhal tnismas si g 
fn'ihen Stadium der Burgerwelt roeinen. Indem die Bxlstenzialiaten 
dlese Freiheitsphilosophle mitten In der s pa tbur&er lichen Welt von 
neuem verfctlnden, begehen sie elne ideolo^sche He^ression, etatten 
aie ira Jahre 195^ ein Seelenleben mit Tapeten der Kierke^aardzeit aus. 
Stiller versucht, die Nachfolge Klerkegaards anasutreten und sich 
aelbst onzunohmon. Oorade daduroh aber wird er zum Rip van Winkle, 
der das Leben versohlief. Wle soil er durch Selbst annahme zur 
Selitfkeit der Individualitat gelan^en, wenn die Voraussetsungen dafur 
nlcht »nehr vorhanden sind? An die Stelle des biirgorlich freien 
Individuuma trat die Epoche der Reprodukti on* Stiller nimrrrt sich 
 war an, wird daduroh aber trotzdera nicht zum priginalen SchBpfer von 
Kunstwerken* Er scheitert als Mann wie als Kunstler. Das "otto 
Rlerkegaards bezieht sich auf den ere ten Tell des Romans, auf den 
Versuch, der ira GefSngnis unternoiamen wird* Der zweite Tell 
widerlegt das tfotto.'l

Of the 'Kachwort* be then addst

'...dieser soheinbare Epilog, der in Wirklichkeit erst detn ganssen 
Roman die endgulti^e Perspektive gibt, steht durchaus windschief zu 
detn Klerkegaardmotto.'S

1) Hans Mayer, Durrenmatt und Frlsoh. p. 49.

2) dp.cit*, p.49»
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Is this a tenable view, or does it pay too much attention to the circurj- 

ntancQs of the events, that ie, thn particular nature of the tarentieth 

century, nnd not enough to the individual tnind at work?

To take ono point? Mayer eaye that Stiller fails as an artist even 

thougfr he accepts hlnself, implying- therefore, by the roat of the argument, 

that it is the century which ie to blarae, and that in the 'burge-liche 

Eeit' proper he would haw succeeded. Mayer aees in Stillej* a kind of

n 1
'Kunstlerroraan 1 , in other words. But this ie surely to underestimate 

the story of individual weakness so apparent in the course of the 'Auf~ 

aeichnungwi 1 , to overlook Prisch'e symbolic use of the term 'Bildhauer* 

to mean 'image-maker'. Certainly Hayer is right in suggesting that some 

aspects of twentieth century society make it harder for the individual to 

excel than ever before, but art of all sorts flourishes as never before. 

Stiller is not prevented from being a successful artist by the age, but by 

not understanding that one cannot excel in art by simply trying* He 

cannot accept that he is an indifferent artist, that he will never achieve 

a high standard - so art is used as a convenient means of showing Stiller*s 

ridiculous attempts to attain the impossible, and not as a subject of great 

intrinsic interest. The twentieth century does have a use for art, but it 

encourages great competition, and Stiller is not prepared to settle for the

more lucrative type of commercial art in which he could make a living - he

2must be a 'real* artist. To say, then, the following about the novel ie

a misjudgement!

1) Hans Mayer, Diirrenmatt und Frisoh. p.46.

2) Stiller, e.g. p,2?6f., where the 'misoing' Stiller 1 a sensitivity to 
criticism of his art is hinted at.
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'Stiller war als Bildhauer gesoheitert. Alles war vennutlich 
recht achtbar, geschraacJcvoll, auch beachtenswert, wenn man 
dergleiohen liberhaupt Beachtung »u sohonken gedachte* EB verhielt 
oich mit Stillers Plastiken wie ndt dem Individuellen Ofenrohr in 
seinem Atelier* Es waren wohl die gleichen Plastiken, wie man 
sie in fast Jedetn Pariser Oder Sew Yorker Atelier finden konnte. 
Woau also? Der Roman "Stiller" ist ein Kiinstlerroman im Zeitalter 
der Reproduktion. '1

This view fails to see that Stiller's destruction of his own works is 

evidence not so much of the Artist's frustration as of self-dramatization, 

a consciously symbolic gesture of image-destroying, which betrays how little 

Stiller has really progressed towards humility, and self-acceptance.

Mayor's views on the Kierkegaard motto would seem to be of the same 

nature; that is, he fails to appreciate the subtlety of the psychological 

processes portrayed or rather revealed in the 'Aufzeichnungen'* To claim 

that there is some connection other than an ironical one between the motto 

and the 'Aufseiohnungen* le not to maintain that the latter are an exact 

exempli fication of the former, of Kierkegaard's philosophy; but there does 

seem to be enough of a direct connection to suggest that Frisoh used Kierke­ 

gaard's ideas as framework, to suggest the difficulty of really accepting

2 oneself* P. Manger points cut that Frisch reverses the order of the

quotations as they appear in Kierkegaard, which does suggest that they are 

meant - as they stand in Stiller - to apply closely to the development and 

structure of the work, the 'first* quotation relating to the 'Aufzeichnungen' 

and Stiller'e attest to become something different, and the 'second' to the 

'Nachwort' and to Stiller' s figfct for his basic self. There is nothing in

1) Mayor, op.oit., p«47f«

2) P. Manner, 'Kierkegaard in Max Frisch' s novel "Stiller", German Life 
and Letters, vol.XX. No.2, Jan., 1967, p.126.
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these quotations or in Kierkegaard's Sither-Or as a whole which makes them 

applicable only to the nineteenth century, as Mayor seems to believe. 

Nowhere does Kierkegaard suggest that self-acceptance is ever an easy 

process or that the 'Sellgkeit' of the motto means individuality in the 

sense of outstandingHftess, which is what Slayer's views appear to read into 

the motto, since he blames the 'Zeitalter der Reproduktion' for Stiller's 

failure as an artist*

Many passages could be quoted to show that Sither-Qr is very relevant 

to the problems treated in Stiller, and directly - not ironically relevant; 

for examples

*Por to think that for an instant one can keep one's personality 
a blank, or that strictly speaking one can break off and bring to a 
halt the course of the personal life, is a delusion. The personality 
is already interested in the choice before one chooses, and when the 
choice is postponed the personality chooses unconsciously, or the 
choice is made by obscure powers within it.'l

Stiller does not postpone the choice of a consistent character, as does 

Kierkegaard's aesthete, but he makes a wrong: choice in trying to break his 

own continuity - and his true personality, his 'unconscious' mind testifies 

against it, as the whole course of the 'Aufaeiohnungen* shows; he is not 

the confident man he tries to appear, and the reader sees this* Or agaim

'...the self which is the aim is not an abstract self which fits 
everywhere and hence nowhere, but a concrete self which stands in 
reciprocal relations with these surroundings, these conditions of 
life, this natural order* This self which is the aim is not 
merely a personal self, but a social, a civio self,»2

This i» in essence the problem which Stiller has to face after his release;

1) Soren Kierkegaard, Elther-Or. translated by Walter Lowrie, New York, 
1959, vol.11, p.168.

2) op.cib. vol.11, p.267»
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he has to learn that even personal acceptance of an identity is not enough, 

that one must accept oneself as others se© one also, and learn not to 

impose one's views on one's surroundings. This is what is meant by the 

'Isolation* of the mottoi Stiller was ready to accept isolation in the 

literal sense, but not the absolute integrity of every personality within 

society, the right everyone must be allowed to misunderstand his fellows!

In several places Kierkegaard emphasises that even the accomplishment 

of this act of choice will not bring startling results, that true acceptance 

means the abandonment of exaggerated desirest

'Yes, my young friend, it requires much ethical courage not to 
wish to be distinguished by differences, but to be content with 
the univeraal.'l

'The truly extraordinary man is the truly ordinary man.' 2

'Many, though they have a just conception of what a human life is, 
wish to be contemporary with tjreat events, to be involved in important 
situations. Who will deny that such things have their validity? 
But nevertheless, it is superstition to think that an event or a 
situation as such is capable of making a man something. He who 
lives ethically knows that it all depends upon what one sees in evory 
situation, with what energy he regards it, and that he who thus 
cultivates himself in the unimportant situations may experience more 
than he who has been a witness to, yea, a part in the most notable 
events. *3

What is there in these lines which makes them applicable to any one century 

only? They suggest not that the personal 'Seligkeit* to be won is 

dependent on any external circumstances, but that it lies in the acceptance 

of ordinariness. This Is utterly contrary to Kayer's view that it is the 

century which prevents Stlller's self-fulfilment. Likewise his view that

1) Kierkegaard, Sithor-Or. vol.11, p.232. 

, vol.11, p 

, vol.11, p
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the 'Hachwort* is quite out of harmony with the motto ia untenable, for 

Kierkegaard specifically sayai

'The very instant he (the man contemplating the choice of ways of 
life) chooses himself he is in motion; concrete ae his self is, he 
has nevertheless chosen himself in accordance with his possibility, 
in repenting himself he has ransomed himself for the sake of 
remaining in his freedom, but he can remain in his freedom only by 
constantly realizing it. He, therefore, who has chosen himself, is 
eo ipso active.'!

In other words, the choice is made real only by living it out actively in 

the world. This is precisely what Stiller is trying to do after his 

releasei and what he will have to go on doing in his solitude. Therefore, 

Kierkegaard's motto cannot be taken as a claim that self-acceptance will 

be easy or bring permanent happiness, as Mayer seems to imply when he sees 

it as relevant only to an age less complex than ours? it is a choice which 

would be difficult in any age, and a choice constantly to be made anew. 

Certainly the twentieth century is not an age for individual, lone 

adventurers - hence the popularity of figures such as James Bond, through 

whom readers find a means of escape from humdrum existence - but it is 

Stiller's refusal to adapt himself to his circumstances which brings troubles

in any age he would be unsuited to a life of danger and self-reliance, even
2 were it more possible than now. Certainly, as Mayer sees , it is difficult

not to be swamped by the nianifold prescriptions for life found in the 

'Illustrlerten', since life has become so complicated, but this is not 

really Stiller's problem. His diatribe against the twentieth century has 

already been shown to be avoidance of the truth, not genuine social

1) Kierkegaard, lather-Or, vol.11., p.236.

2) Hans Mayer, op.oit*, p.41f.

3) 9tiller, p.219f. Cf. above, p. 81.
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criticiam, that la, highly aubjective in origin. Wemer Kohlachmidt is 

quite right when he says, in his rejection of Mayer's views i

'Duroh alle Indizien und Beweise verurteilt, der biirgerliche 
Zeitgenoase Stiller zu se in... also auf seine Kapazitat zu einer 
neuen nrklichkeit verwiesen, bleibt Stiller der introvierte 
Egoist, der er war* 1 !

Stiller 1 a weakness is magnified by the mass-culture of our century, but it 

is still his weakness aa auch which is at fault. If Stiller knows that 

his experiences and feelings are not 'borrowed 1 , that ought to be sufficient 

for him, but of course it is not, Just as hi a knowledge that his past does 

not reveal all of his potential has to be confirmed by others. Aa social

critic, Stiller is acting a part ao much as he ia in the atories about

9
Florence. Mayor, in taking the line he does, overlooks Prisch's

essentially critical attitude to Stiller, critical in the senae that the 

novel reveals Stiller* a excessive subjectivity and egoism. It ia not by 

trying to accept himself that Stiller fails, aa Mayer suggests, but by never 

really accepting himself in practice. Slayer sums up his attitude to the 

Kierkegaard question thus*

'...die von ihm gepriesene Seligfreit des Einselnen, die in der bloesen, 
wenn auch schonungsloaen Selbstannahme liegon soil, erweist sioh als 
raonstrSse Selbstsucht. Es iat Philosophic liberaler Kaufloute aus 
detn 19. Jahrhundert.1 3

Are we to accept that all Holf's words are meant to be value leae? That 

self-acceptance ia an entirely mistaken goal? Hoj we are surely meant to 

see how painful a process it ia, one with no guarantee of permanent success,

l) Werner Kohlsohmidt, 'Selbstrechenschaft und Sohuldbewusataein im
Menschenbild dar Geganwartsdichtung* , Daa Menachenblld in der Dichtun^, 
ad. Sohaafvr, p. 183.

2) Cf. above, p.

3) Mayer, op.cit., p. 53-
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but a necessary one if we are to be fully human and to livo within society 

as normal humans. Stiller taay not be an aesthete in the exact sense in 

which Kierkegaard uses the terra, but ho is trying to escape continuity - 

and continuity, an awareness of one's past, has been seen as a basic 

requirement for personal identity from Hume to Proust. Certainly - as 

Homo Fabgr will show, the twentieth century can make it all too easy to 

avoid full self-awareness, it may make self-fulfilment in the deepest sense 

more difficult than ever before; but it does not stop man from reaching 

self-awareness through memory, through a sense of the passage of time* 

Stiller has not realized that human personality as such is based on 

continuity! what he fears is the continuity he has known, the repetition 

of weakness, boredom, failure* Consequently he takes great pains to write 

disconnectedly, in order not to slip back into the thoughts or attitudes of 

the old Stiller which might take a grip on Mm if he were too carried away 

by the flow of writing* However, he does not see that even this loose 

written form has continuity, in the sense that the isolated sections are 

hold permanently together on paper, as a record of a period of time, unified 

by their gradually increasing sense of threat and uncertainty* In order to 

reject his past, his whole personality, Stiller should have avoided 

expressing himself in sustained, coherent way which allows of consistent 

observation^ his determination to reject the faults of the old Stiller has 

blinded him to this faot* So the failure of his attempt to escape the past 

and his inability to accept his true * present 1 result from a basic misunder­ 

standing of the nature of human personality plus moral weakness: these are

e.g* "David Hume, Treatise on Human Nature, Book I, Part 4, Section 6.
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to the end personal causes, not the product of cultural changes.

Why then does Frisch choose Kierkegaard specifically, with his strongly 

ethical bias, as a source for a framewoifcj why not Lock© or Hume, for 

example? Again for reasons which reflect on the Individual weakness of 

Stiller. There is great irony in the fact that 'White* criticises Stiller 

for his failures, that is passes moral judgement on him , while all the 

time he is attempting something which itself can be seen as unethical* 

The reference to Kierkegaard makes this striking irony possible and high­ 

lights the author's critical attitude to Stillert it makes his attempt not 

just abortive but ethically wrong also* This point is also made by

Stiller's spiritual arrogance within the 'Aufeeichnungen', his inability to
2 accept a God who would not change his nature , his wilful creation of the

 Kngel* njyth. #ot for Stiller the Christian God who forgives and helps 

the weak. It is this ethical guilt which also makes the final peri pate la 

all the harder to bear for Stiller, and so adds an extra 'dramatic 1 quality 

to the work to help capture and hold the reader's attention. It is a 

similar process to the one whereby in tragedy ethical guilt Is often added 

to weakness or lack of understanding in order to magnify the tragic fall: 

Othello kills Desdemona instead of just rejecting her, Hamlet's weakness 

leads to the death of Ophelia and Laertes.

The motto, which Rolf will take up in the 'Ifaohwort', also serves a 

useful constructional purpose, giving the fragmentary form an additional 

degree of cohesion, as will the inverted Oedipus myth in Homo F.aber, aa do

1) Stiller, e.g. p.123.

2) £;e-fc., p.383.
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the dreams of far-away places - Santorin and Santa Crua in the ploys
M 

Graf Oderland and Santa CTUS, Kierkegaard's thou^it is illuminatory,

providing, as Manger shows , a useful basic pattern for the process of 

aelf-acoeptanoe: despair, resignation, repetition, choice, the final 'leap 1 

"back into life. It ia, in other words, a means of provoking thought, 

close enough in its basic conceptions to the situation in the novel to be 

a useful preliminary guide, and yet general enough to make one think how 

far it really applies, to think how much there is behind the superficial 

story-level of a man who denies his identity* It leads one behind the 

mystery to the problem of personality*

Conclusions

The real value of Stiller resides, then, in its revelation of one mind 

at work, in its direct portrayal of its theme * the danger of making images 

of oneself and others* To emphasize its element of social criticism is to 

underestimate its subtlety as a novel of personality, and its uniqjue 

combination of depth and popular style, in a form - first-person narrative - 

which is perhaps more difficult to manage well than many* Anthony Trollope 

once wrotei

'   It is always dangerous to write from the point of view of "I", 
The reader is unconsciously taught to feel that the writer is 
glorifying himself, and rebels against self-praise. Or otherwise 
the "I" is pretentiously hurable, and offends from exactly the other 
point of view* The old way, "Once upon a time", with slight 
modifications, is the best way of telling a story*'2

Lubbook helps to answer this criticism of first-person novelsi

1) P. Manger, op.oit., passim.

2) Letter to Kate Field, quoted in Allott, Novelists on the ffovol. p,260.
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'  .do not let the hero come between ua and his active mind, do not 
let the heroine etand in front of her emotions and portray them - 
unless for cause, for some needful effect that would otherwise be 
missed. '*

Both writers aee that a man cannot cocsnunicate much about himself without 

beinft in danger of excessive self-interest. It is evidence of Frisch's 

mastery of the form that he has made this very self-interest the 'cause 1 of 

which Lwbbock speaks; he takes the inherent danger of the first-person 

narrative and exploits it, but undermines it at the same time, by showing 

us both Stiller* s arrogant defiance and his self-delusion and fear* Thus 

the fragmentary form has been used to intensify some of tho particular 

potentialities of the 'Ich-Form'. 

Liddell writes of the novel t

'As well as the setting in which characters physically live and 
act, there are countries of the mind, places where their hearts and 
minds are present, in memory, fear, hope or desire - they carry 
about with them this second background, an effect too subtle for 
the stage, though the novelist may wish to avail himself of it*' 2

Stiller has quite literally 'countries of the mind* in Mexico and America, 

but if one extends the range of this notion and includes under 'countries' 

interests, particular subjects on which the mind dwells, then one sees how 

justified Frisch was in his choice of the novel form for Stiller; for what 

he has been able to convey is the composition out of fragments of 'memory, 

fear, hope and desire' of one mind, fulfilling what has been seen as the 

purpose of the modern novel -

'   sich auf das konaentrieren, was nioht durch den Bericht 
abBugolten

1) Percy Lubbock, The Craft of Fiction, p*145*

2) Robert Liddell, A Treatise on the Novol, p. 123,

3) Theodor Adorno, Noten gur Literatur I, Frankfurt, 1958? P»62*
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The problem of the individual's iaolation has already been recognized as a 

specifically twentieth century problem $ in seeing this Frisch is not ao 

original, but in his presentation of it 19 it affects one mind, one circle
n

of people he has written an eminently good novel.

1)  «$  (feox»£ Lukacs, Die Tbeorie des Romans« Ifeue Ausgabe, ffeuwied, 
PP» 5Tf. » 64f. and passim*

2) Cf. ludl Ooldgch'nit, 'Die verlorene Idontitat, 3tuttartar Zeitumg,
18 December, 1954' *Das Buch liest alch so apannend, so unterhaltsam
wi« weni^ tnoderne deutache ^omane, und e« ist d^ibei 90 hintergrundig



CHAPTER 

HOMO FABER

Frisch has expressly dissociated himself from those 'die aua Theorio 

darauf veroichten, Roman* wie Balzac zu schreiben.' This indicates that 

in each novel the form has been evolved as the best vehicle for the 

particular ideas to be presented, that the fragmentation ia not necessarily 

expressive of the authorVs inability to reach a coherent view of the world, 

but should add rather to our understanding of the characters* The danger 

that this untheoretical approach may degenerate under the guise of 'modern* 

form into deliberate exploitation of the reader will be considered in the 

next chapter on Moiii frame sei Gantenbein* In Homo Faber one is immediately 

struck by the apparent lack of order and by its contrast with the factual 

language* In Stiller the language, with its occasionally rather grandiose 

ring, revealed the central figure's self-dramatization) it was the language 

of a man obsessed with his own 'ffichtigkeit' and trying to escape it* The 

language of Homo Faber is far more idiosyncratic, but representative of a 

type of raind, since the vocabulary ia full, in particular, of common 

twentieth century jargon* Certainly Faber is an individual - the 

individualising elements of the portrait reside in the degree to whioh 

various traits of the 'Tecbniker' are developed in him - but his character­ 

istics are also supra-personal to the extent that they are intensified by 

conditions of life in the twentieth centuryt for this century as no other

1) Horst Bienek, Werkstattgesprache mit Schriftstellem, '.funich, 1962, 
p.23.
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haa valued a certain kind of intelligence - the practical as opposed to 

the artiatic, the intuitive*

The title and its implications

The title suggests this representative function? Homo Faber is a 

nickname for Walter Faber, used because he haa a consistency of thought 

and action which invitee summary description* It ia usually in association 

with comedy that one finds those typifying names, for instance in Moliere's 

playa - one thinks of L'Avare, Le Misanthrope - and comedy, aa these plays 

show, deals with dehumaniaation, with the loss of adaptability towards 

other people and the development of mechanical reactions* 'Homo 1 Faber's 

rigidity ia far from comical, but such a comparison does suggest a guide to 

his attitudes and behaviour: they are *inhuman* in the sense of 

incompletely humanj and indeed the novel is concerned with his restoration 

to full humanity, with the gradual discovery of latent but suppressed 

qualities* The particular form this 'inhumanity* takes is also clearly 

indicated by the tltlet 'homo faber* is a term coined by Henri Bergson, 

who writes of human history*

'Si nous pouvione nous depouiller de tout orgueil, ai, pour definir 
notre espeoe, nous nous en tonions strictement a ce que 1'histoire et 
la prehistoire nous presentent coame la caracteristique constants de 
I'horame et de 1'intelligence, nous ne dirions peut-etre pas Homo 
Sapiens, mais Homo Faber, En definitive, 1*intelligence, envisages 
dans ce qui en parait etre la demarche orifjinelle, est la faculte de 
fabriquer des objets artificials, en particulier des outils a faire 
des outils, et d'en varier indefiniment la fabrication.'^

1) Cf* for the 'mechanical element in comedy'« Henri Bergson, I»e Hire.
X

2) Henri Bergaon, L'Evolution Creatrice, Paris, 1911, p.151*
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Walter Faber in the one-sided representative of this sternal faculty, and 

the twentieth century fosters its development by placing emphasis on 

technical advance, to the detriment of human relationships*

Faber f s language revealo clearly his modernity, in the notation of 

brand-names, for example, which place him firmly within the world we know.

But the precision of notation is noteworthy for psychological reasons also;

2 critics such as Itolf Geissler have already pointed out Faber*s factual

approach to everything - time and place are as exactly recorded aa the 

brand-names:

'Unaer Au fen thai t in der Wuete von Taraaulipas, Mexico, dauerte 
vier Tag© und drei Nachte, total 85 Stunden... *.3

As Geissler puts it, this is 'symptotnatisch fur das vordergrundigberechende 

und matheoatisierende Weltveratandnia Fabers.*^ Similarly, Faber's use of 

twentieth century Jargon, as well as placing him in our age, is an 

indication of how little he cares for language aa a vehicle for expression 

to be used with caxe and adapted to circumstances* For him it is a series 

of symbols and no more intrinsically beautiful than mathematical signs, as

is shown by his indiscriminate use of 'Fremdworter', for example i * Cotter
it 5 

gehoren su ihrem Job 1 , said disparagingly of Hanna. Faber constantly

1) Hone Faber, Frankfurt, 1957, e.g.  Super-Constellation 1 , p. 34; 
1 Hermes-Baby 1 , p.41*

2) Rolf Geiasler, Uoglichkeiten dea modernen deutsohen Homana, Frankfurt, 
1962, p.202ff.

3) Homo Fabert p. 31.

4) Geissler, op.oit., p. 202.

5) Homo Fabor, p.l?5«
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reduce* language to the absolute minimum necessary for comprehension!

'Die schwirrenden Vogel - 
Wle el n Flugscmgl'l

Such a notation lacks all personal participation in the seen© around the 

observer and is equivalent simply to pointing at objects, saying the 

minlTJwin about them. Language is here deprived of its unique power of 

expressing the speaker's feelings and attitudes to what he sees - 

depersonalised in that sense* This is the language of a man used to 

dealing with the machine, for whom people are only 'Bevolkerung* and not 

individuals, of a man who is self-sufficient and feels no urge to communicate 

in the deeper sense of exploring his own reactions to things and attempting 

to give them fora.

Ironically, however, because Faber treats language so disdainfully, it 

reveals far more about him than would be visible if he had a more careful 

style* The fascination of the novel lies, as It does in .Stiller* in the 

picture of ft mind, a character giving Itself away; and the repetition of 

various words and phrases is very revealing* Most noticeable is his 

constant use of 'ublicb* and 'das Ubllche'e this suggests a tendency to 

fit eaoh experience - a flight, a party - into a preestab 11 shed mould, which 

holds no new nysteries of delights* This is the comment not of a bored 

aesthete, but of a man who believes himself fully in control of life. 

Writing, for example, of his time in Mexico with Herbert, Faber notess

* \m dritten oder vierten Morgan, als wir wie ublich fruhstuckten 
..war Herbert von der fixen Idoe besassen, es rausste irgendwo.. 
irgendeinen Jeep geben.'3

1) Homo Faber, p»60.

2) ef'.cJfc., p. 20.

3) op. *
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in such a setting, vdth all ono supposes it to offer in the way of 

unusual sights and experiences, life very soon becomes a series of expected 

*u»ual' happenings; this point proves the justice of Hanna's contention 

that faber arranges the world, as it were, in order not to be surprised or 

challenged by it, in order to avoid its demands for response in each new 

situations

*Di«kussion rait Hanna - uber Teohnik (laut Hanna^j als Kniff, die 
Welt so einsurichten, dasa wir sie nioht erleben rmissen*'!

Faber looks for the similarity in events, not for the differences which add 

interest and variety; he is ready to dismiss all he meets as 'ublich 1 so 

he need not react emotionally* Also, the repetition of this word creates 

a sense of security? everything has its place, there is nothing surprising; 

in the world, nothing' beyond the visible, he feels, nothing beyond hie 

control, Therefore he will write of the view from the plane*
H O

'Farbspiel wie ublich, ich habe es oohon oft gcnug gefilmt... 1 , 

unwilling and unable to find any interest in the spectacle* And when he

hears about Joachim after an interval of some years, all he can comment ist
" 3 

'Was ich erfuhr, war so das Ubliche; Heirat, ein Kind,..'.

EVen for the life of a once close friend he can find no enthusiasm, no 

response*

Also conspicuous is his constant use of words associated with 'Vernunft'. 

H* judges Herbert's development plans as 'fcuhn, jedoch nicht unvernunftig' ,

1) Homo Fabor, p.241*

2) op.oit*, p.21.

3) op.clt., p*36*

4) op.oit*, p.20.
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indicating that a calculated venture is vastly preferable to a spirited 

risk, that only when baaed on demonstrably sound grounds is action pralso- 

worthy. Faber has no time for instinctive or emotional reasons for 

behaviour* Of himself and Hanna he says at one point t '..plotzlich die 

wahnsinnige Idee, nach flunchen zuruclosukehren. Ich stellte raich vor sie, 

urn sie 2fur Vernunft au bringen. .' . Re cannot appreciate her feelings 

about the child she is to bear, not even in retrospect. Peelings of any 

sort are summed up as nonsense; his nicest praise of Ivy cornea when he

finds her 'rational 1 ! 'Sie sah entzuckend aus, dabei die Vernunf t in

2Person 1 , which indicates that Ivy is no longer making claims on himj he

cannot understand emotional dependence, and what he cannot understand has 

no validity*

Consequently Faber tends to oversimplify issues* In explanation of 

his failure to marry Hanna he say at 'Es kam einfaoh nicht dasu.' What 

he is attempting to do is to show how rational his own behaviour had been 

and so disprove Hanna's contention that his more recent mistakes derive in 

a one way from that behaviour* But 'einfach* reveals how unaware Faber is 

of depths in others} he appears to believe that human relationships can be 

begun and ended without ado, that there is no need to attempt self-analysis 

even when marriage plans fail for no external, circumstantial reason.

Naturally enough he is ready to attribute his own reasons to others. 

He professes for instance to understand Joachim's suioidei

1) Homo Faber, p.68.

2) op.cit., p.92.

3) op.oit., p.66.
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*Ioh opferte nooh anderthalb Tage, urn Herbert zu uberseugen. ., 
dass seln Bruder einfach dieses Klitaa nicht ausgehalton hat, was 
ich verstand.,',1

He understands the physical effects such a climate would have, but discounts 

any more complex motivation of an emotional, nore personal nature. The 

slight arrogance of 'opferte 1 is tantamount to a comment on Herbert's lack 

of common sense in not agreeing to this view, and of course Paber cannot 

understand the kind of pride which makes Herbert determine to replace 

Joachim* Both these last examples show the summary fashion in which Faber 

assesses other's attitudes.

These are only a few of the examples which show the very language of 

reason betraying its user and showing his limitations in human understanding;

one could add the unfeeling use of 'officialese* noted by Geissler, for

2example* 'Was Hanna betrifft*. 1 , which reveals Faber's purely factual

approach to people however close to him* This ingrained attitude of 

notation rather than feeling survives even after the revelation of Havanas

'Ich wusste, dass ich alles, was ich sehe, verlassen worde, aber 
nicht vergessenf - die Arkade in der Nacht, wo ich schauklo und 
sohaue, beeiehungsweise ho*re»*«'.3

The approach to people may have developed by this stage, but the mania for 

exactness still outweighs sensibility to the world in general. This example 

is chosen deliberately because it is quoted by Karlheina Deschner as a crass 

exa-nple of 'Geschraacksloei^ceit' in Prison's style. He sums it up thust 

'Alles 1st sehr flott, fit, aber doch nur eine glatte, modern*

1) Homo Faber, p«77f.
2) op.oit*, p*45»
3) op.oit., p. 257-



118

Allerweltsdiktion. eine Klipp-und-klar-Prosa, die eo ipso die 
Poeeie erstiokt.'*

He takes exception to the considerable repetition of vocabulary as well as 

to the use of such words as 'beaiehungsweise 1 $ but the above examples 

should suffice to show that Deschner's criticism is based on a singular 

neglect to relate the manner of writing to the nature of the book as a 

whole - the repetitions, the choice of vocabulary are vitally important as 

indications of what type of mind is attempting self-expression* They are 

not to be dismissed simply as evidence of the author's inability to write in 

a more poetic style: an *Ich-Roman f is of necessity a form from which the 

author la *excluded' in the sense that he cannot make comments directly 

without destroying the illusion of the first-person narration} therefore 

the 'writer* must reveal himself by his own self-interpretations and by his 

language. If the language were solely that of the author the form would bo 

misused; and Prisch does not allow this to happen - he makes Faber 

constantly reveal more of himself than he is consciously aware of, and the 

use of language is quite deliberate, especially where we find an incongruous 

mixture of descriptive and 'rationalistic 4 vocabulary*

If this inhumanity and entire lack of concern about it were all the 

novel revealed, it would be a pointless and alienating book* It is with 

this recognition that the entirely 'irrational* form becomes significant. 

If one considers initially the treatment of time, the highly personal nature

I) Karlheinm Deschner, Talente .l?i chtcr.Piletantten, Wiesbaden, 1964, 
P.144.
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of the work starts to emerge j in the first section of the book, the

 narrative 1 follows anything but chronological order, moving between the 

events of the distant past, and of the recent past, and giving way 

constantly to the  present* time of actual writing and reflection, Tfce 

events of the second part are mostly subsequent to the time at which the

 Srste Station* wae written, and much of this section is taken up by

 simultaneous* passages, one of which closes the book* There is therefore 

no final, well-considered viewpoint - events catch up on the writer 

constantly, preoccupy and worry him. Thus the ordering of the material 

alone suggesta restless enquiry*

It has been argued by ftogrlt Henning that the presentation of the 

material is unnecessarily complext

 Bine derartige Elnteilung und das ranze System von Vorausdeutungen, 
Ruckwendungen und Einochal tungen der Vorsseithandlung Bind nur sinnvoll, 
wenn sie als Gestaltungsndttel der Probletaatik des Romans angewandt 
w0rden*..Verg3^ichen ndt den rtstiller"...wirkt die formale Anlaga des 
"Homo Faber" kunstlioh.'l

'Per einzigs Grand, der si oh fur diese Umgruppierung der Ereienlsse 
erkennen lasst, 1st die Erzeugung von Spannung, die hier eine Rolle zu 
spielen scheint* Die Ruokblenden sehen konstruiert aua und lassen 
eich auoh kaura aus der Seelenlage des Ersahlers erklaren, der ja zeit- 
lioben Abstand hat.' 2

 Die Formelemente des ersten Teils, Verschrankung der Zeitschichten 
und Huckblenden, sollen die Situation und die seeliache Verfassung doe 
Erzahlera spiegeln; sie wirken denn ouch iro boston Fall assoziativ, 
oft aber willkurlich und zufallig* Die TagebucheintragunG«n des 
Zweiten Teils uberzeugen formal und inhaltlich nicht, da der Leser 
nioht erkennen kann, welohe innere Not den Erzahler treibt.'3

 Die Konzeption der Hauptgestalt und die Form der Darstellung stehen 
von vornherein in einem Uissverhaltnis, denn ein Typus wie Faber 
schreibt oinfaoh niohtj daran andert auch die scheinbar angemessene 
Spraohe nichts,'4

1) Margrit Henning, Pie lob-Fora und ihre Funktion in Thoaas Manns 'Doktor 
Fauetua* und in der deutscSr Literatur der Gegenwart, p. 196.

2) 'op.afc f p. 198.

3) o^ch 9 p.201*

4) p-p-.c'h, p. 202.
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Clearly to some extent one must accept the fiction of Faber having written 

hie own story - this is part of the necessary response to any kind of 

fiction, the willing suspension of disbelief, Frisoh dose, however, 

present us with the external reason that Faber wanted to explain the course 

of events to Hanna, but lacked her address and so wrote a kind of 'Bericht' 

instead. The use of the word 'Barieht 1 is important; by it Faber 

signifies that he is writing a - to him - coherent document, for a 'report*

presupposes a grasp of events, an overall view* But this is a subjective 

designation, thus one may consider it a hopeful title expressive of a desire 

to demonstrate how easily explicable and manageable events are* The 

'Techniker 1 then writes in self-defence because he feels his world 

threatened by Henna's intimations of 'Pugung* present in events, and in 

order to refind for himself the rational thread which runs through the rest 

of his Ufa* This is what Walter Henze zaeans when he writes of Fabert

'Zun erstenmal gehon seine Rechnungen nicht auf, er kann nicht 
mehr planen und fiihlt darum das vollig neue, ungewohnte Bodiirfnia 
nach Ruckachau, Refloxion, 3elbstdarstellung»*2

It is one of the ironies of the novel that what is projected as a 'Berioht 1 

and written in the language of official coramunications - 'besiahungsweise', 

'Vergleiohe hiersu* etc. - emerges as unlike a report even in external form 

as it is* The result clearly contradicts the desire, and in view of the 

exceptional events it ia not really difficult to accept the desire, as that 

of a man who hms deliberately cut himself off from other people and has 

forgotten how to cownunioate normally! he turns to the only msdiura which

1) Homo Faber. p.242.

2) Walter Hense, 'Die Erzahlhaltung in Max Prisons Roman "Homo Faber", 
Wirkendes S'ort, 11 Jg., 1961, Heft 5, p.28l.
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is in the slightest degree familiar to him - the written word, which he must 

have 'practised 1 in reports on his development projects* Thus the fact of 

his writing at all indicates his unease and his intense , unfamiliar sense 

of loneliness, plus the inability to overcome these with rational methods* 

To deny this, as Mar grit Kenning does, is to overlook the tragic elements 

in the novel} even if it is not possible to establish irrefutable reasons 

for the transitions between all sections, this does not minimise the -eneral 

impression of a mind used to understanding and controlling, and now 

floundering helplessly. Brigitte Bradley rightly points out the combination 

of memories and comments forms an important paradox t 'Together they stress 

his self-contradiction in asserting the oomprehensibility of life while 

reporting occurrences which are enigmatic to him** To see the form as 

evidence merely of a desire to arous v Spannun&' is short-sighted; this is 

not to deny that there may be an element of design behind the ordering of 

the material, an intention on the author's part to intrigue his readers by 

presenting names and facts without explanation or preparation - we learn
9

very early of the death of someone called Sabeth. But this is a very 

special kind of *3pannun&' and Mar grit Henning's claim would need closer 

definition if this is what she intended to imply! it is intended to 

interest the reader in how the events happened, not in what they actually 

were, to act as 'mystery* in £ ?/  Forster's sense* It is not suspense in

1) Brigitte Bradley, 'Hex Prisch's "Homo Faber"t Theme and Ftructural 
Devices', Germanic Review. vol.XU, No. 1.,- Nov. 1966, p,28l.

Homo Kaber, p. 30. 

3) Cf. above, Chapter flro f p.



122

the crude sense, neither is it simply a device imposed on the work to 

intrigue the readeri the unexplained introduction of names, the 

adumbration of events may also be interpreted as evidence of the highly 

personal nature of the writing, aa proof of the discrepancy between the 

title 'Berioht' and its un-report-like nature; this 'Bericht' does not 

achieve even well-ordered presentation of material and can be shown to be 

formed by emotion, not logical thought* It is far from impossible to 

understand, on closer examination, the writer's 'innore Not 1 , as Margrit 

Hennin^ suggests* What does emerge can be briefly summarised thus:

1) The picture of a man whose attitudes to people range from amused 

detachment to plain incomprehension.

2) The picture, nevertheless, of a man who wants and tries to explain 

everything and cannotj his world is tragically crumbling, and he 

is afraid*

3) The reason for what is happening to him lies in a capacity for 

feeling, for 'irrationality*, which be would never acknowledge.

4) He is therefore unable to explain away in rational terras the events 

and feelings which perhaps made him more susceptible to Sabeth's 

youth, even if one dees not accept that they were all 'fatefully* 

connected*

5) His entire unawareness of the depth of his attachment to Sabeth, 

which reinforces the tragedy of her loss*

Faber'a attitudes to other people

Faber makes absolutely no attempt to share others' enthusiasms. This
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can issue in ironic humour at others' expense, for instance, when he 

describes Herbert in the desertt 'Herbert stand und erlebto noch inner.'* 

The unusual use of the verb at once puts the notion of 'experience 1 on a 

par with any other activity, suggesting that it is an asaumed reaction, not 

a spontaneous passive feeling. There is nothing more reprehensible in 

this than in Heine 1 3 similarly ironic lines*

'Ioh ateh' auf des Berges "pitae, 
Und werde sentimental .' 2

But in Faber'a case the irony is directed at another person, and shows in 

slight measure a lack of genuine Interest in characters different from his 

own* As h« says himselft *loh war unhoflich, aag sain,..Mensohen sind 

anstrengend*.,'* This is in appearance a perfectly reasonable statement; 

fatigue renders conversation exhausting* But it is soon followed by these 

words: f Er (Herbert) rodeto uber Wetter, beziehungsweise uber Radar, wovon 

er wenig verstand,.*'. This suggests that the real reason why people 

tire Paber is that if they do not measure up to his level of knowledge, he 

has no sympathy for them and is merely irritated* Indeed, when Herbert 

begins to talk with more authority of hia development plans, Faber 

immediately 'wakes up*. He is all too ready to sum up others as incompetent 

amateurs; people tire him because he does not know how to treat them as 

people* only as receptacles of information upon which he makes snap value 

judgements, or towards whom he shows arrogant - though amusing - disdalnt

1) fjcmo Paber, p.35«
2) Heinrich Heine, Buch dor Lieder.
3) Homo Faber. p.10.

4) IMd., p.ll.
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*Er kenne den Iwan I Da« ta&te er raehrmals...
Teh schalte meinen Apfel*
Unterscheidung naeb Herrenaeneohen und Untermenechen, wie's der 

gute Hitler meinte, sei natiirlich Unsinn; aber Asiaten bleiben 
Asiaten *

lob ass meinen Apfel *

The deliberate, pointed action is barely disguised insolence; Herbert is 

indeed dull as a conversationalist, but Faber prefers to ridicule rather 

than attempt to introduce new topics* And when one remembers that this

action is written in retrospect, the irreverence is doubled* The arrogance

2 has not been tempered by the shock of Sabetb's death*

In many examples it is made clear that for Faber people are often just 

numerical entities to be manipulated, not individual beings to be under­ 

stood* He speaks of his job while his thoughts are elsewhere and finds 

this? a useful accomplishment* People are not valued by him for their 

personalities, with which he might make contact in conversation, but 

according to tbeir degree of * sense'* He writes, for example, with very 

subjective logic* 'Er weinte imroerfort, obschon er Mathematiker ist*. 1 . 

Emotion is unreapectable, individual feelings to be abhorred*

Faber does not simply state his dislikes honestly; they emerge in his 

phraseology witb ingrained disdain, for examplet

'Warum soil ich erleben, was gar nicht ist? Ich kann raich aucb 
nioht entsohllessen, etwas wie die Ewigkeit su horen; ioh bore gar 
nichts, ausgenoramen das Rieseln von Sand naoh jedera Schritt.'5

1) Homo Faber. p*12f,

2) Cf. Homo Faber* p.226, for the date of the first part, and p.230, with 
an earlier date and specific mention of Sabeth's death*

3) op.cit., p.14.

4) op.cit., p.21.

op.oit*, p.34.
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Faber ia not so ruda aa to call those who 'experience 1 fools, but he 

condemns them by the word 'entachlieseen', which implies that 'Erlebnisse' 

are not an involuntary state but something one persuades oneself into, 

something one * decides' to have. He ia all too ready to generalize and 

reject; hie world ia self-centred, as is shown again by his annoyance at

1 2Herbert's  Einailbigkait 1 , and at Hanna's 'deformation professionals' . 

These are hia own faults - ha reacts to them in others without realizing

hia own culpability* Certainly ha saysi 'Sicher hat auch unaereiner,
7 

ohne aa au merken, eine deformation professionelie' , but it ia said

unconcernedly, ia not pursued further. Even at this late stage ha ia 

profoundly self-satisfied. This point of Faber'a would incidentally still 

ba affactive if it ware used in conversation in a third-parson narrativej 

but it ia far more revealing when even after the event Faber can write it 

down with no more naif-consciousness than at the tine the terms firat 

occurred. The deeply rooted attitudes of the * Varnunftmenaoh ' ara thus 

strongly emphasised.

Even after a profound shock, Faber has not gained in charity either. 

It ia not just that he has ri^id views; if this ware so, he oould atill 

respect others, but ha constantly exhibits a sense of superiority. He 

writes of Marcelt

'..,er bahaupteta steif und feat, raann konna dieae Hiaroglyphen und 
Ootterfrataen nicht fotografieran, sonst waran sle aofort tot.'4

1) Homo Faber» p.39»

2) op.cit., p.201.

3) op.oit., p.201.

4) op.cit., p.58«
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Faber does not openly say that he cannot understand this attitude: he 

slyly undermines Marcel's opinion in advance by adding 'steif und feet', 

thus prejudging the words to come* This particular attitude is of course 

subsequently explained by Faber's reaction to the Maya temples} he is 

unable to appreciate any values other than material ones* The repeated 

comment 'Wogu?* shows his assumption that every action should have a 

logical foundation. Since his approach to tiae is to live in the moment 

without any sense of continuity, he cannot appreciate the subordination of 

the present to a supra-temporal framework, such as the Maya culture reveals  

For Faber there is nothing which distinguishes people from other items 

in his life* Personal relationships matter no more than material 

possessions, especially when the latter are precision instruments. For 

instance, when he describes how he started to write to Ivy, his attention

is easily diverted to the state of his typewriters '...ich holte meine
P Hermes-Baby (sle 1st heute noch voll Sand).*. 1 . When individuals do engage

his attention, they are classified by externalsi it is Hanna's age and 

appearance which Interest him, not speculations on how she may have fared in 

the interval in other than material terms *

Sometimes his attitudes to others go beyond restricted interest to 

positive egoism* For example, he writest 'Ich bin nun eimnal ein Typ, der 

mit beiden Fussen auf der Krde steht..'. There is false humility in these 

words; the colloquial tone of 'Typ' is Intended - whether consciously or

1) Homo Faber t p.60.

2) op. alt., p.41.
3) op.cit*, p.40.
4) op.oit., p. 66,
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not makes no difference * to convey the writer's ordinariness, and thus to 

make others, in this case Hanna, seem tense, emotional and exaggerated in 

behaviour* Deliberate cunning is not evident» Faber has sufficient 

control of language to achieve that, but an ingrained disdain for others, 

plus a firm belief in his own *well-balanced* opinions are clear*

This is again evident when he talks of Hanna's belief in myths i
M

*...es hindert sie nichts, mitten im emsthaftesten Gesprach damit ssu 

kommen* * He here implicitly denies her beliefs any serious validity, even 

when he appears to be - and probably believes himself to be - describing 

factually the differences between his thought and Hanna's*

It would be a mistake, therefore, to suggest that Faber is deliberately 

cruel in his disregard of others f he just does not understand why people 

make claims on other 12, and desires entire freedom* Re will often therefore

overlook his solf-centredness entirely} for instance, writing of the razor

2 episode, he sayst 'Teh wollte wissen, was los ist,.. 1 . This is quite

true as far as it goes, and seems to be a chance event; but he does not 

look quite closely enough at the context, and does not see that this 'chance* 

provoked him to demonstrate his predilection for machines and technical 

precision as opposed to people and their desires - in this case Ivy and her 

need for affection on the last nifht together* He was only too rlad to 

seise the chance to escape her for a little while* At no point, here or 

later in the course of events, does Faber show a sense of responsibility for 

others, or a willingness to make concessions of time and attention.

1) Homo Fabey, p«201*

2) op.oit., p.89.
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He is often Ie0> than honest with himself, for example when he sayst 

'   ioh hatten keinen ftrund anaunehraen, dasa Hanna lugt.. 1 . This refers 

to Hanna'a statement that Joachim is Sabeth's father; but in fact Faber 

had every reason to suspect* If he were a less self-centred observer of 

human behaviour he would often have noticed the subterfuges which men employ 

to mask their motives or feelings from those who will not understand. The

proof that this is an untenable excuse comes when the truth is finally
o 

revealed and Faber admits that he knew it all the time inwardly. He does

not want to concede that until he has to, because it hints at something 

other than reason within him*

This example and the following one begin to show that despite the coldly 

rational approach to others, Faber is not so entirely a 'Vernunftmensch* as

he would like to bet 'Ioh platete nur, wenn tfaroel sioh uber raeine Tatigkeit

* 3ausserte.. 1 . If Faber were a true *Teohniker l with no vestiges of humanity

lefty this reaction would not be produced, his pride would not be vulnerable. 

Thus we are gradually prepared for the decisive evidence of the association 

with Sabeth, when his latent ability to be deeply moved is revealed.

A sense of insecurity has of course been instilled in Faber by Hanna, 

but the complete 'Teehniker* would dismiss her words categorically. 

Faber is however sufficiently disturbed to try to refute her imputations,

1) Homo Faber, p.207.

2) op.oit., p.223.

3) op.oit.| p.?l«

4) op.oit., e.g. p.196, where Hanna suggests Faber has been trying to
control life too much, impose himself on it. Cf. p.201, where he tries 
to dismiss the notion of I 3chioksal > ; p.209, where Hanna accuses him 
of reducing the stature of every subject he touches.
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but his deep uncertainty is evident in bis constant admissions that he does 

not understand. Although we have aeon how unreasonable he can be towards 

others, we cannot remain entirely unmoved by thiss the spectacle of a man 

who thought he understood life bewildered by events and suggestions is 

pathetic.

Faber struflglin^ to explain events

Fiber's bewilderment is evident in his attempt to justify things which 

need no Justification, as though ho were clutching at straws, unable any 

more to see events in perspective* Kargrit Renning seems to assume that

Paber*s 'zeitlioher Abetand* should automatically give him understanding and
o 

calm , but it is surely part of the book's pathos that in retrospect

everything becomes more not less confused for the writer* He is at a loss 

to know where to look for significance) for instance, writing of his first 

encounter with Sabeth, he oayst *Ioh war einfaoh durch diese Warterei 

gesfwungen, sie au betrachten. 1 There is nothing unusual or reprehensible 

in watching one's fellow passengers; what Faber implicitly shies away from 

is an examination of how he reacted to Sabeth after they had become 

acquainted* Whether one interprets the subsequent events as Fate, as Hanna 

seems to, or whether one sees in them simply the sad picture of a nan unaware 

of how much he loves another human until he has lost her - in either case 

there are elements present in his relationship which Faber is afraid to

1) Homo Faber. e.g. pp.18, 79, 84, 88, 118, 175* with the constant questions 
'Wieso?' 'Warum? 1 etc.

2) Margrit Henning, Die lob-Form and ihro Funktion in Thomas Manna 'Doktor 
Faustus*. ., p.lOo.

3) op.cit., p.99»
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examine, because they nay destroy hie equilibrium as a 'Vemunft-Mensch 1 . 

A sentence such as the above one is an involuntary attempt to avoid the 

issue and deny all deliberate association with Sabeth.

A deeper level of misunderstanding is evident when Faber speaks of his 

conversation with Herbert on Hanna s

*Warum ich nicht fragte, ( Ob Hanna noch lebt, weies ich nicht - 
vielleloht aus Angst, er wiirde air sagen, Hanna sei nach There si en- 
stadt

He is aware of a conspicuous lack of interest in hi OB elf and the attempts to 

supply an answer at all indicate his sense of threat and uncertainty; but 

the pathos of the insufficiency of his understanding is doubled when one 

sees that although he supplies a reasonable explanation! he considered 

Hanna' s possible fate primarily aa that of a Jew, not the woman he abandoned. 

He classifies her in a group.

One very clear example of the real insufficiency of Faber '3 reasoning 

comes when he speaks of Sabeth in relation to the child he and Hmna were to 

have had:

'Naturlich dachte ich daran, riber ich konnte es einfaoh nicht glauben, 
weil BSU unglaublioh, dass dieses Madchen. .mein eigenes Kind sein soil.*?

In trying to establish a reason for the rejection of the idea, Faber shows a 

purely emotional reaction, for the rejection of an intimation simply as 

'incredible 1 has nothing to do with reasoned argument* The emotional 

reaction also suggests that precisely this possibility has occurred to him, 

even if he had prevented it occupying his conscious thoughts. In trying to 

emphasize his rationalism, he betrays its weakness.

1) Homo Taberi p«40.

2) op.cit., p.168,
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It is often when Faber tries to justify hia actions most specifically 

that the most revealing statements are made: tAe contrast between the 

intensely purposeful aot of writing and what ia actually conveyed by the 

words used is highly ironical* For example, in trying to explain nis 

treatment of Hanna, he says: *Ioh war icein Feigling, gang abgesehen davon, 

dass wir uns liebten.' He intends to show that he cannot be accused of 

any kind of desertion of duty) his claim is true enough - but how wrong 

his priorities arei The social role and his 'image' are valued above the 

demand* of personal devotion*

The ultimate admission of defeat, though it is not seen as such by

Faber himself, oomes in the narration of his Italian trip with Sabetht

» 2 'loh aah keinen Grand, eifersuohtig su sein, und war ee dooh*' This is

an admission of utter laok of reason* It will be seen in the section on 

his relationship with Sabeth that part of Sabeth's attraction wa& her almost 

* incredible* youthfulness and the fear of age which it awoke in Faber bound 

him to her| his Jealousy is fear that she will find him dull. But quite 

apart from the actual explanation, it is very moving to see Faber reduced 

to a helpless statement of such utter illogicality as this* Here we see 

the language of reason testifying to the speaker's limitations*

These are not just isolated examplest the whole arrangement of the 

'Bericht 1 performs the same function, with deep irony*

1) Homo Faber* p«64*

2) op.oit*, p.153.
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The ordering of material aa evidence of Faber'a unavowed emotionalit.

the 'Berlcht' presents ia anything but a cogently argued thesis. 

Faber starts off with a fairly strai$it forward account of the forced 

landing, and then breaks ofr , to argue against the concept of 'Fiigung'f 

at the point where the roally important events are to begin - the growing 

acquaintance with Herbert etc* - he pauses to Justify himself in advance, 

a sign of latent fear that there might Just be some pattern in the events 

which he cannot see. The very emphatic rejection of the notion, aided by 

all the trappings of rational enquiry, betrays unease, an impression 

reinforced by the sentence! 'Ks 1st nlcht aiiszudenken, wie and era alles 

gekoraaen ware ohne diese ttotlandung in Tamaulipas.* These words undermine 

the whole rationalist approach i what is the use of advocating reading, if 

logical thought can be outweighed by emotional reactions? Thus, what was 

intended as a kind of precautionary Introduction to what is to come, defeats 

its own purpose*

In the following section on the time in the desert, * present* 

reflection soon intrudes , suggesting an uncomfortable sense of having been 

called to account, a need to prove the validity of the writer's attitude to 

life on all fronts, as though he does not trust the events to speak for 

themselves* This hint of weakness is covered up to some extent by the 

escape into irony at Herbert's expense - but then this reaction against 

sentimentality becomes, in the precise context, itself an emotional reaction!

1) Homo Faber * p»30.

2) op.oit., p. 30*

3) op.oit,, P«33f 'Ich habe mica aohon oft gefratft**. ' .
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Whan he reaches a point In the narrative where the events are less 

interesting for the moment, Pacer's thoughts return to Hanna, naturally 

enough | but the factual details he gives could be interpreted in two ways. 

Possibly this vision of their relationship in economic terras is partly 

 elf-defence - he nay be unconsciously attempting to anaesthetize himself 

against the effect Hanna is having on him in the 'present*. Certainly the 

section makes his self-cent redness quite clear, in that he enquires no 

further into Hanna's reasons and Is not seriously perplexed by her behaviour, 

being only too ready to accept that all decisions are reached on logical 

and therefore valid grounds which are the concern only of the person who

makes them. But it is not Just chance that the section ends with these
o 

wordst v lm Grunde war es Hanna selbet, die damals nicht heiraten wollte.'

The categorical tone and positioning of these words add emotional emphasis 

which again belies the 'cool* approach*

In the next section , dealing with his trip with Herbert, Faber seems 

to realise that he has reached a point which could be turned against him 

as an accusation of irrational behaviour, but he does not deal with this 

openly, in a spirit of genuine enquiry - again an emotional attitude enters, 

this time a defensive tone, implicit in 'Kein liitschluss*. This suggests 

a greater degree of positive decision than was in fact present* This kind 

of detail occurs constantly) at the start of a section Faber collects his 

thoughts, as it were, and gives extra emphasis to Ms 'innocence 1 or

1) Homo Pabert p»45«
2) op.oit., p.46.

3) op.oit.| p.46, 'Vein I^itschluse...'.
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freedom of action.

Before the important section dealing with the discovery of Joachim ,
o 

Faber ag~iin returns in thought to the past with Hanna , as though, before

he continues, the associations which Joachim stirs in him have to be 'laid*. 

While Faber is constantly trying to disprove and nullify the idea of 

' Pugung' * that is, of direct and close connection between past end present, 

the order of sections here suggests that subconsciously he feels that there 

might be some element beyond his own vision. He has to 'lay 1 the past 

before recording more recent events because he fears that otherwise his 

whole attitude to life will be upset. There is constant self-justification, 

as for example at the end of the section on Hanna, when he writes in 

excessively deliberate restraint! 'Ich hatte gesagtt Dein Kind, statt zu 

sagent Unaer Kind* Das war es, waw rair Hanna nicht verseihen konnte.' 

The implication is unnistakeably 'this is all I said, and see how unreason­ 

able she was** Suitably strengthened in his self-righteousness, he can now 

go on to treat the moment when, with the figure of Joachim,the past visibly

re-entered his life.
4 After the Joachim seotion, Faber again turns to thoughts of Hanna ;

again this is natural since old memories had been awakened* But these are 

not just memoriest they are once more attempts at self-defence, as 

periodically the fear that he might have been Justly accused reasserts 

itself* He implicitly blames Hanna and Joachim for their 'irrational*

1) Homo Faber. p.68ff.

2) op.cit., p.63ff.

3) op.oit., p.68.

4) op.cit., p.79ff.



135

behaviouri

 Es 1st mir haute noch ein Ratsel, wieso Hanna und Joachim 
gehoiratot und ,/ieso ale mir, Vater dee Kindes, nie haben wissen 
lasseci, class dieses Kind zur Welt gekoramen ist.'l

The word* 'mir, Vater dea Kindea* are intended to ahow his unquestionable 

right to knowledge which makes the situation so puzzling for him; but in 

asserting his rights he also betrays his incomprehension. If he can feel 

himself so innocent as to be unaware of the resentment any woman would feel 

for his so matter-of-fact approach to life, then it is he who is at fault* 

Thus the word 'Ratsal', which is meant to be an indictment of Hanna'a 

puzzling lack of common sense, becomes ironically self-accusation.

Ho chance for self-defence is neglected, indicating again and again 

both the rationalist approach to life and a vague feeling of threat under- 

raining it* For instance, when the nylon thread stops him going out and

2 missing a vital phone call, Paber inserts a detailed explanation of just

how much chance was involved. But the confidence is a little tempered by 

the last words of the passage t

'Hatte ich das Apparatchen nicht serlegt, so hatte nich jener 
Anruf nicht mehr erreicht...und wir waren einander nie auf der 
Welt begegnet, meine Tochter und ich. '3

There is a wistful, regretful tone in the words 'meine Tochter und ich'j 

it is already clear who he is talking about, since Sabeth has been mentioned 

by name, so that the us* of 'Tochter' suggests hia fascination and sadness 

at the thought of a kind of relationship he has never truly experienced,

1) Homo Faber. p.79«

2) op.oit*, p.89f.

3) op.cit., p.90,
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rather than being Just an indication to the reader of whom Faber is 

thinking about. Again, then, when Faber is trying his hardest to 'explain', 

emotion creeps in*

A different kind of emotion ia indicated by the transition between the 

next section of narrative, dealing with the departure from Hew York, and 

what follows it* Faber returns to the end of the visit to find Joachim; 

there is no obvious reason why he should do this, but it does suggest, as 

do the included words '(so denke ich oft) 1 , that he is obsessed by all he 

saw in Mexico, by the primitive life and almost primeval vegetation, so 

that he feels somehow unsettled by this sphere which has no knowledge of 

his own standards* He feels in it something beyond his control, which 

constitutes a challenge to all his assumptions about the nature of life* 

Hence there is fear implicit in the occurrence of this section; by the 

very arbitrariness of its introduction, it testifies to the disturbed state 

of Faber' s mind*

After this, Faber returns to the course of the narrative proper, and 

the meeting with Sabethi but it is a narrative which be finds difficult 

to control* One outburst illuminates the whole nature of the 'Bericht' s 

'Was andert es, dass ioh melne Ahnungslosigkeit beweise, me in Vichtwiasen-
o

konnenJ . .Woau noch ein Bericht?... 1 His thoughts run on uncontrollably 

to what he has yet to record and his self-control weakens, for a moment 

admitting the supremacy of life as it is lived over rational discussion of 

it| despair almost makes him abandon his self-defence, and we are afforded 

a clear view of the ironic contrast between the aim of writing a report and

1) Homo Faber t p»96»

2) op.oit*, p. 102.
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tha capability of the writer. But blind obstinacy, itself an irrational 

reaction, reasserts itself in the emphatic, twice repeated 'ich war nicht 

verliebt* and the passage ends almost on a note of angry defiance: 

'Wieso Fugung! Ss hatte auoh ganz andere konmen konnenJ' This he baa to 

be sure of before he continues; he has to be certain that Sabeth'a death 

wao not ordained by some higher power as retribution for hie own past 

behaviour. But while his will to remain the factual 'Techniker 1 is 

abundantly clear, it is equally clear to the reader that he has an unavowed 

capacity for emotion, that he needs and constantly seeks reassurance, even

in the form of recrimination*

2 Faber now launches into the Sabeth narrative proper , and its length

* thirty-seven pages - shows the reader just how fascinated he was and is 

by her, even though he denies that be pursued her in any sense* This is 

one of the many occasions when the reader can see more than the writer.

When he does interrupt the narrative, it is to follow up thoughta on 

youth, innocence, and relations with women , and significantly the person 

who springs to mind is a woman with whom he felt uneasy j does this not 

suggest that something in his relationship with Sabeth disturbed him, even 

though he will not allow this explicitly? The section also deals with the 

time of his youth, implying consciousness of his present age; this suggests, 

and the text supports it as it continues, that it was not Just chance that 

brought him and Sabeth closer together, but also a feeling of challenge, an 

unwillingness to admit that the continuity of life oust bring with it

1) Homo Faber. p,102.

2) op,cit., p,103ff«

3) op.oit., p. 140.
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changing attitudes with growing years - this is what Hanna means when she 

accuses Ffcber of treating life as 'Addition* f ho will accept no influence

upon his action but rational ones, and thus raakes the mistake of trying to

2 re-live youth*

Before be starts to deal with the really vital part of the story, the 

journey to Italy and Greece, Faber brings in a strong defence of abortion* 

This suggests a latent sense of guilt and Insecurity which the words deny, 

but which his insistence betrays - like Stiller*s constant 'uberaeugen 

wollen*. This is superficially the most unfeeling section of the whole 

book, but in this very appearance gives us the measure of Faber*s fear of 

what is to cone from this point onwards in the narrative* It is as though, 

thinking of the tragedy , he says inwardly * *%'by did the child have to be 

born at all?', hiding his deep emotion behind savage inhumanity* One is 

reninded of the convention whereby the hero of a tragedy may wish he had 

never been born, which is expressed here in a transferred manner, in terms 

appropriate to a 'Techniker*.

After the narration of the night spent in Home - where for the first 

time several important hours are only hinted at, not described openly - 

Faber produces a long passage on 'Schuld*. Before the actual point of 

tragedy he has once again to reassure himself that he is not guilty of

1) Homo Fabey, p»241»

2) For a good exposition of this attitude, of. Brigltte Weidraann,
'^irkliohkelt und Erlnnerung in Max Prisons "Homo Faber"', Schwoizer 
Monatshefte. 44- Jg. f Heft 5, April 1964-Haroh 19*5, pp.445-45^.

3) Homo Faber. p.!43ff.
4) op.oit., p,172ff.
5) op.oit., p.!75ff«
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misdemeanour. The chronology now becomes even less straightforward! 

Faber starts with his meeting with Hanna, as thcugfc ho is afraid in some 

way of reliving what has happened, and puts it off as long as possible. 

He even seema to be putting the burden of blame on Sabeth by emphasising 

that she came to his room. In addition, the details of the accident are

presented in two separata sections, only the second of which suggests that

2 he caused Sabeth to fall by frightening her* Paber is obviously afraid

of any detail which might make him appear culpable * and fear is emotion*

Paber'e e**nse of utter loneliness, something whioh previously had 

never worried him, also his gradual awakening responsiveness to others are 

revealed in his memories of a night spent in the open air with Sabeth* 

This passage occurs immediately after the notation of Hanna 1 s rejection of 

him, as though he was and is afraid to be alone, afraid to admit the sense 

of desolation to whioh Hanna was adding* The saving of the memory until 

this point also suggests an incipient sense of value) it is a precious 

MOK>ry» one whioh is far more than a series of factual details - it is 

charged with Joy in life, joy in the wonder of Sabeth f s youthj it is a 

memory to be relived at a point of intense depression, an unacknowledged 

but entirely obvious 'Krlebnis 1 . Only when the unbearable tragedy has to 

be recorded does the factual approach recur in its unadulterated form. 

But here it is a defence, not a sign of confidence, a defence against the 

flood of emotion and &rief only too ready to carry Faber away and for ever

1) Homo Fabeg, p*17T»

2) op.cit., pp.l80ff, and 222.

3) op.cit., p.212ff.

4) op.cit., p.226.
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destroy his contention that life consists only of facts arxl not of feelings.

The conclusion to be drawn from all these examples would seem to be 

that the profound disturbance in Faber*s equanimity is revealed by the 

highly personal ordering of the material in the 'Erste Station 1 , by the 

constant interruptions to the flow of the narrative 'report 1 . The fragraen- 

tary presentation serves a double purpose of characterisation and suggestion, 

revealing in broad outline the suppressed fears and emotions of the mind at 

work on the conscious level* Thus the view of Margrit Henning that the 

tampering with chronology serves no useful purpose is short-sighted s the 

first part of the novel shows by its disorder a disturbance one would not 

expect from a man such as we judge Faber to be by his language. Whether 

the involved chronology in the second part of the work adds anything to our 

understanding is rnore doubtful| there the mixture of  past* and 

simultaneous diary entries seexs to have been employed primarily to arouse 

the reader's curiosity as to what happened to Faber immediately after the 

tragedy and what is going to happen to him eventually, since the final 

answers to both threads are held back, by means of this interweaving, until

the very end. The process is motivated - Faber is not allowed to use his

2 typewriter at all times and resorts to the diary-form in between ; but the

involved ordering is irksome, since it lacks the revelation of mood 

contained in the presentation of the first part.

Be that as it may, the form at its best indicates the emotional depths,

l) Margrit Henning, Pie lob-Form und ihre Funktion in Thomas Manns 'Doktor 
Fauetus*..* p.201.

Homo Faber, p.229*
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which Paber will not acknowledge. Because of thie blindness, he is unable 

to understand the events and feelings, which, though prior to his meeting 

with Sabeth, made him perhaps more susceptible to her youthfulneas.

Faber and the eventa prior to hia meeting: with Sabeth

One cannot deny that in Faber's attempt to miss the plane at Houston 

there is something other than reason at work* One may perhaps be able to 

interpret this in terras of foreboding and inescapable Fate; or one can

interpret it as a kind of lowering of defences, due perhaps to the onset
2of illness hinted at several times. In either oaae, the purely rational

facade begins to show cracks which - if added together by the reader, which 

Faber does not do - suggest that when he met Sabeth the impression of 

youthful vitality she made was reinforced by a vulnerability already 

apparent in Faber, an openness to irrational impulses.

Paber will often use the word 'einfach* when his reasons for an action 

are indefinable, covering up his unease at the possible existence of 

motivating forces which are beyond his comprehension. But the simplifying 

is an abdication of reason in the guise of explanation * and this is again 

a saddening spectacle.

There is for example his sudden decision to abandon his Job and stay 

with Herbert: f Es odete ttich einfach an, sohon wieder in ein Flugaeug BU 

steigsn. 1 He invalidates even this emotionally tinged explanation by 

relating immediately afterwards how he took off with Herbert!

1) Homo Faber. p.ljff.

2) op.cit., e.g. p.!3f.

3) op.oit., p.46.
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Several tinea when one would not normally expect a justification, 

Faber gives away his - perhaps not even fully conscious - awareness that 

his well-ordered life is threatened from within himself* Of his waiting 

in Palenque ho writes*

*Ich dachte an Joachim - 
Aber was ei^entlich? 
I oh war einfach waoh.'l

He is afraid to admit that the past had begun to preoccupy and disturb him, 

and that in addition his thoughts were ill-defined} he attempts therefore 

a vain explanation in physical terra, which serves by its inadequacy to 

reinforce the impression that he was not in control of those thought e, that 

they were (governed by emotional not rational stimuli.

The constant use of the phrase 'lob weiss nicht warum...' ie also 

indicative of an awareness that something inexplicable by his normal 

standards has been taking place, as well as of a fear of pursuing the 

enquiry farther, perhaps* The abandonment of the rational process of 

probing is again pathetic* Faber is caught between two stoolst either he 

should enquire rigorously into his own behaviour or admit that his under*- 

standing is inadequate, but he does neither seriously* For instance, of 

his first meeting with Herbert he writes*

'...was rnioh nerves raaohte, war..*diese Vibration...dazu der junge 
Deutsche noben mir, der mir eo&Leich auffiel, ich weiss nioht wieso, 
er fiel auf, wenn er den Mantel auazog...'. 2

By apparent enquiry into such insignificant details, Faber shows only that 

he does not know any more where rational investigation is applicable.

1) Homo Faber. p*55«

2) op.oit*, p.9.
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An even clearer example of the capitulation of understanding is found 

in Faber 1 » record of hie attempt to escape the searching airline officials! 

'Ich weiae nioht, wieso ich mich versteckte* Ich scharate mioh; es 1st 

 onst nioht meine Art, der letste au aein. 1 He senses southing unusual, 

but draw* no conclusions, unable or deeply unwilling to relate this feeling 

to events yet to corse* In the plane he takes the stewardess by the am, 

again 'uncharacteristically1 !

'Ich hielt sis am Arm, die junge Person, die meine Tochter hatte 
sein konnen, beziohun&sweise ara Handgelenk; ioh sagte ihr 
(n&turlioh aum Spaas 1) rait erhobenera Finger, sie habe mich zu 
die aero Plug gezwungen*.»'*2

His jocular excuse does not hide his uneasiness, but he does not add the 

various indications together and conclude that at this stage something 

other than reason was at work in him, something which will govern to some 

extent his reaction to Sabeth - although the two sets of incidents are not 

necessarily connected in any way other than by the evidence they provide of 

the limitation of the 'Veratand* Faber so believes in* For him each moment 

exists separately, even when he looks back on a course of events v and so he 

can gain no clear picture of himself.

The duality within him is shown by the fact also that he remembers and 

records sensations quite clearly* and yet still tries to explain them away* 

For example, of the first morning in the desert he writest

'Beim Frwachen am ^orgen, als ich aura Fensterchen hinausschaute 
und den Sand oah, eraohrak ioh eine Sefcunde lang, unnotigvrweiae*'3

'Unnotigerweis*' Tist refer to the absence of physical danger which he at

1) Hooo Faber. p.18.

2) op.oit*. p.25f.

3) op*cit«, p*37«
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once realised) he does not stop to consider whether the fear rai^it have 

emanated from a more personal source, from a feeling that the events taking 

place were intrinsically frightening because so alien to his normal smooth 

existence and that ha could not cope.

Of his resolution to return from Palenque to Mexico City, all he can 

say ist 'Warun ich es nioht tatt weisa ieh nicht 1 . Again he feels the 

inconsistency of his behaviour, but no need to do other than note it down* 

He does not look for significance, because he has no sense of continuity; 

he sees only the moment of unfulfilled decision, not the general listless- 

ness which had overtaken him and which should have afforded him insight into 

the fact that not all actions derive from rational motivation - and, by 

extension, into his relationship with 3abeth, which, whether seen in terras 

of Fate or not, is tragic in that its depth was not appreciated in time.

It is another of the novel's ironies that although Paber protests that he
o 

allows for the unlikely > he applies it only to events, assuming

illogically that he himself is consistent in his attitudes. However, the 

reader constantly sees him betraying something other than rationality, for 

instance in his *decision 1 to travel by shipt 'Plotzlich hatte ich genug.,. 

Plotalich horte ich mioh am Telefon,.'* In his concern to show Just how 

infuriating Ivy is, he reveals exactly how he acts: not from well- 

considered motives - the rational 'Ich' remains outside, hearing him on the 

telephone - but fron an instinctive dislike and rejection of human relation­ 

ships once they become at all complex* It is simply an illusion that the

1) Homo Fabar. p.48»

2) op.cit., p*30f,
3) op.clt*, p.84.
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reason he worships is necessarily the guiding foroe in his actions, a 

threatened illusion, we feel, when he goes out of his way to uphold it* 

The decision to go by sea to Europe is ostensibly an escape from Ivy, 

revealing enou$i in itself, but when he plays on Ivy*s emotion by hinting 

at the dangers of flying, an ambiguous note creeps in, heralded by the 

well-known emphasis on rationalityJ

f .*.obschon ich meinerseits nieht an Wahrsagerei glaube, versteht 
sich, nieht einen Augenblick langf rausste ich sie tr&sten, als ware 
ich schon abgesturzt«*«ich lachta naturlich* aber ich streichelte 
sie... 1 . 1

Does this emphasis on reason not suggest that, as well as his characteristic 

rejection of awkward relationships in favour of egoistic solitude, there is 

another possible reason for the decision to go by sea - a fear of the 

recurrence of the loss of complete control over his actions which he 

associates with his last air trip? An emotional reason, in other words*

Another example which shows how little Faber understands of himself is 

afforded by one remark about his stay in Palenquet

'Ich trank Rum und schlief* 2 
Jedenfalls daohte ich atundenlang an niehto -'.

This for the reader is a step away from 'Sachlichkeit', but because there is 

no positive sensation of fear etc., Faber does not notice how unusual it is 

for him to be so languid| he cannot judge himself because he never makes 

comparisons until they foroe themselves on him, each moment remaining 

isolated* When he does sense a more obtrusive emotion, he instinctively 

clothes it in the trappings of logicality and 'explains* it* For example t

1) Homo Faber. p.8?.

2) op.oit., p.57.
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'•tine Wohnung, Central Park West, war ralr achon lange su teuer, 
 wei Zimmer rait Dachgarten, einzigarti^e Lage, aber viel zu teuer, 
wenn man nioht verliebt ist - f «^

This Is a typical, a lightly ironic statement) but it is closely followed 

by these words t

*Ich stand am Fenster und hasste die ganze Zeit, die ioh in 
dieses Manhattan verbracht hatte, vor alletn aber ineine Wohnung. 
Ich hat to sie aneunden wollen!'2

There is nothing- in the nature of the flat as stated in the first excerpt 

to provoke such a violent reaction aa is apparent in the second, and the 

contrast of the two emphasises the emotion in the second* But Faber care­ 

fully chooses the words * hasste* and 'die ganae Zeit* to suggest, and 

persuade himself, that this is not just a momentary irrational nood but 

long-standing dislike, something1 more than depression, for to admit that 

would be to admit to a certain degree of emotional instability*

So obsessive ie his desire to refute the accusation of selfish desires, 

that Faber can overlook the presence simply of sensitivity in himself* For 

instance, when dealing with his journey by sea9 he makes great efforts to 

prove he had no designs upon Sabetht *Ioh hoffte wirklich auf Kannertisoh.' 

But he gives considerably less attention to the unusual joy he feels at the 

prospect of the tripi

*Ioh hatte das Gefuhl, ein neues Leben au beginnen, vielleicht 
bloss, well lob noch nie eine Schiffreise gemacht hatte; jedenfalls 
freute ich mich auf meine Schiffreise.U

it S 
He writes this after implicitly ridiculing  Gefuhle 1 -, and also after his

1) Homo Faber, p*83*

2) op.oit., p.8Tf.

3) op.oit., p. 98.

4) op.cit., p*SK>.

5) op.oit., p. 82.
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indifference to the beauties of the desert. Ho notes rsothing odd 1>y 

comparison, beoauae this is a pleasant not threatening feeling - althou^i 

for the reader it suggests a sons© of escape and relief in Faber, hence 

somewhere in his subconscious fear of what has been happening to him on 

the American continent* So firstly he does not recognize emotion in 

himself as such, and secondly he is utterly unaware of its depth* Perhaps 

too this sense of unguarded relief and freedom contributed to his sensitivity 

where Sabeth is concerned*

After all Faber is not auoh a 'Vernunftracnsch' as he believes, even 

when he believes he is being most factual* Particularly when away from 

his usual surroundings, even simple description can become diffioulti

*Wenn nan den Kopf BUT Seite dreht***meint man jedesmal, man sei 
am Bfeer, uneere Pyramids eine Inael oder ein Sohif f, ringsura das 
Meerf dabei iat es nichts ale Dickioht, uferloa, graugrun, platt 
wie eine Ozean - ftiokioht.'l

Twice in these linen he has to remind hiraself of reality, to stop his 

imagination wandering} the emphatic ending shows his uneasiness, though 

typically he draws no conclusions*

A quotation which shows the duality in Faber - and one which is not 

provoked by danger or any other really exceptional circumstance - cornea 

after the forced landing, when Faber is showing how little there is to 

become excited about: 'Sand gelblioh, das Flimmern der heissen Luft 

daruber, Luft wie fluasiges Glas* 1 The notation is as factual as possible, 

the tone bored; and yet the comparison is by no means bad* Despite 

Faber 1 a professed dislike of 'experience* in Herbert's sense, there is a

1) Homo Faber* p*6l.

2) op.oit., p.29.
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subconscious response within him to visual stimuli and a faculty which 

ooaparcs them with elements outside the scope of the immediate situation. 

Even at his most 'aachlioh 1 , Faber cannot entirely bide the sensitivity 

which Sabeth will finally bring to life*

Faber and Sabeth

That Faber, deapite hi3 protestations to the contrary, ia fascinated 

by Baboth is quite clear to the reader* He not loos the table-tennis bats 

and reraembore them in retrospect , a tiny detail but suggestive of a pre­ 

occupation with the thought of Sabeth. Her youthfulness and her capacity

for amassment, emotional vitality, engage his attention! 'Ich habo nicht

2 
mehr gewusst, dass ein Mensch so fang sein kann. .**. A little later he

notes* 'Sabeth fand mich fcoraisch.* Writing this small fact down could 

be explained by his usual exactness; or more significantly as the first 

sign of sensitivity to her opinion, an interpretation supported by the 

following lines: *Ein wenigt ^laubto ich, mochte sie mieh doch*' For 

the first time. Faber wants to be liked - a great step forward from his 

reactions to Herbert and Ivy! But he is unaware of a change*

Re is equally unaware of what a vast difference is noticeable - to the 

reader - is his general behaviour* 4 *»,und ich hatte Zeit wie noch nie, 

und karo nicht einmal dazu, die tagliche Bordfteitung ssu lesen. 1 " At least,
^^ HMMMa«MMB«HMMM«M«*>M*^^|M(MI>WHHIVl4MMMM>IHMI11'1^^

1) Homo Faber  p.102,

2) op.oit., p.103.

3) op.cit., p,106.

4) op.oit., p«106.

5) op.cit., p.107*
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he is aware of the change, but it remains a factual observation! yet that 

a man previously so exact in his habits should give way to the free and 

easy life on board ship is far from unimportant. Here again is proof of 

Raima's later contention that the individual rnomont of life is for Faber 

never linked to what has gone before or is yet to corae, in this case the 

growing attachment to Sabeth, the signs of which he never puts together.

Faber begins in these passages to show considerable preoccupation with 

age - he feels his vitality threatened, but does not conclude from this 

that he ought to act differently from the youthful, only that he must prove 

Qi* elan vital. For example, he resents the Baptist's approach to Sabeth, 

his taking of her anut 'So eine Alt-Herren-Manier. ' The implication is 

that he is far more youthful, less sentimental; but he gives himself away 

by seeing through the gestures of others with untypical clarity! Even 

when he is being his usual factual self, fear of age creeps int

'...man bleibt in der Mitte elner Kreisscheibe, wie fixiert, nur die 
Wo11en gleiten davon, ich weiss nicht rait wicyiel Knoten in der 
Stunde, jedenfalls zieralich aohnell, aber es andert sich uberhaupt 
niohts - nur dasa man alter wird.' 2

Faber'a observation of Sabeth*s gestures continually belies his 

professed lade of deep interest; he certainly was not obsessed with her if 

one equates obsession with violent passion, but clearly was obsessed with 

her in the more subtle aense of feeling in bar a challenge to his existence. 

Indeed, the very number of his protestations to the contrary proves the 

pointt

1) Homo Faber, p.109.

2) or.cit., p.107.
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*£s interessierte odoh wirklich nicht, ob ein Madohen wie Sabeth 
...schon einroal mit einem Mann zusarnmengewesen 1st Oder nicht, ich 
fragte raich bless. '1

This is a very inadequate reason, and omits to point out that any degree of 

curiosity about another life is unusual for Faber*

Hie attempts at detachment are painfully obvioust

*Sie hatte sich umgekleidet und trug jetst einen 
Manchester rock, glockigf was ihr beseer stand als die Bubenhosen, 
fand ioh - vorauegesetzt, daes e» wirklich. dieoelbe Person war* 1 *

The reservation at the end of this sentence is Jokingly said, but clearly 

an attempt to cover up the interest felt, to pretend his observation was 

not as clos   as it in fact was*

There are several signs that Sabeth arouses positive emotion in Faber, 

which he does not dare recognise, or cannot as yet appreciate. After the 

visit to the engine-room, he writ eat *Ioh hatte ihr etwaa bieten wollen. 1 

For him this is just the notation of a slight regret that the treat was not 

an entire auooeaa, but for the reader a revelation * when had Faber ever 

gone out of his way to try to give someone else pleasure, or ever minded 

what others felt? Also, when at the end of the trip he writes the 

apparently unremarkable phrase) *Wenn ioh mlr vorstallte, wie nan sich in 

vierundzwansig Stunden verabsohieden wird«,. , he overlooks the vital 

point that never before had he felt any desire to look beyond the present, 

let alone to regret the swift passage of time.

His complete blindness as to what is taking place in his own heart is

1) Homo Faber* p. 116.

2) op.oit., p. 100.

3? cp.clt., p,124»

4) op.oit., p«124*



perhaps moot clear in his dejection on hie fiftieth birthday* He imputes 

this to the lack of celebration, but when has he over previously shown a 

desire to have other people making a fuss of him? This is a rather bad 

shield for his sadness at the approach of disembarkation. Similarly his 

criticism of modern dancingt 'Ich finde aie luati£, ihre heutigen Tanae, 

lustig sura Schauen..«alles etwas epileptieoh, aber lus tig1 9 which is merely 

a blind for hie inability to Join in with success, a cover for disappointed 

awareness of his departed youth. If one compares this with the above 

reference to an  Alt-Herren-Manier 1 , Faber's inconsistency is illuminating! 

at one moment he wants to deny his age, at another, when it prevents him 

from doing something, he withdraws jnto its dignity and ridicules youth a 

little* Both are emotional reactions*

*So too is bis tirade against women and ' 

Although agreeing with what we have seen of hi a previous behaviour, the 

inclusion of these thoughts at precisely this point suggests a decrying of 

what he fears to find in himself, in order to control it. His annoyance 

at Sabeth's inference that he is sad because he ia lonely is a similar 

process of emotional self-defence*
c

He is noticeably upset by Saboth'a suggestion that he is a cynic.-' 

She may indeed be exaggerating but it is his sensitivity to her opinion in 

the first place which is noteworthy} he again protests that he cannot stand

1) Homo Fabert p.125*

2) op.oit., p.126.

3) op.oit., p.!28f.

4) op.oit., p.128.

5) op.oit., p.129*
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'feelings', admittedly with sotae humour i 'Mann Jeann aica nioht a el bet 

Gutnaoht eagen - aber ist das ein Grand aura Heiraten?' But the humour 

is based on exaggeration, suggesting that Faber is trying too hard to cover 

up his own feelings of both inadequacy vis-a-vis Sabeth, and fear of what 

is happening within himself.

the same fear is store evident in another example} of Sabeth he writes*

'.,.sie*,.wollte nach wie vor wissen, was ioh denn die ganze Zeit 
grubelte, und irgendetwas nuaste ich Ja sagen; ioh gab ihr das 
Feuer, das ihr junges Gesioht erhellte, und fragte sie, ob sie 
ndch denn heiraten wfirde,*2

This moment of revelation about Faber'e feelings is greatly underplayed, as 

if he were afraid to admit the strength of her hold on him and his fear of 

losing her* He is never able to see clearly the effect she has on him, 

but we can infer it by comparison with earlier episodes* At the end of the 

trip comes this line* 'Drauesen die Ausschlffung, die ran gesehen haben 

rauoste..'. There is a reluctance, in these wordo, to go and watch, 

unexpected in a man whom one would suppose interested in the precision of 

the docking operation, and who likes to record everything factually on film 

where possible. His mind for once is not on the external event, but 

preoccupied with unspecified thoughts - one surmises with the coming parting* 

it is this which has remained in his memory most clearly* A climax is
c.

reached when he says* 'Main Leben lag in ihrer Hand, 1 *7 For a man who has 

built his life on self-reliance this is indeed a humbling admission, and a

1) Homo Faber, p*131.

2) op.oit., p. 134*

3) op.cit,, p*134*
4) op.oit., e.g. p. 21,

5) op.cit., p. 134*
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very moving one in its unadorned simplicity.

After the departure from the ship, there is a noticeable recurrence
M If

of the earlier constant uae of 'ublich't 'Paris war wia ublich..,ich 

wohnte wio ublioh am "Xiai Voltaire, hatte wieder *»in Zimmer rait Bliok auf

die Seine...' These expressions have not been used so obviously for some 

time, and their raass entry here, so to speak, indicates an intense feeling 

of enptlnesa, and dullness, henee an unacknowledged reoognition of what 

Sabeth had come to mean* But Faber would not faoe the truth} when 

Williams felt that Faber needed leave, the latter seeks reasons in the

physical appearance, unconscious of the fact that emotional disturbance

2shows Itself just as clearly if less starkly than physical illness.

When Faber meets Sabeth again, their association is described in almost 

uncertain terms, as though even in retrospect he hardly dare feel that she 

had been glad to see him;

*Es war Fruhling, aber es sohneite, als wir in den Tuilerien 
saseen».»sie war froh urn unaer Wiedersehen, sohien ndr, wegen der 
Zlgaretten, sle war bankrott . . . * * 3

And the fact that he records the setting is also important, signifying that 

association with Sabeth was gradually making him more aware of all that he 

had previously missed in the world around. He even tries to disparage his 

own emotion, as one does when afraid it may be too powerful!

'Vielleioht liess aie si oh wirklioh von Jedem Mann aushalten, eine
M M

Vorstellung, die mioh nioht entrust ete, aber eifersuohtig machte, 
geradeau sentimental. '4

Homo Faber* p. 136, my underlining.

2) op.oit., p. 136,

3) op.oit., p. 141.

4) op.oit., p,143f.
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The recollect ion of the thoughts of this tine reveals to the reader, 

though not to Paber who makes no comparisons, the extent of the change

which has been taking placet *Ratte ioh von der Veraunft etwas mi erwarten,
" 1 

was ioh nicht sohon kerne? Fur Sabeth war alles ganz anders*' Never

before has he given a thought to the future, and certainly never with auoh 

blatant regret. Buddenly f dae Ublicha 1 , which he had always eet up for 

the sake of convenience to avoid the need for exertion of the senses, for 

engagement In the unknown, becomes empty i a change indeed. His seneitivity

to any manifestations of age increases; of American tourists he eayst

2  Auebruoh aus einem AltersheiraJ ' thus implicitly dissociating hi TUB elf,

reassuring himself in hie own mind of hie own greater vitality*

Despite the 'seitlleher Abatand*, then, Paher is still unable to under* 

stand the workings of his own personality, and it is this inability which 

provides the primary interest - reminiscent of the dramatic device whereby 

the audience can see clearly what la happening while it is hidden from one 

of the characters: tragic irony, in fact* As in Stiller* though with less 

actual 'mystification9 , since the events themselves are over, we have ho re 

the type of mystery which fi«M« Forater might have had In mind. Paber 

writes, for example t

'Heute, wo Ioh alles weiss, 1st ee fur mi oh unglaublich, dass Ich 
nicht schon damals, naoh dem Gesprach auf der Via Appia, alles wusete.'4

He cannot see, either at the point of the action or the point of writing,

Homo faber, p«155«

2) op.cit., p. 162.
3) E.M. Porster, Aspects of the Novel, p. 84.

4) Homo Faber* p.l6?«
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that the rules of logical deduction did not apply in this case, that it 

was ironically his enjoyment of the emotions set up in him by Sabeth which 

prevented him from reaching the truth * he did not want the 'present 1 at 

that moment to be destroyed.

Another example is provided by Faber's reaotion to seeing Hanna againi 

'Hanna ait weissen Haarenl 9 He is illogically amaaad at her changed 

appearance, forgetting that the passage of time for her is the same as for 

himself i this comment hints at his own desire to forget age aroused by his 

association with Sabeth * as though he were siding with Sabeth against Hanna, 

who belongs to an * older 1 generation* But Faber himself does not fathom

his surprised reaction to Hanna. It is only in the deliberately restrained

2 language of the end of the 'Erste Station 1 that we see how he begins to be

aware of what Sabeth has meant*

The 'Zweite Station*

By the time of writing this second section, Faber has had more time to 

reflect) the language is noticeably less self-assured and dogmatic.

One major change is the very frequent use of 'ich verstehe nicht.. 1 . 

Faber no longer automatically imposes his interpretation upon people or even 

tries to find reasons and explanations, although he is still far from under­ 

standing what has happened in its entirety* There is nevertheless a new 

note of humility.

1) Horao Faber. p,l?8.

2) op.oit,, p.226*

3) Cf. above, p. t^f.

4) Homo Faher. p*229 * passim.



Just aa he was blini to the real nature of his attachment to Sabeth, 

that is, to its depth, so now he is unaware of the depth of the change 

taking place in him in general* He asserts that he has never enjoyed Hew 

York parties; this may be true, but he does not stop to differentiate the 

reasons. Formerly it would have been because he Just could not be bothered 

with people and their amateurishness but now, one suspects, because of the 

profound shook he has received, because of the awful void in his life which 

he is just beginning to feel fully, he finds other people emotionally 

superficial*

It is a slow process of rehabilitation to life, but one in which the

reader shares by many details} for example, when Faber writes* **.ioh kann
o 

mir wirklich nioht vorstellen* was Hanna ausserhalb dieses Zimmers tut... 1 .

This shows the reader that Faber has at last made a start towards a new 

appreciation of life by trying to imagine, however unsuccessfully, what 

Hanna does when away from hiou Although he cannot as yet fully share her 

grief* he has acknowledged her independent existence and begun to move out 

of himself to sons extent* His literal transcription of her words is also 

a genuine if uncomprehending attempt to appreciate another point of view, 

his own basis for life having been so profoundly shaken*

The vital point of change cornea of course in the visit to Cuba, where 

the richness and beauty of life have revealed themselves to him, with the 

attendant pain of transience* His own life suddenly seems 'belanglos 1 ,

1) Homo Faber. p.230*

2) op.cit., p.234.

3) op.cit., p.241.

4) op.cit., 234*
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petty. But with thie comes the realisation that it is the only life he 

has, and that he is letting it slip by unused in the fullest sense. At 

last he approaches life directly* refusing significantly to film any more.

A testing point soon come», vhen he writes: 'Hanna meint, ioh aerlce 

ihre liebe Rucksicht nicht.*.. He now has to go through the painful 

process of being taJcan for what he has previously made himself - unobservant 

of human kindness - but no longer is. He takes this fate humbly, talks 

constantly of Hanna as though he is only Just beginning to know her, as if 

she is his only hold upon existence* Such a sentence as thist 'Hanna let 

main Freund 9 ich bin nicht allein..' is most moving if one remembers Faber's 

earlier rudeness to others in order that they should leave him alone. low 

loneliness is what he most fears*

To the end there is conflict between the old Faber and the new man, 

uncertain of what to make of life; for instance4 within a few lines one 

finds a clear contrast between sudden thoughts of 'Damone 1 and the repeated, 

reassuring assertion that everything is 'wie ublich 1 . But it is a losing 

battle against the need to admit the restricting blindness of the past. 

The final capitulation comes when Faber writes* *Auf der Welt seini ira 

Lioht sein...Ewig eein; gewesen sein**** He admits that to live is to be 

aware of the hardships and of the delights of existence, to accept the Joys 

and pains of life in this knowledge of its transience.

1) Homo Faber. p.259-

2) op.cit., p.259.

3) op.cit., p.282.

4) op.cit., p«279*»

5) op.oit., p.283.



There are many other passagefe which could be added to these, some 

already analysed in detail by critics: for example, the word games with 

Sabeth which monitor Faber*e increasing awarenass of the ;vorld which lies

waiting for appreciation by the senses, and the stay in Cuba which brings

2 this awareness to its maturity. These are wore obvious choices for

interpretation®, but it is rather in tho countleas anail details of 

expression that the value of the form lies, that is, in the less self- 

conscious remarks* From the examination of ihoww throughout the course of 

the book we can see; firstly, the mind of the 'Techniker 1 and its 

'Saohliohkelt* which expresses itself whether Faber is being deliberately 

raatter-of-fact or notj and aeoondly we seo beyond Ms own knowledgs of it 

Faber*s response to 3aboth and the gradual change it brings about in his 

capacity for emotional experience. To sum up, then, we see hare, in the 

first-person foray a process of which the *writer' (Faber) is largely 

unaware, just as Stiller Is unaware of the gulf between what he tries to 

become and what he really is; and the tragedy is reinforced by the fact 

that even after the event clarity is not immediate, the old habits of mind 

persist and make it plain to the reader why, given the circumstances and the 

characters, the events happened as they did*

Would any other form have been able to produce quite the same degree of 

poignancy? *£rlebte Reds' oould also show the workings of the subconscious 

mind as also the limitations of the conscious mind* Kargrit Henning

1) Homo Faber. p.212ff.

2) Cf. Bans Geulen, Max Frischs 'Homo Faber *  Studien und Interpretationen, 
Berlin, 1965, pp.78ff, 88.

3) Vargrit Henning, Die Ion-Form und ihre Funktion in Thomas Manna 'Doktor 
fcus 1 ..., p.202.
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advocate* the use of third-person n&rr&tivef certainly ths events could 

be presented thus, and Saber's limitations ahoian in his speech* But 

neither fo-m could reproduce the effect Friscb haa achieved? that Faber's 

limitations persist even when he has been sufficiently shaken to take tiie 

(for him) unprecedented step of expressing hisaolf in writing* It is 

through the reliving of events in thia extended fashion, not Just in flashes 

of TTsriary, that his emotional experience i* increasingly deepened in 

preparation for the revelation of Cuba. Walter Hena© is oaly partially 

right when he say a that in the first-person form we come closest to Faber's 

unease, hlo doubts, cynioiam, mistakes and fears j it is onl;/ in tiie first- 

person wrltten form that we aes the real tragedy of the Sabeih action - 

that Faber has loat in her the one person who would have given him joy when 

the emotional responses of which we see ho is capable had fully developed.

/Personal responsibility*

Although one can justify the form and enjoy the book aa the record of 

a tragic loss which is fully appreciated only when it i« too late, is there 

any caueal connection between what Faber is - a 'Vernunftacnsoh' - and 

Sabeth'i? death? Certainly one can say that the fact he does lose her is 

tragic because we sec latent qualities in him which she nd&ht have brought 

to fuller fruition. Certainly one could also say that at the point when 

he met her, he was particularly susceptible to youth and joy after the 

strange experiences in Mexico; but is it true that it was the callous

l) Walter Henze, 'Die Era&hlhaltun^ in Max Frischs Roman "Homo Faber" 1 , 
Wjrkondes ftort. 11 Jg. t Heft 5, 1961, p.289.



160

attitudes to people and lack of a/apathy, wJiich -e car* ace izi BO nsany 

instances, which led to the development of their relationship arid 30 

eventually to Sabeth's daath? la it possible to accept Hanna'a view that

Faber felt towards 3«*beth a kind of emotion wiuch k« misunderstood because 

of his character and habits? Certainly he was not aware of the depth of 

his attachment, and this is the essence of the trag&uy, but surely it is 

vain to assert that there is soa»tiiing ao different about parental feelings

that they can be differentiated from purely sexual response when the

2 relationship of the people concerned is not known to either? How else,

in other worda, could Faber have treated Sabeth? If he had made more overt 

advances, she might possibly have been frightened and have avoided him, or 

she mi&ht equally have allowed herself to be seduced earlier and the tragedy 

would only have been advanced in time and a little less poignant because 

the deep affection would not have developed in Faber. It is unjust to call 

him 'irresponsible* simply because he lived for the moment and gave no 

thought to the possible future development of their relationship; we all 

act in this way when we make new acquaintances. Hanna is right when she 

accuses him of treating life as 'Addition* i we have seen that because of

Homo Faber t p.241*

2) Social anthropologists, although not in agreement on the origins of the 
incest taboo, do agree that man is not averse to incest as such by 
instinct, but only to sexual relations with those whoa he knows to be 
clone relatives - which is not Faber' s case* They do not accept that 
there is any instinct which indicates blood relationship when this is 
not known to exist between two persons. 
Cf, E. Weaterniorck, The History of Human Marriage, Umdon, 1894.

Robin Fox, Kinship and Marriage. Harmondsworth, 19<>7» especially 
Chapter II, pp.o"9 * 73.

3) Homo Faber. p.241»
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this lie cannot aes tho emotion*! constituents of his personality* Faber, 

like Stiller, has ver^ little real aelf-awarsnsae and eensQ of continuity, 

although for very different reasons? partly ^r*ie®d because of the 

 Techniker's' way of life, the constantly rootless exi *ter<o« *hich his job 

entails, but pp5. warily bocause he deliberately avclds what creates aware~ 

neee of continuity *oet clearly - emotional attachments to other people   

Hie l*ck of knowledge of hiwelf is not the result aimply of never having 

time to think about pernonal matters. The T?entality which positively 

euited him for hie particular career ie one which made it difficult for him 

to understand and appreciate emotional reeponeos to life* This is not to 

say that every engineer ie coldly factual in the eame way, but only that 

the factual approach wae ao pronounced in Faber that no other career would 

have seamed possible - and of course the pureual of that career once 

started would lead to a reinforcement of hie basic characteristics. What 

then happens in hie association with Sabeth is that at laet he happens to 

find someone who rakes a strong emotional appeal, and so he enters into an 

organic relationship which - although very short - is entirely different 

from Faber's association with Ivy* With her, Faber never allowed any one 

mood to dominate for long-, he was in charge, as it wore; but so stirred is 

he by his relationship with Sabeth that he allows it to grow and develop - 

he allows it continuity in other words, that basic element of all human 

personality; and once he has allowed continuity into hie life in however 

small a de&ree, he begins to feel that he has missed something immensely 

valuable, that he has been less than human, in fact* Hence his distraught 

feelings afterwards. But one cannot say that precisely because of this



162

fault of 'inhumanity', of lack of sense of time and continuity, he forgot 

his age entirely when with Sabeth. when he should have realized th t it 

demanded a different relationship with a girl of her ages many more worthy 

men have married girls further from them in years than Sabeth is from Faber. 

Indeed, we have seen that his attitude to his age is inconsistent and 

indicative of an instable emotional state, not of irresponsibility* One 

might perhaps argue that Faber the 'Vernunftmensch* was irresponsible in so 

far as he was willing to take from Sabeth whatever she gave him while 

knowing that her tendency was simply to experiment with relationships and 

gain 'experience*! but one has to allow other people for their own actions 

and decisions, and Sabeth was not such a child after all* In fact one 

could even interpret the fact she came to Faber'e room as evidence not so 

much of Faber's avoidance of blame as of her initiative in the relationship. 

There are several ambiguities of this nature; for instance when Faber 

writes!

*Ioh halt© es mit der Vernimft, Ich bin kein Baptist und kein 
Spiritist. Wieso vermuten, dasa irgendein Wadehen, das Elisboth 
Piper heisst, sine Tochter von Hanna ist?' 2

The opposite of his actions and attitudes he rejects high-handedly as 

superstition! this is Faber at his most self-centred* But there is some 

truth in the second part of the statement: why indeed should he have 

suspected from the start who -abeth was? Admittedly, when he does later 

find out, he prefers not to think about it. but by that stage the relation­ 

ship is already advanced. This statement is not so much irresponsible as

1) Homo Fabert P«

2) op.oit., p.113
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tragic* it is, as has been shown, pathetic to see a man who believes in 

reason no longer able to understand what he has and what he should have 

done* Although the emphasis on reason is overplayed In the next excerpt, 

presumably to make the reader feel that Faber is profoundly uncertain of 

what he is saying, one cannot reasonably deny the validity of what he saysi

'Hatte ich^damals auf dem Schiff-.auch nur den mindesten Verdacht 
gehabt, es kormte zwischsn dem Jungen Madohen und Hanna, die mir 
naoh der Gesohlchte begreiflicherweise duroh den Kopf glng, ein 
wlrkllcher Zusaismenhang bestehen, selbstverstandlich hatte ich 
sofort gefragtt Wer ist Ihre Mutter? 1 !

Admittedly this does not excuse Faber if one indicts him on the score that 

he behaved inappropriately for his age and Sabeth'a, when he should have

felt more responsibility in view of her youth; but one must agree with him

o 
when he sayst 'Ich bin nioht pervers*' One sight say that Sabeth's

apparent lacic of interest in him for a start incensed his pride a little, 

and that to this extent his behaviour towards her was not unselfish, but 

this is entirely irrelevant to the question of whether he could or should 

have known that she was to be treated differently*

This selfishness is certainly more evident in the later stage of the 

relationship, when Faber dismisses worries about 3abeth*s identity - but 

this is also evidence of his attachment to her, of the gradual, moving 

conversion of the *Vernunftmensch  to sensibility. He avoids the question 

later with Hannat

*"Seit wann hast du gewusst", fragt sie, "dass ich ihre Gutter bin?" 
Ich trank meinen Kaffee.
"Du welsst noch gar nicht", sage Ich, "dasa Joachim gestorben ist -" 
Das hatte ich nioht sagsn wollen.'3

1) Homo Faber, p*113f«

2) op.cit., p.114-

3) op.cit., p.206f.
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He changes the subject conspicuously, and comments himself only* 'Ich 

hatte mich hinreissen lassen. '* One could see these as evidently guilty 

memories, but equally as an emotional and therefore moving response; he 

should have deduced more about Sabeth sooner, objectively speaking, but 

that he did not is a sign as much of genuine emotional involvement with her 

as of irresponsible selfishness* It is very difficult to accuse Faber 

justly of direct personal responsibility for what happened! the 'Vernunft-

mensch* in him is challenged by Sabeth, it is true, but her death is not a

o 
result of sheer selfish negligence on his part*

Faber is, then, a type whose faults are heightened by the modern world, 

but he is not a 'new 1 kind of mant it would be wrong to see the novel 

simply as a critique of modem society, although there is an element of 

criticism implied in that the twentieth century mode of life may aid 

avoidance of true commitment to others* If Faber is * guilty 1 , it is as an 

individual f not primarily as twentieth century man, and his guilt is towards 

human personality as such, towards nature t Sabeth "s death, and their brief 

relationship, is no more than an unfortunate accident which brings this

*>a8*0 ***** ff^ilt of Faber's to light* It cannot be said rightly that this

* guilt* - shown in his association with Ivy, for example - is a direct

1) Homo Faber* p*207*

2) Brigltte Bradley sees the tragedy as a result of Faber*s 'irrationality 1 , 
by which she presumably means his emotionality; but the inntanoes ahe 
chooses to prove this are not of the same type* Faber* a refusal to 
accept the role of father may have been the 'irrational* response of 
fear, but Sabeth *s fatal fall is something he could not have foreseen, 
and there is no reason why he should have suspected her injury when the 
snake bite was all too obvious. Cf. Germanic Review, vol.XLI, No.4, 
Wov. 1966, pp. 279-290.
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cause of Sabeth's death, because he was in fact beginning to build for the 

first time a truly organic relationship* Certainly refusal to respect 

the integrity of others can be an ethical problem for Frlsch, as we have 

seen in Stiller^ but the association of a death with the problem suggests 

a false link, a manipulation of events in order to suggeat the seriousness 

of Faber*s faults* Valuable though the association of weakness with 

ethical guilt can be , the association here is based purely on chance, and 

is a misleading influence on the reader 1 a judgement of Faber.

Fate* and lack of clarity in the novel*

If the tragedy of Sabeth*s death does not result directly from the 

'Techniker' elements demonstrable in Faber, or from his * irrational* 

elementsf then it is a consistent tragedy - such as the inverted Oedipus 

legend would suggest it is meant to be - only if one accepts it as 

retribution for past actions, that is, for Faber's abandonment of Hanna* 

One would then have to accept the notion of an avenging Fate*

On one level, the hints of Fate, the introduction of legendary 

associations, myths etc** function as an aid to the unity of the work. 

For instance, the use of 'omens'* the vultures Indicate at intervals the

horror Faber feels of uncivilised nature and his fear of death as one of
2the primitive forces. The recurrence of these birds as an obsessive

detail indicates something about the nature and content of Faber'a sub- 

oonsoiousi one might say that, even though the full significance of death

1) Cf. above, p. 107.

2) Homo Faber. pp.48, 69, 75. 125.
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is realised only at the end of the work, it begins to b@ felt as early is 

the trip to Mexico, and together with the hints of serious illness 

impending causes an unconscious reaction which makes Faber particularly

sensitive to Sabeth, once given their meeting*

2 There is also the figure of Professor 0. Again this motif is linked

with death; the obvious aging process in the professor becomes a visible 

reminder of death to Faber and haunts hits raore than he realises, indicating 

an emotional susceptibility to suggestion which he would never admit, 

Both these elements are well used, since they occur in the first instance 

as physical elements within the setting of the story and become motifs only 

by their reflection in Faber'a mind* One does not have to accept them as 

'omens' of impending death in the manner of the omens of Greek legend.

However, the fact that the setting is partly in Greece does suggest 

that we are to make this link mentally and take these hints at a deeper 

level than that of aids to composition* Are we dealing with a recreation 

of the ancient concept of Fate to be held a&ainat the incarnation of 

twentieth century life - America?

Critics disagree on this point* Geulen writes!

'Wenn Faber nach dem Zusarameribruoh den era ten Tell soines Beriohts 
achreibt, so beabsichtigt er zweierleit eratena den Naohweis der 
Unverbindlichkeit aller Srscheinungon und Zusaramenhange, die sum 
Insest fuhren, was nioht gelin&t. Ira Gegenteilt die schicksalhafte 
Verknupfung der Ereignisse ist offenbar., '.3

Margrit Renning, on the other hand, rejects any such views

1 ) Homo Faber, pp.14, 60.

2) op.cit., pp.21, 145t 244, 275»
3) Hans Geulen, Max Friachs 'Homo Faber*. Studien und InterpretatLonen, 

P. 93f.
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'Dass es eich urn Zufalle handelt, raerkt der Leeer von aelbat? 
die SelbstkOTjmentare bestatigen nur, dasa auch Faber sie fur 
Zuf&lle und nicht etwa fUr sohicksalhafte Fiigungen halt. Daboi 
bleibt allerdings offen, wie der Autor die Vorgange verstanden 
wissen will.' 1

It is in fact Faber who introduces the idea of 'Schicksal' specifically, 

as though Hanna has claimed that this is the right view of what has happened. 

He sayst

'Betreffend Statistiks Hanna wollte nichts davon wiesen, weil 
sie an Sohiolcsal glaubt, ich merkte es sofort, obschon Hanna ea nie 
ausdrttcklich sagte.'2

What she in fact says is as follows »

'...Ich habe (roeint Hanna) sine Art von Bedeutung erlebt, die ich 
nioht fcannte, und sie raissdeutet, indem ich mir einredete, verliebt 
*u sein. Es ist kein zufalliger Irrtum geweoen, sondern ein Irrtura, 
der BU mir gehBrt (?) wie roein Beruf, wie mein ganzea Leben sonst.'3

What she seems to be saying here is that, given the meeting with Sabeth, the 

result was inevitable because of Faber'a character - although this too is 

questionable, as we have seen* Certainly Hanna's rejection of Faber 

suggests a possible feeling of inevitability, but it need not be interpreted 

as metaphysical recognition - physical and emotional exhaustion can produce 

a similar reaction, an abandonment of all self-defence* One oould 

interpret Ranna*s view as close to Schopenhauer's conception of the 

'Kausalkette* j Schopenhauer^ asserts that nothing happens entirely by chance 

in the sense that every event is the result of a chain of anterior causes -

1) Margrit Henning, Die lob-Fora und ihre Funktion in Thomas tfanns 'Doktor 
Faustua'..., p,199»

2) Homo Faber. p.201.

3) ibid., p.241.

4) ibid*, p. 274.

5) Schopenhauer, 'Uber die anscheinende Absichtlichkeit in Sohioksal des 
Binzelnen', Samtliche Werke. Wiesbaden, I960, vol.5, pp. 213-237.
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such as the character of the person involved:

'Objektiv betrachtet, ist der Lebonslauf dea Kinaelnan von 
durchgangiger und stronger Notwendigkeitt denn alle seine Hand- 
lungen treten so notwendig ein, wie die Bewegung einer Maachine, 
und alle auasoren Begebenheiten kommen heran am Leitfaden einer 
Kauaalkette, deren Glieder einen strong notwendigen Zusamraenhang 
haben. Wenn wir dies festhaiton, darf es uns nicht so sehr 
wundern, ( wenn wir aeinen Lebenslauf so auafallen sehen, ale ware 
er planmasaig angelegt, ihm angemessen. * 1

Coincidences are the occurrence together in time of points on separate 

'Kausalketten', and these are ultimately linked at some distant pointi

'Sonach bilden alle jene, in der Richtung der ?/eit fortschreitenden 
Kausalketten ein grosses, vielfaoh verschlungenes Nets, welches 
ebenfalls ndt seiner ganzen Breite, sioh in der Richtung der Zeit 
fortbewe^t und eben den Weltlauf ausraacht. Versinnlichen wir un 
jetzt Jane einzelnen Kausalketten durch Meridiane, die in der 
Klchtun# der Zeit lagen} so kann uberall das Gleichzeitige und eben 
deshalb nicht in direktem KauGalzusammenhange Stehende, durch 
Parallelkreise angedeutet werden. *2

Remarkably like these ideas is a passage by Frisch himself t

'Alias hat Folgenj Freundschaften gibt ee, die Jahrelang darauf 
bestanden haben, dass man sich von dem andern bewundert wahnte, eine 
Art von Versicherung, die man wiederura rait Bewunderung zahltet ein 
offenes wort, und wet; ist sie. Und Marion ist an allem schuld; 
denn alloa, was man in V/ahrheit sagt, hat Folgen. 
Auoh gute vlelleicht -
Eine The &eht in die Luft, zum Beispiel, mitsamt einem Haus und 
eleben Ziramern, KUche mit Kuhlachranki dafxir eine Liebe, eine andere, 
die schon lange wartete wie ein Koim unter dem Stein, ein ybgliches, 
da« plotelich an die Sonne komrnt, ein Lebendiges...*3

According to this, everything one says or does starts off a 'Kausalkette'; 

we have here a belief in an organic connection between events such as 

Schopenhauer posits* With reference to such ideas, one could interpret 

Homo Faber thuat Faber, in the past, started one 'Kausalkette' in which

1) Schopenhauer, op.oit. , p. 231.

2) Schopenhauer, op.oit*, p.228.

3) Frisch, Taaebuch 1946-1949. p.17-
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Hanna and Joachim features, and started it by the exertion of his person­ 

ality, his 'Sachlichkeit' in his treatment of Hanna, Another 'Kausalkette' 

brings hin in touch with Herbert and eventually onto the ship, due partly 

to his characteristic lack of sympathy for Ivy. ftiese two are linked by a 

'Parallelkreis*. If this is so, then one could say that he is looking for 

the wrong thing in searching for signs that he night have been compelled by 

some evil external force; what he should see is that between the two views 

of utter chance and complete predetermination there are degrees of personal 

responsibility for events - his pride, for example, influenced him to some 

extent in his attachment to Sabeth, who certainly gave him no encouragement 

at first. In addition, his attitude to time could be cited as a major 

 fcausalkette* T Paber has no sense of the continuity of life, hence his 

unconcern about Hanna*s further life after their parting, his failure to 

find out about the child* In this sense Faber is 'mutatis mutandis* 

Kierkegaard*' s aesthete who lives for the moment, as opposed to ethical man 

who accepts the duties and responsibilities of continuity and continuous 

relationships* He does not go so far as to seek sensations, as does the 

aesthete proper, for he is not a sensuous man; he does not exploit other 

people either like the aesthete, but is equally inhuman in that he gives no 

thought to the views and feelings of others* Like the aesthete he has no 

appreciation of individuality, nor of development within time. The aesthete 

seeks ever new sensations to drive away the demon of boredom, to cover up

the passage of time and the depreciation of the power to enjoy stimuli,
»» 

while Faber stresses 'das Ubliche'; but he does this in order to be able

to see his life as comfortable repetition, not as progression and change,
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and thus his attitude to time is very like that of the aesthete. 

This view would link up with another passage by Frisch:

'...Dabei ware es nioht notig, dase wir, urn die Macht dea Zufalls 
su deuten und dadurch ertraglich «u machen, schon den lieben Gott 
bewuhenj es genugte die Vorstellung, dass immer und liberally wo wir 
leben, alles vorhanden ist* fur mich aber, wo immer ich geh© und 
stehe, ist es nicht das vorhandene Alles, was raein Verhalten bestiramt, 
sondern das Mogliche, jener Teil des Vorliandenen, den ich sehen und 
horen karuu'l

Chance is conditioned, according to this view, by what we respond to out of 

the range of the possible, therefore by what we are* What we are determines 

what we make of events as they reach us, and what we are is largely the 

result of choices we have made in the past. 'Alles hat Folgen', in other 

words, or as Frisch says later in the same sequence! 'An Ende ist es irnmer 

das Fallige, was uns zufallt.' If this is true, then what happens to 

Faber nay appear to be chance, but it is an experience he deserves) if he 

had learnt a little more consideration for other people, perhaps the 

relationship with Sabeth might have developed differently.

If one could accept this far more general view of Fate, it could be 

held against Stanislaw Lens's accusation that Frisch is guilty of reactionary 

philosophical thought. But then what is the point of using 'omens', of 

the Greek setting and the many references to myths? There is the whole 

framework of the story to be considered - an Inverted parallel to the 

Oedipus myth - and the hints that Faber too, not just Hanna, feels a 

connection with the figures of Greek antiquity, for example the involuntary

1) Frisch, Tagebuoh 1946-1949, p,463f.

2) 4f».oi<r., p.464.

3) Stanislaw Lem, f ('Jber das Modellieren der Wirklichkeit in Werk von Thomas 
Mann', 3inn und Form, Sonderheft Thomas Mann, Berlin, 1965, pp.157-177, 
especially p.169*
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link with Agamemnon.1 Can these be just 'red herrings', and if so, is it 

not too much to expect of the normal reader, who approaches this book with 

the hope of being entertained, that he should see beyond them to the 'truth 1 '

Among oritica, Erioh Franzen shows a clear appreciation of the novel's 

weakness in this respect t

'Die an tike Kulisse, die in Hintergrund su sehen 1st... soil auf 
den doppelbBdigen Charakter der Handlung hindeuten, aber sie wirkt 
wie elne Dekoration, die zu einera andern Stuck gehort.'2

The classical references are too obvious to be incidental, yet as soon as 

they are accepted as significant in some way, the basic premises of the book 

are questionable and ill-suited, as Franzen intimates, to the modern setting 

and tone* It is too simple a solution to dismiss the references as not 

'konstitutiv', as no more than 'gebildete Anspielungen', to say that 'Frisch 

verlasst 8ioh nicht auf den %thos'. The whole point is that Frisch does 

not make it clear to what extent his narration is meant to depend seriously 

on myth* Myth has been used in twentieth century novels as a framework to 

give shape to unwieldy material, in for example Thomas Mann's Per Zauberberg 

and James Joyce's Ulysses t but in these oases the myths are relatively free 

from metaphysical overtones about the relationship of Man to higher powers, 

and even where a myth involving notions on Man's relationship to the Divine 

has been used, as in Mann Joseph novels, the myth has been reinterpreted. 

Joseph is no longer simply the favoured son who suffers and is glorified, 

but the highly intellectual product of a long line of godfearing, divinely

1) Homo Faber. p. 193.

2) Erich Frmnien, 'Homo Faber', Merkur. Jg. 12, Heft 10, Oct. 1958, p.982.

3) Joachim Kaiser, 'Max Prisoh und der Roman', Frankfurter Hefte, Jg. 12,
H«ft 12, i*o. 1957t pp. 876-882.
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favoured reen, who by bis very difference and exceptionality enables the 

line to continue! God needs Nan to fulfil Himself, *Leben' needs 'Geist', 

and 'Geist 1 in Joseph is ultimately exceptional by reason of very human, 

not supernatural qualities, and valuable in proportion to its service to 

Life, to the continuity of tradition. But it is not true to say that 

there is such a reinterpretation of myth in Homo Faber. The incest content 

of the Oedipus myth is valuable because it deals with a taboo which is 

generally accepted even in our century of shifting moral values, and will 

therefore produce a similar response of shook in most readers! such shared 

responses are important for works of popular literature. But Frisch seems 

to have overlooked the fact that Fate as a stimulus to the reader's

imagination will not be predictable in its effect; it belongs to the
o 

category of impulses which 'change as fashions change** If the notion of

revengeful Fate were used ironically, it might perhaps be acceptable! but 

the only irony is that Faber, while recalling archetypal Greek myths as 

expressions of deep horror at his situation, avoids precisely thereby clear 

recognition of his personal ' guilt 1 - but then one returns to the whole 

vexed question of unproved personal responsibility for what has happened.

Geulen suggests that the use of myth is to ensure ' Verfreradung'  * j that 

is, he believes that by employing an overall mythical form, Frisch intends 

to awake our attention, through the alienating effect of an unfamiliar idiom. 

This is possible, as Frisch is interested in the notion of 'Verfreradung' 4 !

1) I.A. Richards, Principles of Literary Criticism, Paperback edition, 
London, 1967, p. 150,

2) <>p.«ifc« f p.!49»
3) Bans Oeulen, Max Frischs 'Homo Faber 1 . p.97.
4) Frisch, Tagebuch 1946-1949. p.293.
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but the purpose of alienation is to provoke thought, and this io already 

achieved by the arrangement of the raaterial, as it is in Btillert the 

reader can understand what is happening to the central figure only by giving 

attention to the implications of the subjectively ordered material of the 

novel* The author remains aloof in the sense that, having created the 

material such that Faber gives himself away, he retires behind the narrative 

and neither hinders nor helps the reader by siding with or against him - we

 hall see in Vein ffame aei Gantenbein what happens when this position is 

abandoned* Is the use of myth an added means of provoking thought and 

nothing more? It is more likely that it is used as a convenient framework 

to simplify the issues; Just as the bad influence of twentieth century 

'culture* and modes of life are focussed in the figure of Faber - in so far 

as he is a 'Teohniker' - and in America, so the eternal dangers of pride and 

disdain for humanity are symbolised by the eternal quality of myth. In the 

myth we find a stylised reminder to the twentieth century that however 

advanced and utterly new its discoveries are, however complete its apparent 

control of life, there are still more primitive forces at work in men than 

they oare to acknowledge; hence one could draw a parallel with Rolf's story

*n Stiller of the 'fleisohfarbener Kleiderstoff , which indicates that the 

somewhat 'primitive 1 emotion of jealousy, which he believed he could control 

with modern theories on marital freedom, is unexpectedly powerful* However, 

in the first place we have already seen that Faber is not Just a typical 

twentieth century -nan, but one whose faults are magnified by conditions of

1) Stiller, p.238ff.
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life in this century, so that the contrast does not hold fully; and 

secondly, and more importantly, even if this contrast were intended it is 

a dangerous venture nevertheless, for as I»ec has shown1 it can be an 

antagonising framework, more antagonising by its anachronism than would be 

the creation of a new 'myth' or framework story. Certainly the recognis­ 

able rqyth is useful in that at each point where a reference to it enters, 

it brings the whole complex of event* before our eyes, as a kind of 

shorthand reference* But even if one does accept that Frisch is not 

seriously trying to convince us of the existence of an avenging force called 

Fate, even if one were to accept the rather loose 'Kausalkette' as a basin

for the work, this does not dispose of Urn's objection that the events

o 
themselves are improbable in the extreme , and that if the reader is to

accept them as given, he is being asked to make a great effort of suspension 

of disbelief* Even if one accepts the Schopenhauer!an notion of a 

'Kauealkette', the chain of events bringing Faber into contact with Herbert 

and then even Sabeth, still seems extremely arbitrary. In other words, if 

the Fate element is to be taken seriously, Lem'a criticisms most certainly 

apply* If not, then it is difficult to see the advantages of adopting such 

motifs which would outweigh the disadvantages of confusion and of mystifi­ 

cation* Only if one accepts the events as riven, can one concentrate on 

the very subtle revelation of the emotion behind the facade of *3aohliohkeit f 

in Faber, but to say this is implicitly to condemn the devices used to

1) 3tanislaw Lem, Uber da* Model lieren der Wjrkliohkeit.

2) Stanislaw Lem, op.cit., p«l64*
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capture our attention.

Perhaps the only conclusion one can draw from all this, ia that it 

must depend on the individual reader as to how far the risk of using such 

a controversial framework 'pays of f ' j if we are meant simply to he watching 

a mind trying to disprove the existence of Fate and yet proving its

existence involuntarily, then the book is a failure as Lem claims, since
o 

the events are not all obviously linked as Oeulen would have us believe.

But if one can overlook this aspect and concentrate on the spectacle of a 

mind used to understanding and now floundering amid events which have caught 

it unawares and make the writer of the 'Berioht' reveal - despite himself - 

unexpected depths and weaknesses, then one can find reading the novel quite

1) -?emer Stauffacher is one of the few critics to object to the mythical 
framework, but for insufficient reasons. He is looking, as he is with 
8tiller» for some key to life, some 'mystere ineffable 1 which he believes 
Friach is trying to present and so is not convinced by the use of Greek 
myth because it does not convey an adequate answer to the questions he 
puts to the novel* He does not question whether the 'myth* might be 
used for any other reason, for shook effect, or for structural purposes, 
without any serious appeal to us to believe in Fate, and fails in 
general to establish any objective reasons for the weakness brought 
into the novel by the notion of Fate. Stauffacher, 'Langage et Mystere', 
Etudes Gerraniques, 20. Annee, No.3, July/Sept., 1965, pp. 331-345.

2) Bans Ceulen, Max Prisons 'Homo Faber*» P«94*
The 'mystery 1 element alone - the attempt to find out what 'really* 
happened and what will happen - is doubly justified since it holds the 
reader's attention through curiosity but without facilely presupposing 
any simple answer. Likewise the Oedipus references, in a work which 
did not oeek to establish the suspense of a search for truth, might pass 
as indications of seriousness. Together however - whether Frisch 
intended it or not - the two elements interact to suggest that there is 
an answer to the search and that it resides in some kind of guilt, which 
as shown above is never proven. The Oedipus story can after all itself 
be seen as an archetype of detective fiction (cf. Ernst Bloch, 'Die Form 
der Detektivgeschichte und die Philosophic', Die Neue Rundschau I960, 
pp. 667-683), but it is of course essentially a case of detection with 
a final revelation of truth and so misleading in a modern context where 
'truth' is so much more relative.
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a moving experience. To this extant ths fors, the use of the first-person, 

is entirely justified, as it is in ntiller« for the fragaentariness does 

achieve self-revelation in the central figure on both the conscious and the 

unconscious levels of the atlnd, <vli©reas in 3jeln frame sei G&ntenbein it will 

be seen to be an obstacle to the reader's understanding. Homo Faber 

presents, like Stiller, a problematic personality trying to come to ten» 

with itself, and presents it - despite? serious reservations on some points - 

sensitively and well by means of an apparently disordered but in fact very 

subtly managed form.



CHAPTER FIVE 

MEIN HAME 3EI GANTSNBKI5

Like both Stiller and Homo Faber* this novel is written as a series 

of distinct sections of varying length} but there is no indication, as 

there is In the other novels, of the central figure's purpose in setting; 

down the story. In Stiller 'White 1 is required to write an account of 

his life, and in Homo Faber the writer, unable to justify himself to anyone 

else, attempts to prove to himself on paper what he wants to believe. In 

both cases a valuable aid to interpretation is contained in the discrepancy 

between the initial motivation for writing and the written form of the book; 

Stiller reveals his essential self-centredness in substituting for the 

desired coherent narrative a diary-like form, and Faber - the supposedly 

insensitive man in an insensitive age - shows by the fact of his writing 

the depth of the shock received and the actuality of his emotional involve­ 

ment in events, emphasised by the arbitrary changes of time and place within 

his record, and emotion is precisely what he desires to deny. In Mein Name 

sei Gantenbein there is no such contrast between the ostensible purpose of 

the narrator in writing and the actual manner of setting down his 'story's 

the Justification for and significance of the form, if it is not to bo 

dismissed Immediately as merely the product of wilful subjectivity, must be 

sought in the ideas which can be extracted from the apparent confusion of 

the book.

l) The central figure will be referred to as the narrator for convenience, 
but this does not presuppose a clearly defined identity, or omniscience 
as in many nineteenth century novels.
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Timo and

One of the major difficulties encountered in dealing with this novel 

is deciding what in fact happens, whether there is any ultimately coherent 

sequence of events. However, certain ideas and topics do recur throughout 

the book and would seem to have some bearing on the form - or formlessness. 

For instance, there is a prominent fear of tiauj, a de&ire to escape all 

recognition of its movement and consequences, such as aging or the 

acquisition of an unalterable past. An early example of this is found 

when the narrator, whose identity will be discussed later, has been following 

other people, giving way to a sense of association with them and thereby 

escaping in some measure from himself* But a man whose age he has 

estimated at thirty-five is seen, face to face, to be nearer fifty:

'...naturlich sagte ich mir sofort, das3 es nicht derselbe Mann soin 
konn«, ich nraaste inn im Gedrange verloren und verwechselt haben, 
sehiefergraue Mantel gibt es viole. Trotsdem erschrak ioh, als der 
plb'tzlich ein Mann von funfaig Jahren war.' 2

This sraall incident is an unwelcome reminder of the process of aging, and 

evidence of a fear of age within the narrator. Later in the book comes a 

passage when the narrator in one of his guises, after a night spent with 

another man's wife, has to face the reality of the following day. He 

passes through the streetst

'Allea unverandertt nur 1st es nicht gestern, sondern heute. 
Warura 1st es inraor heute?.., Es belaatigte ihn keineswegs die 
Untreue, die sie begangen batten, beide, daran brauchte er noch 
nicht zu denken? es belastigte ihn einfach, dass es Jetzt eine

1) It will be shown that it is a deliberate attempt to escape with which 
the novel deals, rather than an involuntary disintegration of the 
personality such as HiIke's Malte Laurida Brigge experiences.

2) ?/ein fame sei Oantenbein. Frankfort, 1964, p. 11.
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Tat a ache eei, die si oh gleiohaetzt reit alien librigen Tataaohen 
der

Here we see the individual's unease at hie inability to prevent experience 

from slipping into the past, giving way to a new 'heute', The word 

'Tatsache 1 indicates the effect of the process? every experience loses 

its unique quality of freshness, becomes for him a factual constituent of 

the past Just like all else, irrespective of its original degree of 

intensity* This inevitable process causes not so much a sense of loss as 

a harror of the unchangeable nature of what is past* The sadness which 

pervades Pie Schwieriflsn is a sadness aroused by the dull nature of 

existence in which all intensity of experience is tarnished by repetition; 

the lovers Reinhart and Hortense discover this; absence makes It less 

noticeable onlyi

'...der Umstand, slch lange nlcht gesehen zu haben, machte ale 
reloh und neu vorelnander wie einst in Anfang, nicht alles 
Erlebte war sohon einmal erwahnt... 1 .?

In a way "tiller also craves not just difference but excitement and intensity. 

The narrator of Vein frame sei Oantenbein is however less concerned over the 

ever decreasing newness of experience than over the inexorable movement 

forward of life of which this is symptomatic. Like Walter Faber, he dreads 

continuity, but more consciously* Every tiny detail of life is capable of 

awakening this realization! 'Und trotzdem blelbt eine Tatsache, wie 

belangloe auoh iraroer; unsichtbar; nicht wegzuwerfen wie ein nasses 

Tasohentuch. ' Even if the past is not regretted, it is disturbing as a

1) Mein frame sei Qantenbeim Frankfurt, 1964, p. 109*

2) Pit Schwierigen. p.222.

3) Mein Name sei Qantenbeln* p. 110.
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r*«inder that the range of possibilities open to us ae we look forward is 

an illusion, for time in passing binds us to just one element of what we 

felt ourselves capable of experiencing, of being* This attitude is less 

like Stiller1 s fear specifically of 'Nichtigteeit' than like the state of 

mind described in lSusil*s Per ?lann ohne ^igrensohaften* Ulrich once says 

of a conversation with Amheimt

'Ich habe ihm erwidert, dass raich das Verwirklichen Jederzeit 
weniger anzieht als das Hichtverwirklichte, und ich meine danit 
nloht etwa nur das der Zukunft, aondern ebenso aehr das Vergangsne 
und Verpasste.'l

But the narrator of Mein Name aei Gantenbein is more aware of how much the 

simple passage of tine vitiates tho attempt 'alles, was ebenso sein konnte,

 u denken und das, was ist 9 nicht wiohtiger au nehraen als das, was nicht

2ist. 1 For him, all attempts to maintain a balance are hampered by the

tendency of the future to develop and stabilize the momentary, thus 

emphasising harshly the 'Haoheinander 1 rather than the 'Nebeneinander* of 

life t

*8ie batten einander versprochen, koine Briefe zu schreiben, nie, 
 ie wollten keine Zukunft 9 das war ihr Schwur:

Keine Wioderholung -
Keine Gesohichte -
Sie wollten, was nur einmal moglioh istt das Jetat,.. - denn die 

Zukunft, das wusste er, das bin ich, ihr Gatte, ioh bin die Wiader- 
holung, die Geschiohte, die Endliohkeit und der Fluch in allera, ioh 
bin das Altern von Minute zu Minute**.*3

This same consciousness of time intrudes constantlyt

'Er hatte sich Jetst erhoben* 
Urn nicht der Zukunft su verfalien...

1) Robert Wusil, Der Mann ohne Sigonaohaften. Hamburg, 1952, p.275*

2) op.cih, p. 16*

3) Mein flame eei Gantenbein* p.lll.
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Be war lacherlicht Ich erhebe mich, ioh setae mich, ich rauche, 
ich atehe, ich sohlafe, ioh erwache, ich erhebe raich, ich gehe, 
ich eetze raich, ich erhebe mi oh.

In der Nacht, such wenn aia kaum sob lie fen, hatten aie ainandar 
aoviel wie nichte gesagt, urn nicht die Wait heranzulasaen durch 
Worte und Namenj aia hatten nicht geschwie&en, o nein, aber aia 
hatten geflustert, als gabe as nur sie, kein V or her, kein STachher... 

Jetzt achlug aa alf Uhr.'l

Any kind of continuous action is liable to remind one of passing time, but 

the alternative of constant straas on the 'presentness* of what one is doing 

is ridiouloua, aa this passage shows. However hard one tries to opt out 

of the world where momenta and names are interrelated, tha simple striking 

of a olock marks dafaatf '...die Zeit...meldete aich ubarall und mit jeder 

Bagatelle, , ' 2* *  

Tha horror of baing trapped in an unchangeable identity is one aspect 

of this faar of time* A later passage reads<

',..Ja» ea ist Zeit, ao vermuta Ich, Zeit wie imraar, Zeit, urn 
aufziubrechen in die ^ukunft, ieh bin en tech loss en und rasiert, 
eigantlich raunter...einen Augenblick, jetxt bevor ich den Fuse 
auf den Teppich otelle, halte ioh inna: - imraer wieder, ich waiaa 
as Ja sohon und dooh erachraoke ich regloa v bin ioh Binder 1 in, ioh 
werde noch sterban aia I'.nderlin,'3

This momentary insight into the continuity of any identity brings with it a 

shock, because it preforms the future to some extent; and just as the past 

is painful in its fixed form, so the future can be torture if it is already 

planned out. Hell is visualised aa an ordinary life lived in the exact 

knowledge of what is to cone. It has nothing to do with what is ordinarily

1) Main Name sei Gantonbein, p.121.

2) op.oit., p.123.

3) op.cit.t p.187*

4) op.cit,, p,190ff.
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thought of as pains it ia life 'ohne die Heugierde, wie es weitergeht, 

ohne die blinde Erwartung, ohne die Ungewisaheit, die alles ertraglich 

maeht -'. The narrator is nuoh more of an aesthete in Kierkegaard's 

sense than Stiller; the 'Wiederholung* the latter feared was that of a 

whole insignificant life, whereas the narrator of Mejn Name eel Qantenbein 

fears any experience, pleasurable or not, because it diminishes the 

expectancy with which he can face the futuret

'Erfahrung ist ein Vorgeschraack davon (i.e. of Hell in the above 
sense), aber nur ein Vorgeoohraaokj nwine Erfahrung sagt ja nicht, 
was koronen wird, sie veymindert nur die Erwartung, die Heugiorde «-' 

Similar passages occur throughout the novel, perhaps beet summed up by these 

linest

'Vergangenheit ist krein Gehaimnis mshr, die Gegenwart ist diinn, 
wsil sie abgstragen wird von Tag zu Tag, und die Zukronft heisst 
Altern..,*.3

The story of a man who believes he has only one year to live4 is a variation 

on the theme of the fight with time, defiance of the future. Even the 

amusing episodes in the pictures of Gantenbein with his daughter Beatrice -

a beautifully ironic choice of name - show a process of growing up, of

5 passing time. There is fear also not only of the using up of the future

but also of mental rigidity; one of the narrator's deepest anxieties 

emerges in this view of the approach of age:

'...er wird sioh an dis fernsten Binge erinnern, die ihn einmal

1) Mein Name sel Gantenbein* p«193*

2) op.cit., p«193*

3) op.cit., p.211,

4) op.oit., p.214ff.

5) This aspect has bsen brought out by Hans TCgon Holthussn, 'Ein Mann von 
fttnfeig Jahren', Herkur. 18 Jg., Heft 10/11, Oct./!!ov. 1964^/073-1077
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beschaftigt haben*..Seine Ansichten sind nicht mehr su andem... 
Gcgenwart? Er weiss, wie er zu dieser Gegenwart gekommen iat...'.1

Age brings a fully formed memoryf fixed opinions, a whole life with a 

traceable course* a present which cannot separate itself from the past which

has led to it) and to be dreaded above all is the respect of others:
w 2 Man wird ihn spreehen lassen, weil er alter ist*.. 1 . This respect 

assumes that age can speak with finality and admires what the narrator sees 

as terrible rigidity; even the care of others to spare one physical 

exertion is an implicit assertion that one is capable only of a passive 

existence* Age in other words is an inevitable, because a physically 

determined, fixed 'Bildnis'*

'Das Leben, das tatsachliche, gestattet ja nioht, dass man es 
uberapringt* nicht urn ein Jahr und nicht urn einen Monat und nicht 
urn eine Woche , auch wenn man ungefahr weiss, was folgen wird...'.3

These lines sun up the spirit of 'ennui 1 which recurs so frequently, and 

begin to explain, perhaps f the nature of the novel| it is an attempt to 

foil this constraint, to overcome or blur the movement forwards by spreading 

outwards, as it were, into a number of roles*

The hope that this may be possible, and its frustration* are expressed

 ear the beginning and end of the novels

'Es ist wie ein Sturz durch den Spiegel * mehr weiss einer nicht, 
wenn er wieder erwacht, ein Sturz wie durch alle Spiegel, und nachher, 
kure darauf, aet&t si oh die Welt wieder susararoen, als w8re nichts 
geschehen. Es ist auch nicht8 geschehen.'4

1) Mein Same sei Gantenbein, p.247*
2) op.oit*, p. 246.

3) op.oit., p.361.

4) op.oit., p. 25.
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This refers prenurombly to an awakening from the everyday self to a new 

identity, something in the nature of Stiller*8 *&igel' experience, 

Nothing has happened I nothing haa changed outwardly, there is however no 

longer any past and all Is yet possible* But the later passage reads i

 Das Erwachen (ale ware niohto geschehenj) erweist sich alo 
Trugj es 1st iiamer was geschehen, aber onders.'*

This can be taken to mean that whatever view one takes of life, however one 

tries to alter one's relationship to it, there is always nevertheless some 

kind of past which cannot be eradicated or relived*

Yet, between and even after these two passages, which show when 

compared at least some progress towards rationality, one finds repeated 

instances of desperate adherence to the present, most clear in the experience 

of sense impressions. Many times we find the rather unusual form of verbs

in the first person and present tense, unusual for a novel which, to quote

2 E.M. Forster, primarily 'tells a story* and uses the preterite, restricting

the present tense to speech or interior monologue in most cases* This 

verbal form conveys here the impression of a deliberate stress on the 

present action, the present moment as the only reality the narrator wants 

to recognize, since it cannot really be classed as historic present used

for vividness, for the actions themselves are mostly insignificant.

One telling episode is the walk in the forest. Whichever identity

1) Mein flame sei Qantenbein* p.485*

2) !?.¥. Forster, Aspocta of the Novel t p*40ff.

3) Mein flame sei Gantenbein, e.g. pp*75» 121» or the constant 'ich stelle 
air vor', when other phraces could be used to indicate the entry into 
an i manned situation*

4) ibid., p*151ff.
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one fo&ls ia speaking, tiie  aeariir^i io probably tkal nature, open air and 

space ant! colours, forms, textures awaken the senses, are a means of release 

from the deceit of aocial existence:

'Naohmittag im Grunewald. Sammle Kiefersapfen und schleuder* 
sie, s owe it ich vermag, hinaus in die Krurame Lanke, and Fat sob 
unser Handy springt in das braunlich stille blasige

A comparable passage expresses pleasure found specifically in the beauty of 

autumn t

'Ich lieoe^den September nor gen, tau-grau-blau, Sonne wie hint or 
Kauch, die landllchon Hauser ernchelnen wie in Seidenpapier, der 
See blinlct, da« andere Ufer verdunatet, Her bat... 1 . 2

These words are strongly reminiscent of a much earlier passages

*Wir sitzen noch einmal da und schlurfen die Augenblicke, jeden 
fur fficb, wie man die Trauben gonieaet. Bee re \m Beere«..Dle 
Strahlon. . .aerfliosaen auf unserer Stirn und unsern Augenlidern, 
und ee ist nur noch ©ine ^oldeno ^llde. Und liberall sieht man 
nun das i was die Gegenwart ins Berauschende steigert, den Zauber 
des leteten Males* «• 
Das ist der Herbs t.
Wer denkt nioht manchmalt so muaetn Tian sein n^n««» Base in erleben 
konnen, wie diesen Tag* als ein gro8sesf ein einzigesy ein dauerndes 
Absohie«lnehTAen.«.auf keine 7ukunft sioh vertrosten, gamt und gar 
die Gegenwart ©ispfinden, als ein iiramer Ver rang-lichOB,*. 
loh liebe den Herbat, well er den Grundklang unseres Daseins dichtet 
wie keine andere Zeit« ( 3

There is in those two passages the same pleasure in the quality of the 

light, the senses are awakened by autumn's gentle beauty to an awareness of 

the present moment. But the second passage adds to this a further notions 

autumn is the time poised on the brink of nature r s 'decay', a time of 

beauty with no future} and so life should be lived, as a constant farewell, 

a constant savouring of the last precious moment. This would be an ideal

1) Mein ffane »9J Clsntenbein* p.151.

2) op.cufc*, p. loo.

3) Blatter aue dem Brotsack, Zurich, 1940, p«26ff.
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state of mind fcr a aan so fearfully awaro oi' th& passage of tiiofe &§ the 

narrator of Elein Haras sei Qantenbeim his difficulty ia not that h* haa 

to console kinself with the thought of the future but that the future and 

paat alike terrify him whan be visualises the whole extent of a human life 

as one unit* His experience of transience ia not the usual one of distress 

at the loss of all that is dear, but rather distress at the lose of the 

potentiality of the moment, at its ordering into a sequence of time. Any** 

thing which emphasises the moment, the present is therefore precious, and 

autumn does this - as the season balanced between the blaze of sunraer and 

the gloom of winter, on the brink of decay, it taakes everything eeera more 

vividly alive | more palpably real* Significantly, the very last passage 

of the novel deals with a September day; though the narrator has not come

to terms with the need to live within time, as the wry story of the corpse

2  hews , he still tries to approach his ideal state by immersion in the

present, in the intensified present of an autumn day* It is only within 

this framework that he can sayi *Alles ist Gegenwart. 1 One can surmise, 

then, that these last lines indicate a transitory state, not the achievement 

of a permanent happiness; but it should be emphasised that this is not 

immediately clear from the novel as it stands, and one is left with an 

unsatisfying uncertainty as to what the concluding paragraph signifies, 

without the above passage from a much earlier work to add significance to 

the stress on warmth and light*

That this final rejoicing in the life of the senses, in the simple

1) Kein flame sei Gantenbein. p.496.

2) op,oit., p.488ff. Of. p*48jjff, for a more serious hint of the sane 
inability.
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realityoa of lire - food, drink - sill t>e iaspera&iteiit la iuaioulcd i>y an 

earlier section, where the narrator describes a day on the Appi&n .'ay with 

a girl full of the exuberance of youth. Nature la here the only reality 

which countst

*Im Hlmmel tont ein Flugseug? unser Bliok bleibt la Seaet der 
?inie. Ihr lederne Taache liber die Seoult*r gehangt, einan 
dreiblattri^en Klee in der Hand, steht sie und dreht si oh 1m '^'Ind, 
der ihr Haar verzaust, und edhaut auf das braune Land hinaua, 
Catnpagna mlt wuohernden Vorstadten, die eln Anlaas waren, uber 
CtEdtebou zu eprecheni si© schweigt, Ich echerke ihr ftinen 
harzigen Pinlen zapfen...Ihr« Augent sie gianzer; vor Gegenwart.***

With the companionship of youth and the vivid actuality of nature, tome 

Iftgree of peace is reached, but without these aids, the fear of time recurs t

*Heute habe ioh den Hansaapfen, der imner noch in meinem Wagen 
g«l©^n hat, we^^eworfer>. *«einea ^ages werde Ich ale wiodereohen*.* 
eine Jun^o Frauf die lebhaft plaudert uber dies und daa, liber ihre 
Feirat uew,*

The retention of the fir-cone is characteristic: the narrator cannot find 

the strength to bid the moment farewell without regrets; he cannot stop 

his thoughts from ssoving to the future and so bringing about what he moat 

fears - the ordering of each moment into a sequence. In the light of this 

passage, where only with the aid of externals is freedom from fear achieved, 

the final paragraph of the novel cannot be anything but another attempt at 

escape, a momentary joy due to the surroundings. One is reminded of a 

passage in Prison's diaryt

( Es gibt kein Leben ohne Anp-st vor dem anderen; sohon well es 
ohne diese Angst, die unsere Tiefe 1st, kein Leben gibt* erst aua 
dotn Nichtasin, das wir ahnen, begreifen wir fur Augenblioke, dass

1) Vein Warns eel Oantenbeln. p.212ff.

2) op.cit., p.212f.

3)
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wir leben* Man freut eloh seiner Vuefceln, man freut Bich, dass 
man gehen kann, man freut aich dea Lichtes, das Bich in unsrem 
dunfceln Aug* spiagelt, man freut si oh seiner Haut und seiner 
"lerven, die una ao vielee apuron lasaen, raan fz*eut sich und weiss 
rait Jedera Atemsug, dasa alles* was let, eine Gnade ist.'l

In the last paragraph of the novel, the word f Grabem ( occurs three times t 

could this be evidence of a sudden reminder that life is after all not ao 

permanent? A reminder in the Image of the above diary extract, In which 

awareness of death causes a similar reaction of joy in sheer existence? 

It is also interesting to note that Prisch stresses 'begreifen wir fur 

Augenblicke*| this reinforces the view that no permanent harmony is achieved 

at the end of the novel*

Another passage with soae bearing on this natter is the description of

2 the nearly fatal venture into the sea* Th« meaning is far from clear,

but the ifRportant point would seem to be the instinctive efforts to escape 

drowning. One ndght expeot that a character with the depression to which 

ths narrator seems subject would rejoice in death as an escapef but para­ 

doxically, confrontation with death causes life to reassert itself - just 

as the diary passage describes* Is it this same instinct which makes the 

very last paragraph possible, when logically one might expect suicide?

It would appear from the interplay of these reactions that the novel 

presents a form of vicious oirolsf fear of age and passing time drives the 

narrator to cling to the present* to relish whatever emphasises the present 

without reference to past or future; but the fight to hold the present only 

serves to make its loss doubly bitter; and any contact with entire

1) Taaebuoh 1946-1949* p.179.

2) Mein Name soi Cantenbein. p*383ff»
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nothingness beyond life drawe one back Into the life one longs to stand 

outside*

The tern 'Ctegchichte*

Such ideas are clearly going to affect the form of any writing by a 

figure who holds thenti a normal narrative with a beginning, middle and end 

would be a concrete reminder of the 'Naoheinander* of time, whereas the 

fragmentary fora seems to be a way of avoiding rigidity in self-expression, 

of creating a kind of 'ffebeneinander', with repeated new starts - even 

though, as was shown with reference to Stiller * one cannot ultimately 

escape or ignore continuity and still remain a normal human within society, 

for continuity and huaan personality are inextricably linked*

To describe this novel as a series of 'Gesohiohten* would however be 

misleading, for this particular word is used in the novel with two distinct, 

though never clearly distinguished, meanings* It signifies firstly the 

fixed pattern* the factual *shape 1 of a life apprehensible by other people, 

and is opposed to 'Srfahrung1 or 'Srlebnis1 , the inner reality apprehended 

by the experiencing 'Ich 1 alone, which may or nay not be deduolble from the 

facts or an event or life* 'Gesohichte* and 'Erlebnis 1 do not necessarily 

'fit* or even co-exist. To quote Frlach himeelf on this pointi

'Erfahrung 1st ein Einfall, nioht Ergebnis aus Vorfalien. Der 
Vorfall, ein und derselbe, dient hundert verschiedenen Erfahrungen
    Sis werden zugeben, dass ontacheidend© -''endungen in einem 

Leben, genau beeehen, auf Vorkommnisoe boruhen, die nie vorgekonraen 
alnd, auf Einbilduagen, erteugt von einer 3rfahrung, die da iat, 
bevor eine Geschichte ale zu veruraachen acheint.

1) Cf. above, p.

2) Horst Bienek, ^erkatattgeeprache rait Schriftetellem, Munich, 1962, p.26,
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Secondly, l Geeohichte' has its more usual sense of a story, 'sine 

erfuniene Geschiohte*, used as a means of avoiding in one's own conscious­ 

ness the stereotyping which results when one is lie Id to be solely what 

one's 'Lebenageschichte* » in the above sense. makes one appear to be*

Both senses are implicit in the first use of the word in the novel* 

There the narrator listens to a barman who relates some sequence of e/entst
W

'So war das! sagt er, wahrend er die Glaser spult* Eine wahre 
Gesohichte also* Ich glaub'sJ sage ioh* Er trocknet die 
gespulten Glaser* Ja, sagt er nochraals, so war das! Ich trinke - 
ioh denket Ein Mann hat eine Erfahrung gwaacht. jet at aucht er die 
Oesehichte seiner Srf aiming* . . * *

For the barman, this story - in the sense of narration - is true; he 

wants it to be accepted as the truth about himself. But the hearer *s 

attitude contains a degree of irony - 'eine wahre Cteschiohte also* * which 

implies the view; here is a man who has had some kind of experience) 

something- intangible and personal* and at once he wants to give it one 

unalterable shape in order to ensure its acceptance by society* He is 

using it to create the 'Lcbenagesohichte* by which society will recognise 

him. But the hearer's reaction implies his belief that it is in 

'ftrfahrung* that the true self Iies9 if one can be strong enough to dispense 

with the urge to find social recognition* There are two poles heret the 

loan who craves integration into society, and the nan who wants to live a 

purely personal existence* The one uses stories to create a fixed social 

ioage, the other, we shall eee, uses them to escape continuity*

A little later these ideas are further developed!

l) Mfin ^ame sei Santenbeln. p*9*
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'Bin Mann hat «ine Erfahrung gemacht, Jetzt sucht er die 
Geschiohte dazu - man kann nicht leben mit einer ^rfahruog, die 
ohne Gesobiohte bleibt, soheint es, und manohml stellts ioh mir 
vor, ein anderer habe genau die Oeschichte meiner Erfahrung. ».'   *

This is the Justification for introducing stories like that of the

n 2
'Backerneister' ; other people act without recognizing the full significance 

of their actions - while the narrator longs to have some means of giving 

expression to the parts of his personality which his everyday self does not 

include* The baker gives fora to the experience of Jealousy, provides a 

'Geschichte* for the 'Erfahrung1 . Similarly, the narratorf s preoccupation 

with the idea that he might have killed the German he met on the mountain in 

1942 ia the product of the awareness that his factual innocence does not 

express the potentiality he felt within himself for violent action*

At another point the attitude to 'Geschichte' becomes less positive* 

We return to the scene at the bar, but now added to the hint of irony are 

the wordsi

'Ich trinke und beneide ihn - nicht urn seine russisohe Gefangen* 
schaft, aber urn sein sweifel loses Verbaltnis au seiner Geachichte...'.4

The narrator seems to envy the type who ia satisfied with one 'Cesohichte* 

and needs nothing more for contentment, although previously he has suggested 

that this is weakness. In his taore confident moments, one can assume, he 

has no desire to be tied to one aspect of his personality, but in depression 

he envies the security of those untroubled by the restrictions imposed by

1) Mein Name sei Gantenbein, p.14*

2) op.olt., p.lTOff.

3) op.oit,, p.78ff.

4) op.olt*, p.72.
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life within tint. The difference between the two attitudes liea in an 

insight into the nature of social existence from whioh some are spared? 

as soon ae one is aware that any form one adopts for one's life is a 

violation of its range of potentiality, then one's peace of aind is lost* 

Frisch speaks of this in a recorded conversation*

1 Jeder Wensch erfindet sioh fruher odsr apater sine Geschiohte, 
dis er oft unter gewaltigen Gpfern* fiir sein Leben halt, oder eine 
Reihe von Gesckiohten, die mit Hasten und Daten zu belsgen sind, so 
dase an ihrer "irklichkelt, scheint as, nioht mi zweifeln 1st. 
Trotzdem 1st jsde Geeohichte, meine ioh, eine Krfindung und daher 
auswechselbar***Wer es nioht weiss, und aura Cluck wissen es die 
wenigsten, hat keine Wahl* da er seine grfindung von sioh eelbat 
nioht als aolohe durohschaut, und seine ganze Kraft dient dasu, 
Vorkommniase herbeizufOhren, die seine Erfindung beatatigen... 1 .*

Host men would be too weak to bear the knowledge that there is no one purpose 

in anyone's life, and instinctively create roles for themselves which they 

can consider comfortably as their vocation* This is what Frisoh means when 

he speaks of the Greeks and the Trojan War9 and of their need for Helen as 

an exousei

'Dean das ist das Menschlichs daran, sis brauohen einen Grand, 
worm sie Krieg fUhren wollen. Ein Grand oder wenigstena ein 7 iel, 
einen Zweck* Sie sind keine Getter, die ohne all das auakommen. 
Turner branch on sie den Vorwand, damit sie nioht aeheni 
fir kitmpfen urn zu kampfeni
Denn das ware abermals der Ausblick in die Weltnaoht, ins Leere, 
ins Ifichts*'^

The narrator has seen that ultimately all reasons one puts forward for one's 

life are invalid because incomplete} but he still tries to avoid the 

ultimate conclusion - that he wust voluntarily choose restriction, or risk 

madness by multiplying the process of creating roles for himself as far as

1) Horst Bienek, ^erkstattgesprache rait Bchriftstellem, p.24f.

2) Blatter sue dem Brotsaok> p.59*
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possible. This is, of course, all connected with his attitude to tinei 

tiae is the arcb-eneajy which enforoes continuity, gives consequences to 

the nonentary.

Several stories ore introduced to elaborate the narrator* a ideas on 

the relationship of the individual to his 'Rolle*. There is the tale of 

the milkman who suddenly discovers that the pattern he has chosen 

unconsciously for his life wears out, and he does not know how to find 

another } it is an amusing, slightly grotesque tale - but surely too

anecdotal to bear any profound meaning* Slightly more meaningful is the

2 tale of the nan who believed himself unlucky. This does show how one can

present a facade to the world which serves as a kind of label by which 

others recognize one, and also how one-sided such an imago can be, although 

admittedly convenient since it frees one from the need to face each situation 

without any idea of how to act} in other words, it frees one from a certain 

amount of responsibility - just as the sort of person who convinces others 

that he cannot do oertain things frees himself from the need to try. But 

Frisoh does not condemn this sort of 'Gesohiohte 1 any more than the 

narrator does i
M M

'   seine Krfindung, ein redlieher und von keinen Oluok^begunstigter 
Mensch «u sein, ist ihm jede Sunsae wert; andern falls musste er sich 
ja ein and ere 8 Ich er find en, das heisstt er mueste seine ganze 
Lebensgesohichte nochtnals uradiohten, alle Vorkommnisse seiner 
Vergangenheit anders ersahlen, nochmale si oh selbst erleben, was 
kostspieligor ist, glaube ich, als der Verlust einer

1) Mein NSJM aei Gantenbein. p.74ff«

2) op.oit., p.T^ff.

3) op.cit., p«78.
4) Horst Bienek, op.oit., p.25. The loss of a 'Brieftasche' is a reference 

to the action the unhappy man takes on winning a lottery, to enable him 
to retain his *Lebensgesohichte l .
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By hie non-critical attitude Prison ahows that this donning of & role is 

not deliberate deceit, bat an instinctive process with valid social 

benefits, and the man for whom it fails deservea sympathy; are we then to 

feel that the narrator of the novel also deserves sympathy for his insight 

into the superficiality of all soci&l roles? Certainly it is possible to 

interpret his multiplicity of roles a* fear of trusting himself to one 

course, but much in the novel suggests that his alias are more selfish; like 

Stiller, his assertion of freedom or attempts to gain it are strictly anti­ 

social, since a useful life within society demands a certain amount of self- 

discipline in the service of others* The narrator in fact condemns 

himself by his introduction of the story of the ambassador, who sees that 

he is not the *Ekaellena* the world of international society held him to be.
•• tft tt

'Aber er trltt nloht guruck. &r wahlt das Grosseret die Kolle* 
Seine Selbsterkenntnls bleibt sein Geheionis. Kr erfullt sein 
Arat...Er weiae: wer nioht sohweigen kann, will erkannt sein in 
der GrBsse seiner Selbsterkenntnis, die keine 1st, wcmn sic nicht 
sohweigen kann... f . 2

To achieve any kind of service to others, the individual must mako a 

sacrifice of his freedom and accept one image, even if it does do injustice 

or violence to one's true self, to the possibilities within one. In the 

light of this* the narrator's self-expression is utterly self-centred.

This can be proved from the story about the German on the mountain. 

Two interpretations are possiblet the one mentioned above - proof that 

facts and experience are not the same thing -, or evidence of a purely

1) Mein flame sei Gantenbein. p.l82ff.

2) op.cit., p.l83f«

3) op*oit., p.78ff.
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idiosyncratic attitude, of an inability to accept anything ao it appears to 

be, a wilful desire to play with supposed possibility* This view is 

strongly supported by one passage s
*•

'Tch kann ea nicht taehr horen, class ioh dae und das getan habe, 
ob s c hand 1 ioh oder ruhmlich. Nur als unvergessbare Zukxuift. selbst 
wenn ioh sie in die Vergangenheit verlege als rfinciurv;, als Hirn- 
gespinst. langweilt mein Leben mich nioht« ..' «*

Playing with an incident such as the mountain encounter is harmless

but at some point facts have to be accepted, at some point a coined traent to

life and other people has to be made - we have already seen that when the

« 2
narrator writes 'ioh isochte keine Liebesgeachiohte* it is not from

propriety, but from fear of time and the permanence it will impart to the 

moment of Joy, tantamount to opting out of life in order to avoid facing 

the hard truth that existence involves self-restraint t denying facts about 

oneself involves intrusion into the lives of others who are associated with 

one's own existence*

On consideration of all this evidence one mist conclude that the 

introduction of 'Geschichten' in the second sense of stories, whether they 

concern the narrator himself or other figures in whoa he is int erected, arc 

a means of hiding - by spreading one's interests widely - the forward 

movement of life and the need of the subordination of imagined possibilities 

to practical existence* The narrator writes? 'Ich probiere Geschiobten 

an wie Kl eider' , and this sums up the form of the book: self-willed.

1) Mein frame sei Gantenbein. p.89*

2) op.oit., p.99. Cf. above, p.

3) op.oit., p. 30.
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relatively haphazard at first glance, the product of a mind evading 

 Geschichte* in the first definition.

Form, in the light of the above considerations

In the light of the above, it is possible to explain the 'Skizze* 

fora as perhaps the best way of presenting the material outlined, since the 

prime aim is to avoid continuity; but it should be emphasised that the 

ideas dealt with above have been extracted from a work of naarly five 

hundred pagea, and their interconnection ia not immediately apparent. A 

series of disjointed writing should have some* kind of binding element to 

justify their presentation under one title as a novel. In Stiller and 

Homo Faber this element is provided by a subtle progression within the 

material* leading if not to a definite conclusion at least to a turning 

point. Even in works so associative in their ordering as Virginia Woolf'a 

there is a recognisable period of tine which frames the *stream of 

consciousness'* the continuity of personality. Even this time-framework 

is lacking in tfejn flame sei Oantenbein: we are given no guidance as to 

what is happening, when or how the state of mind one con deteot has 

developed. One must question seriously the relationship of the author to 

his created figure. The two seem to be so closely associated that we are 

never given any norm or standard outside the ndnd of tiie narrator against 

which to measure hie attitudes. In Stiller we have the final section 

presenting an eminently reasonable ndnd? in Homo Faber we have verbatim 

accounts of Hanna'a criticism of Talter, which enables us to see him at 

least briefly iroa an oxterual viewpoint. Alao, in Stiller although the
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author is out of sight in the sens* that he reakes no direct comments or 

intrusions into the novel, he is very much in control of his creationt 

Stiller is made to give himself away in what he writes and we watch the 

dual progression of his conscious thought and his subconscious attitudes* 

In Homo Faber also, though less successfully executed because of the nature 

«f the 'guilt* involved, we aea a mind betraying itself, revealing in an 

attempt to prove the opposite the ability to be affocted emotionally, to 

act from non-rational motives*

Lubbock for a saw the dangers attendant upon the choice of a fi rat-person 

narrator*

*,.,ths man or woman who acts aa the veaoel of sensation in always in 
danger of seeding a ligfct, uncertain weight compared with the other 
people in the book - airoply because the other people are objoctive 
images, plainly outlined while the seer in the midst is precluded 
front that advantage, and mast aeo without being directly seen. *1

In Mein Harae sei Gantonboin there are no other figures who ar« seen with 

objectivity i but even if we are faced with a sind trapped in its own 

subjective world, is it justifiable to leave the reader without any indication 

of the narrator's position within the world? In a story such as Buohner's 

we are presented with an unbalanced view of the world; the author never 

specifically that this is so, and even presents the logic of madness 

without commentary - in the opening picture of Lena walking, for example -, 

yet the third-person portrayal allows the introduction of other figures and 

the unbalanced wind is seen for what it ie. This possibility is forfeited 

by Prisch for the greater scope afforded for detailed presentation of a mind 

the fl ret  person form, and He ignores even the method su.^gented by

1) Persy Lubbock, TMe Craft of Fiction,
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Lubbock, for keeping a Just balance between the subjective and objective.

'The hero (i.e. the person through whose vision we see events}    
can at any moment become impenetrable, a humor* being whose thought 
is sealed from us; and it may seem a amil matter, but in fact it 
has the result that he drops into the plane of the people whom he 
has hitherto been seeing and Judging,*1

Rudolf Harturjg, in a review of the novel, suggests that the author is all 

too obviously in charge?

'...die bllnde Identification ies Lesere nit dec Pccsanhelden (wird) 
imosr wieder vereitelt, indem der Autor seine Karten aufdeckt and 
deal Lewer BU verstehen ribts das Gauze 1st Fiktion - die Ceechichte 
kftnnte sioh so zugetragen haben oder anders. 1 ?

However, it is surely due more to the rigidly restricted 'vision' of the 

novel, which results in considerable confusion, than to the author's 

ironical attitude to this creation that we are unable to make any identifi­ 

cation; what is there in the novel to compare, for example, with the opening 

passage of Thomas Warm's per Erwahlte as an instance of deliberate distancing? 

The reader feels no involvement in Prison's novel because he simply does not 

know what is meant to be taking place in the work*

Possible them;tic links

Apart from the ideas dealt with above as an aid to understanding possible 

reasons for the form, there are other motifs which recur and might be of some 

value In the attempt to ascertain what lies behind the confusion* For 

example, there is the theme of escape in various forms*

The earliest indication of the narrator's preoccupation with this subject 

occurs with the picture of a man who passes quietly away at the wheel of his

1) Lubboek, op.cit., p,261,

2) Rudolf Hertung, review of 'Mein Name sei Gantenbein', Die Neue Rundschau. 
1964, p.662.
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cart

 Bs muss ein kurzer Tod gewesen, und die nicht dabei gewesen sind, 
 agen» ein lejohter Tod - lob kann es mir nicht vorstellen - eln 
Tod wie gewunscbt... 1 .1

Death is visualized here as a possible, desirable relief from undefined,

implied hardship. A little later comes the story of tbe escape from a
2hospital % an arousing anecdote, but one which ends sadly in a pathetic

recapture scene. There is also the tale of tbe mn who attends his 'own* 

funeral and unexpectedly finds hianself tbe possessor of unlimited freedom**? 

or the equally odd tale of the errant corpse. And, of course, the whole 

Gantenbein complex is based on the acquisition of a kind of freedom; the 

figure is introduced with the words t

'Ich s tells adr vort
...seine gesellschaft lichen Mo&lichkeiten, seine beruf lichen Kftgliehkeiten dadurch, dass er nie sagt, was er sieht, ein Leben 

ale "pi el, seine Freiheit kraft seines Gebeimnisses usw. '5

All these examples are variations of the previously described theme of time 

and its consequences} there is a constant desire to live beyond all possible 

claims upon one, to avoid any kind of consistent relationship or any kind of 

official classification which would impose continuity of identity or simply 

of behaviour.

Another recurrent element is treatment of 'triangle* relationships, 

difficulties between man and woman. The story of the 'Backerraeister* is 

one instance of the preoccupation with jealousy and infidelity j All and

1) yein frame aei Gantenbein. p.8.
2) op.cit., p.Lfff.
3) op.oit., ?.385ff.
4) op.cit., p.488ff.
5) op.cit., p. 30,
6) op.oit. t p.lTOff.
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hie blind bride provide another aspect * devotion and suffering are here

illustrated. There is a discussion with Burri on the difference between

2 oen and women in their attitudes to each other » and the murder of Camilla

Huber by her lover adds yet another possible aspect of the man-woman 

relationship. A considerable amount of the Gantenbein material also 

features this eubjeot, and it is possible even to trace the germs of a 

progressive sequence of attitudes behind the apparently haphaeard mass of 

detail. Quite early in the novel we read?

'Ich werde mir neue XIeider kaufen, dabei weisa icht es hi 1ft 
nichts, nur in Bchaufenster erscheinen sie anders...0b blllig oder 
teuer, englisoh oder italienisoh Oder einheimiach, bleibt einerlelf 
isamer entstehen die gleichen Fait en am gleichen Ort, ich weiss es.'4

If one reads this as an indication of the speaker's repetitive difficulties, 

then it is possible to see a development in the Gantenbein role which 

suggests that within this imagined existence the same emotional problems
c

gradually emerge as can be detected in what is probably the 'real 1 life*7 - 

although it should again be stressed that such a development is far from 

obvious on a first reading* 'Die gleichen Faiten' can be taken to be 

jealousy and dissatisfaction, mistrust. The Gantenbeln-Lila marriage 

starts off idyllically, but gradually a more worried tone can be detected*
M M

We read, for examples fWenn Lila wusate, dasa ich sehe, sie wurde zwelfeln 

an roeiner Liobe, und es wire die Holle, ein Mann und ein Weibf aber kein 

Paar*.. 1 . Then almost immediately afterwards appears the line: 'Ich bin

1) Mein Name sei Gantenbein, p.249*

2) op.oit., p.323f.
3) op.oit., p.420ff.

4) op.oit., p.29«

5) Cf. below, p.
6) op.oit., p.139*
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gluoklich wie nooh nie mit einer Frau. 1 Could it be that despite the 

desire to depict an idyllic relationship, the attitude of doubt and 

expectancy of difficulties encroaches on this vision and has to be repressed 

by a determined, if not entirely convinced, assertion of happiness?

After an amusing portrayal of Lila's arrival at the airport the 

narrator as Gantenbein addst 'Hoffentlich werde ioh nie eifersuchti^l' 

The tone has been fairly light-hearted; the possibility of Jealousy has, 

however, begun to darken the imagined happiness* Significantly too, this 

hint is followed by the story of the '-BackartBeietor 1 , which deals with Just 

this topic, not with a happy relationship.

Later in the book the char-* and novelty of the Gantenbein figure begin 

to wear thin, and the narrator begins to play with possible crises. The 

interest rests initially with the Gantenbein figure and his attempted and 

comically unsuccessful 'confession*'; then the reader is taken through still

amusing' portrayals of Jealousy - the attempt to put off an unwelcome
A 5 visitor , or the latter's supposed arrival-' - to a tragically serious ending

to the fun , with the abandoned flat; and even before this point one can
an 

detect ambivalent effect in an incident such as the reading of love-letters
7 the reader does not realize are his own. The scene is comical, but a

little painful too. The attempt to catch a glimpse of a young man in the

1) Vein frame sei Gantenbein. p.!59»

2) op.oit., p,170.
3) op.cit., p.253ff.
4) op.oit. f p.265.
5) op.oit., p.304ff.
6) op.oit., p.308.
7) op.cit., p.295ff.
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oar mirror has also a touch of the farcical) but is again not entirely free 

of serious overtones, ending with an admission of conflict! *Ioh weias, 

ioh werde ungeniessbar* .   ' * In this long sequence, then, it would seem 

that the awareness of reality, the knowledge of how difficult it is to 

exist peaceably intrudes more and more on the Imaginary and shapes it into 

a similar process of disillusionment*

After this, the change 3 within the imaginary sphere become slightly 

more rapid, for exa^le within the apace of one page Lila'o role is twice 

altered* This could be taken as evidence of an increasing inability to

blot out the real world, of a restless discontent* The very amusing

2 episode with Lila as the absent Comtessa soon gives way to sections which

stress the problems of marital life and the dangers of Jealousy more 

seriously i for example, when Svoboda becomes the centre of interest and we 

watch a confession of infidelity, the attempts by the man to clarify his 

reactions to himself and hide hie despair $ there are indeed traces of 

near anguish t

, Ja, warun fallt jetat kein Vorhang? 
Man weiss doch, was folgt - T .4

In such words the imaginary framework breaks down; and in fact although the 

section starts with *ioh stelle mir vor' like many of the Gantenbein roles, 

the name Enderlin is used* If one accepts that anderlin is nearest the 

'real' figure of the narrator , then this reinforces the view that what

1) Mein Name sei Gantenbein, p*29?*

2) op.oit., p.326ff*
3) op.cit., p*343ff.
4) op.oit., p. 358.
5) Cf. below, p. *o^ fjp.
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starts as imagination becomes inextricably linked with real and unforget­ 

table events which torture the mind behind the book, so that emotion shows

through the adopted facade*•/
The use of the names Baucis and Philemon is also indicative of a 

change? for their first occurrence they appear frequently with increasingly 

heavy irony* The names are associated with a couple entirely devoted to 

one another, who can not bear to be parted, but are used in the novel for

couples divided by suspicion and Jealousy, relatively playfully at first
o 

but less so later* Here we have a picture of a couple who form a pair

only in name; the Joy has gone out of their relationship, until even when 

physically close, they are entirely out off from each other in spirit* In 

the words * *Sie hleesen Philemon und Baucis: Das Paar* there is a wealth 

of disappointed hopes and disillusionment about the possibility of a really 

close, sustained relationship between man and woman* The whole Gantenbeln 

sequence ends significantly with a parting* Gantenbein admits that he 

cannot imagine not having been deceived; does this reflect some similar 

difficulty with a woman in the * reality* of the narrator? Is he here 

admitting the flimsy foundations on which Jealousy is built, his own 

Inability to believe in an ordinary uncomplicated relationship? Is there 

expressed in the revelation that Li la is not deceiving her husband a faint 

hope that fidelity is not entirely impossible? Perhaps the sum total of 

the experiences can be linked with a passage from Frisob's diaryt

1) Ifeln frame sel Gontenboin, p«2?0*

2) op.oit., p*362f*

3) op.cit., p*434f*

4) op.oit., p«4&3*
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: - 'Bs let unsere eigene Siaaaskeit, die una 1«tat 11 oh iraaer dad 
gleiche Coeicht zei&t, unaer Gteaicfat, das endgiiltig ist, und 
fiber dieses Du hinaus koraoen wir nie. £* 1st nur sov da«8( 
nanchmal ein Mensoh in dieses Du hineinkomrat, kurzer Oder langer***

Are we to understand the novel as an exemplification of the individual* a 

utter loneliness, his slavery to one'face* and his inability to make contact 

with others? Or are we dealing with one particular, disillusioned 

individual? To questions such as these the text provides no unequivocal 

answers! all it is possible to do is construct tentative explanations, for 

the book contains nothing beyond the possibility of a latent pattern* If 

one takes all the above material, the recurrence of 'die gleichen Palten',

in conjunction with the occasional references to an empty flat, then a
o 

possible ' story* begins to etoerge* At the first occurrence we have a long

description of a desolate flat, still full of signs of the life that has 

been led there, but with a hopeless, deserted atmosphere* A very sindlar 

picture occurs later, after the portrayal of Lila's desertion of Qantenbein, 

when all the slightly grotesque comedy has become awful seriousness* Then 

again later4 the same details reappear, after the *official* declaration 

that the Gantenbein material is all a figment of imagination! it is as 

though a hopelessness too deep for direct expression, a hopelessness which 

paralyses action draws the narrator back to the inescapable reality of 

having been abandoned. It would seem that some unhappy affair has taken 

place| the man has been deserted, but who should bear the blame, who 

precisely was involved remains unclarified. However, on this evidence -

1) Itein Name sei Cantenbein* p.175.
2) op.oit,, p.25ff.
3) op.oit., p.306.
4) op.oit., p.487.
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the recurrent details of the flat, the inevitable alaoat involuntary 

returns to the theme of "betrayal and jealousy - one can surmise that the 

1 Cesohiohten' are an att-ampt to escape not just the dullness of continuous 

existence and its restrictions, but also something raoro immediately 

personals to escape the recognition of personal failure in the relation­ 

ship which seems to have just ended in desertion of one party by the other. 

And yet, despite the fact that such a hypothesis can be worked out, the 

novel is exceedingly unclear, and the difficulty of seeing such a possible 

pattern is surely a criticism of the work) for it could have served as a 

uniting framework for the reflections on time and so on, instead of which 

it is a tantalizing puasle. The recurrent pictures are not obvious nor 

unambiguous enough to justify entirely a view such as that of Paul Konrad

Kur»»

'Was in alien Spiegelungen bleibt, was alle Vorstellungen geradeau 
heraustreibt, wie eine nicht zu stillende Wunde Blut, ist die 
sugrunde liegende Erfahrung. Der Horaan ist die Fixlerung und der 
Versuoh einer fleutralisierung dieser veraehrenden Erfahrung. '1

This is a vision rather of what the novel might have been than of what it 

is. Certainly the book is concerned to some extent with the difficulty 

of grasping what reality is in other people, but when E*M. Porster wrote 

of 'aqrstery* as a structuring element in fiction, he surely meant construc­ 

tive not obstructive mystery, which is what one finds hare* fystery in 

its positive sense means the constant withholding of some information in 

order to intrigue the reader, hold his attention} it presupposes a degree 

of continuity, and not the constant introduction of new questions with no

1) Paul Yonrad Kurz, Mlein Wane sei Oantenbein', Stiramen der %eit, 90* 
Band, 1 Heft, October 1964, p,58.
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answers or cluae. In both Stiller and HOBO Faber this minimum of 

continuity iB to ba found, in the progression towards greater clarity of 

the minds we see at work. In particular , Stiller offers no ultimate 

solutions to the problems of knowing one* 'a fellow-humans, but a mystery 

does not have to have one single solution, it has only, to engage and hold 

interest, to show soae progression towards increased clarity. This is 

achieved in both Stiller and HOMO Faber ty the converging of the twin 

threads of a conscious and a subconscious mind. In Mein Same sei Gantenbein 

we have a mystery in the sens* of a frustrating puzzle, without any really 

continuous thread - recurrent ones indeed, but tangled, not intertwined.

Transitions between sections as a ^oasitile /-aivle to meaning

In this novel there is not the significance to be seen in th* movement 

from one section to another that there is in Stiller and to a lesser extent 

in HOBO Faber; in Stiller, for example, the 'stranger** 1 criticism of Swiss 

pettiness comes always after sons nesting with figures from the past which 

heighten Stiller 'a awareness of his spiritual confinement within himself, 

and the vehemence of the criticism reveals the latent fear and uncertainty 

in the writer* In certain cases there appears to be a reason for the shift 

from the 'real 1 identity to Gantenbein; after the description of the 

accident, for example, and the notation of boredom - *Ioh weiss nicht, wozu 

loh das ercahle* Usin Unfall interessiert mi oh nicht..' - the phrase 

'Wein TTame sei Gantenbein 1 occurs. Is the long description of the accident

1) Main Uaae sei Gantenbein, p.30ff.

2) op.oit., p. 36.
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made in the attempt to find soae interest ir *hat tae happened, or simply 

out of lethargy, for want of something better to do? In either ease, 

boredom is all-powerful and the escape is aade into the realm of imagination 

where all it possible.

Later we find the description of Enderlin with a group of his acquain­ 

tances and feel his discomfort at being the man with a *Ruf naoh Harvard* ? 

he is expected to be pleased, expected to be intellectual, witty and enter­ 

taining - and again an escape is made into the freedom from all restraint

offered by the Gantenbein imaginary world* The next section starts with
f\ 

the wordsi *£s war eine lange und ode Stunde...' , which serve an a

transition from the mood of the preceding- pages, but it opens out into a 

sequence where Oanterbcin unobtrusively gets the better of those around him*

Further on the Gantenbein identity enters upon a long section of 

development, immediately after the return from a night with Bvoboda's wife 

has been described f and the inexorable movement of time has been painfully 

recognized* Gantenbein here functions, it would seem, as a vehicle of 

experience without the dreaded 'GescMchte', because he is outside time 

altogether as lone as his creator keeps his imagination entirely separate 

from his 'real 1 worries*

After the section of what will happen to others' treatment of one as 

age approaches, and the expression of dread ending with the bitter words
A

'Waruffl hat man sioh nioht erhangt?' , Gantenbein is turned to, though

1) Mein Name sei Gantenbein.

2) op.oit., p.62.
3) op.oit., p.124*

4) op.oit,, p,247*
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briefly, as a swans of directing all thoughts into a different channel. 

The preoccupation with what would happen if one know that one had only a 

year to live which had led to the cliraax of a dread of age, is thus taken 

into the imaginary framework and robbed of aome of its reality and immediate 

application. Again after a seotion of mounting tension - tua sequonoe 

about the use of a tape-recorder in order to catch others* 'betrayal' of 

the narrator, about hid inability to believe that what he sees and hears is 

reality, to believe that the woaan he lovos exists outside their relation­ 

ship in unchanged form and forma part of others* lives as well as of his 

own - after these obsessive reflections, the uantenbein identity is brought 

back, with some effort however t

'Vein tfarae sei Gantenbein! 
(Aber endgultig.)  1

It is clear here that it serves as an escape from the uncomfortable 

recognition that jealousy is created by the sufferer, from the recognition 

therefore that the suffering is self-inflicted and self-defeating*

The last occasion on which the change from 'reality* to imagination is 

meaningful is when the comic sequence about the overflowing shower follows

on from the very much wore serious attempt to see Lila *von aussenf y in the

2 recreation of a sea passage* The attempt ends uncertainly, not with the

achievement of an objective view, but simply the view through another 

personality - and a consequent doubt about the writer's own identity. The 

shower incident is one of the funniest of the book} but in context its 

humour has a somewhat agitated tone, for it is not just an isolated

1) !.!oin ?«arae aoi Gantenbein* p»420,

2) op.oit., p,433ff.
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appendage but an eeeape from anxiety.

Although in all these oases it is clear that Gantenbein is a means of 

escaping the conclusions to be drawn from difficult situations* of escaping 

thoughts charged with emotion, it should be noticed that there are about 

ninety separate sections in the book, and that the number of times when one 

oan justifiably put forward a reason for the particular order of material 

is very small in relation to the whole. This is not to claim that an 

author should necessarily produce a clear reason why he orders his material 

as he does) a good novel should be able to present something new, new 

associations, new combinations of ideas to provoke thought, but since every 

other kind of guidance for the reader appears to be lacking herey one might 

have expected sorne kind of unobtrusive continuity between individual 

sections. A comparison with Rilke's Ifalte Laurlds Briflge clarifies the 

point t the reader is at first often puaaled by the changes of time and 

place, but gleans enough information about Malta, his background and problems 

to have a basis for understanding the very varied material.

The identity of the narrator

In view of the above, one must ask whether there is any kind of 

continuity of personality in the novel, or whether the character of the 

narrator is apprehensible at all* Reviewers disagree on the relationship 

between the identities of Enderlin, Gantenbein and Svoboda. Monika Wintach- 

Spiess, for example, seem to take Gantenbein as 'real 1 !

* Seine Blindenbrille 1st ihra das Mittel, alles beobachten xu 
konnen, ohne selbst gesehen au werden. Damit schliesst oie ihn 
von Jeder eohten, spontanen Tellnahme aue, sie verhindert gerade
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Jedes unndttelbara rtogageBent in der Gegenwart. Gantenbein 
bleibt in einen zwar unbehelllgten, doch beciehungslosen, 
unverbindliohen Raum.'l

This view has no supporting examples, and it seesui to overlook the precise 

sphere in which Qantenbein fails - in his relationship with a woman, and 

not because of inability to achieve 'Ehgagemant *, but through the recurrence 

of jealousy, which the Gantenbein role at first seened to escape by reason 

of the freedom of action it allowed its creator and others* It is not the 

problematic nature of the Gantenbein role which causes its eventual failure, 

but the intrusion of emotion from the world of 'reality 1 . It makes more 

sense to understand Gantenbein as a figment of imagination created by the 

narrator * who is really the on® without 'Engagement*. The other two 

identities can be seen equally as free creations, but this view would over­ 

look certain passages which suggest that * reality* is nearest in Enderlin, 

and that the narrator borrows other identities, whether entirely fictitious 

like Oantenbein, or probably originally 'real* like Svoboda, the deceived 

husband* For instance, after a night spent with another man*a wife, the 

central figure finds himself forced to re-enter the everyday world of time 

and says bitterlyt

* *. einen Augenblick, jetzt bevor ich den Fuss auf den Teppioh 
stelle* halte ich innet - irnraer wieder, ich weiss es ja schon 
und doch erschrecke ich regies* bin ion Enderlin. ich werde 
nooh sterben als Knderlin. *2

This must be seen in conjunction with a lator emphatic attempt to be free 

from Enderlini

1) tfonlka Wintsch-Spiess, Zun Problem der Identit&t im Werke Max Frischs. 
p. 21.

2) Mein Nane sei Qantenbein. p.18?*
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'Ich habe Snderlin aufgegeben -
Rs jlbt andere Leute, die ich nicht aufgeben kann, selbst wenn 

ich 1hnen nur selten begegne oder nie mehr. ««3ie fesseln mich 
lebonslanglich duroh -neine Vorstellung, dasa sie, einmal in raeine 
Lage versetat, anders empfanden und anders handelten und anders 
daraus hervorcingen ale ich, der ich raioh aelbat nioht aufgeben 
kann* Aber Enderlin kann ich aufgeben. '1

The attempt to dispose of the identity of Enderlin IB slightly too deliber­ 

ate to be convincing? it ia an attempt at self -persuasion, one feels, 

because the identity ia restrictive, because it is not * anders % not 

sufficiently different from the 'Ioh 1 . If one then turns to one of the

last sections of the novel, the position becomea a little clearert the full

2* awakening* comes and the admission that Gantonbein and Camilla are 'lauter

Brfindungen *   It would then seem reasonable to assume that Rnderlin is 

nearest the identity from which escape is sought into a world of possible 

experiencet the stories of Cantenbein are not told simply for the purposes 

of amusement - this is made clear by a re-phrasing of the accusation!

'"Sie eraShlen lauter Erfindungen." 
11 1 oh erlebe lauter Erf indungen*'" 3

According to these words, an attempt is being made to substitute imagined 

for real experience, and once one accepts this, the novel begins to gain in 

interest as the representation of one man's struggle to escape himself and 

'live* a different life, and it is the Enderlin identity which seems most 

discontented, and Enderlin who enters upon the illicit love-relationship* 

The Svoboda sections are more obviously purely 'experimental', variations 

on the same theme of relationships between nan and woman seen from within

1) Bein Name sei Ganter.bein. p.248f.
2) op.cit., p.486.
3) op.cit., p.4B6.

4) op.cit., pp.57ff-t 93ff.|,104.
5) 'Svoboda 1 is the Czech word for freedom, significantly.
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the abandoned husband, a mail with emotional difficulties but lacking the 

profound discontent associated with Enderlin. The narrator may then be 

taken to be west similar in character and position to Enderlin - which 

gives him a modicum of identity.

Why, then, if the narrator is, like Enderlin, a own of some intelli­ 

gence, do the same problems recur in the imaginary existence as in the real, 

taking 'reality1 as illustrated by the empty flat scenes? «hy doss the 

inventive humour associated with Gantenbein give way, and the Bnderlin 

identity seen to be a trap rather than an escape?

There is of course the fear of time already dealt with, which would 

make any stable relationship, based on self-commitment, difficult) this 

could be the effect of the approach to middle age, of a feeling that life

is slipping away too fast - we are told that aiderlin at least is forty-one

2 and has no sense of achievement from the years that have passed* But

there is evidence of a more immediately personal difficulty in one vital 

passaget 'I oh kann nicht glauben, dass das, was ioh sehe, sohon dor I*auf 

der Welt ist.* From this it would seem that the orux of the narrator's 

problem - and riderlin's too since he cannot accept and rejoice over his 

Harvard appointment - is the inability to accept facts as final» everything 

which hs imagines, or which is reported from elsewhere is far more *real* 

to him than his own limited existence*
-\

This is a problem touched upon by Frisch in sarlisr years t

'Wie solIts man danken, dass man lebtl Dass man ein Wesen 1st, 
das vsrgeht, das all das Zeitlose sieht und begreift, warum SB

1) Msin *a«e sei Gantenbein. pp.lSlff., 200ff. Cf. Svoboda, p.36}ff.
2) Mein Has* sei Qantenbein, p.57«
3) op.oit., p.487.
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kein Stein 1st, und be^-reift, dasa 99 sterben muss, inraerzu, dam it 
98 die Schonheit begreift und alls*, was mehr let als ochbnheit, 
die auch nur ein Nairn 1st, einer von vielen - raan mtisete auch 
danken konnen fur den -Schmers* fdr dl9 Angst* fur den Ekel und die 
Ode, die at lore Verswei flung. f 1

This precisely what the narrator cannot do. He cannot accept that hardship 

and stiff ering is proof of life, proof of the miraculous ability to feel 

deeply* Anything which engages his imagination is consequently of more 

interest than his own life, which he cannot believe is all human existence 

has to offer* Talking of events in Algeria, he sayst

'  und wenn ich es mir einlge Augenblioke lang vorstellen kann, 
gibt es nlchta and ere 8, und die Yorstellung 1st kaun aupzuhalteru'2

Krent* outside his own experience are intensely real when he allows his 

imagination to enter into them, but in his own life he can     nothing but 

encroaching age,

Consequently, when he does experience something deeply - and ons 

isBgines that there was a deep attachment to the woman who left him - he 

cannot accept that the person he loves and the person who exists In a world 

outside his are one and the same* Re will not accept the reality of his 

own everyday existence and so refuses to believe that someone who helps to 

blot it out of his consciousness, seasons whom he loves, has an ordinary 

existence too, away from him. This is the origin of jealousy, the refusal 

to accept that one shares a person with the world at large, that he or she 

has an existence in relation to other people beyond the scope of one* a own 

desires and emotions i

1) Blatter aus dem Broteack, p.?9f*

2) llsin Wane sei Qantenb9in» p.33«
  * i
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'Eifersucht als Beispiel daffir, Bifersucht als wirfclicher 
Schroerz daruber, daes Gin Vesen, das uns ausfullt, zugleich 
aussen ist. JEifersucht hat rait der Liebe der Geschlechter 
weniger zu tun, als es scheint; es ist die Kluft zwischen 
der Welt und den Wahn... die Welt deckt sich nit dem Partner, 
nicht mit air, die Liebe hat mich nur mit mainem Wahn vereint.' 1

Knderlin (one presumes, since he has already been associated with Burri ) 

is unable to see his 'Lila 1 from withouti

'...ich hatte doch gern gewusat, wie er (Burri} "meine" Lila 
sioht* Er spricht von ihr rait einer Verehrun&, die sair 
schmolchelt. Und eugleich war ich ersohrocken...Br redete von 
ihr...wie von einera wirklichen Menachen, und ich aeheine der 
Einsige zu sein, der sie nicht sieht.'3

If only he could correlate his image of her with what the world sees, then 

he would be nearer achieving a permanent and happy relationships

'Einai&s Gewiaaheit uber Li Iat so wie ich sie mir vorstelle, 
gibt es sie nicht; epater einxaal werde ich auoh sie aehen, mag 
sein, Lila von aussen *'»^

In his desire to create an existence apart from the world of everyday 

reality, the narrator re-creates people in subjective images, which must at 

some point inevitably give way before fact, but so fluid is his personality 

that the subsequent attempt to see Lila from outside, by associating himself 

with Svoboda in order to achieve a different viewpoint, only adds to the 

uncertainty he feels about his own reality. But the problem is very real, 

for although Lila has been associated with both Qantenbein and Enderlin, 

she is here spoken of directly by the narrator without any intervening 

'persona*.

1) Mein Wame sej Gantenbein. p.420.
2) op.oit., p.214ff»
3) op.oit., p.338.
4) op.oit., p.433.
5) op.oit., p.448.
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Even when faced with the reality of suffering, the narrator has to 

transform it in some measure before it becomes 'real* to his imagination* 

In the first description of the deserted flat , the phrase *wie in Pompeji 1 

recurs several times, suggesting - apart from the indication of learning 

appropriate to a roan like Enderlin * that everything; in the narrator's life 

has to become magnified, exalted by such associations before it is 

acceptable to him* The details of his actual life bore him; what has 

happened to him is either unclear, or at boat dull and restrictive. The 

feeling is often conveyed in the sentence structure, for example 2nderlin*s 

lack of interest in his call to Harvard, despite the enthusiasm of othersi

'Wann er nun naoh Harvard gehe9 fragt eine Dame, und nachdem 
auch das gesagt ist, leider so leisef dass die andern jenseits 
dee Larapenachirma nochraals dieeelbe Frage atellen, und nachdem 
Enderlin nochmals hat antworten mUssen und swar laut genut, damit 
allo horen, wann Enderlin vermutlich nach Harvard geht, ist 
natiirlioh Enderlin neuerdings im Mittelpunkt.*.' * 2

The sentence is heavy, dully repetitive, expressing effectively Enderlin'a 

intense boredomt and one can assume that some similar feeling of boredom 

led the 'real* narrator into the relationship which the empty flat shows 

has ended in bitterness because too much was demanded of it*

Everything to do with the 'Alltag' is intensely disliked. Much of 

the fun of the Cantenbein-Lila association resides in its constant event- 

fulnesst 'Unser Alltag ist lastly. Jokingly Gantenbein says at one
-   n Apoint t * Alltag ist nur duroh Wunder ertraglich'*, which suggests a latent 

fear of its dreadful continuity which hovers as a constant threat*

1) Mein Watts cei Qantenbein, p.27*
2) cp.cit., p*59f«
3) op.oit., p.139*
4) op.oit., p.166.
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Ultimately thia drend boeo'we the refusal to believe what one sees is

final, as quoted above* The story of the encounter with a German on the

2 Piz Kesch is another example of this refusal, a refusal to accept that

what happens, in all its insignificance, is in faot alii and the obverse 

side of this refusal is the desire to mould other people in one'a imagination 

in such a way that they have nothing to do with the everyday world, with the 

objectively real social sphere which seems so full of insignificance and 

"boredom, and above all of dull continuity* Certainly it is true that events 

as they happen, people as they function within society, do not necessarily 

express what we feel to be our full potentiality} but at some point the 

individual oust accept and acknowledge as final the facts of a happening as 

they stand, or the range of his abilities as shown in action; to be 

obsessed with what might have been is to verge on insanity* In no state 

is entire satisfaction found for the narrator; the desire to escape time 

has been dealt with above, but even the Cantenbein identity whioh aids this 

has disadvantagesi

'Gantenbein iat froh, dase er nioht wirklioh blind ist**.Dle 
Yorteile uberwiegen,,.Ber Nuchteil, der ihn an moisten angsteti 
die Verinnerliohung, der seine Blindenrolle Ihn aussetzt. f 3

The narrator realises that assumed blindness, for all its advantages, would 

leave one open to assault by memory since isolation increases with 

'blindness', so that even the striking of a clock becomes paradoxically 

welcome as f ein Sohuts vor der Rrinnerung und ihren Sohlunden*

1) isin Jams sei Gantenbein, p.4&7. Cf. above, p.
2) op.cit., p.?Sff.
3) op.cit*, p.64f.

4) op.oit., p. 64.



In addition to the feverish attempts to elude time and continuity, 

thero are other, more obscure detail* which could conceivably suggest that 

the mind of the narrator ie not just eccentric but unbalanced* The 

horse 1 o head ie the roost puzzling instance, with its association with

'Xch la: waoh.
Ich saht H
* unversehens eretarrt, eino Mahne au$ rotor Torrakotta, lebloa, 

Terrakotta Oder Hole rait einera kreideweioson Gebiss und rait 
glanzschwarzen NuBtern, allss kuruatvoll bems.lt, lautlos zieht eioh 
der Pferdekopf lan^ara in den Pels zurtick, der sich lautlos eehliesst, 
risslos wie das r'orgsngrauen vor detn Fenster, grau> Granit wie an 
Gotthard; i» Tal, tiefunten, eine feme Strasse, Kurven voll bunter 
Autos, die alle naoh Jerusalem rollen (ioh weisa nioht, woher ioh 
das weiesi ) eine Kolonne von bunten kleinen Autoo, spielieug-haft. f 2

Reference ie made to this entirely inexplicable picture later « the only 

indication of any moaning behind it is when the head ie described as 'ein 

Kopf voll Todesangst', which suggests that this vision might in aonm way 

be the product of obsessive fear.

Another indication of an unbalanced attitude to life comes at the point 

where other people are in effect deprived of their objective existence*

'Ihr wirklicheo Verhalten mag enttauschen, aber das macht nichts; 
es bleibt ihnen der Spielraum meiner Erwartun^. Seiche Leute icann 
ioh nicht auf<j0bon.'5

l) Theodore Ziolkowski mentions this novel in an article dealing with
'abnormal* views of the modern world, although ho doe® not suggest that 
the narrator is unbalanced. Cf* 'Der Blick von der Irrenanatalt f ,

vol. LI, Ho.l, Jan. 196?, pp, 42-54  
2) Mein flame aei Gantenbein. p. 15.

3) op.cit., p.238.

4) op.oit., p. 15.

5) op.oit., p.248.
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The narrator sees* to need other people, but only in so far ae they serve 

his purpose of escape from the role assigned to him by society} he in not 

interested in others for their own sake, which indioates a dangerous decree 

of unhealthy subjectivity? but these ideas oust remain only conjectures, 

and the reader is tantalised by not knowing whether he is seeking rational 

 waning where there is none* Perhaps we are dealing simply with an 

emotional and mental breakdown; but it is impossible to decide whether the 

background events suggested by the recurring picture of the flat are the

cause or the result of the mental state. One suspects, as suggested above, 

that the relationship failed because too mush was demanded of it, and this 

may have intensified the peculiar attitudes to life, but nothing can be 

proved with certainty* However, one is at least justified in feeling that 

an interpretation based on see* degree of abnormality in the narrator is 

more easily defensible than one which might claim some generally valid 

social message* It could, for example, be asserted that the narrator's 

difficulties derive from lack of opportunity for self-expression in the 

present century, from the need for everyone to take up a functional position 

in society, and fro-n the consequent feeling of restriction. But the escape 

into imagination does not introduce exotic or exciting episodes, just 

variety! the dislike for the 'Alltag1 is because it is All-tag, continuity* 

Such social comment as there is is relatively superficial, true though it 

may be; indeed, much of the humour is based on social hypocrisy.

Humour as the novel's most distinctive feature

It is in fact the humour which is the moot memorable feature of the
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novel, and it might ba said that it represents in !.cein Name aei ..Qant.tnb.0in 

the popular element provided by the identity tagrstery in Stiller* Whatever 

nay be the more serious reasons for the choice of Gantenbeln, he is a 

figure who affords great scope for amusing situations. Host critics appear 

to have underestimated the sheer entertainment to be found in this aspect of 

the novelf whether the humour makes the book a good novel is another 

question, but it should not be ignored, or treated too seriously* For 

example, Dr. H.Knorr suggests that Frisch has shown in this novel a deep 

appreciation of the problems and compensations of blindness* He under­ 

estimates the playfulness of much of the Gantenbein material*

'Wahrend die meisten Blindendarstellungen in der Literatur mehr 
ura Verst&ndnis fdr den Blinden werben mochten, hat man beira Lesen 
des Gantenbein-Buches fast den Eindruck, als wolle der Autor den 
Blinden sagen, wie sehr sie eigentlich den Behenden uberlegen eelen, 
und zwar nioht in Sinne des Trostes, sondern vielmehr als Hinweis 
auf die Verplichtungen, die dieses Schicksal data Betroffenen 
auferlegt.'l

The emphasis is wrongly placeds the 'blindness' is being used in the novel 

not for its own sake, but to show up comically the limitations of those who

think they see and understand*
o 

The beginning is aade with the buying of a 'Blindenbrille* » which

allows the introduction of grotesque colour contrasts and mistakes of 

identification - the image in the mirror - which are strongly reminiscent 

of farce, when blindfolding or some such process deprives the 'clown 1 of 

normal vision and the surroundings become suddenly unfamiliar and his

1) Dr* H. Knorr, 'Vom Spiel mit der Blindnis', Marburf^r Beitrage aum 
Blindenbildunflswesen, 27 Jg. f No,2, April-Sept. 1965, p.12.

2) Mein Name sei Cantenbein, p.36ff.

3) ibvcf.?  >, P«39«
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fiepenses inappropriate* On the following pages the first tentative steps 

are made in the new role of blindness; many   howlers' are made - 'ein

Blinder, der si oh uroschaut!' , f der Blinde hat nioht warten konnen, sondern

** 2 
sioh gebuckt, un seinen Stook selber aufzunehtaen* , - but they £O unnoticed*

Clearly men are so preoccupied with their own business that they look no 

further than the first indications of another's role: the dark glasses are 

therefore an unquestioned 'label 1 *

Comment on society is made more directly on other incidents, for example s

' .was die Welt braueht sind Leute wie Gantenbein, die nie sagen, was sie

« ^ sehen, und seine Vorgesetaten warden ihn achatzen*.** When men are freed

from at least one aspect of the facade which they maintain of honesty, 

innocence or whatever it may be, they are grateful| this is the origin of 

Camilla*s affection for Oantenbein - her assumed role of manicurist is for 

the first time accepted as true and she can be the contented, independent 

woman she would like to be* This is a basically serious indictment of the 

way society functions, but it is never developed in detail, only to create 

amusing situations* In blindness, for instance, one gives a new freedom 

not only to others, but also to oneself; one does not have to pretend to 

have read all the 'right' books - Joyce's F^nnegan'a Wake in this case -, 

nor does one have to conceal one's thoughts in order not to offend others - 

the dress-buying expedition* is a light-hearted example of how the narrator

1) >8sin Name eei Qantenbein, p*40.

2) op.cit., p.41.

3) op.cit., p.50.

4) op.oit., p.131»

5) op.cit*, p.UOff.



221

ia 'ale Blinder nieht verpflichtet, ontzuckt zu aain. * 'Normal* social

reaponaea are auddenly made to look wooden, a matter of 'Verpflichtung 1 ,
o and this woodermeas * in Bergaon's definition of comedy - ia the very

essence of the condc situation.

There ia also a positive delight in showing up the pretentiousness of 

society's functionaries; when Cantenbein goes to be registered aa blind, 

he formate his stick and returns to the doctor's office to find it, locating 

it with no difficulty? 'Aber der >Vmtoar2t..findet nichta dabei, so aehr 

glaubt er an seine eigene Unterschrift...'. This inaight into the self- 

importance of officialdom could eaaily have been developed into a very valid 

criticism of how little the individual counts; but that it ia not indicated 

a playful rather than serious purpose behind the humour* Friaeh has picked 

on a harmless inatanoe of what Bergson calls 'du mecanique plaque eur du 

vivant't the doctor'a mind is not aa acute aa it should be and he appears 

puppet-like in his self-confidence, unable to vary his responses. This ia 

a very basic type of comic effect - like Moliere's satire on the medical
•

profession which shows doctors acting- as though doctors were more important 

than health, projecting always an inflated picture of their own dignity and 

never responding to the needs of the individual case.

Blindneaa aa a means of forcing others to aee the truth ia another 

notif. By dint of asking pointed questions, Gantenbein makes Lila queation 

her choice of dreae j and there are aeveral incident a when people are

1) Main Name sei Oantenbein, p«145«
2) Hanri Bergaon, Le Hire.
3) Main Name aei Qantenbein, ?.?! 
4) Ibid., p,142ff-
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unexpectedly faced with their own opinions expressed elsewhere:

' . da os einmal ausgemacht 1st, dass Gantenbein nioht sieht, was 
gespielt wird vor seinen Augen, wird roan uberall gern seine Meinung 
vernehmen. Ab und zu, mag soin, kann OB peinlioh warden, etwa 
werm er einen Herm bege^net, der sich als Monsignore vorstellt, 
und wenn Gantenbein blindlings fragt, wer denn daa gewosen sei, der 
vorhln von Saujuden geaprochen babe; es 1st der Monsignore selbst 
gowesen.'l

There are numerous scenes which derive their humour from incongruity;
o

the idea of a 'blind* man training hia own guide-dog is a delightful touch , 

and the scene where Gantenbein converses with the characters of a play whom 

he knows only from their roles amuses by the mixture of two spheres - 

imagination (the theatrical) and everyday reality; theatrical grandeur ie 

politely reduced in statures

IMloh bin Macbeth," 
loh atelle mioh ebenfalls vort 
"Oantenbein"...
"loh bin Banko", ea#t der Britte. 
"Sehr erfrout", sage ich.»3

There are times also when Gantenbein indulges in pure mischief; one incident 

takes place in a oar carrying Gantenbein, Li la and an admirer:

'Der Hingerissene, der hinten sitzt, redet unentwegt, ale ware ich 
nioht nur blind, sondern auoh stumnu Ich sitee neben Lila und sehe 
ejn© Hand auf ihrer Sohulter, oine Hard, die von hinten komrat, voll 
Verstandnia fur Li la und sie trb'stet liber eine blode Kritik in der 
Presse. Ea ware hartherzig, wenn loh ganz und gar dasu aohweigen 
wurde; die Kritik war wirklich. sehr un^erecht-witBig, und ich ! §  
meine Hand, die blinde, auf die andere Hand, die sohon seit der 
Gedaohtniskirohe auf ihrer achwachen Sohulter liegt, und sagei Mach 
dir niohts draual'4

This is an episode whioh gains its humour from its tongue-in-cheek narrations

1) Mein Ifame eei Gantenbein. p«51»

2) op.oit., p.152.

3) op.oit., p. 151»

4) op.oit., p. 156.
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the true roaeon for Gantenbein* a motion - a desire to embarrass without 

apparent intention - ia never once hinted at*

He also delights in baffling others, in a game of chess for example , 

dttre Gantenbein exhibits phenomenal powers of -^emory. Or there are the

difficulties which arise simply from the need to sustain the role; the
o 

blind man suddenly finds it difficult to find his way in the darfcJ Or he

is faced with a choice between a useful act and strict adherence to his 

role - as for instance when the shower over flews, and after repairing the 

dosage he has to recreate it for the sake of verisimilitude. The scenes 

where little Beatrice tries to tako advantage of hits with childish cunning 

are charming, for example in the bathroom episode ; and one of the most 

Ingeniously funny scenes of all is that where Idla the Comtesaa is late for

her mealy and Gantenbein and the servant both give accomplished performances

5ia order to get through the meal without any awkward momenta.

The role gives ample scope for verbal humour also} the use of
6'blindlings' in tbs Monsignore quotation » for example, where it signifies

both 'at random 1 and 'blindly 1 referring to the supposed state of the 

speaker* Or there is the play on words in 'man k&nn einen Blinden nioht 

hinters Licht fuhren,' ' Then in the chess match, the opponent's slowness

1) Me In flame aei Gantenbein. p,15?f,
2) op.cit., p. 140. '

3) op.cit., p.448ff.

4) op.oit., p.472.
5) op.cit,, p.326ff,
6) op.cit., p. 51. Cf. above, p.

7) op.cit., p. 154.
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in play is condemned with the wordsi *is 1st, als sehe er nichta mehr. ' 

Such exsaples of mock-seriousness, of punning or, as in the last case, 

ironic transference of ideas more appropriate to the speaker, could be 

multiplied in number several times, and do suggest a delight in gentle irony

for its own sake* Just occasionally the humour has more serious undertones

2   in the tape-recorder incident, for example , where the ridiculous side is

overshadowed by the serious dichotomy in the narrator, (which persona he 

lias assumed is unclear and this alone is an indication that this section is 

not just fun, but comes close to 'reality 1 ), for be desires independence 

from the images and 'labels* of others, and yet longs sometimes for confir­ 

mation that he does in fact exist outside his own imagination.

Among: the other sections of hunour outside the Gantenbein framework is 

the escape fron the hospital* The picture of the marshalled forces of 

Justice pursuing a solitary naked figure who is too embarrassed at his 

position to stop is highly entertainingi but it ends with pathos* The 

forlorn figure in the 'Konigsmantel* is a sad anti-climax, and this part ie 

told as tho repeated tale of another person, perhaps in order to distance 

the narrator from the final ignominious capitulation. There are ferms of 

a serious message here* the doctors show by their questions how little they 

understand the urge simply to escape, and they too are guilty of over* 

simplification in treating the man without ado as mentally ill* But again 

this latent 'message' is given no clarification; the story can be accepted

1) Hein Name sei Gantenbeln, p*158,

2) op,oit., p.413ff.
3) op.cit., p.l6ff.
4) op.oit*, p.22ff.



simply as grotesque humour unless one notes the parallel contained in the 

corpse story later  The humour hero is of lighter vein - with a degree 

of resignation? - but deals still with the relationship between the 

individual's desire for isolation and the opposing aims of officialdom. 

The details here are eminently well ohosent the picture of the policeman's 

helrast floating off downstream, of the provocatively soooth passage of the 

oof fin despite all efforts at recapture are worthy of the beet silent flints, 

and are humorous because they make ue see only the heavy, all-too-slow 

solemnity of the organs of jus tic© and not their true import j intelligence 

is here outwitted by, of all things, a dead body! No explanation is needed 

to illustrate how society exerts itself even to the point of ridiculousness 

to keep the Individual within its ordered bounds and give him an Identity 

acceptable to all* But lik* most humour, this is a one-sided representation 

of the situation and could be held against the narrator; irresponsibility 

might be laid to his charge, a refusal without cogent grounds to contribute

to the smooth functioning of society within which he nevertheless remains.
oEqually ambiguous are the sections on the milkman and the 'Pechvogel',

The former particularly haa the visual impact of farce, the stupor caused 

by the entirely unexpected in a respectable connunity is brilliantly 

captured* But does this story contain more hunour or tragedy? Are we 

meant to feel the narrator's deep sympathy for the misunderstood, or to 

question his sanity? The Svoboda scene, where he shoots at random , 

ridiculous though it is, has a kind of despairing determination: we feel

1) Hein Name eel Gantenbeln. p*488ff*
2) op.oit., p*74ff.
3) op.cit., p*403ff.



226

uneasy because Svoboda refuses to take his own posit: on B-.r

Konrad Kura comments enlightening on the close connection in this novel

between * Spiel 1 and 'Schuld'i

'Darf man rait don Abgrundigen und 3chrecken der "Srfahrung" QO 
extrem splelerisch umgehen? Wird sie dupoh aolchen Uagan^ nicht 
verhar^lost? ...Das eigontlich Gchwergovichtige wird uragecuinzt in 
leichte tlunze. Hit BO leiohter Munsse kann aber keine JCatharsis 
auBgeloet werden. Indem sich die Geochichten vor das \7ahre 
 tellen, veretellen 0ie ee «u^l©ich. Spiel und Sohuld sind nicht 
m*hr eu trennen. Das Leben hat im Rowan nicht etatt^efunden, aber 
auch Tom Roman«nde her ftihrt keln We^ KU wirklichem Leben.'l

This criticism would apply very well to Svoboda's attitude in the above scene 

and explains our uneasiness, although it is somewhat unjust when applied to 

Frisch, as intended, for there are many serious notes struck in the novel 

which is open to criticism more from a constructional than moral point of 

view - to criticise from a moral standpoint is to make a false identification 

between the author and the narrator* It is Frisch's creations who can be 

accused of levity*

When one considers all the categories of humour, one is struck by the 

inconsistency of tone, by the constant changing from possible serious import 

in sections which appear to serve a purpose of cownunioation over and above 

their entertainment potential, to sheer play based on the simplest foundations 

of comic effect* The result is, one concludes yet again, that the reader 

tends to look for hidden significance where there is none, or to overlook 

possible implications. It is as if the author and his created figure had 

combined forces to make the reader feel the inadequacy of his understanding.

l) Paul Konrrnd Kure, review of the novel, Stimrnen der 2eit t 175 Band, 
90 Jg. 1964/1965, 1 Heft, Oct. 1964, p.351
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Unity or Incoherence?

IB there then any basis for this hovel which is worth or even open to 

serious discussion? A number of interesting points are made - the 

frustration of hopes by the very forward movement of life, the workings of 

jealousy - but the novel lacks the combination of the extremely personal
»

with applicability to society as a whole which is to be found, for example, 

in the 'Bildnis* concept illustrated in Stiller* We seem to have a case 

of chronic inability to accept continuity of any kind, presented without the 

awful seriousness of Hilke*s Malts Laurids Brings, but also without the 

consistent laok of preterition to philosophical depth of Gunter Grass* 

Die Bleohtronmel or Thomas Mann's Felix Krull. This is not to deny the 

latter works depth, but to claim for their thought content a well-maintained 

front of rollicking humour. It Is mieleading to link Frisoh's novel too 

closely to Grass's, as has been done:

*Von der W&hl des Erzahlers her offenbart #erade die deutsche Epik 
sine deutliche Freude am "piel* Der bllnde Gantenbein und der 
ewergenhafte Matzerath Bind unter dieeen Blickwlnkel Bruder. Ihre 
Verwandtschaft besteht darin, daas sis dis Menschen, die von ihnen 
eln falschos Bild haben, ihrer Masken berauben, und unbekummert foot- 
halten, was ihnen, die man nicht als vollwertige Glieder der oensch- 
lichen Ceoeinschaft ansieht, als Wirklichkeit entgsgentritt**!

The comparison is based on the false assumption that Gantenbein la seen from 

the start to be an outsider, an odd figure, as is Xaserath* As this is no| 

clear, as we do not know how seriously to take Gantenbein and his relation* 

ship to the narrator, there is no guiding line to help the reader's under­ 

standing of what kind of viewpoint is being expressed, whereas Die Blech-

l) Werner Welsig, Per deutsohe Roman JIB 20, Jahrhundert, Stuttgart, 1967, 
p,10.
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troaael oar be appreciated for its consistently wry view of life, the depth 

and penetration of which into contemporary Germany emerges behind the sheer 

humour for the careful reader* The two levels co-existt whereas in 

Hein flame eei Gantenbeia - if there really are two levels - they are hope­ 

lessly muddled.

Main Name sei Qantenbein seems then to be BOOBthing of a 'Mittelding*. 

Some of the questions touched upon are reminiscent of passages in Frisch'a 

Tagebuoh which are entirely serious and concerned with the difficulty of 

living in the consciousness of life* a repetitive character | and yet much 

of the book appears to be anecdotal * none the less enjoyable for that, but 

hardly conductive to compact construction and coherence of tone* A possible 

solution, although one hesitates to suggest 'improvement* when the author*a 

purpose Is so very unclear, would have been to develop the deserted flat 

sections as a poignant balance for the undeniably entertaining humour, which 

would then assume the perfectly justifiable function of light relief one 

knows so well from Shakespeare* As the novel at an do, the sections of 

humour would lose little if removed from their context, and indeed the story

of the man who attends his funeral has been turned Into the 'Skizsse eines

« 2
Films' called Zurich - Transit* This entire lack of continuity deprives

those ideas which deserve more serious attention of their right to due 

consideration, and the reader is left with an impression of eccentricity, 

while what seems, on repeated examination, to be the probable basis of the

1) Cf. above, p*
2) Frankfurt, 1966.
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novel, that ie, a man's Buffering under the necessity of being one 

particular for ever identified person and the fear of the imago time itself 

will impose and contribute to, this emerges only after repeated examination. 

It is Frisoh's own fault that some critics, such as Hans Wayer, impose 

excessively profound interpretations upon the book, which closer analysis 

will not support* Mayer, for instance, sees it as related to Kierkegaard1 s 

thought and of general philosophical significances

'Die Verwandlung von Leben in Geschichten ist Verwandlung von 
Dasein in fCunst. Dies ist Max FVisohs eigentlichee Romantheraa.... 
Das geheine Kierkegaard-Theoa de» Romans hat mit der Frage zu tun, 
ob Leben ale sine rein asthetisohe Kxistens raoglich ist.'l

As Beich-Ranieki pointed out in answer to this view, Mayer overlooks the ver^y 

particular causes for the narrator's difficulties which are indicated by the 

deeerted flat sequencesi

 Zwei Personen, eine mannlioh, sine weiblioh - das ist das einzig© 
Theraa dea Homans* Alles andero ergibt sich aus dera, was dieee 
beide Mensohen verbindet Oder trennt»*2

He is right to suggest that the basis of the novel is probably the failure 

of a personal relationship, but like Mayer attributes a clarity to the 

'real meaning* of the novel which is simply not evident, Mayer is at least 

a little disturbed that not all the stories fit into his schemet

 Aber in sweiten Teil seines Romans scheitert er (Frisch) weit~ 
gehend daran, dass alls Verwandlung von Leben in Mogliohkeiten 
vorautisetzt, daas es sich um kilnstlerioch fruchtbare Mogrliohkeiten 
handelt* Max Frisoh war als Erzahler offenbar gewillt, auch die 
sterilen Varianten ausauprobieren.'3

1) Hans »ayer, '^ogliche Ansichten liber Herrn Oantenbein 1 , Die Zeit, 
19 Jg«, »o.38f 18 Sept., 1964.

2) Marcel Reich-Ranioki, 'Pladoyer fur Max Frisch 1 , Die 7,eit, 19 
No.40, 2 Oct., 1964.

3) layer, loc.oit.
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Hayer speaks also of a ' flaues Oeftfhl vor lauter Oeschlchten aus dam 

Alltagsklischee, das den Leser schliesslich beschlelcht 1 , but does not 

consider whether this gradual decrease in interest of the incapsulated 

stories could be significants it could indeed be evidence - as is the 

increasingly frequent portrayal of Jealousy * of *reality* penetrating the 

escape* layer's two -r-ajor points are not based on a careful enough 

examination of the work - although the novel itself invites such sunmary 

Judgement since it does not present its raison d'etre with any clarity to 

the reader or reviewer* Reich-Ranicki goes to the opposite extreme of 

mistaken evaluation in accepting the looseness of form as honest and 

purposeful without any real definition or proof*

'Max Frisch veraichtet diesraal auf das tradltionelle Tauschungs- 
fflenover und bietet Fiktion alo Fiktion und Epik ale Epik. Dies 
scheint mir nicht nur aufrechter, scndern auch sinnvoller und 
zwecknftssiger su sein*. .Ahnliches &ilt fur die ^Composition des 
Romans.,,Keine alles einrahmenda, uberdachende und soheinbar auch 
ordnende Fabel aohutzt eine formale Ganaheit vor* Bennooh 
zerfallt der Roman nicht**2

He is quite right to emphasise the primarily non-philosophical nature of the 

problems one glimpsesi

'Nur sollte man sioh huten, Frisch irgendeine phllosophische 
Interpretation der Verg&ngliohkeit und des ?odes zu unterstellen. 
Vornehmlich in eaotionallen Kategorien sieht er diese Fra^en, er 
nthert sioh ihnen nicht etwa ala Philosoph, sondem als Kunstler 
und Psychology.'3

However, in his 'correction* of Maker's views, Reioh-Ranickl passes too 

glibly over the problem of the shaky unity of the novelt

1) Mayer, loo*cit.
2) Reich-Ranioki, loo.cit.
1) Reich-Ranioki, loc.cit*
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'Dae Buch babe aucb viele Schwachen, vor alien entbalte es eine 
Ansahl uberflussiger und stoVender Episoden? Ja. daa let richtig. 
Aber man seige mir einen einzigen in deutscher Spraebe nach 1943 
gssohriebenen Rasan, auf den dies nicbt autrifft. **

One can counter at once that it is far lees true of Priecb's own two 

preceding novels, and this fact alone should stimulate the critic to further 

enquiry* It is begging tbe question to say no novel is perfect! one 

should rather ask why tbis novel differs from tbe earlier ones so radically.

It see  in fact that the novel has suffered from a divided purpose! 

that of saying something about human life within time togetber with that of 

writing a truly readable work of popular fiction* Tbe result is an 

unsuccessful compromise* In tbe two preceding novels, Friscb succeeded - 

particularly well in Stiller - in combining genuinely Interesting ideas with 

readable fora* primarily by judicious exploitation of every reader's 

instinctive interested response to a 'tqyatery', even in its most refined 

form of a progression of feelings and attitudes of which the ultimate course 

ie not entirely predictable* In tbe case of Mein frame eei Gantenbein tbe 

fragmentary form has no such progression unless one takes a very long and 

careful look at it, and even then all one car show are latent patterns to 

which tbe author has not given any prominence* Tbe 'form' is indeed 

explicable to some extent by tbe ideas on tine contained in tbe novel, but 

it seems on tbe whole to be more of a modern 'giwniok* to suggest tbe 

presence of ideas difficult to communicate, than a method designed to presentt 

serious ideas to tbe reader in a manner which demands his careful attention 

and rewards it by ultiaate coherence if not clarity. One feels that Friscb

1) Reich-Ranicki, loc.cit.
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has followed Stiller'o advice that otoiiea 'die kein«m reeliten Schluaa und 

also keinen rechten Sinn, wirken lebensecht.' l*hie ie indeed a pity, 

since the humour is often eo genuinely entertaining that one wishes Frisch 

sdght have used it more constructively; one suspects that he oould write 

a delightful satire on social hypocrisy, and one knows from Stiller that he 

oan write a serious and intriguing novel. Yet in lein Name sei Gantenbein 

the material pulls the reader's attention in several directions at once, 

without any linking idea or motif which embraces the whole work* Holthusen

suggests that the figure of Teiresias, the blind seer, nay have been in the
o 

author's mind , but it is a very tenuous possibility with no confirmation in

the text. In both Stiller and Homo Faber the novel*s unique quality of 

being a means by which author and reader may enter a mind and watch its 

notions was fully exploited. In this case however we have subjectivity out 

of control} a novel may justifiably pussle its readers if thereby some 

useful statement is made about the difficulty of understanding reality - 

Johnson*s Hutmaasungen uber Jakob belongs to this category, with some 

reservations - but what is the value of a novel which gives us no real 

information about the character whose thought* are revealed in detail? 

Rudolf Hartung is one of the few critics to have faced this question!

'Problematisch in gewisser Hinsioht 1st der Bonan, weil er die 
Einsioht nioht in sich aufgenommen hat, dasa die Kategorie der 
USgliohkeit ergiebig und sauberhaft nur bleibt, wenn sis inaaer 
wieder rait der Kategorie der Wirklichkeit kontrastiert wird, wenn 
Traun und Verheissung dee Moglichen sioh der Wirklichkeit entringen. «3

m~~~a^mf*lf~~»m**~m*m~~m**f~*m*~m-~~~*~-~*~~*—~~--mau^**^--~m*l~~~~ i i i    »-» »-»- -«»  »» »««»a«»»«^^»»»^^M-aMMt>^^>|i.________

1) Stiller, p.76.
2) Haas Egon Holthusen, 'Ein Mann von funfzig Jahren', Merkur. 18 JR. 

Heft 10/11, Oct./Nov. 1964, p.1074.
3) Rudolf Hartung, review of the novel, Die Neue Rundschau. 1964, p,685.
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It i» all very well to assort that the reality we see of a person is in 

fact an inagey a *Bildnis' conditioned by what wo are ourselves, but a 

person is not all mind and imagination nevertheless. This is why the 

'Naohwort* in Stiller perforaa such a useful function* There is admittedly 

no value in stating uninteresting details of an existence in order to fix 

it within the visible world - a story has to be indeed worth the telling, 

and a good novel should add something to our experience, widen our vision - 

but there is no virtue either in stating the inexplicable*

It is unduly kind to the novel to class it within any established 

literary category, as Carol Petersen has donei

'Frisch hat..,die deutschsprachige Literatur uw eine Art 
Schelmenroraan beroichert, sein bisher letztes Buoh setst 
Glanelioht auf Glanzlicht hlntergr&ndigen Humors auf unsere 
heutige Welt,'*

This view emphasises the amusing side to the detriment of the germs of 

serious thought, but it is hardly surprising that views differ so widely 

among critics as to the value and precise nature of the novel* Yet to give 

it a label as a 'SoheliMnroman* suggests it has unity, and Carol Petersen 

does in faot go on to sayt

'   sue den Erfindung Tewordenen Erf shrunken sprudelt nun die 
ErvShlung heraus, genaaer geeagt, die Ersahlungen, derm von einer 
Mehrsahl kann bier getrost geeprochen werden, bedenkt nan die 
Fiille der KlnfKlle, die aich in dem weitgespannten Rahnen des 
Rosmn^anzen biswellen fast selbstandig »u machen echeinen* Dock 
muss betont werden, dase ec wirklioh nur eine vorgetauschte 
Selbstandigkeit 1st, Prischs konpositorische Uelstersohaft 
verhindert, dass auoh nur eine dor sahllosen Episoden sioh jemals 
von der Besiehun^ sur Mitte lost.' 2

1) Carol Petersen, Max Frisch. Berlin, 1966, p.86.

2) ^bit,, p*91*
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But where is this elusive 'Mitte 1 ? Stauffaoher maintains that the novel 

is aimply a collection of stories with some Justification, although he is 

challenged by Cauvin who sees it as an exemplification of 'nostalgia de 

1'areour et hantise de la rsort 1 * It has been shown that germs of a theme or 

theaea do exist, but in rightly maintaining that muoh of interest and 

poignancy is aaid about age and the passing of tins, Cauvin overlooks the 

fact that it takes considerable effort to sort out the recurrent themes into 

sotas kind of coherence* He calls the narrator *un Stiller vieilli, hante 

par 1'idee de la mort, qui s'exeroe a 1'indulgence et a 1'oubll, sans 

pouvoir vaincre ses demons familiars', which is a valid view in as oiuch as 

it points to the obsessive recurrence of aorae ideas, but he is wrong to 

suggest that the character and problems of the narrator emerge as clearly 

as do Stiller v s as a centre for the novel* One critic goes so far aa to 

say that in this novel Frisch has become 'deutlioher* than before in his 

exposition of the individual's isolation and search for contact with others { 

another adds* *Was die sen Roman vor seinen Vorg&ngern ausaeichnet - seine

Stilsicherheit'* To say 'Absohwelfung und Einlage sind hier selbst das 

Thema* bego the whole question of the novel's all-too-frequent obscurity* 

Reinrich Vonnweg obnea nearer a true appreciation when he suggests that it 

has received such praise only because it makes an impression of *N«uartigkeit' :

1) Werner Stauffacher, 'Langage et Mystere', Etudes Qermaniaues. 20* Annee, 
Ho. 3t July/Sept* 1965, p.343.

2) Uarius Cauvin, 'Max Friach, L'absolu et le nouveau roroan*, Etudes 
Qermanlquee, 22. Annee, No.l, Jan. /March 1967, pp. 93-98, tipTp,

3) Hsrbert Werner, 'Das Leben aura Tode oder das unerreichbare Ich', Kirche 
in der Zeit. 19 Jg. t Heft 11, Hov. 1964 f pp.513-515*     

4) Cunther Blooker, Literatur als Teilhabe* Berlin, 1966, p. 18.
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*Daa Identitatsproblea rait all seinen Kodulatlonen araohaint 
hler aua toeinetB anderen Grand ao attraktivf a Is wall es 
mechaniattach, peri pher-psyohologlson gestellt iat. Die ftoman- 
form,..macht nur wegen der hieraua abgeleiteten Verzerrune den 
Eindruok dar Weuartigkeit... 1 .1

Ha aaaa it however as on the whole 'gesehiokt verzerrt, verfromdet, gut 

feachrleben' 2 : it la ray contention that what la lacking in the work is 

precisely the 'kojBpoeltorlsohe Maieteraohaft 1 of whioh Carol Petersen 

speaks* and which ia to be found in Stiller* Holthuaen expresses a aiadlar 

feeling when he says*

'An der Stelle, wo "Gantenbein" erschien, hatte raan von einem 
Autor wie Frisch ein Meisterwerk erwartet.*3

Why then this retrogressive step? For it oust be considered aa such when 

one looks back to the great increase in technical mastery of the novel's 

possibilitiea between Pie Schwieriaen and Stiller. But even in Pie 

Sohwierigen* whioh lacks the almost dramatic tension of the two succeeding 

novels, whioh has en apparently aimleaef ambling form, the reader ia not 

left ao helpleaa by the author* There ia a clear sequence of events, and 

the apparent almlessness of the form is seen to have an echoing function 

when one no tea the a trees on the theme of transience, of the inexorable, 

impersonal movement forwards of life which denies the value of personal 

achievement. Is the formlessness of Mejn flame eel Gantenbein another means 

of echoing the aimlessness of, in this case, one life? This is a possible 

view, but it does nothing to Justify the degree of confusion! even the 

loose framework of 'Geschichten anprobieren 1 doea not aooount satisfactorily

1} Heinrioh Voranreg, 'Othello ale Mannequin 1 ! Per Monat. 17 Jg., Heft 195, 
Dec. 1964, p. 81.

2)
3) Han» Egon Holthueen, Herkur, Oct./Sov. 19^4, p.1077
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for the bewildering number of changes of place, time, person. Coming 

after two important novels dealing with vsry serious problems, it raises 

expectations in the reading public that something similar is being attempted 

again. This of course need not be the case, but there are sufficient 

indications that there ia an attempt in the novel to avoid continuity - a 

very serious purpose, but one which does not accord well with the flippancy 

of much of the writing. If this is a comic romp, why the hints of tragedy; 

if it is the tragedy of a personality disintegrating, why make it so hard 

for us to grasp and sympathize with what is happening?

It is difficult to suggest reasons for the lack of clarity of purpose 

and of precise thought, Frisoh himself has ssidt

'Die Krfahrung dichtet. Wenn Men so lien mehr Srfahrung ha ben als 
Vorkooirnnisse, die als Ursache ansugebsn waren, bleibt ihnen niohts 
anderea ubrig als ehrlich zu seint sis fabulieren. Wohin sonst 
 it ihrer Erfahrungv Sie entwerfen, sie erfinden, was ihre 
Erfahrun/: leabar macht. Die L'rfahrung ist nicht ein Schluss, 
sondem eine Eroffnungj ihr Bezirk ist die Zukunft.'*

One can only suggest that, perhaps even as a reaction against the adverse 

criticism aroused by his imposition of a mythical pattern upon Homo Faber. 

Prisch allowed his inventive ability - of which he speaks hers - to outwei^b 

his sense of design. Re does, after all, adait in a speech that literary 

art contains for him a considerable element of sheer enjoyment; discussing

the relationship of the writer to the 'public* he saysi
»»

'Offentllchkeit ist Einsarakeit aussen! ~ in diessm Sinnei Ich 
habe reeinen Partner, den erfundenen, sonst nieraand (i.e. the 
imaginary entity, partner without specific identity to whom his 
works are addressed). Und dies zu erfahren, als Schock von Zeit

l) Prisch, 'Das Lesen und der Bucherfreund', Pas kl eine Buoh der 100 
Bucher. "13ie Biicher der Neunaehn", 8. Jg., 19^0, p. 5. "     '



237

su Zeit, 1st echon Anfang dor Befreiung, Befreiung zuo Anfang: 
gum Spieltriebt aur Machluat, zum Schreiben, urn zu sein, '*

Prisch writes for readers however vaguely visualized, from sheer pleasure 

in writing and not from any particular theory} but in this instance, the 

desire to write a readable novel has led him to create an often entertaining 

but an a whole frustrating work which is problematic primarily for reasons

other than, as in earlier works, having at its centre a problematic

2personality. It is all very well to accept, with Ernst Blooh , that the

basis of the popular 'Betektivgeschichte 1 is 'der getarnte Mensch 1 , and that 

the modern age presents many serious variants of this state? but for such 

a serious view a norm for comparison, for the sheer understanding of what 

'getamt* tneans, would be necessary, otherwise the reader while reading is 

almost in the position of the cave dwellers in Plato's allegory - unable to 

make relative judgements* The difference is that being more sophisticated, 

the reader will not then accept the work: as 'truth* but reject it as 

meaningless.

.  »
1) Trisch, Offentliohkeit ala Partner. p.6?f my underlining.

2) Ernst Bloch, 'Die Form der Detektivgeschichte und die Phlloaophi*', 
Pie ffeuo Rundschau« I960, p.6?2.
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COfrCLUSIOgS? FRISCH'S PRESENTATION OP PERSONALITY

From the preceding chapters it is clear that Frisch does not discover 

how beat to exploit the novel form until the composition of Stiller* In 

Jurg Reinhart the manner of presentation makes little contribution of the 

theme of entry into life: the constant movement from one figure to another 

does not give a composite picture of youth and its difficulties, but serves 

only to introduce a range of problems which are never fully developed but 

which undermine the hopeful positiveness of the work's rather contrived 

ending* In Die Schwierigen there is a little more awareness of formt the 

drifting- aimlessness of the narrative underlines the theme of human weakness 

and inability to lead a full, clearly and purposefully directed life, a 

theme to which all the main characters can be linked; and there are also 

already one or two figures who cannot or will not see the truth about their 

lives and who afford therefore a hint of what is to come in Prison's later 

workt the dual perspective, the contrast of what the narrator of central 

figure and what the reader see* This dual perspective is of prime 

importance in both Stiller and Homo Faber*

The three later novels all resemble each other in one respect i each 

deals with one personality, which should result in studies of detail and 

depth* Stiller gives us an impression of a man preoccupied with himself 

to an unusual degree - or at least with what he believes to be his true self.* 

The novel is ooncerned with his attempt to turn this subjective 'reality* 

into a communally accepted reality* In Homo Faber we have a man who has 

always unqueetioningly accepted his view of life as the only valid one, and 

is challenged by tragedy to reconsider, to seek understanding of what has
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happened to his daughter and to himself. He is a man fighting entirely 

alone for clarityt Mein Wane sei Qantenbein shows us a man trying, we 

assume, to eeoape the consequence of time and the claims of others upon him 

by 11 vine in a world of whioh he is the sole creator* The ndnd concerned 

is attempting to isolate itself from all normal obligations and ties*

However, despite this similarity of concentration upon otic figure, the 

novels vary greatly in literary merit. Stiller is a very success^! 

combination of two levels of interest» the reader 1 s attention is gained 

and held initially by the 'myatery1 element provided by uncertainty as to 

the true identity of the narrator and the consequences of his defiance of 

authority} and once gained, it is led through a self examination of 

increasing anguish and considerable depth* The questions raised by the 

novel are fundamental onee concerning the freedom of the individual 

personality* Such abstract problems are presented in a form clearly 

reminiscent of the epistolary or diary noveli as well as being a method of 

showing subtle details of psychology, the form as a whole demonstrates 

Stiller f s constant need and ever renewed attempts to convince and persuade 

others* That the method reveals far more than the narrator intended has 

been demonstrated*

1° llono Faber we find a similar combination of elementsi the popular 

appeal of the specifically twentieth century setting, and the serious 

motivation of the actual narration* Fabsr has almost defeated his purpose 

of self-Justification before he starts, for the decision to write is, for a 

man of his nature, evidence of profound disturbance, although he tries to
 MM*M*JHMMM»MWM*^ll«^MWM»MMW»^

1) Cf. above, p.
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play dorr, this disturbance by speaking as negligently as possible of his
»» t writ ing t '..ea blieb nir niohta anderes ubrig (etvraa musote ich in diesera

Hotel ja tun!) als einen Borioht abauf as sen. .    . Once again Frisoh has 

tried to create an overall unifying framework for his novel* In Still ejg 

the tcystery and the legal proceedings bind the whole together, <jive it a

beginning and end to some extent, if only outwardly* In ffomo Faber* the

2adaptation of Greek notions of Fate and retribution spans the whole work*

Such material, however* involves terras of reference which cannot bo accepted 

seriously by a modern reader, and by being alien detract from the immediate 

appeal of the work* Yet within this framework the novel is well managed; 

the transitions between sections have some function of revelation as they do 

in gtiller* although they are not so consistently significants in the latter 

work they are outstandingly well raanaged, and the progression and change of 

balance from one notebook to another is a subtle Indication of psychological 

states* In neither novel does the reader have difficulty in ascertaining 

in general terras the trend of emotional and mental development, but careful 

reading reveals an increasing richness of significance.

When one turns to Vein Same sej Gantenbein. one difference is 

immediately noticeable t there is no distinct final section as in the two 

preceding novels, in which another person speaks or is at least reported 

verbatim. One consciousness, one kind of subjectivity dominates therefore* 

This is not of itself necessarily bad in a novel, but in this case it 

results in almost complete mystification of the reader, since insufficient

1) Homo Faber. p.242.
2) Cf. above, p*
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information is conveyed for him to be able to exeroiae understanding or 

sympathy fully. The freedom of flora appeare to bo a means of intriguing 

the reader not by ingenuity but by lack of clear thought snd preparation on 

the author's part. Absolute clarity * s not essantialj but the reader must 

to given some guidance - especially since many details proclaim t&is to be 

a novel seeking popular attention! the many inoapoulated stories reveal a 

raconteur of original humour. The novel toys with ideas of popular interest 

- time, ago, the olaitas of the social hierarchy -, but has in faot only the 

appearance of complexity and depth* The form is to some extent explicable 

from the ideas which can be gleaned from tbe workj but the explanation is 

reached only after unrewarding and tantalising effort punctuated by flashes 

of insight into posoible meanings. There is no immediate appeal to 

popular taste through mystery or an up-to-date setting, as in the previous 

two novels, both of which elements serve to give the reader an itonwdiate - 

if superficial - impression of the works as a whole and prevent hio from 

foundering entirely unaided in a oass of disconnected jottings, Mein Naoe 

sei Oantenbein lacks the intensity of the other two novels; the reader's 

intereet ia held periodically, but is not sufficiently well sustained to 

encourage him to make the closer study so rewarding in the ease of the other 

two works* The composition lacks vitality! the tricks used tc gain 

attention and interest remain tricks only and are not integrated into a 

deeper level of meaning as, notably, in Stiller. For example, the amusing 

anecdotes in the later novel nay be intended as a kind of 'Galgenhumor*, 

the product of despair, but there is no clarity on this point, and they 

remain amusing anecdotes. In Stiller however, each of the stories has a
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demonstrable value within the overal" framework.

Mein ffaae s»i flantenboin seems, then, to be acre diffuse* The author 

appears to be so involved with hie creation that he {Bakes no concessions to 

the reader, who is lean able to find his way through the aase of events and 

comments than througt the drifting airleosneos of tke much earlier work 

Die Schwierigen* In both gtillor and !iorno Fabor the reader feels that the 

author ie on hia side, for the central figures are made to reveal awre of 

themselves than they ore aware of or would deeire. In the latest novel, 

however, the reader oeema to be totally unimportant and irrelevant to the 

purpose of composition* It is not the irrelevance one mi&ht feel as the 

reader of a novel such as KiIke's Malto Laurida Bri/ixe; in that case, the 

actual process of writing is vitally iaportant for Malte, he is fighting- to 

find hinvelf and the reader is privileged to watch the process* But 

Mein Name aei Qrjitcnbcin has no such purpose j it is full of stories which 

seeta directed at readers with a sense of humour - the tale of the man who 

attends his 'own* funeral, Cantenbeir and Lila shopping, and so on - but 

ultimately the reader is left to founder unaided? he is allowed to take up 

no constant position*

Commercially, Prison's latest novel has already proved a success) it 

has the appearance of modernity and depth, but lacks nevertheless the real 

depth of Stiller, and the attempt, which we find in Homo Faber although it 

is not an entirely successful one, to deal with a modern manifestation of 

tfee eternal problems created by selfish pride, by the individual's persistant 

refusal to admit that his own Judgement and his own manner of existence could 

be faulted* In Stiller we are enabled to grasp at least the outlines of
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the psychological problems from the beginning, and indeed there are 

glinaerings of problems of equal depth in Mein Same sei Gantenbein, but we 

are not allowed to share in then with sympathy or understanding* Stiller 

is far from being an exemplary figure, but 'Gantenbein* is more unhealthy 

in that the only response we oan make to him with any frequency is laughter, 

and the humour verges sometimes on the grotesque* The scene of the 

shooting for example , is destructive and pointless j it does not represent 

a blow against any authority or convention that one oan see, and appears to 

be rather self-destructive defiance, a despairing attempt to prove freedom 

by the annihilation of anything which might claim affection by familiarity* 

Taken as a whole, the book could be called self-destructive if one views it 

seriously, since it represents an attempt to live without continuity of any 

sortf it lacks the humanity of the earlier works, but this cannot ultimately 

be held against it as oan the fact that the reader must find it impossible 

to make any sustained, serious response to it* The novel entertains 

spasmodicallyt it does not hold and develop intelligent attention.

Of the novels here discussed, it is clearly Stiller which ia the most 

successful by literary standards} it has the unobtrusive unifying framework 

lacking in varying measure in the subsequent two novels* It is indeed 

very interesting to note that when Prison abandons all conventional methods 

of stimulating interest - by ogratery and suspense as to what will become 

of the central figure - ue oan create no cubwtitutoi Mein I fame oei 

Qantenbein fails because there is no aid for the reader who wants to

1) tfein Name sei Santenbein. p.403ff* Cf, above, p.
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understand what validity there might be present in the ideas behind the 

novel. Frieoh has suggested that he writes for pleasure and profit, not 

with theory in mind; it aeomo that tho attempt to emulate the popularity 

of the 'nouveau roman 1 theorists by adopting their 'modern' form without 

the body of doctrine which led to each developments has brought him into 

difficulties* His akill lies rather in using more conventional, noro 

strictly * popular* methods to clothe ideas of more than passing interesti 

problems of the individual personality who does not or will not know himself 

and accept a life bound by the continuity of tint*

l) Cft above, p. I

... -, 
; pr



CHAPTER SIX

MUTMA33UBTOSE UBER JAKOB

Johnson has expressed views on the form of works trying to say some­ 

thing about the raodern world and, more specifically, about the German 

situation! implying - unlike Prisch - that indeed one can no longer write 

quite like Balzac:

does the author stand in his text? Attitudes of 
omniscience are suspicious* The -odllke panorama of a Balzac is 
admirable. Balzac lived from 1799 to 1850. How can the author 
who first has to invent and assemble his text squat on a stool 
high above the field like a referee during a tennis match, how 
can he know all the rales, all the players, and unerringly observe 
them besides, intervene supremely at any time he chooses and even 
change places with his characters and look into their hearts as ha 
rarely manages to lode into his own? The author ought to admit 
that he invented what he tolls, that his information is incomplete 
and imprecise* '1

Be has fone a stage further than Frisch in linking the novel to the 

contemporary world, but he does pot evolve a lengthy body of dogmatic theory; 

his sole aim is to reach the greatest degree possible of precision, and he 

states that each writer oust use his own means to reach this ends

'An author is expected to report on the situation, should he do 
so with methods the situation has outgrown? In the standing feud 
about the treatment of tinet conventional versus more recent 
methods, he can only choose whichever is the more precise, because 
precision is part of his Job. Of course the principle by which 
he keeps trying to adapt his style to incessantly changing reality 
is limited to himself.' 2

Johnson is 'preaching1 only honesty, recognition of the limits of the

1) Uwe Johnson, in an address at *ayna fit ate University, printed in
translation In Evergreen Review* XXI, Nov. -Dec, 1961, p«29f» German 
version, 'Berliner Stadtbahn', Merkur. 15 Jg*t N.162, August 1961, 
pp. 722-723.

2) Evergreen Review   p. 30.
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individual's insightt he in not advocating fragroentarineas and excessive 

complexity as the only path to 'precision', This is made more clear by 

later remarks quoted in the general introduction. Indeed, it will be 

shown that in his own work he moves away from the obviously 'modern* to 

alroost traditional straightforwardness of presentation. Given that one 

oust try to be aa honest as possible about the kind of world in which we 

live, he feels, the writer's aim is still to entertain first and foremost!

'Und was ioh will istt eine Geschichte au areahlen, raehrere 
Geschlohten, die neu Bind und interessant wagen ihrer Neuheit, 
wegen der in ihnen enthaltenen JSrfahrungen und Kenntnisse, und 
zum anderen, weil das unterhaltsaca genug ist.' 2

Like Prisoh, he presupposes that entertainment means stimulation for the 

intelligence, not Just the satiefaction of curiosity? he believes the 

reader is interested in the gaining of new knowledge.

If these interpretations are just, then the tendency to concentrate 

heavily on the political implication* of Johnson's work is misleading; he 

wants to entertain and interest by writing novels which are neither political 

traote nor expositions of aesthetic doctrine. A just investigation of 

their merits nrast therefore seek to establish two pointat firstly, is the 

political content of the novels superimposed on or really contained in the 

stories 'in terns of character in action' | and secondly, is the form really 

derived from the nature of the story - since it is not the product of a 

specific theory -» or is It, as the political content night be, developed 

for its 'Jfeuheit 1 alone? Are they 'well-made books', books 'in which the

1) Of* above, p. I f.
2) Horst Bienek, y/erkstattgespraohe mit Sohriftstellern. p.93.
3) Robert Liddell, A Treatise on the Novel, p.58.
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subject and the form coincide, and are indistinguishable,.*in which the 

natter ie all ueed up in the form, in which the form expresses all the 

waiter 1 ?1

Form - the shifting viewpoint in *Mutwaggunflen uber Jakob*

We know from Johnson himself that the starting point for Mutaaesungen 

uber Jakob was the question! what remains of a man*a life and character in 

the memory of others when he ie dead* and this, he eaye, led automatically 

to a rather involved forrai

*Ber Vereuoh,...den Lebenslauf einee Toten und die Ereignisse 
vor seinem Sterben zusamtaenzufinden aus Vermutungen, Behauptungen 
und knappen Zeugenberiohten, ein solcher Versuch muss "sohwierig" 
ausfallen.' 2

Johnson here begs the question a little in hia self-justification. 

Certainly, once one decides to treat not just one character but the opinions 

of several about one who is no longer available to prove or disprove their 

notions, the resulting work is not going to be as straightforward as - to 

take an arbitrary example - Morite's autobiographical Anton Reiser: but the 

form 'has to be' complex only if one assumes that nobody will be able to aay 

anything- conclusive about the dead man. However one roust do Johnson the 

justioe of assuming - in the li ght of hi a remarks on precision - that he had 

specific notions about why the form had to be 'schwlerig*.

In order to clarify what the chosen form implies in general terms, it 

is possible initially to imagine other methods of narration from the simple

1) Percy Lubbook, The Craft of Fiction, p.40.

2) Uwe Johnson, 'Auskunfte und Abreden zu "Zwei Anaichten"', Dichten und 
Trachten 26, Frankfort, 1965, p.7f. ""
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starting point of a death. What Johnson has produced is a mixture of 

third person narration by an unidentified narrator, of snatches of 

conversation in which the participants are not always easily identifiable, 

and personal memories in the form of italicised monologues by three of the 

charaoters9 and all these alternate constantly and irregularly* A ouch 

simpler form would have been a straight-forward narration of the events 

which constitute Jakob's 'story*, that is, of his association with Rohlfa, 

his meetings with Oesine and Jonae and hie mysterious death as a climax. 

The emphasig would then naturally have been on the events above all, and 

something like a political mystery would have resulted, with a strong 

dramatic element euggastive of propaganda* A simple, continuous time-scale 

would miss the pathos implicit in the act of Foment boring after a life is 

oven none of the characters uses cliches about a * sense of lots'* but each 

of them, in dwelling on the past, gives it a value and substance and so 

creates an impression of less too deep for summary accounts* Johnson, then, 

wanted to avoid the impression that a life consists only of what * happens* 

in it| it is more of a combination of what one feels and what others see 

in one - but tragically, with a life so supremely ordinary as Jakob's, 

nobody stops to think about it until it is too late* The form as it stands 

would seen to question our knowledge of each other, suggesting not only that 

human insight is limited but that people do not even attempt to appreciate 

others as fully as possible until that knowledge is already rendered useless* 

Frisch shows us that we make 'images' of others by letting us see the 

discrepancy between one man* a picture of himself, and his subconscious 

desiree and fears. Johnson takes a more negative view of human relations*
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While Frieeh stresses that we restrict others by our * images', Johnson 

indicates that perhaps we do not even go so far as to make positive images, 

and we shall see that the German political situation adds to the 

difficulties. 'Adds* is used here deliberately! if Johnson had intended 

his book to be simply anti-Cowmunlst he could have used a constant narrator, 

and starting with the fact of Jakob's death, produced a tract on the lines 

of 'this man has died and I will show you why'* That this was very far 

from his intention is proved by the characterization of Rohlfs, who is 

anything but a melodramatic villain*

Why did Johnson not use one of the characters as narrator? Unless one 

of then were an author or moved by exceptional circumstances to write, such 

as Walter Paber in Prison's Homo Faber, the degree of sensibility and 

reflection needed would be entirely unrealistic for an 'ordinary' man, and 

much of the poignancy of the story would be lost if these were exceptional 

characters* Indeed, in dealing with a situation which belongs to the sphere 

of international affairs as does the division of Germany, it is surely vital 

to bring it as close as possible to everyday life, BO that a wide public may 

feel its effects and not dismiss it as yet another political fact, for - as 

Johnson has himself pointed out - there is always the danger of presenting 

'the merely factual as reality'* Walter Jens points out also the peculiar 

role of the writer in our century as enabling the reader to experience what 

newspapers convey to him factuallyt

l) Johnson, Evergreen Review XXI, p,24»
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 ...(die Dlohtung) vernag nicht wehr eine terra incognita mt 
schildem and vahrheit auf eine tabula rasa zu ritzen, sondern 
muss sich ait der Aufgabe begntyron, etwas bereits Cewusstes 
exe*nplariach zu verdeutlichen,**

Johnson's refusal to uae figures in any way exceptional is a parallel 

recognition. In using several characters he demonstrates that no one person 

has the right to claim entire knowledge of another* and in making then on 

the whole unexceptional, he questions whether any of us try to understand 

even those closest to uaf whether the physical presence of a person can be 

an excuse for laziness of perception and lack of appreciation. The reader 

is moved by the fact that Jakob existed as an entity beyond all that memory 

can recall of him * this point will be dealt with more fully in the section 

on Jakob. It would seem, then, that the use of a shifting viewpoint, the 

rejection of other possible uses of the same basic material point to an 

interest in character rather than in events alone, and in characters inter­ 

acting in the modern world rather than in any one exceptional figure. 

Johnson is showing that we are all isolated in different ways, and, of course, 

that the political situation in Germany brings new kinds of separation which 

have little to do with mere physical isolation.

Onoe one considers that the shifting viewpoint may have a serious 

purpose, the question arises, why did Johnson not use it in larger, chapter- 

like units, but choose to switch constantly from one fora to another, often 

without even the grammatical separation of a full-stop and succeeding capital 

letter. Is the technique simply one of association, as Karl Mig&er suggests2 ",

1) Walter Jens, Ldteratur und Politik, Pfullingen, 1963, p.19.
2) Karl Kigner,  Cesamtdeutsche firklichkeit 1m modemen Roman', Welt und 

Wort. 17 Jg. f 19^2, pp. 243-245- Cf. p.244i '..die verschiedensten   
Aussagen werden durch blosse Assoziationstechnik aneinandergefiigt' 
ray underlining.
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or are there aoro specific reasons for the abandonment of anything approach­ 

ing chapter units?

Use of the fragment-technique for specific effects

An examination of the transitions between sections reveals several 

recurrent, acre concrete reasons* A major reason for transition from one 

form of presentation to another is the desire for vividness, for some aspect 

of character to be brought alive in the experience of another figure. For 

example, the description of Frau Abe and her relationship with Gssine is 

followed by a brief reminiscence of her by Oesinet

'Sie hat air doe Essen gekocht und hat nir gezeigt wie man es 
raachen rauea rait dem Haar, «ie hat mir geholfen in der Fresxle., 
ich babe eine "utter gehabt alle Zeit.'l

This section emphasises that Frau Aba* major characteristic was kindness to 

others, but a simple statement of this fact means far less than Gesine*s 

first experience of what it meant to have a 'mother' i and this relationship

explains Frau Abe* flight frora political exploitation - a point whioh will

2be elucidated in the remarks on Communism as It appears In the novel.

Sometimes conversation is used similarly! we read of Jakob'a appearance
3on football-team photographs , but football is a shared experience, and in

order to evoke the reality of Jakob within his milieu, the use of conver­ 

sation appreciating the memories aroused by the photos la more effective than 

simply description of them* Very often Johnson will bring an event already

1) HutmasBuniren uber Jakob. Prankflirt, 1959, p.18.
2) Cf. below, p, 29 5 ff.
3) Muismssungwn, p.24f*
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made known to us even closer by reflecting it is eorao human consciounness, 

questioning In this way whether factual recording is not - despite Its 

simplicity - distortion of reality, for reality is something shared between 

people I for instance, Frau Aba* flight could have been described in great

detail, but it ia not her experience alone, so we find the events speculated

2 upon even by those not immediately affected. That one's motives are real

only in so far as they are understood by others is a corollary of this, so 

that tho process of conversation etc, about events in order to present them 

vividly ia ambiguous: the events 'come alive* in this way, but the 

impossibility of complete understanding ia demonstrated - the novel as a 

whole does this, for Jakob 1 s death is a aharod but never fully understood 

experience*

But even if completeness is impossible, ninor events can often be shown 

in their importance for one character at least by the inclusion of a short 

scene. We are never told directly what is felt, but shown what others 

could have observed and left to surmise; for example, one section captures 

vividly something of the atmosphere of Jakob 1 s  homeoondng1 with Gesinet

'Ails Jonas in die Kuche kara^ stand Jakob vor Oe»ine ma Tisch und 
etutste sich -nit den Handen rucklings auf die kalten bunten Fliesen*.* 
"In Budapest sind Aufatands  «"! sagte Jonas ioraer sogernder**. 
Jakob wandte sich halb ura au Jonas, sein Geisoht begann zu atrahlen 
als konne er vor Spass nicht sus den Augen schen. "Doll, was*..?" 
sagte er.'3

1) This is a point Frisch tnakss implicitly alsoi both Stiller and Walter 
^aber sin against othora in having a rigid view of their own past, for 
the past was shared with other people upon whom one has no right to 
impooe any one interpretation of events*

2) Mutnassungen. p.60f.

3) op.cit., p.l94f.
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Political oventa of great iaportino* are gaily Hamiase-i in the happiness 

of rediscovered affection* Jakob's return affected hia own feelings, those 

of Gssine, and by its timing, Jonss 1 intellect* oinoe the contrast between 

his priorities and Jakob's is demonstrated, and all of these are part of the 

event*

At other points, the switch to a scene or conversation is made to avoid 

lengthy explanations when the reader will want to know 'how the characters 

felt*. Johnson answers this by showing only what those involved allowed 

each other to see. For instance, after Jakob has beard from Jonaa of the 

dissatisfaction of Berlin intellectuals, he has probably begun to wonder just 

kov far political ideas should encroach upon ordinary existence - a consider* 

ation urged upon him of oourae by Rohlfs. But how many people would reflect 

coherently and lengthily upon the sense of difference gradually entorIng 

their lives? A scene with Sabine however makes the point admirably at the 

 oswnt we wish to knowt there is still affection between them, but also 

involuntary restraint*

It is noticeable that Johnson takes great care to arouae our imaginative 

participation as far as possible* He will 'dramatize' scenes for example by 

reproducing as nearly as is feasible with the written word the duration of

what happens* One excellent example comes when Jakob realises the full
o

implications of what Rohlfa demands of him ; this means effectively the

disruption of his whole concept of service, and it is a moment of groat 

tension! '"Das kann man von einem Men a c hen nloht verlangen, .. M sagte Jakob

1) Mutmassungent p*138f»

2) op.oit., p*220*
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endlioh.* Then follows a brief description of Jakob 1 e» posture, as If there 

wore a moment's silence in which all eyes are upon him until Rohlfs answers* 

Again there is a pause, represented here by Jonaa describing very briefly 

how he reacted, and then the positive tone of Jakob*s command breaking the 

highly charged silence* *"3itsenbleiben" aagte Jakob... 1 . In addition 

there are the italicised words, thought by Qesinei 

'Ich liebe dieh wle den Her*en 

wie den Regen*

whioh indicate the upsurge of admiring affection as Jakob twice clashes 

* head-on* with authority, authoritative himself. Such a moment would lose 

Its impact in a descriptive representation, but has as it stands the same 

effect as a theatrical scene which hushes the auditorium with an intensely 

felt participation and shook.

Often the movement from one eection to another is reminiscent of film 

technique, suggesting that Johnson is trying to gain SODS thing of the

immediacy of presentation whioh ia possible visually. On the very first 

.1 we have a picture of a figure disappearing into the gloom, preceded 

and followed by voices, as though Johnson were thinking of a silent picture 

overlaid as it were by questioning voices belonging to a different point in 

time, a not uncommon cinematic procedure. Certainly the conversation and 

the picture link together! the voices differ - one emphasising certain 

knowledge of Jakob'o abilities and assuming implicitly that he was in full 

possession of them and not troubled in some way likely to affect his alert­ 

ness, the other asserting the natural causes of the accident. In the

1) Mutwassungen, p.7f.
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intervening picture we have both emphasis on the weather, the slippery 

conditions, but also mention of a figure moving *sicher und ach tics', which 

would allow the interpretation of physical habit but mental abatraotioni 

both speakers* views are represented thus ~ but the figure is only 'viol- 

leicht Jakob*. Anything more like the opening of a mystery film would be 

hard to i ma fine, and one is reminded of R.W. Forster*s words on mystery as 

a structuring element, already shown to be relevant to Frlsch's novels i 

that is, in a novel which does not appeal primarily to curiosity - 'the

lowest of the human faculties* - curiosity about the course of events is
o nevertheless enlisted in order to engage the fullest attention possible*

A comparable cinematic technique is that of the hidden onlooker, in 

sons ways like the theatrical device of dramatic irony whereby the audience 

knows something hidden from one of the characters on stage and is thus held 

in suspense* Jakob is being* watched by fiohlfs i we see him moving about 

and doin& his job, and we hear Rohlfs in the first person describing what he 

sees, not simultaneously since this is impossible in a written work, but 

very nearly so through the device of Intermingling sections* One reacts as

1) Cf. above, p.
2) P. Hint on Thomas has brought out this aspect of Johnson's work, with an 

illuminating consent frora iirnst Bloch about our i.^-norance of ourselves 
and others « 'Kaum ist irgendeiner fSr sioh echon klar da* Unerkennbar 
liegen wir uns selbst noch im blind en ?leok ( - which ho suggests is 
relevant to the kind of mystery Johnson is presenting basically, i.o. an 
Investigation into identify and personality. ?his is very similar to 
Frisoa'fi use of the technique, cf* above, p* 97- 
R. Hinton Thomas * Wilfried van der Will. The German Hovel and the 
Affluent Society, Manchester, 1968, p. 122.

3) Mutmassunflen,



to a film eequence viewed from within a room where a figure stands by the 

window watching another but unsuspecting figure whom we also aee through 

the framework of the window, Johnson has captured the physical separation 

and jet threatening link between Jakob and Kohlfa by suggestion*

One might in fact see the whole novel in terras of cinematic techniquet 

the constant interlocking of different voices and situations is reminiscent 

of the film's ability to fade one picture into another - a good example of 

this is the arrival of Jonas in Jericho, where his account 'fades into* that 

of Rohlfs* The italicized f monologues' are comparable to film flashbacks* 

perhaps | but this point does highlight one danger of the technique -visual 

pictures are accepted swiftly by the mind, the written word less speedily 

however, and it could be a mistake to emilate the pace of one medium in the 

other* As in the case of the Fate frsaework in Homo Paber* individual 

readers will differ in their ability to accept and follow with all the power 

of their imagination the technique here used*

Balance

An undoubtedly successful use of the shifting viewpoint is in the 

maintenance of balance, that ia, the refusal to view any character from one 

aspect for too long) and in this case, the reader is definitely aided by 

the swiftness of some changes, for the more quickly a range of views is 

introduoedy the more able the reader is to consider them in their totality 

rather than consecutively. Once one assumes that the 'reality' of a figure 

cannot be summed up in a simple statement about him, then it is a logical

Mutmassungen, P»72ff.
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step to try to present several views together, and to avoid as far as possible 

the uneven distribution of significance which can result if such views are 

presented successively at length* Crosspahl, for instance, is first intro­ 

duced in his daughter's words before he is seen objectively - he is above

all a father and not just an isolated old roan; but then he is seen by Kohlfs
p and his right to privacy is challenged y and all these views occur within one

page. We are given no Indication as to whether the author finds one closer 

to * truth 1 than another, for each contributes an entirely different aspect 

and they are in no way mutually exclusive* The same process is followed 

with events| to return to Prau Abe* flighti we have seen how it is made an 

experience rather than a factual notation, but it is an experience for 

several people. Two voices discuss what had boon seen on the day she loft, 

Creaspahl is seen with the cases and then Gesine is informed* Jakob too 

it watched after the event, and Joche comments on it*4 In such a way we 

are made to feel that nobody has the right to put a definitive interpretation 

upon 'facts' for to do so is to contravene the equally valid experience of 

others* The multiplicity of 'reality 1 is evident also in the stress on 

simultaneity, served by the use of small letters to open sections , as though 

one were brooking in on a continuous stream, parallel not subsequent or 

subordinate to what has gone before*

1) Mutmaaourvren, p*8f*
2) op.cit., p*9f*
3) op.cit., p*34f*
4) op.cit., p.38ff*
5) op.oit., p. 38: one of many examples.
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Isolation

However, as well as combining views, this technique also divides* one 

excellent example of this is the meeting of Jakob and Rohlfs at a hotel 

where ftesine also happens to be present* The use of the shifting view~ 

point here reinforces the hostility evident in Geeine's words about Robit's; 

instead of seeing the three participating figures together, we find distinct 

personalities isolated from each other with separate trains of thought* 

Geslne expresses the atmosphere when she says of herself and Bohlfss ! 'ir 

sehen tins an wle awel fremde Tiere*' The technique of balance here serves 

incompatibility! and throughout the novel the first-peraon seotions vary 

between a simple viewpoint to be added to others and a means of conveying 

isolation, by which the figures are shown - whether they will or not - to 

be restricted to some extent within their own consciousness* For example, 

Qesine talks freely with Jonas about Jakob, but some very personal memories

are not shared, as though she wants to keep the Jakob of her childhood as a

2 precious memory* These details are so precious that they are expressed in

terms which make no concessions to the reader, who has to deduce for example 

that Jakob always acted as Gesine's protector and 'brother* with quiet 

affection* The relationship between them was one of trust too deep to 

 hare with others*

fcresspahl

This is self-willed 'isolation 1 , comparable to that of Cresapahl, for

1) Mutmaasungen, p«148ff.

2) op*cit* f p. 16^- **..wie ein Kind in der Schule...'.
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wbora the first-person monologue is rot employed - wo see him In third* 

person accounts or through others' eyes. The reason for this i« suggested 

by the very small amount of direct speech recorded for hint: he is a 

taciturn figure not given to formulating his thoughts or feeling, but 

devoted to the business of continuing' life in the sense of everyday duties. 

Tet this willed 'isolation 1 is challenged? his long speech to Geoine with 

its admission of love but lack of understanding represents enormous personal 

effort and hence deep emotion wrung from him by the gulf between them 

brought about by difference of generations, accentuated by social/political 

conditions in Germany* He is happiest when able to welcome others into

his milieu - his huwour and generosity are evident in his acceptance of

2Jonas and welcome to Jakob. Tet his feelings emerge in actions conse­ 

quently when a fairly lengthy train of thought is recorded for him in a kind 

of 'erlebte Rede' occasioned by Nonas' speeoh and writings, the unusual 

form alone brings out the disturbance felt, the resentment and puzzlement 

at the way politics complicate and encroach upon private life; and the 

climax of his thought is reached In th« terse cotanent to Hohlfst *Wo geen 

sie mlt den Menschen urn, 1 Thus the forms chosen to present Cresspahl to 

us are far from arbitrarily chosen. Re is cut off from other figures by 

hit practical approach to living, but cruelly he is forced into reflection.

1) MutaaMungeot p. 210ff 

2) op.oit., p.?8f.

3) op.cit., p.lTlf.

4) op.oit., p.222.
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Bohlfs

The ieolation of the others is of a different nature, not willed on 

the whole, and thus in ironical contrast to that of Cresspahl* In these 

eases the first-person reflections are often evidence of an inability to 

communicate fully with thos0 around, aggravated by a trained intelligence 

alive to complications. Rohlfs is isolated by his job and by his political 

views - isolated from the eomunity of the nove!9 that is, but also to some 

extent from his fellow Communists because he cannot treat Conimmisin as just 

another way of life as do the soldiers , nor yet as a system whose advocates 

should deny all personal values - his respect for Jakob is clear at the end 

of the book*

IH81e sind keln ^uter Verlierer" sa?^te .Tonas..Kr (Hohlfs).«daehte 
in selnem Herzen dass es nioht die Tahrhel.t sei* Doss er mit 
Jakob drtruber sioh hMtte veretandigen konnen. Wortlos, in einem 
kuraen unauffalligen Schweigen und Blickweohseln* Dass Jakob 
gereehter gewesen ware. * 2

Even though what Fohlfs n*mns by 9 gerecht' is ambiguous, it is clear that 

he values Jatcob more highly than Jonas, that is, that he sees people as 

individuals, not as Indistinguishable units to be used* Rohlfs* monologues 

and thou^it show him then cut off fron all associations in depth* Whereas, 

for example, Gesine and Jonas can at least discuss Jakob, Rohlfs shares 

nothing - he reflects on others, but silently, dissociating hinself fron 

them, attempting: not empathy but superior vision. And yet he has enough 

sympathy to feel a little when this kind of position is forced upon him as 

it is by Frau Aba. He is quite aware that she is lying to him but not

1) "utmasaungen, p.

2) op.oit., p. 308.
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angry, only regretful that she imposes a gulf between thera by implicitly 

denying his humanity?

'loh kann solche Huhe rait flattemdem Blick und he trail ch 
Bitternden Handen nioht vertragen, ich bin nicht 80 alt, ich 
Bag nioht sehen win einer aus Hot lugt.'l

In the discussion scene at Jerichow we slip momentarily into Rohlfs' 

view of it, because he is expressing views which none of the other 

participants fully shares and the first-person form cuts him off effectively 

from any assimilation into the group; but it also, interestingly, adds 

details of personal observation of the scene which show us at least that he 

is far from inhuman, although unable to communicate thjs to others because 

of the sense of priorities which cuts him off from all aroundt for example:

f Sie hob ihr Ge'sicht auf und wandte ihr Kinr snhra^;, ihr Blick fing acuf

2 Jakob »u und glitt am Fenster ab. 1 Despite her animosity towards hira,

Oesine does have the insight to say of Rohlfs and hie relationship to Jakob J

'....Bie hatton befreundet sein konnen, wenn sie nicht gestanden 
hatten an unvereinbaron Btellen, wenn daeu nioht der schmerzliche 
UFnterschied der Meinungen gehort hatte..'.3

The tone of Hohlfs 1 «aonologuee often supports this view and of course renders 

its truth more regrettable} for example, though he * talks* about others and 

dissociates himself, he does not use the language of official documents, 

does not conform therefore to the popular imago of the Communist as an 

automaton speaking in phrases dogmatically doctrinal - his 'speeches 1 are 

often highly oolloquial, showing humour if with a touch of superiority.^

1) tffutmasaungent p.20*

2) op.cit., p.218.

3) op.cit., p.l62f.

4) op.oit., p.118, his reference to Jonaa.
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His relationship with his chauffeur Hanschen is not at all condescending » 

nor is he an intellectually unsifted or uninformed raant he can talk the 

language of his 'opponents 1 * Talking of the area he travels through in 

hie pureual of Jakob he shows knowledge of etymology and cartography culled 

from his father, and is even conversant with a broadly speaking 'romantic 1 

view of landscape!

 Wer dieses Land bei Kaohtceit durchstreift «uo Spaas**, (nicht 
in Dienst.,. eondarn nur auf der Suche nach einera Land, das feme 
leuchtet wie man hort) sollte sieh klarmachen in Jedem Falle daes 
wir nicht fragen werden nach dew eisaeitliohen Oberilachenaufbaxi 
der Landschaft uad nicht nach einer Heimat der Krinnerung sondem 
etwa ob einer aich das vielleicht anders denkt mi t den erkenr.baren 
Verbeeserungen des menschlichen Befindeno.' 2

The reference to &orike is unmistakeablet

'Du blst Orplid, nein Land! 
Das ferns leuchtet?'3

But there is despite the recognition of other possible attitudes no 

concession! there comes a point always at which Rohlfs isolates himself by 

an absolute refusal to admit that he Rdght be wrong* Just as he cannot 

abide sloppiness in soldiers on duty, so he cannot accept oomprofnise in 

politics when it comes to a decisive point, hence his an^er at the Twentieth 

Party Congress speech of February 1956, when in a closed session Krusohev 

 ads a violent denunciation of Stalin and of the later years of his leader­ 

ship, mentioning wany serious errors of policy.4 Rohlfs view is harsh*

 Ich halte«..dieeen JTamen 'Fehler' fur einen einalgen Uneinn, 
iet denn damit geoeint; Uassnahoen der Begierung sind von der

1) MutmasBun/^n, p. 20,
2) op.oit., p.186.
3) Morike, •Geaang eylae'.
4) Cf« aioyolopatdia Britannica Book of the Year 1957. Events of 1956. 

p.480ff.
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Bevolkerung unliebsam empfunden worden - als ob ale darait falsch 
wmren! Ober die Hotwendlgkeit kann nieraand urteilen als die 
Partei, wir. Oewiasermaasen ioh. Sie batten weitermachen konnen 
ohno ochwache und Verluste, aber da ale an Wohlstand und Starke 
Kunehmen wollen in den Augen der Welt, let eln bieschen nioralische 
Auf re/sung nlcht unnutzlich fur den An fang. f l

This * speech 9 contains Rohlfs* willing acceptance of isolation where a 

choice between popularity, between being liked and political 'necessity' 

taust bo made. His attitude is explicable partly from the peculiar 

situation of East Germany t Ruse! a, he suggests, can afford to make over­ 

tures to the outside world t

'••«alle Orenzen sind feat sieher der Sowjetunion, innenpolltisch 
machen ale nlcht welter als Verwaltung«»»wir haben erst vor aehn 
Jahren

A sense of national pride enters here, an identification with the cause of 

East Germany rather than just Corrrnuniam: and linked with this attachment 

is a hint that a sense of physical inferiority adds to his political 

touchiness * he has to prove that the cause to which he devotes himself is 

important, since all his own importance derives from it.

Rohlfs is however not an arrogant man and will admit his own mistakes 

to himself, as his slight embarrassment at the hide-and-seek, movements he 

has forced on Jakob shows * 'loh bin ja selbst schuld an dem Versteckspiel... * 

He will question his methods quite sincerely , but - and this must be strongly 

emphasised - he never does this openly, and he Is not prepared to question 

the ultimate authority of the state and its right to influence even the

1) Mutraasauiwen. p. 127.
2) op.cit., p. 128.
3) op.qit., p*128*
4) op.elt., p. 205. 

op.cit., p.291f.
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smallest details of lifet 'Die Staatsaaoht wird nicht geringer, wenn sie
*&

sich auoh kunmert urn die missbraucbliche Benutssung* des Burgerateigs*.** 

Sympathetic as he can be in details, the political role always comes before 

the purely human el omen t and he Judges by political standards only in the 

last resort* He expects no co-operation frosi Geeine because he recognises 

that her standards must be different, but what he cannot accept is that a 

man who lives within the * Democratic Republic* and does not clash with its 

authority, as Jakob did not, might not be politically conscious, might want 

only to live quietly and do his work efficiently* A conversation with 

Oeeine makes the pointt

'*••Jakob kriegte eine Menge Einladungen fur die naoh8ten Tage zum 
Mittagessen zum Besuch in der Werkstatt sum Autofahren.
- Aber er ist loch nicht hingegegangen.
- Warum soil das denn Verachtung bedeuten, Gegnerschaft? Verlegenheit*
- Das kann ich mir nicht voretell en* J£T kann nicht vergessen haben 
daso et? vemUnfti ist gegen den Krieg zu sein*'2

However near Rohlfs comas to understanding a person's character, he still 

cuts himself off by imputing political motivation either for or against his 

own views at some point* He sees and respects Jakob'a interest in his work 

and comes to appreciate his integrity, but can never grasp that this 

integrity consists in sincere and as far as possible undivided attention to 

whatever Jakob has been asked to do* Rohlfs sees that Jakob is prepared to 

listen to his arguments and Interprets this as politioal interest, seeing no 

reason why Jakob should not continue his work as a Dispatcher as a service 

to Comraunism in addition* But Jakob*s attitude to his work, as will be

1) Mutmaasungen, p*292*
2) op.ait., p*282f*
3) cp.cit., p.50*
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shown, is raore that of an artist than that of a simple workman: it engages 

his whole intelligence and attention. When ftohlfa aafcs him to consider 

politloal activity in the direct sense, he tjivee the idea equally serious 

attention; and his energies are claimed also by Cosine when aho reappears, 

for - as her memories of their childhood show - he has always accepted the 

role of protector to her. In other words, Rohlfs looks no further than to 

what is agreeable to him, and never sees that by dividing Jakob's attention 

he creates for him insuperable difficulties? irrespective of whether one 

interprets Jakob's end as suicide or not, it is clear that Rohlfs has 

destroyed the unity of purpose on which Jakob*s security and peace depended 

by presenting him with conflicting possibilities of 'service*  

Rohlf8 v then, is a man whose views - when he is apart from his family, 

putting1 Communism into practice - isolate him from all those who do not 

share them whole-heartedly, although he is by no means a caricature produced 

by virulent anti-Connunisra and is an extremely interesting figure for this 

reasonf but the monologue form is needed in order that the reader should 

sense his separation from and overall opposition to the other characters 

which ultimately asserts itself in action, and in addition should feel the 

contrast between this overall opposition and the far from unsympathetic 

figure behind it who is himself responsible for its existence. His isolation 

is thus made all the sadder from a purely human point of view*

Gesine

With Gesine, the isolation is of a different order. She is a 

'displaced 1 person in two waysi firstly, like so many other young Europeans,
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she hoe left the social background of her childhood home, and though 

sentimentally attached to It, has made her life elsewhere - but a life 

without solid roots | and secondly, she has left one culture for another to 

which there can be no satisfactory return* Her vocabulary and expression 

suggest considerable sensitivity and warmth, for instance when she thinks 

about her father her words are evocative rather than purely informative!

*Hein Vater war aehtundviereig Jahre alt in die a era Herbst und 
lebte allein in dera Wind, der grau und rauh vota Meer ins Land 
einfiel hinweg uber ihn und sein

Her awareness of natural surroundings and 'atmosphere* is evident; she is 

not a politically minded young woman in the sense that she does not see her 

father against the wider background of the state system, but one for whom 

the particular set tin/* matters* And yet she is separated from her own 

1 context*, from those who could most easily provide warmth and affection 

and has forfeited the possibility of return by leaving a state which will 

Judge her departure politically as Rohlfs does* The most distinctive 

feature of her monologues is the frequency of her return in memory to child** 

hood; apart from indicating the powerful impression made upon her by 

Jakob 's character, such passages betray how ill at ease she is in the 

present , how insecure* For instance* when she recalls the night of her 

* secret* return to Jerichow with Jakob, she slips into the childhood sense 

of security she had experienced in his company t

*.,.ioh...vrar noch geblendet ale Jakob raich an den Zaun zuruok- 
gerissen hatte *wei Meter in einem Sprung uber den Burgersteig. 
Er hielt tnich noch am Handgelenk 
in «elnen Pingern spurts ich das weiohe warme ^aldgras und

p.8f,
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Baumduft Kiefernborkcnduft und dla Huaaan die auf una kansen... 1 .

Har moat prominent characteristic la a sensitivity to aanse impreaaiona of 

 vary kind? aha thinka in terras of people and pictures, not abstractly:

'loh kann ao abatrakt nicht denkon dasa ich uber dia Wirklichkeit 
daa ungariachen Auf stands und seine Unterdriickung hinauskame rait 
irgand einer Zuveraicht dee Zuktinftigen.*. 1 .2

This la said specifically of political theories to Rohlfs, but it shows how 

she lives in and for the praaent by nature, and her 'preaent* ia one empty 

of objects for her affection; and the isolation this moans, in the emotional 

aanae, ia en^phaaised when for a time aha 'finds 1 Jakob again, finds content­ 

ment once more, only to loae it again, irrevocably* One has only to sec 

the extent to which Jakob 1 a figure overshadows that of Jonna in fear mind in 

order to understand what this 'rediscovery' and subsequent loae must mean in 

increased isolation! aha hae to exert herself in order to behave suitably 

to Jonaat

 Er atand vor ndr In meinea Vatere Hauo und war ao wirklich wie 
Jakob neben rair ich wuaate kein Wort und aagte GUTra TAG und 
achante raich und befahl rair die Erlnnerungt dies ist Jonaa der 
mich liebt.'3

Her understanding of Jakob is instinctive not reasoned, and deeper than that 

of any other figure - aha graape for inatance that the whole basis of hia 

existence was the need to fulfil a clearly defined purpose to the beat of 

hia ability| ehe understands thus how ill at eaae he waa in the Westi
M1 * war loh doch jedea '|fal uberraaoht dasa er keine Unifonojacka 

true mit den allbernen Achaelklappan und Ran&sternen und Kragen* 
spiegelnt dasa ihm so /?ar nichtB anauaehen war von Vorhaben und 
verlaealicber Beachaftigung. f 4

1) lutaaaaungen, p.!57»
2) op.qit., p.274.
3) op.oit., p*2C/0.
4) op.oit., p.276.
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Her memories are full of Jakob and their shared experiences, but there is 

nobody with whom these memories can themselves be shared; Gesine*s 

isolation is that of emotional deprivation, her monologues a sad substitute 

for the oonpanionship she lacks.

Jonas

In Jonas 1 case the isolation is intellectual. We meet him first - 

significantly - as a solitary passenger occupied by his thoughts and obser­ 

vation*, but aia&essly so* What we learn of his life explains this near 

lethargy} he has a good position in university teaching but is critical of

the political regime which isolates him among; hia fellow intellectuals who
2 are all too keen upon compromise , and yet he has not the strength of

character to break away from what he despises and make a new life in the 

West* which would seera the obvious course of action* He takes a distinctly 

ironic view of hie own position, distancing himself from it in his account 

told to Jakob and Cpesspahl. Many points of this long section are mocking 

of his own preoccupations t

'Die eigens auf den Laut stand gsriohtete Linguiatik untersucht 
die reine Spraobe und daren erstaunliche Veranderungen von den 
fruhosten Dokuaenten bis aur Oegenwart«.«'*3

W M H_**«*es gibt keine 3rklarun&en fur den ubergang von o zu a aus 
offenbar heiterem Hiimal.> .aolche Dinge beweisen nur dass 00 nicht 
bleibt wle ae 1st in mensoh lichen An^elegenheiten.*4

The underlined phrases mock the seriousness of academic attention to details 

as though they were world-shaking, and the last phrase of the second example

l)
op.cit., p.ll6f.

3) op.oit., p,101, wy underlining.
4) op.cit., p.101, rny underlining.
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seems to ridicule the Communist interpretation of life as following a 

demonstrable pattern? Jonas is deliberately undermining the foundation* 

of hie life ae an academic in a Communist state on both scorer,. Then the 

later reeling off of academic preoccupations, borrowing a technique from 

the exaggeration of comedy and theatrical bombast, derides the vital

importance attached to these* Again, the portrayal of the Seminar has a
2 touch of bitter honesty without mercy for the mediocrity of the students ;

he is nihilistioally destroying everything* which could give hie life meaning 

because he has not the determination to overcome his sense of futility and 

actively create a purposeful life* His relationship with Gesine is highly 

characteristic. In her he finds escape from academic circles, but senses 

perhaps also her parallel 'horaelessnesa*• He is attracted by her, but 

makes no positive move to engage her affections - he longs for freedom but 

is unable to pursue it* Jonao 1 monologues are conspicuous by their

frequency, as though he finds musing to himself easier than direct coomuni-
i

cation - oven in the section on hie life in Berlin it is impossible to tell

how much be actually formulated in utterance and how much remained silent 

thought and discontent* In the long section describing his stay in 

Jerichow , the third person narration is interrupted by small excursion* 

into Jonas* mind, even in one case only half a line long.* These bring out 

forcefully Me intellectual exclusion from the p^aoaftil surroundings into 

which he wishes he could enter fully. Although dissatisfied with his
TIM—r~- — nr-r i i i M _t . .1. . -.- .- i r . j — _ i ._._.. i nir---- - • i - T ---j -.. •• • -r~» ••-••- ._ . _. - L -- , , , M, ,, , , , .-_,..„

1) .MutnattsuiMesn* p. 102.
2) op.oit. 9 p.!03f.
3) op.oit*, p*101ff.
4) op.cit,., p.l74ff.
5) op,eit. t p.176.
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intellectual background, the habit of constant reflection intervenes 

between him and the simple life of Cresspahl. This insight and clarity 

divide hin constantly from otherst bis considerations on Gesine and Jakob 

rightly establish how suited for each other they are and feel their deep 

mutual affeotiont

'Sis hob ihre Arwe auf su seinen Hals, seine Hande kamen an ihre 
Schultern. Ihre Lippen beruhrten si oh* Und ich hatte ^icfe 
ftwundert wenn sis es nicht getan hatte. "Komin auch wieder" 
sagte

But in recognising this affection he admits that he can offer Cosine nothing 

comparable* One particularly effective passage is that where, in speaking 

to Gesine after all these events, Jonas drifts off Into ^e^ory which he will 

not formulate into speech because he senses the emotional barrier between 

Gesine and himselft

'- Verstehst dut die allgeoeinen RegoIn fur anst&ndiges Verbalton 
**,o>an tnuss es von Fall ssu Fall neu ©rfinden, und ich ware sofort 
abgerelst wenn Job versocht hatte sie auch nur einen Atemzu.r lanr: 
aus den. Atigwia gu '

He knows that he has no claims upon her, and, in his indecision, can only 

add to her sense of displacement* By nature and inclination an intellectual, 

he can find no worthy allegiance and isolates himself by his honesty which 

cannot tolerate self-deception and complacent acceptance of prescribed views 

such as he finds among his 'fri ends'*

These then are the characters for whom monologues and fragmenta of 

speech are employed, and in each case these forms add not so much to the

Mutttassungen, p.l89ff. 
op.oit., 

3)
4) op.cit*, p.2?lf*
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characterisation as to the impression, the aura of isolation which 

surrounds each figure* Paradoxically, the monologues both aid and restriot 

our understanding of the characters* through them we reach aorr;o Insight 

into their feeling and attitudes to the world - or worlds - in which they 

find themselves, tout they also warn us not to read too much into what is 

said, for if, as we have seen, the characters withhold emotions from one 

another, what right have we to feel that we have a sore complete, or more 

correct view than any character in the novel? If the figures are constantly 

making discoveries about themselves - as Gesin@*s appreciation of her child* 

hood awakens and isolates her more and more - can we assume that anything 

that is said is final? One gains a fairly clear but by no mana full 

picture of various forms of isolation, that is the ooat that can be aaidi 

the precise causes and effects remain shadowy and must do so, given the 

importance Johnson attaches here to the monologue form.

It can however be puzszlinj 3 one times that Johnson chooses to describe

an event primarily from one viewpoint only. For example, Kohlfa' first
2 interview wiIh Jakob is reproduced to a very large extent through Rohlfs ,

so that we hear little of Jakob's actual speech. This is a very important 

scone, since it represents Jakob'B first encounter with the demands of the

1) R. Rinton Thocoae has rightly pointed out that 'fullness of character!- 
eation is the least relevant of criteria in assessing Johnson's work', 
The Oerman ffovel and the Affluent Society, p.123. The details given 
above are intended to show that Johnson presents us with a series of 
characters who for various reasons are cut off one from another, but 
without any implication that this is 'good' or 'bad' characterisation! 
it is serviceable in that we are allowed to seo enough to understand 
why we oannot be shown more*

2) Mutmassunken, p*47f«

I ;
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State, and it could have been presented an a thirds-person narration as are 

eo "*any other eoenea in which Jakob features* It is possible that Johnson 

wants to show ua that Jakob does not yet have a clear attitude, that his 

response to political questioning is not yet positive enough to make a good 

balance for Hohlfsj the method certainly stresses the political 'intrigue'« 

since the restricted viewpoint creates an impression of sly opposition to 

Jakob, of power against which he is helpless, whereas a straightforward 

conversation would have allowed a more even balance between the figures* 

Much else in the novel minimises t>he melodrama which could result frora the 

political elements of the story, but sections such as this and RobIf*' 

thoughts remind us subtly that one of the major sources of isolation is 

the need -> propounded by Cotnmuniam - for political alignment, which may be 

enforced if not freely chosen. These aoones mark, the onset of Jakob's 

enforced isolation* But it is also possible that Johnson is here attempting 

something which is achieved ?nany times during the novel with unequivocal 

successs the creation of two distinct levels of time.

i 
The Effect of the Time Scheme

HKate Haaburger first raised the per obi on of whether the use of the
o preterite in narration really indicated past time to the reader , and

decided that tho f ej>ic preterlto* served rather the purpose of indicating 

tho fictional nature of the events and characters of the work concerned* 

Fiction she equated with the absence of any 'reale Ich-Origo 1 and its

1) Mutwassungen* p.186.
2) Kate Tunbur^r, T'um ^trukturproblen der ©i>5schen und

Dichtung1 , Deutsche Viertoljahrssohrift, 25, 1951, pp, 1-26.
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replacement by 'fiktlva loh-Originee, did rait dam die Pi let ion in irgend- 

alnar Waiaa arlabandan Ioh, dare Varfaaaar odar dam Leser, katagorlal niohta 

§u tun haben*' Consequently the 'loh-Eraahlung* preaenta difficulties,

and Kate Hamburger deoidaa '••duroh dan Xob-Erxahler wird ain autobio#~
2 rapbiachaa, d«i, ain hi a tori ache B Dokuraent konatituiert. ' It la

irrelevant whether the Ich-Ermahler la entirely fictional or not, whether 

he haa to be identified with the author or not! it is important only that 

he treata himaelf aa non-fictional, and that therefore the preterite regains 

its reference to the past, oinoe there la now one firm time level with the 

book and separate from the main stream of events, so that in comparison 

they become 'past'. True fiction, it ia maintained, la characterised by 

•Zeitloaigfceit't
W'Per Roman enahlt im allgemeinen Geachehan, Bltuationen, dia 

Menschen nit ihran Gadankan und Problenen, ohne aioh darauf su 
besimon, daaa das Leben "in Wirklichkeit" in einar Zeit ablauft.*^

4 5 However, Wolfgang Kayaer and Franz Stance!v have rejected this

distinction between true fiction and the 'nichtfiktivar Faktor' of a 

recognisable narrator* They agree that the preterite does not always have 

the past force it bears In everyday usage, but Stanzel in particular makea

1) Kate Hiwiburgar, 'Baa aplaoha Praatarituo1, DVJS. 27, 1953, p.334.
2) Kate Hamburger, 'Daa eplsoha Praetarituo*, p.355.
3) Kate Hamburger, 'Die 7.eitloaigkelt der Dichtung*, PVJS. 29, 1955, p.417.
4) Wolfgang Kayaar, 'Die Anfange dee modernen Romans im 18. Jh.', 

28, 1954, pp.417-446.
5) Franz Stan&el, 'Bpiachea Proeteritum, Srlebte Rede, Hiatoriechos 

Praaaena 1 , DV^S, 33, 1959, pp. 1-12.
6) Kayaar, op.cit., p.429.
3''
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it clear that all depends upon the *Er«£hlBituation* , upon whether the
n

reader'a attention ie drawn to the *Brzahlvorgang1 by a narrator being 

present, or whether it is directed to the events primarily, in which case 

they become vivid and the past sense is loett and this can happen even 

with a narrator, depending on how obtrusive he makes himselft

•Die Bestimmung der Erzahlsituation und ihrer Durchfuhrung lasst 
deutlich werden, dasa die zeitliche Orientierung der Vorstellungs- 
bllder des lasers sehr oft nicht einmal in einzelnen Er- oder loh- 
Roraan kormtant 1st, sondern von Partie zu Fartie wechselt, so dass 
das episohe Praeteritum einmal die ihm ursprunglloh sugehorige 
Vergangenheitebedeutung bewahrt, dann aber wieder diese temporale 
Bedeutung so weit neutralisiert, dass dem Loser eine vollkomoene 
Veygegewartigung des ErxKhlten gelingt.O

Johnson has clearly recognised thlo variation* To narrate too 

continuously in the third person in the preterite makes one enter into the 

narration as into the present and feel that the events are happening as one 

reade them* But Jakob is dead, and to present him objectively too 

frequently makes one lose sight of this fact, which is vital if one is to 

feel how sad it is that the realisation of a person's qualities comes when 

it is too late, and inadequately even then* We cannot, in othor words, be 

allowed to become too directly involved with Jakob as he was, or he will 

become a 'present* figure to us* The introduction therefore of monologues, 

which have the character of reminiscences by reason of having a distinct 

epeaker, creates constantly a counter-balance to the sections of third-person 

narration and emphasises that they do in fact belong to the irretrievable 

past. In the case quoted above4 , the procedure is dubious, because Kohlfa'

1) Stansel, op.cit., p.3.
2) Stanvel, op.cit., p.3.
3) Staneel, op.cit., p.3.
4) Itutaaesunken, p.47f« Cf. above, p.
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monologue adde something unnecessarily sinister to the interview and does 

not just emphasise that it is past* Occasionally also this framework 

technique can be irritating! for example, after the section dealing with 

the time of Jakob'e first being noticed by officialdom , there are a few 

lines of conversation relating to the visit to the refugee camp to see his 

mother later in the 'story's

'Die Grossen des Landes warfen ihr Auge auf Jakob.
* Und was 1st nit Cresspahls Toohter?
* Ich weiss nicht. Ich meinet vielleicht ist er auch nur ins 
Fluehtlin^lager gefahren* Sagt 'abine. Was ich auch sagen 
wollte.'2

The use of conversation aa such* to bring- us back to the level in time from 

which Jakob's life is being: reviewed, is on the whole successful, but 

irritating when - as here - the conversation itself is unintelligible on 

first reading* Certainly this example is 'realistic' in the broadest sense 

that conversation is never meant to be overheard and belongs solely to those 

engaged in it. But this degree of adherence to reality is a sin against 

artistic presentation which can never be entirely equivalent to reality as 

it is lived - and this novel is indeed a highly developed art form in its 

complexity of presentation*

The possibilities of the technique are handled better at the end of the 

first section of the novel* There is a brief conversation between two 

entirely anonymous voices ending thust

'- Jakob war eleben Jahre bei der Eisenbahn will ich dir sagen, 
und wenn irgend wo sioh was fenihrt hat was auf Schienen fahren 
konnte, darn hat er das wohl genau gehort.'3

1) Mutmassungan, p.28.
2) op.oit*, p*28f*
3) op.oit.i p.7.
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There then follows immediately an *explanatory* picture:

'unterhalb des hohen grosaglaeau&igen Stellwerkturras kara eine 
Costalt quer uber das trube dunstige Gleisfeld gegangen, stieg 
slcher und achtlos uber die Schienen eine Sohiene nach der 
anderen. .*«1

It does not natter that we do not know who is speaking-, since the situation 

to which they are referring is 'dramatized', then the conversation resumes 

and serves its purpose ae a framework of later time, as well of course as 

indication how difficult it is to establish the details of the past*

All the monologues have this function among others, for instance one

will intervene between two third-person passages describing Jakob 1 e
9 3movements } or conversations will frame another such passage , sometimes

just speculative in tone, and sometimes taking on the distancing value of 

the monologue by introducing a speaker who has just featured in the narration 

of past events, thus giving particularly strong emphasis to their past 

qualityt for instance, the description of Jonas with Jakob in Jerichoir is 

followed by a conversation between characters one can beat identify as Jonas 

and Oes1net

* - Und was war das eiflentlich alt den BriefuraschlSgen.
- Kit welohen Beiefurasohlagen.
- ffa. ihr habt doch ein Bier getrunken ira Stadtcafe, als ihr von
Keesereit gurlokkant, und da kaa Wallfarrf weisst doch dieaer
versoffene Ranglerer, und ^ab Jakob einen Briefuiaschlag. . • * « 

Significantly, the first four divisions of the novel end with some such 

section which reminds us before we go on that all that is yet to * happen*

1) Mutmassungen* p*7«
2) op.oit., p.25f.
3) op.oit,, p,?0f.
4) op.oit., p.88ff.
5) op.cit., p«91, my underlining to emphasise the stress on the paat.

pp»71f 141> 226, 300.
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is in fact already past? and at the very end, when the memories have been 

related and aotion begins again, it is aotion - the meeting between Qesine 

and Hohlfs - which stresses more strongly than could any other the fact that 

Jakob is gone, for he had tried so hard to keep these two apart, and as long 

as he remained alive there would have been no close association.

Examination of the fora in detail corroborates, then, what was deduced 

from the initial consideration of other possible uses of the same material? 

that the author lays his emphasis not on the events in order to excite us, 

but rather on characters 'interacting* not in the sense of conflicting 

dramatically, but trying to understand and know their fellows* He investi­ 

gates basic social assumptions such as that we live together within a 

ooaminity, and this of course has special relevance for Communism, which 

stresses more than does 'Capitalism' the fellowship element of society. As 

will be seen with greater clarity in Pas dritte Buoh uber Achiro, Communism 

interprets the past in terms of a well-defined development towards socialise 

in which all share; but the stress in this novel on vividness, on bringing

the pant alive by means of cinematic techniques, striking details of gesture
o (as will be seen in the section on Jakob ) and highly personal memories -

in other words by use of the shifting viewpoint - emphasises that the past 

is a collection of personal memories and individual moments. Associated

1) Mutmas gun/gen t p.308.
2) Cf. below, p. 27BFP-
3) The sustained importance of vividness - * Vergegenwartigung* - is also 

brought out by Herbert Kolb'e excellent study of the style. He 
demonstrates convincingly that apparent vagaries of grammar etc, serve 
to bring alive the active, vital nature of thought and memory, which 
does not separate events Into clearly subordinated categories. 
Herbert Kolb, 'Ruckfall in die Parataxe', Weue Deutsche Hefte. Jr. ]0 Heft 96, Nov./Dec. 1963, pp.42-72. '————————————— ' 
Cf. below, section on Communisra, p.
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with thie IB, however, the fact that one*8 experience of the past is not 

deeply felt until after the events which cause one to feeli the framework 

technique brings ait the sad and even tragic 'pastneas* of the past, which 

all reminiscing cannot recall in its entirety* And reminiscing, though 

discovering; perhaps precious details such as Qesine's recollections of Jakob, 

tends to brln# out the isolation of the individual in the present*

If it is impossible for anyone to explain the past conclusively, it 

would nevertheless be entirely wrong to say that Johnson maintains that 

people exist only in others' minds s the supreme test for this is to examine 

the figure of Jakob, for if he does not exist and act beyond all that can be 

said of him, then there is no purpose in one*a trying to understand others, 

and it will Indeed be seen that Johnson suggests our awareness of each other 

is inadequate for many reaaons, but not valueless, since people like Jakob 

are there to be experienced, and to experience at all is of great value.

Jakob as a character to be experienced

It has been suggested that the characters are 'nicht geechaut, sondern

1 2gedacht 1 » although this has also been strongly denied* But Jakob is

presented without constant entry into his thoughts and feelings, so at least 

in this sense characterisation of him is not 'abstract 1 * This approach to 

him from without, it will be seen, is in keeping with his business-like 

character and, as in the case of Cresspahl, gives added significance to 

those points wher« thought emergest to use Schiller's terms, he might be

1) Kurt Thlenfeld, Zeitaesjcht - Erlebnisse elnes Legerg. Berlin, 1961, 
p.122. This is not his own view, but one quoted.

2 )
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called initially 'naive 1 , while CJesine and Jonas are 'sentimental', out of 

place and unable to regain harmony. Jakob is therefore presented by 

objective narration firsti this consists often in beautifully executed 

'cameo* portraits which seiae a gesture or an attitude, for example as he 

pauses in the kitchen of his lodgings*

'Er stand mitten in dernKuche seiner ftirtin auf deo fleckigen 
01 ana dee Linoleums und fuhlte die Taache schaukeln an seiner 
Hand, wahrend er sich umoah.' 1

We see him smiling with contentment and well-being in Cresapahl's house t

'Naoh den Hittageasen in der Kuche hing Cresspahl ifam (Jonas) 
sine Schiirze ura den Hals wegen seines guten An«ugs auadrUcklich 
und stellte ihn auf neben Jakob, der das Geschirr abwusoh , und 
erklarte fur sich selbst dat ein de inne Eck steit un ait de 
Ernes klappit mie wiert is as tein de arbeident was Oesine 
f&nfsehnjahrig gesagt hatte, da stand die an der $imerbank und 
wist ihren Vater an wie er die Traoht flu haIten habe beim Wasser- 
hoien. Aber danaoh fragte Herr Dr. Blaoh auch nioht, obwohl er 
Jakob leise auflachen sah Uber den Kuchentieoh gebeugt.** 1 *2

In a very different mood he faces Sabine and is conscious of the 

barriers between them despite their past affeotiont

'Als sie die schwarze feuohtglanzende Kapuze uber ihre Haare hob, 
blieben ihre Arns stehen in dieser Beweaning} sie sah von sich zu 
Jakob, der rolt hangenden Artnen neben ihr stand abseitig verengert 
bliokend, die Falten awischen den grauen Augenbrauen spannten das

And when he realises Gesine f s precarious position his agitation is evident 

in his movements t

'Jakob schlug mit der flachen Hand vor sich hin in die Luft und 
antwortete nichts«««"Wir wissen nur eins gewiss"i sa^te Jakob* 
Er sah zu Jonas auf. "Ja" sagte Jonas •••'rWenn aie sie jet at au 
fassen krlegen, dann hat sie hier in Jeriohow einen Aufstand 
vorbereiten wollon..." Er lag; nun vollig zwiachen den Anolehnen 
ndt schaukelnden Beinen. f 4

1) Mutmaaauiyen, p. 70.
2) op.clt., p. 90.
3) op.olt., p. 140.
4) op.oit., p. 202.
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Several times we are given vivid impressions of Jakob' s inner calm and quiet 

confidence, which enables him for instance to show genuine interest in Jonas 

because he is not himself aelf-consoioua, despite the intellectual gulf 

between therat

•Ale Jakob auf den Tiaoh zum Becher griff, icara sein Blick zu 
Jonas und ru'hrte ihn an in Griibeln, es war keine Frage in dem 
Ansehen und nioht das gefSrohtete voreilige I oh verstehe - Kann 
rair das gut vorstellen, denn Jakob hatte ja zugebo'rt, Er sah 
ihn an und vereammelte Jonas rait den neuen Eigonheiten seiner 
Erzahlung und erwartete ndt? vielleicht rait Geduld wie dies 
welter gehen

In his ability to listen thus, Jakob shown us how great is the peace of his

own character in contrast to Jonas ' uncomfortable mockery of himself.
scene 

Perhaps the most memorable is that where Jonas visits him at work and his•1
posture alone evinces relaxed concentration and the calm of real competence, 

plus uneffusive friendliness »

1 Jakob hob die rechte Hand uber die Sohulter ohne si oh umsuwenden; 
dieae Bowegung hatte etwas sehr Cefalli«es und H of lichee in sioh, 
und Jonas sah dass ea hier auf seinen Handedruck nicht ankam. . * 
(Jakob) aaao ergeben gegen die biegsame^ Lehne seines Drehstuhls 
gestut^t mit den Handen Ira Schoss und fiihrte seine Gesprache als 
sei er auf der Treppe eines lletshauses angehalten worden und lasne 
sich die Neui^-keiten eines fremden Tages eraEhlen ohne Interesse 
ohne Ungeduld, hier sa a er nun

80 vivid is his physical person in innumerable examples, the impression of 

oalm controlled movement, that it takes only a shrug of his shoulders at the 

news of the imminent landing of troops in Egypt (Suez) to indicate the great 

change that has taken placet apathy is an entirely new attitude for him and 

V*ans that his uncomplicated but positive acceptance of life has been deeply 

disturbed?

Mutaassungen, p*108« 

2) op,cit. f p.243f.
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'...sie (Oesine) horchte aohragen Kopfen auf di« Stimme dee 
Nachrichtenaprechars, der inewischen die neueaten Vermutungen 
fiber die bevorstehende Landung der bx-itieohen und franaosiyoa 
Truppen in Agypten bekanntgab. "Sie werder. landen" sagte ale 

Jakob soh nioht auf, Er zuckte die

All this confirms .Tonas* initial impression of him*

'...allea was wir als He/$Bl und Vorschrift auswendig vdsaon und 
hersagen wenn wir uns bewegen hatte er in aich war in ihra auf- 
geso^en t1en«eite der Worte, iind weil ioh elnen Naraen geaucht hat to, 
nannte ich ihn "wie eine Katae eo unbedonklich" wicaend daas ®o 
falfteh war*.. Ioh hatte eagen wollens ich habe einen genehen dem 
man daa Leben anaehen

Jakob ie, initially, a man who devotes his physical and intellectual energy 

to what for him is a clearly defined purpose and therefore * lives* constantly 

with the whole of himself, 'balanced* in the fullest sense. Again and again 

the impression is reinforced by what we see of him in action; his handling 

of affairs after his mother has left is cal^i, resolute and eminently 

sensible} and above all his attitude to his work - for example, his evolving 

of a new time-saving system of dealing with trains - indicates not slavish 

dedication but the kind of enjoyment in perfection one might expect from an 

artist or craftsman, and the training of his young assistant is undertaken 

with thoroughness but enjoyment, which is more than mere efficiency* He 

•peaks little, but with all the more purpoeefulnesa for that; when he says 

of his mother: '"Man muss vorsichtig sein mit ihr'" , then one senses his 

gentleness, undemonstrative consideration and intuitive understanding despite

1) Mutm.aBBungenj p.294«
2) op.oit*, p»75«
3) op.cit., p.92f.
4) op.cit., p.!37f*
5) op.oit., p.234f*
6) op.oit., p.95»



the lack of direct coraarunica-tlon betwoon hin&olf and hie aether* His 

directness is almost distuning, especially fox P.ohlfe who uan be vory 

devious; he challenges the latter reith; 'Soil einer sich solbst versauraen
w 1uber einera Zweck?' and Hohlfs oan of course answer, but io stunned momen­ 

tarily by Jakob's penetration to tho heart of wint he io baing asked to do, 

In Jafcob f 3 words is contained hie belief that everyone should fulfil the 

position he hao to the best of hia ability, a belief which is the foundation 

of his entire lack of discontent and IB disregarded by Pah If s in favour of 

service to an abstract principle* Where Gesine is concerned, his belief in 

the independence of the individual ie strengthened by ties of affection and

family responsibility, which make his threat to Hohlfs, should be interfere
o 

with her - * wlch brin^ dich IUB wie einen tollen Hund, wenn, r" - very

impressive because it is said not as show, but with the roeaningfulnesa 

visible in all his actions*

Jakob as he is seen by other characters

Much of what we learn of Jakob is gained from the testimony of the other 

characters, in which they characterize themselves and their types of 

isolation at the sans time* From Gvsine we experience Jakob*a solicitude 

and dependableness above all, for this is what her 'new' life has not 

replaced) Jonas feels his genuine friendliness and enquiring if not 

intellectual mind, which enables him to talk about his own frustrations.^ 

Rohlfs remembers his directness - '"Versprlch" sagte Jakob. Ich kara rair

1) teatmassungent p*
2) op.cit., p.224.

3) op.olt., p*99ff»
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uberrurnpelt vorfff - which reflects upon his own lack of it, the appeal to 

a personal sense of honour being entirely alien to him. And Cresspahl 

also, through the narrator, adds his inarticulate awareness of Jakob's 

forceful presence, forceful in its lack of complexity!

•Als Cresspahl sich an Jakob erinnorte, lachelt© er vor lauter 
Gegenwartigkeit, derm Jakob erstarrte nicht in den Bildern des 
Absohieds sondern blieb im Qedaehtnis als eine Wlrkllchkeit von 
LMchelr, und Antworten und 3pass und Leben uberhaupt, wie eine

It is basically the loss of this simplicity of existence which cuts Gesine 

off from her father* s understanding*

But these are all complementary qualities, and significantly it is only 

when the subject of political motivation arises - as it must after the 

circumstances of Jakob 1 s death - that disagreement, that is, the propounding 

of mutually exclusive views, occurs* Gesine maintains, for example, that 

Jakob 1 s remaining in East Germany was never the result of a * political 1 

decision t it was not even the effect of thinking that he was needed in his 

job, but rather the knowledge that although ultimately he night not be 

irreplaceable, his leaving would cause short-term hardship to people who wore 

his friends - In other words, it was the result of a deep concern for the 

good of other people* Jonas cannot accept this; even if he reduces it to 

very simple terms, his interpretation is still political, in that he assumes 

some kind of comparison of the two systems - the East and West German - 

oust have taken place* And to a far greater extent Hohlfs assumes that 

political motivation is Inevitable within the Communist States in an example

1) ifcitmasaungon, p.206.
2) op.oit., p*l?0*
3) op.oit., p*152ff., the conversation between Gesine and Jonas.
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already quoted he says specifically that he cannot imagine Jakob acting 

from purely personal reactions, because in hi a terminology
M M**..v*r dem Gegner schadet, nutst una; wer una schadet nutzt dem 

Gegnerf wer niehte tut achadif-t una ura einer Moglichkeit und 
gibt dem Gegner Haum fu*r eine andere.** 1 * 2

He can only think in terms of action for or against the state, the Comrouniat 

ethos* One is tempted to take as final Gesine'a comment to Hohlfet *-Sle
*B

hftben Jakob fur einen Henschsn von Gerechtigfceit gehaltenj dae war aber 

nioht die Ihre**. 1 . This view certainly agrees with the impression we 

gain of Jakob in all the objective presentation of hi rat he is a man devoted 

to carrying out what he feels he can best do and ready to help those who 

claim his help for immediate personal needs like Qesinei a practical nan who 

thinks in term of immediate, tangible effects, not in broad schemes, a man 

therefore to whom the sweeping historical interpretations of Cowaunisn oust 

have been nsaningless ff and who judged each event as it arose on its own 

merits - his fury that someone held up the troop trains en route for Hungary 

is not to be attributed to virulent Communism so much as to a sense of 

practical reality* The symbolic gesture is not for him.

It is difficult to assess just how far Johnson intended us to attribute 

political meaning alone to this disagreement of views about Jakob* It would 

be possible to say that it is only when a system like Communism tries to 

inposs a rigid interpretation upon personal motivation that the true 

personality is overlooked in the process t it is certainly true that there is

Hutaassungem p*283» of* above, p
2) op.olt., p. 29 2*

3) op.oit., p.262*
* * »

4) op.oit., p.246f*
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much which Rohlfs misses in Jakob. But neither does Jonas grasp fully 

how unpolitical Jakob would seem to be? this could of course be attributed 

to the fact that Jonas also has been educated in Communist thought but one 

could also widen the issue by saying that Jonas 1 restricted view is due 

primarily to his purely intellectual cast of mind as such. Whatever his 

political background, he would probably have assumed a considerable degree 

of consciously thought-out intention in Jakob's acts* Gesine's interpre­ 

tation would seem to be more acceptable because we can see that she is more 

like Jakob in her enjoyment of simple uncomplicated thingst and yet does 

she not perhaps underestimate his intelligence, his concern for right and 

wrong because she needs him so much as a guarantee that something in her 

life has had value, solidity? If this is the case, then Johnson is indeed 

suggesting that it is to a large extent what we are in cur different ways 

which tends to come between us and an appreciation of others, the theme of 

isolation again. The reader who is tempted to interpret the lack of 

knowledge about Jakob simply as Communist distortion of motives should bear 

in mind that there is a similar lack of understanding between Cresspahl and 

Cesine, aggravated doubtless by the different political systems against 

which they live out their lives, but surely also explicable by reference to 

the vast gulf that separates the generations in an age which changes so 

quickly as the twentieth century, a gulf observable in any land including 

our own. Johnson is showing - by making Jakob a person whom we too can 

experience - that whatever people think about others, those others have an 

Independent existence beyond all opinions, and perhaps if we did not allow 

ourselves to become so isolated, we should learn to appreciate nore fully
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the qualities of those with whom we come Into contact. Because we 'know 1 

Jakob, we can feel the 'tragedy', if that is not too grand a word, of his 

loss, for none of the characters understood in full what was happening to 

him at the time, and are not sure even in retrospect*

All this raises the question of whether this is a simple 'cautionary 

tale', demonstrating our laziness of perception. If it were, there would 

have to lie a 'complete* picture of Jakob against which we could measure all 

surmises in order to feel the author telling us 'Jakob could have been seen 

to be such and such a person, if it had not been for the prejudices and 

blindnesses of the others'. But there is no final certainty about why 

Jakob died, no definitive picture of him) we can see a development interest­ 

ing enough to make him a worthwhile subject for a study, but no more - which 

suggests that Johnson is rot giving a warning, as Frisch is with his choice 

of situations in which image-making has disastrous results, even though he 

never suggests that the process of knowing and understanding oneself and 

others can ever be completed. Johnson is stating a sad factt we, the 

readers, do not know one another, partly because of the diversification of 

life in our century, and this position is made worse when an element such as 

Communism is encountered for it divides men too violently into factions,

partly also perhaps because it is so difficult to break out of our own
1 

particular cast of mind and mental habits. By the fact that we are given

no clear answer to the question why Jakob died, we see that Johnson 

deliberately abandons the position of omniscience open in theory to any

l) Prison achieves a similar goal by, for example, the 'flachwort' in 
Stiller. Cf. above, p. *))ff-
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author, in order to involve us as well as his characters in the difficulty 

of understanding* Just as the use of monologues both helps and hinders 

our grasp of events , so the brilliant use of 'cameo' pictures which bring 

Jakob so very much alive also restricts our views for these are only 

momenta, impressions which we receive as any other observer might have 

received them, we long to see more because of the vividness achieved, but 

into the inner life of this most vital of men we cannot see even as far as 

we can into Priaoh'a fipuree.

There are then two major sides to the workt firstly, the suggestion 

that isolation as such restricts our understanding of those around us, and 

secondly that in our century and in the particular situation of Germany, 

the conditions for this isolation are 'better* than ever before. Does the 

latter point outweigh the former and so make the novel irrevocably dated? 

Or is Reich-Ranicki right when he says*

'•..die ia BUttelpunkt stehende Geschichte zeiohnet sich durch die 
ilberwa'ltigende Einfachheit grosser Parabeln aus. Es ist das 
Gleiohnia vom gerechten Mann in einer ungerechten Zeit...'?2

The answer lies in a consideration of whether Johnson has presented 

Communism according to Liddell's Just requirements for the 'humanist 1 writer. 

Are we moved by seeing what happens to Jakob? Can we be moved without fully 

understanding? Or are we simply politically angered by the unexplained 

fact of his death?

1) Cf, above, p. 2"7Of.
2) Marcel Reich-Ranioki, Deutsche Literatur in West und Ost, p.239f.

3) Cf. above, p.
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Jakob* s development

It should be clear from the above examination of the impression we 

gain of Jakob as he was, that he is an immensely 'sympathetic' figure, with 

a unique icind of vitality which is 'merkwurdig anziehend 1 . To watch the 

gradual destruction of this is indeed moving, for Jakob most definitely does

undergo a development. The tone of his first interview with Hohlfs is

2quietly confident » he feels no need to accept Rohlfs, the Party represen­ 

tative, as superior in any way, and explains his own sense of responsibility 

without any apology. But a new demand having- entered his life, Jakob 

cannot simply ignore its as the overall picture of him shows, he respects 

other people too much to treat then arbitrarily; and because of this new 

demand, which wraps Itself in secrecy, Jakob begins to find his uncomplicated 

relationships, based on mutual trust, now suffer* For exarepie, we see him

after the above interview, with Jochei
i« 

'An dam breiten geraunigen Fenster sassen twei junge erwachsene
Manner*••ale waren sich gewohnt und befreudet seit sechs and sieben 
und aoht Jahrenf ihre Berufe batten sich geuondert mit der Zeit, in 
verachiedenen Verhaltniseen waren sie erst heute, Jakob wusste es 
nun, Joche erfuhr es zu spat.* 3

The novel goes on to show how close is the relationship between Jakob*s 

mental and physical attitudes normally; so that retrospectively his parting 

from Joche is seen as the beginning of a gradual process of division!

1 ...Joche...winkte mit seiner Hand, und Jakob hob selnen Arm wie er 
hatte tun wollen am Morgen. Nun kam sein gauzes Verhalten 
unbenutzt zurxick von Joche und iSste sich einseln heraus aus dem 
Vormitta£t als habe er kein 'ort ausgesagt und keinen Blick 
angenoto&en und sioh in nioht einer Weise verstandigt.'4

1) 1 Oat-West - Eigentlich unerzahlbar 1 , Per Spiegelt U. J^. f No.52, 
23. D*o. f 1959. P.84f.

2) ?*utmasaungwnt p.47f.
3) op.clt., p.6lf.
4) op.oit.,
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Here we see how Jakob*s gesture no longer expresses his feelings fully. 

In the long section of thought on the irrevocable passing of tine , and the 

Communist claims of insight into history we see further evidence of Jakob 's 

slightly disturbed state of mind, although he can still make a clear 

distinction between the generalised Communist view of the past and hia own 

concrete experiences* But there is a hint of future difficulties in his 

very honest recognition that he cannot simply blame Rohlfs for the inter­ 

ference in his life, for Rohlfs is pext of a much larger systemi
If *4

'Pur sein Leben muss einer aufkomraen aber nicht fur das Relais 
(i.e. the relay functioning in the ghone he is using)? dachte en 
nun team aber das Relais nicht auf fur seinen Teil, Rerr Rohlfs 
enthielt sich auch, wer war nun schuld an Joches Entfernung, wer 
wollte die Unabanderlichkeit reohtfertigen?'?

But once the 'naive* man has begun to reflect, how long will he be able to 

maintain his uncomplicated, concrete sense of duty?

Ironically it ie Jonas who pushes the process of confusion further. 

In him Jakob comes into contact with a degree of concern for politics which 

he has never previously met, and which raises again the questioni how far 

is one Justified in restricting one's efforts solely to the task in hand? 

Is it of any value to make protests and to argue over abstract concepts? 

We begin to feel that Jakob is worried by the thought processes starting in 

himi

'Derm sofort an Sonntag nmhm er die dritte Schicht, weil ihm der 
Feiertag eingefallen war und dass sein Vertreter Ja auoh verheiratet 
war; ei#entlich hatte er beschaftigt sein wollen.'3

For the first time work is not an end in itself; and during his work, his

1) Mutmassungen* p.64ff.
2) op.oit., p. 66.
3) op.cit., p.130.
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thoughts wander back to all Jonas has said. He noises on the discussion 

about 'freedom' and 'consciousness 1 - to his own surprise linking them 

however superficially with himself:

•Was bedeutete "Finalitat"? Ja* der Einselne verfolgt seinen 
eigenen Zweck in jedem Tun, und ma, r dae noch ao oft uneigenniitzig 
genaiuit warden. Und welchen Zweck verfolge ich? dachte Jakob 
gelaesen spottiech vor seinem Bildblatt; er fand seine Stiarming 
selbst wunderlich«'2

He is not dissociating himself quite so easily as before) the slight 

association made is ironic and 'gelassen', but it represents a breach in 

Jakob*s absolute certainty of conduct. At this stage, however, the damage 

is not deep} the value he attaches to his work remains dominant, and Jonaa 

appears to some extent as a man who interfers in what is not really his 

province*

'Er war auch wilder nicht ganz aichor ob Jonas so auf aich aohtete 
wie auf das was er aah und was ihn nichta an&ing. Aber dieses 
G6sehenhaben««»die3 wollto er gesagt haben und verantworten und sein 
Leben darauf einriohteni und es ergriff doch den Tagesablauf und 
die Anstrengung bei der Arbeit: wie Jakob liberrascht gewahr wurde, 
Denn war Jonas nicht sofort verreist?'3

Practical everyday living still remains at the head of Jakob's priorities,

above all 'insight* and theoretically based courses of action. So for the

moment he finds his way back into his familiar context of dutiest

'Denn Cresspahl wollte er (Jonas) immerhin eine andere (seine) 
Ueinung beibringen liber seine Tochtor; die war aber in die Feme 
gereist. Und Jonae nach Jerichow. Und neine Mutter in die 
Fluchtlinjsbaracken von Westberlin ndt der Bisenbahn, und ich sorgo 
dafiir dass sie alle sicher und punktlich konmen wohin sie wollen.'4

1) Mutmassuntfen. p.135.
2) op.cit., p.136.
3) op.cit., p.136.
4) op.cit. 9 p. 137.
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During his association with Gesine the worries become to some extent 

obscured by the joy of rediscovered affection , and the immediate need to

keep her safe engages his attentions the demand that Rohlfs should promise
2 \ 

her safe conduct is, as we have seen , made with all his old integrity ~

an instinctive appeal to a personal sense of honour such as his own* But 

the first crisis comes in the discussion with Rohlfs, Hanschen and Jonas on 

Socialism, when it becomes clear once and for all that BohIfs puts the 

State before the individual whoever he may be«

"'Das kann man von einem Menschen nicht verlangen..* Msagte Jakob 
endlioh* Er lacholte nicht... 
"Und das 1st genau was verlangt wird" eagte Ilerr Rohlfs* *4

It is after this that Hanscken makns an important remark*

'"Wissen Sie, er ist schon in Ordnung", er raeinte Jakob, "aber 
daiait wird er nicht durchkon»aen* M '5

This is Indeed a good summary of his position, and a comment on Communisms 

it is meant in the sense that personal justice must be supplemented by 

political consciousness, but for the reader it defines the tragedy - here is 

an eminently good man doomed to destruction in an age and a situation where 

goodneee and integrity are no longer virtues| and the kind of goodness 

embodied in Jakob is of a nature to appeal to any normal reader, without 

religious idealistic connotations* It is a situation which must move the

observer*

A second 'crisis' point is reached when Jakob is furious that the troop

1) tfutmngpuiVTon, p«195«
2) op.oit., p. 206.
3) Cf. above, p.28ftff.
4) op.oit., p.220.
5) op.oit., p.225f.
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trains are being held up ? he is concerned for the smooth functioning of 

the railways, but contact with an external event of the magnitude of the 

Hungarian uprising in this way makes him realise that even in his work he 

is not allowed to remain a private person - and that by fulfilling his tasks 

he is furthering Communism in a very tangible sense* For the first time, 

his work and his personal values diverge!

M '"Schreib mir den Hamen auf von dem Kerll Der hat eine Meinung 
uber die Pussen, halt er sie auf, Ja glaubt er denn dass wir uns 
nichta denken dabei...ich weiss auch wohin die fahren, hilt er sie 
auf* Ale ob zehn Mi nut en was rrutzen.' '^

Re does his duty as a Dispatcher, but the pioture of him immediately after­ 

wards reveals how disorientated he now feelo:

'Und Bartsch sagt heute. ihra war sohon damals so gewesen. Wie 
Jakob so dagestander hat rait derc Mantel iiber dem Arm und BO als ob 
der nicht wisse wohin nun gehsn. '3

Thla impression is reinforced by his weariness. His attempt to persuade 

Jonas to work for the railways is almost like an attempt to convince himself 

that it Is worth continuing. Certainly he realises now what it means to 

work in a Communist statet

'"Und dass einer sich immer aussuchen kann was er will und
verantworten mag: das nennst da Freiheit?" fragtc Jakob. Jon&s 
suohte in der Ernst haftigkeit naoh 3pott.'5

The relevance of the question to the above mentioned incident and his part 

in it is unmia take able. To stay means to assume responsibility for actions 

other than one's own, or else the sacrifice of efficiency* But Jakob 1 s

1) Mutmanmn/onen, p.246ff.
2) op.cit., p. 247.
3) op.olt., p. 251»
4) op.cit., p. 251, at the foot of the page.
5) op.oit., p.253.
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life !• hie work, hence his Inability to settle in the West when he visits 

Oesinei

'...wenn ioh aum Dienst wegfuhr, sah ich ihn doch sitzenbleiben 
als wolle er sich nun bis Mittag nicht riihron auo seiner 
Unbeweglichkeit von Panchen und Naohder&en, das kann nicht einroal 
fur die Kellner nach geflbtem Niohtstun ausgesehen haben. '*

When one considers Jakob' s normal vitality, even when sedentary as Jonas
2 3 first saw him , this is a sad picture; apathy is the visible sign of the

loss of his positive grip on life - the old certainty has been disturbed, 

and the West offers no better standards, in his eyes, as the British and 

French sweep into Kgypt,

The isolation which now claims even Jakob is excellently conveyed in 

the last picture we have of him before his death ; at the point where we 

may suppose Jakob 1 s thoughts to be deeper than ever before, we see nothing 

of thera - they cut him off entirely, and we are therefore not even allowed 

to see his expression in detail. His loneliness is emphasised by the 

irrelevant loquacity of the landlady's recollections, and by the atmosphere 

of this attempt by Jakob to reenter the life which he has been forced to 

question - rain, darkness, and the silence of early morning. The lack of 

any distinctive gesture or posture - *sie hat noch gesagt, er sieht so mUde 

aus, was er darauf geantwortet hat weiss sie nioht mohr'-* - is in itself an 

indication that Jakob's purpose fulness is gone, that he is just allowing 

himself to be led by the patterns of action which have formed his life for

Butmassungen, p«2?6.
2) op.oit., p.74f.
3) op.cit., p. 291. Cf. above, p
4) op.oit., p.208f.
5) op.oit., p.293.
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BO lone, without actively accepting them any more? or alternatively, that 

he has gained an uncharacteristic guardedness, is no longer 'unbedenklich 1 .

do not know what is in Jakob'a raind at the end, but we can recognize the 

change in him, the destruction of eorne thing intrinsically valuable* Jean 

Baudrillard misses this point entirely when ho maintains that Johnson* B 

methods of description are more successful with things than people, since 

he records only visible gesture etc. Baudrillard makes the mistake of 

assuming that the only theme of the novel is a political onet the difference

between East and T#est, and judges therefore that the characters do not bring
2 this out convincingly enough. He does not grasp the themes of isolation

and lack of understanding which demand restricted Characterization*. 

Hellmut Jaesrlch shows a better appreciation of the novel* e true value when 

he writeat

'Die Dar8tellung8W(3ise...las8t die Binge, vor allem aber die 
Meneohon, neuartig und uberaus dreidimensi onal erscheinen . ' 3

but draws no conclusions as to why this is so, and a subsequent critic speaks 

again of Johnson's ' Ehtmensohlichung seiner Akteure 1 , making implicitly a 

depraoatory Judgement* That this is invalid the study of Jakob's develop­ 

ment shows* The novel is anyt JLng but an abstract political treatise* 

Yet there are also critics who, while not suggesting that the political

1) tfutmasaun^en, p. 75*
2) Jean Baudrillard. "Jwe Johnsoni La frontiere 1 , Les Temps Vodernes* 

18. Aunee, ^o. 199, December 19^2, pp. 1094-1107.
3) Hellmut Jaesrioh, 'Quer xiber die Gleise*, per >*onat.l2 Jg., Heft 135, 

December l3^>9f P«74, my underlining.
4) Ounther Zehra, 'A'Jisruhen bei den Dingen 1 , Per Monat^ 14 Jg. f Heft 163, 

April 1962. p. 69.
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issues are too schematically presented at the expense of human interest, 

still see the novel as strongly and single-raindedly anti-Communist. 

Johnson rejecting Communism out of hand? Is it the arch-enemy?

2Cowniniaa in the Novel

One could interpret this very moving portrayal of Jakob's development 

as a blow solely against Communism, but, as has been shown, Jakob's central 

'case* is surrounded by various forms of isolation. Yet surely the 

isolation Communism imposes ie of a very different nature from that of the 

academic life, for example? The answer is that Johnson shows not that 

Communism is idealogically 'right* or 'wrong', but that like other 

disciplines and habits of life - only more so - it tends to lose sight of 

the fact that people matter* Writing of Communist materialism as opposed 

to what Communists call 'idealism', R.I. Carew Hunt sayst

'...materialism insists that reality is not mind but matter; that 
the existence of matter precedes that of mind; that the material 
world, so far from existing only in our minds, possesses an objective 
existence apart from our perceptions of it; and that we can there­ 
fore obtain a knowledge of the world which, though incomplete, 
contains an indestructible core of absolute truth which is continually 
growing as our knowledge increases. '3

This is to some extent a healthy reminder to look beyond ourselves; but 

truth for Comounisra is the dependence of historical change upon economic 

factors, Is the belief that

1) e.g. Robert Detweiler, '"Speculations about Jakob'". The Truth of
Ambiguity', Monatahefte fur deutsohen Unterrioht, deutsohe Spraohe und 
Literatur. vol. LVIII, No.l, Spring 1966, pp. 25-32.

2) Cf. above, p. £77.
3) H.IT. Carew Hunt, The Theory nnd Practice of ConyrruniarTu Harmondsv.ort,h, 

1963, P.60.
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'a better world is being born in accordance with laws that are 
irresistible in their operation and can be scientifically demon­ 
strated. In such a situation there are only two possible courses 
- to oppose the process which is heralding the new order, or to 
collaborate with it. 1 1

It is this 'necessity 1 which Jakob cannot see in ais own recollections of
2 the Second $orld

So hat einer wenig teil an der Art seiner angeblich ganz 
unverwechselbaren Bewegung durch die Zeit, welche Heute 1st und 
Hler und Das tfichtigste Was Zuerst Muss Get an erden, sie will 
fur aich die Ttokunft haben und ninsnt die Wurde der Vergangenhei t 
in ihren Anspruoh obendrein.'3

The Communist view re-interprets the past as a supra-personal development, 

but Jakob remembers only the succession of soldiers and various small 

incidents, and can see no overall 'plan 1 in which he played a partt

'...Jakob wollte weder Harm Fabian noch Herrn Hohlfs die Wurde 
bestreiten, insofem er ihrer Wirklichkeit inne geworden war und 
insofern etwas wiirdig ist wenn es nach einera anderen tcomrot (und 
wenn alles neehr des Wxinschene wert ist als dies V or her/. Und er 
hatte aber an dieser Wurde keinen Teil, '4

'Wurde' refers to the gradual but 'inevitable' establishment of a Communist 

state, which has no personal experience value for Jakob.

Oesine in particular has equated reality with 'experience-ability' 

(Erlebbarkeit), whereas R oh If a does not. This is clear in their conver­ 

sation on Communion and on how ouch of a Conrunist in Rohlfs' sense Jakob 

was; referring to Jakob 's Berlin visit to see her, Gesine states i
n'- Lassen Sie sich doch ein auf Unterschiede. Sie warden es 

einen Besuch beim Kapitaliamus nennen. Den es nicht gibtt wiirde 
ich hinsufugen, solange die Konjunktur dauert. Zuerst kommen die

1) R.lf. Carew Hunt, The Theory and Practice of Cormnunisnu Harraondsworth, 
1963, p.30.

2) Mutmassunflent p.67ff*
3) op.cit., p.67.
4) op.olt., p.69.
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handgrelfliohen Auswirkungen der Verelendung des Proletariats, Oder 
der notwendigen Krise, daiin kommt der Klassenkampf, und am 2nde Bind 
es Skonomische Oesetze gewesen: das ninrat aber von Stufe zu Stufa 
ab an Wirklichkeit. 
- An Erlebbarkeit.' 1

The Implication in Rohlfs 1 answer is that for him 'Wirklichkeit' and 

1 Erlebbarkeit' are entirely separatei the economic laws which have no 

meaning: for Gesine are for him the course of the past, even though they are 

abstracts hard to grasp. All or nothing must be sacrificed to the 

operation of the overall 'historical necessity* when the point of decision 

is reached. This point is made clearly also in Jonas* memory of a 

discussion in which flohlfs called the Hungarian uprisings 'ein histori sober 

Irrtufli', and to Jonas* objection that they were nevertheless a reality 

answered:

'Man soil nioht die Wirklichkeit ausdeuten nach den nichts welter 
als p*reBnlichen Erfahrtu\ en oondern die durchhaltenden Linien der 
Fhtwicklung aufsuohent die Anatomie des Fortschritts in jeder 
gegenw&rtigen Minute •' 2

Everything in the novel testifies however to the view that individual people 

are of Importance and that any view which regards them as units only in a 

bigger entity, or any kind of isolation which turns us in upon ourselves, is 

bad in a greater or lesser degree* The attention to vividness points to 

a view of the past as ex;x3rience, which we may or nay not appreciate at the 

time i to say, for example, that Jakob was an efficient Dispatcher tells one 

little about him and his attitude to life, which had to be felt by actual 

contact with his vitality. Jakob himself was aware of this!

1) Mutmaaaungen, p. 273*
2) op.cit., p.219*
3) Cf. above, 'Use of the fragment-technique', p.
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*...er wusste dass die Lebensurnstande niohta zu tun haben rait 
einer Person (wahrend Herr Rohlfs zu roeinen schien dass der 
Lebenslauf oder die Biografie einen Menschen hlnlan^lich und 
jedenfalls bis zur Verstandlichkeit erklaret als ob der Staub- 
streifen hinter einen fortgenickten Schrank und ein nutcloser 
ffagel in einer leeren 9'and und die alberne Trauliohkeit eines 
Bluraentopfes auf dem Fensterbrett eines ausgerauraten Zimmers 
noch verlaseliche Sachrichten waren) 1 . 1

Jakob knows that social classification gives no indication of what a person 

is; and the fact that the novel is written as personal recollection to a 

great extent stresses in itself the value of the 'experience* approach to 

others - letting them make an effect on one's consciousness rather than 

putting prepared 'labels' upon them, tying them too closely to the factual 

details of their existence. !?ven those who recollect are not to be 

exonerated! the memories are only pieces of a whole, of the whole Jakob, 

biassed to sons extent by the preoccupations of the remembering- mind, while 

Jakob existed in a very real sense to which the individual memories are only 

an approximate guide. Through the complexity of the form we are made to 

exercise our own powers of appreciation, fitting for knowledge as we do in 

life where we gain understanding of others only by what we observe and what 

we are told by others with a viewpoint no higher than our own* The 

constant movement between past and present is a blow at our complacent view 

of the past as completed - and the whole novel is thus directed against any 

belief, including Communism which is so relevant in our days, which does 

purport to understand the past and see it as a whole, or which assigns 

similar goals to vast groups of men. Ironically, the very isolation which 

is seen to be characteristic of humanity in Johnson's view, is also a means

l) Vutmassungen. p.96«
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of showing the very valuable truth that no two people can think and direct 

their lives entirely alike. Ctoly one oritic has really eraphasised this 

most important point, although seeing Jakob alone as the 'proof:

'Johnson's novel invitee us to look into the self to discover the 
only perspective which, as long as human equality is granted, 
cannot degenerate into a pattern by which to control the minds of 
men..."Uutma8sungen uber Jakob" invites us to find individuality in 
the image of the man Jakob.'1

Communism is the most obvious attempt known in the modern world to impose 

'pattern 1 - but on a lees doctrinal level it is not unlike other social 

pressures in the modern world, such as the swift changes which separate 

generations impossibly far, which all cause individuality to exist only as 

isolation.

While there is then a case for seeing Communism as the greatest enemy 

of individuality in the modern world, one must also be careful about 

concluding that this novel is intended to be above all anti-Communist. 

Whether one feels Johnson is right in his assessment of the modern world is 

ultimately irrelevant: what must however be eeen is that he has not set out 

to write a novel solely about Communism - and in addition, pro-Communist
o

critics such as Hans-Jiirgen Oeiethardt should appreciate the surprise and 

salutory warning to Western readers contained in the far from unsympathetic 

portrayal of Hohlfs 'der sich bemerkenswert vora landlaufigen Unterraenschen-

1) Erhard Frledrlohsraeyer, 'Quest by supposition 1 , Germanic Review, 
vol. XLII, No. 3, Way 1967, p.225.

2) Hans-Jurgen Geisthardt, 'Das Thema der Nation and zwei Literaturen', 
Neue Deutsche Ldteratur, 14 Jg., Heft 6, June 1966, pp. 48-69* 
Of. p.68 i 'Die Verschleierunr der realen zeit^eschichtlichen Situation 
und dee Klaesenkampfea, der sich in Ihr vollnieht, fiihrt zu einem Bild 
dee aouialistischen Staates, das alien Anforderungen der antikommunist- 
lechen Propaganda ^recht wird.'
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mschee politischer Kolportage untersoheidet 1 . 1 After all, Johnson him­ 

self has said that he left the East because he feared:

'...dass die Behorden driiban si eh zu diesero Buch unverniinftig 
verhalten werden, inaofern als aie eine Kampfansage und eine 
Entscheidun^ gegen den Verouch dee Sozialisious in der DDK darin 
erblicken konnten, aber das ist es nicht.*2

Although he has been vdldly misrepresented by Hermann Kesten , Johnson haa 

tried to be ae impartial as possible*

f lch beriohte von Mensohen in einero zweigeteilten Land, in dem 
nan weder auf der einen nooh auf der anderen Seite mit guten 
Gewiasen leben icann. M

The view of the novel as solely anti-Conmmlst is too restrictive; but 

it has also been suggested with equal conviction that Mutaaseunffen uber Jokob

is t on the deepest level of interpretation, an allegory about Man's
a

relationship to God.*'

The Christian Religion and the Hovel

Werner Joachim Padke believes that the 'real* meaning of the work is 

hidden behind the contemporary exterior - which, It must be stressed, he

1) 'Oet-^est - Figentlich unerzahlbar' , Per Spiegel. 23. xii, 1959, p.85.
2) Gunther Ruble, 'Ifotiert nach einem Gesprach 1 , Frankfurter Neue Prease, 

24 October, 1959-
3) Hermann Kesten, * Mutmassungen iiber Uwe Johnson', Die Welt, 25 Nov., 1961. 

This is a sotnewhat biassed representation of a speech by Johnson made 
In *ilan, when Johnson tried to be rather more down-to-earth about the 
Berlin Wall than Kesten and was so accused in this article of condemning 
the West 'in Gegensata zu der sittlichen DDK.'

4) A report of the sane occasion in Milan by Monika von %itzewitz, Die
Welt. 17 November, 19<5l • For a really balanced view of what took place, 

3 pie gel, 6 December, 1961, pp. 93-94.
5) tferner Joachim PaAke, !!nterauchun^g>n zu Uwe Johngons ftomnn **ut mas sun/gen 

u'ber Jakob'. Ph.D. Dissertation, Stanford '.'niversity, 1966.
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doe* not intend to deprive of i*n ortancr or validity as one level of 

eignificanoet which he sees as the most superficial level. He

that Johnson has adopted the method of writing advocated by C lenient of 

Alexandria , and he has worked out a large njrnber of correspondences to 

Biblical events and saying® . By no nieans all of these are convincingly

proved? he interprets the references to the Twentieth Com-mmist Congress
p and ita 'secret 1 speech aa parallels to the gathering: of the disciples

described in ^t. Luke, Chapter 20, without really explaining what the 

'deeper 1 meaning of the episode would then be - presumably defiance of 

established authority and rejection of the past for a new futures althou^ 

this would be to /jive the episode relatively far more importance than it 

bears on the 'superficial' plane, wher<> it js used not positively, but 

negatively as a means of bringing out Roalfs' more ri^id views. All the 

precise notations of time or introduction of figures are similarly seen as 

references to specific verses of the Bible. These details result from his 

central thesis that this is a work about man's search for and lack of 

awareness of Ood. Jafcob is identified with Christ, references to Friday
s „

are seen as indications that His Passion is bein^r reconstructed'', Jakob's 

reticence i3 reminiscent of Christ's silence before Pilate , his telephone

l) ibid., p.38ff., where he refers to Clom0r<t f Q "jccellanies, Books VI 
and VII.

p.!25ff., Radke, op.cit., p.246ff.

3) Radka, op.cit., p.231ff*
4) Mutreaasun^en, e.#. p.71f 72.
5) Radks, op.oit., p.5Qff.
6) Hadks, op.cit,, p.84ff.



302

conversation with the 'Diepatchleitung* recalls Christ's prayer to the 

father in Hie iaolation before the Crucifixion - and so on. Jonas io

consequently aeen as an embodiment of the Holy Ghost, the Spirit who exists
2 after the death of Christ and carries His values out into a hostile world |

and Cresspahl is taken to represent God the Father , his desire for revenge 

fitting in with the Old Testament conception of the deity, and the many 

references to wind in descriptions of hin and his life-* are felt to be

reminiscent of the 'rushing mighty wind 1 associated with God in ggekiel .
7 Within this scheme, Rohlfs represents a Maroion-like figure t the frequency

o 
with which he says or is referred to as 'Mensch' being taken as an

indication of his representative function as 'die Mensohheit in ihrer
Q 

Oottessuche •

Such a brief summary cannot do justice to the care with which this 

theory is expounded by Radke, and there most certainly are Biblical overtones 

in his work. Jakob, Jeriohow - which means in Hadke's translation 

'Hinterseite' , the city set apart which must fall -, Cresspahl, the

1) Mutmassuiuren, p.65., Radke, op.oit., p«130ff.
2) Radke, op.oit., p.301ff.
3) Radke, op.oit., p.479??«
4) MutmassuiVTeii, p.223.
5) MutmassunKen, pp.191, 200, 9.
*) Eiekiel. 1/4. Cf. I Kings, XIX/11.

7) Radke, op.clt., r».6l8ff.

8) Mutmaesungen, e.g. pp.223, 139* 148.
9) Hadke, op.oit., p.619.
10) Cf. R. Hinton Thomas, The Oerman Novel and the Affluent Society, p. 158, 

note 11.

11) Radke, op.oit., p.493f*
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'Kunsttischler' so reminiscent of Christ*a earthly father by his occupation! 

all these correspondanoes are possible, and it may well be that Radke is 

right to suggest that there are many more* But does their use necessarily 

suggest allegory, or could it not be simply that by the evocative nature of 

these names etc* Johnson wants to establish the serious nature of his 

narrative, which could otherwise be taken as an 'adventure' tale? Would 

that be surprising in a country where the vernacular version of the Bible - 

Luther's translation - contributed so much to the establishment of the 

language itself, influencing some of the country's greatest writers? And 

above all, it is frost likely that in a work dealing with both Cormjunisra and 

the more general theme of the isolation of the individual, the language 

should be made reminiscent, however slightly, of a religion which preaches 

the value of the individual and the importance of brotherly love, self- 

sacrifice, the breaking out of one's isolation. This cannot of course be 

proved, but Johnson has never given any indication that he intended meta­ 

physical significance of a highly complex nature to be found in his work* 

Again this is not conclusive proof, but if the novel is so intricate as 

RadJce suggests, one would expect Johnson to have worked it out with some

care before he began to write, and yet he has said that he made very few

p 
notes for any of his works* It will also be shown that he has in any case

an overriding concern with human personality in his other prose works, so

1) e.g. Goethe. Cf. Eric A. Blackall, The Emergence of German as a 
Literary Language t Cambridge, 1959» pp«4$3f 496"«

2) In a letter to "isa M.E. Cockt ' Tateachlich habe ich mir zu einem 
Buch, " 7wei Aneichten", Notizen gemacht, bevor ich anfing es zu 
schreiben, Jedooh sear wenige, und auf eine pianlose "else, 1
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that it is more likely that he Intended here also to treat man In his 

relationships with his fellows rather than with God* But perhaps the moat 

powerful argument against the theory is that it does violence to the figures 

particularly of Jonas and Cresspahl. Jakob certainly could be said to 

have Christ-like qualities in a world which does not understand the mi 

patience, honesty, fairness, a strong: sense of justice; but Jonaa, as has 

been shown, is essentially a weak character for much of the work, and it is 

hard to see how his passiveness can be reconciled with the nature of the 

Holy Spirit as an essential part of the Godhead, different only in function 

and not kind from Christ* Certainly Jonas tries to uphold what Jakob could 

be said to represent (though he would not have seen it in such abstract 

terms), and that is freedom to make one's own decisions, but he remains to 

the end without a clear sense of purpose* Indeed, his significance emerges 

only when the reader realizes how helpless he is despite his intellectual 

superiority, how it imprisons rather than inspires him* He is at his most 

meaningful when seen in relation to the other studies of human isolation* 

Similarly the characterisation of Creaspahl is not consistent with a 

symbolic function as God the Father, for such an interpretation does not 

take into account the very moving change from naivety to some measure of 

thought and political awareness however rudimentary* This is not to say 

that he is not a 'father-figure* in the fullest sense; he is generous, 

hospitable, upright, strong-principled, even excessively trusting like the 

Father in the Biblical parable of the wicked husbandmen , but the furthest

1) St. Matthew, Chapter 21.



305

one can go is to say that he has qualities which have been traditionally 

associated with God the Father. His relationship to Jakob is not that 

of the nan in the parable to his sons he is not the motivating force in 

the story 'sending out his son', and although Hadke did not want to suggest 

that Mutmassungen uber Jakob was nothing but allegory worked out with 

immense and absolute precision! such a discrepancy would be an important 

fault.

The Biblioal parallel, as was suggested, might seem to function better 

with the figure of Jakob himself* Here is a man forced into an impossible 

position by reason of his innate goodness, a man who * lives* in the fullest

sense, as Jonaa immediately feels , who inspires trust and confidence and
2 even respect in his enemies - Rohlfs' final comment could be seen as a

parallel to the Roman soldier's* 'Truly, this was the Son of Cod 1 , the 

ultimate recognition of worth from a man unwillingly impressed. Perhaps, as 

Radke suggests* Abs is derived from Hebrew 'Abba', •father' , but need such 

parallels be more than evocative? To see Jakob as a representative of all 

that is worthy and jood in ordinary humanity, to find links even between his 

sufferings and the Passion does not mean that Johnson necessarily wanted to 

draw attention thereby to transcendental values rather than human ones* 

Christ has often been seen as an example of perfect humanity without any 

reference to His divine mission , and it is possible to interpret the

1) Mat ma a sun .:en. p*75«
2) rbp.cfr,, p,308.
3) Radke, op.oit*. p. 139*

+ fc

4) ••£• Renan's famous Vie de Jeaust '...tous les siecles proclameront 
qu'entre les file des homraee, il n'en est pas de plusgrand que Jesus'.
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parallel*, if such they are, in the aaae way, without taking them at thoir 

full metaphysical value. Jakob haa after all no sonse of mission i he

is forced to take up a political position when he would rather not become
p involved and distracted from his daily work . And is not the very name

Jakob ambiguous? Critics have seised upon it as indicative of 'the Just 

man 1 , but the Biblical Jacob is no straightforward character! might the 

name not be meant to evoke the impression of a roan who is basically good

but not easy to understand? For it has already been noted that Jakob 's
4 intelligence should not be underestimated.

If one allows that any Biblical overtones, any similarities to the 

figure of Christ derive from recognition of the value of human personality 

in the Bible, and from Christ's perfect humanity rather than divinity, then 

it become 8 much easier to see the general human import of the novel, since 

figures like Cresspahl and Jonas do not have to be forced into rigid schemes; 
and their very Important 'weaknesses' - whether of passivity or political 

innocence - have a very definite significance* as contributions to a study 

of various kinds of isolation*

One major point to be brought against Radke's study is that he neglects 

to mention that most of the narrative is formed by reminiscences , together 
with a few direct presentations of events ; in other words, Jakob 1 a

1) Cf. above, p.
2) Cf. above, p.
3) e.£. Reioh-Kanicki, of. above, p. £87.
4) Cf. above, p. £$5\ Cf. F. Rinton Thomas, The German Novel and the

Affluent Society, p.H4t where he shows that even if one does call Jakob Just, It Is a very unclear term when one asks what his attitude on 
specific matters night have been. One cannot be sure.
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significance, his importance to «aob of the other figures is realised anly 

in retrospect, or at "best when an exceptional sot of circumstances was 

well under wayc and the 'realizations' themselves are still inadequate, 

as has been shown. This suggests that Johnson minted to straas Man'3 

unawareness of what is good and valuable until it is taken from his and 

Kan's inadequacy even when he is trying to understand* If this is true, 

then it would be a much more powerful indictment of modern man in his 

individual Isolation if what Jakob 'stood for* were a kind of goodness so 

intensely ordinary that it is almost inconceivable that we should not be 

able to see below its surface* When one considers - as haa been suggested 

- that the functioning of memory, the sense of continuity, of existence 

within time is an important element of or even the foundation of personal 

identity, the work takes on a sad irony* In finding out as much as 

possible about Jakob and their own relationships to him in discussion and 

monologue, Oeslne and Jonas in particular are finding out about themselves, 

what they valued and appreciated in the past. Thus they find out which 

'side' they stand, whether one talks of 'sides' in the strictly political 

sense of Capitalism versus Communism, or in the more general sense of 

respect for personal integrity versus exploitation for some impersonal goal* 

But precisely what helps them to become more 'whole* as people, more self- 

aware also acquaints them with their loss* Fullness of memory and 

happiness do not coincide as they do for Proust: and this is not because 

memory does not function properly, but because the present is never 

experienced fully enough, because the world around is shut out to some

l) Cf* above, p. I0(b .
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extent because of varying personal &nd political prooccurations - and 

thing* of value can thus pass away all too swiftly from roan's gr^sp. In 

the exercise of their memory, Gaeine and Jonaa are to some extent trying 

to bocome what Jakob already was in greater neasure* people with a truly 

balanced approach to life ~ the irony being that even a high degree of 

'balance 1 , self-control, is not enough to make life simple and straight­ 

forward in the modern, politically divided world. Certainly Jakob is in 

a sense 'better* than any of the other figures in that he has a strong- sens® 

of commitment to his work and his friends, and a readiness to give any 

demand careful consideration, but he is overcome by political and social 

pressures and is not the life-giving Messiah Radke would suggest • It is 

much more satisfying, for instance, to take Jonas* remark 'ich habe einen 

gesehen den man das Leben ansehen kann' as evidence of his appreciation of

Jafcob *s balanced, 'naive' approach to life undisturbed by excessive
2 intellectual ponderings, than as a parallel to Christ's 'I aw the Life 1 ,

Similarly, Geslne's response to Jakob - 'ich liebe dich wie den Regen' - 

is more effective an indication of their relationship if one interprets it 

as a response to Jakob* a absolute ordinariness than to any kind of 

quickening effect which Radke calls 'das Ifass aus dera noetischen Hiramel'. 

It is in fact a very evocative responses Oesine is to some extent out of 

place as a city girl, her roots are in Jeriohow and country life. Rain 

would be one of the few things in city life which would remind her of nature,

2) Radke, op.cit., p»600f.
3) Mutmassungsn. p. 220.
4) Radke, op.oit., p.601f.
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the country, bar ohildhood - and Jakdb also asibodioa the poaco sue haa 

lost in his 3 aim, steady, refreshing naturalness*

Hadks would doubtless say that one oan interpret theao sayings on on 

ordinary and on a symbolic level, but his 'spiritual* interpretations 

present a picture of the relative relationship of all the major characters 

which is quite different from their relative relationship on the 'roal 1 

planet they assign too rauch importance to Jakob v&o has himself r<o sense 

of being 'better than or different from his fellows and indeed spends the 

last days of his life trying to find his way out of a sense of disorient at ion 

- ae far as we can tell. Even if he mi#ht 'stand for* something on another 

level of meaning, to say that-J&kob*e» voice en the air at the end of the

novel indicates that in a spiritual sense he is not dead, does violence to

2the whole aood at the end of the work where Geoino and Rohlfs come together.

Many «nen find the acceptance of transcendental, spiritual values 

difficult, and would find it hard to accept a Christ, without being bad 

humans for that reason) but how damning to have been unable to grasp fully 

the true worth of a man who was great in a very human way - and the reader 

and his world are included in the condemnation* To say, as does Radke, 

that the title of the novel was suggested by Nietzsche's phrase 'Gott ist 

elne Iffutmassung* , does not prove his contention that the novel is about 

the search for spiritual valuest it only indicates that it is probably 

about the need for something, which may or may not have spiritual

1) Mutraasaungen, p.306ff., Padke, op.oit., p.6l3ff.
2) Cf, above, p. 277.
3) WetBsche, Also epraoh Zaratbustra, 'Auf den gliiokseligen Inseln* , 

Kadke, op.oit., p.647ff«
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significance, to which to attach value in order to make life worthwhile - 

and that something would soera to be individuality without isolation, each 

as Jakob seems to have at the outset but loses* 

Radke calls the work:

'Sin suchendeo Nachdenken ttber die dem Menschen innewohncnde 
Vernunft, urn auf dlesera Wege die Weltvernunft als das absolute 
Mass der ^ahrheit aufzuflnden, d.h. urn den Logos als permanente, 
liwnanfmte und transzendente Function des Absoluten aufzuspuron. .. 
Auf Grund der UnraBglichkeit f sich ein konkretes Bild von Gott sm 
ruachen. sind Johnsons Muttnasnungen Kritik an den uberlieferten 
Massstaben der alten doktrinaren Gottesvorstellung, die er 
aerstflckelt und von der er das Brauchbare aufarbeitet...Johnson 
macht es zu aeinem dichteriaohen Anliegen, das Fragw&rdige an den 
Vorstellun&en seiner ^eit^enossen uber das Dasein Gottes mi 
botonen. Denn jeder, der nlcht den Inhalt seines Glaubens in 
Frage atellt, sondern bloss Ererbtes unerworben {Jbemimmt, begibt 
sich seines Menschseins und seiner ''enschenwiirde.'1

Mutmagsungen uber Jakob is a critique, but just as in Das dritte Bach uber 

Aohim Johnson is concerned with a danger to the very basis of the human 

personalityf ao here he is uncovering our lack of understanding and respect 

for each other in the modern world; and, to turn Radke'a religious material 

against him, it was Christ Himself who said how can you love God whom you 

have not seen if you do not first love those whom you have seen. We would 

have, in Johnson's view, to break the barriers of isolation in order to 

establish a better societyt and it is the difficulty of doing Just that 

which the form of Tfatmaaflungen uber Jakob conveys, making the reader share 

in the process of struggle.

This is not however to say that Johnson does not occasionally go too 

far in his attempt to make us think and combine for ourselves.

1) Radke, op.oit., p.646ff.
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Unnecessary complexity in the novel

Among the orltice who have accused Johnson of irritating obscurity is
•A H

Gunther Blockert

*D«r ITebel, das Geheimnis, daa schlechthin Undurchdringliche 
der Kbcistenz wird bei Uwe Johnson zum Fonaprlnzip. Daraus 
ergibt alch eine vielsagende, wenn auch zuweilen irritierende 
und die Geduld des Losers uberforderade Diakrepanz zwischen der 
Soharfe des Binzelnen und der Undeutlichkeit des Canzen.*2

It is not, however, the overall lack of precise knowledge - about Jakob in 

particular - which is irritating. This is justifiable to point the contrast 

between the reality of his existence, and what we really understand about 

him; or, in more general terms, the contrast between what we see of life 

and what we really 'know* of it, Sometirnes, however9 Johnson introduces

obscurity which can have no such purpose; in the section beginning 'JBche,
« \ kennt olner Joche?* it gradually becomes clear that the only person to

understand Joche is Jakob and that this whole passage is a consent on the 

latter* s appreciation of work done devotedly and of quiet responsibility. 

But the point could have been made without the confusion caused by the 

abrupt entry of a new figure. Little is gained by not permitting the reader 

to know in some oases who la talking, although it is usually possible 

eventually to work out the answer - but, and this is important, it is far 

from clear on first reading. Here the 'cinematic' technique has been 

overworked i Johnson tries to minimi BO the part of the narrator by omitting 

ta<rs - such as *sagte Jonas* - on many occasions, so that we enter very

1) Cf. above, p.
2) Gunther BlBcker, Kritisches Lesebuoh, Hamburg, 19^2, p.!93f.

3) Mutaaesungen, p,58f.
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directly into th» conversations as in a film and experience keenly the 

1 presentnese' of the struggle to understand. Usually he giveo indications 

as to who is talking by the form of address - f du* or *3ie' - but to make 

it absolutely unclear is to appeal to our simple curiosity, not to our 

intelligence. There is eo nuch in the novel which Justifies considerable 

thought, that it ia a pity when pure mystification enters* It ie also 

surely self-defeating, for to choose a twentieth century setting and then 

deliberately to confuse the reader is to ask him to make an identification 

and see an immediate significance, and then to hinder him in the attempt 

to do this*

There are also several passages where the expression is far from clear , 

although the general sense may be clear. Ihlenfeld seems to find this 

stimulating!

'Zugvgeben, dass es mitunter achwerfallt, die versohiedene 
Stimmen...iTurner "sauber" auseinanderzuhalten, daas die Faden der 
Handlung bei dieser Art dee "umkreisenden" Erzahlena 01ch monch- 
mal verwirren, es sollie dem Autor nicht zum Vorwurf gemacht 
werden. Vielmehr solIts der Leser sich freuen, wenn ihm etwas 
Bugemutet wird an Intel11gens und Geduld9 aofern eben das Garuse 
dieson Dichtigkeitsgrad besitzt, der es sur Dichtung macht.*2

But the reader's intelligence is challenged to see how much it can achieve 

in the way of human understanding, as are the characters by the death of 

Jakob, and to demand as well that it should expend its energies on guessing, 

gomes also Is to endanger the serious purpose of the book as a whole and to 

tempt one to interpret it as a simple mystery story designed to confuse the 

reader on all points. This is to do the novel an injustice, for it is a

1) Mutmaaeungen, pp. 135^-» 2?4f«
2) Kurt Ihlenfeld, Zeitgesioht - Erlebnlaae eines. Lesors, Witten * Berlin, 

, p.123.
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original work. As Hans Kagnus Snzensberger has pointed out , there

are distinct similarities to the methods of Doblin and Faulkner, and
2 Johnson has expressed interest in the latter and other modern authors.

But his own use of the methods of fragmentation has entirely adequate 

justification in this novel. In Faulkner's Tfre Sound and the FurYt for 

example, the confused time scale draws us into the hazy consciousness of 

the imbecile Benjy; Johnson's time scale has an equally distinct 'raison 

d'etre', for it can be related to his attempt to bring out the personal 

value of the past in opposition to the Communist view, and to show the 

inadequacies of our perception and their results in general. We are #iven 

no help from the creator's onniscience, but are challenged to sue how far 
we can observe and understand before Jakob is 'lost' again at the end of 

the novel. Sartre has expressed the relationship between reader and 

author thust

'Puisque la creation ne peut trouver son achievement que dans la 
lecture, puisque I 1 artiste doit confier a un autre le ooin 
d'accomplir ce qu'il a corarrence, puisque c'est a travers la 
conscience du leoteur seulement qu'il peut ae salair comme . 
essontiel a son oeuvre, tout ouvrage litteraire eot un appel.'^

In Johnson's case this is particularly true: he is making an appeal to our 

ability to experience other people, to which even Rohlfs succumbs 

momentarilyt

"'Sie sind kein guter Verlierer" sagte Jonas gegen den Rucken 
von Harm Hohlfs...Der wondte sich nicht urn. ••Aber er daohte in

1) Hans Ifagnus Enaensbercer, Kinzelheiten, Frankfurt, 196"2, p.238.
2) Oiinther Riihle, 'Ifotiert nach einom Oesprach', Frankfurter Neue Presee. 

24 October, 1959.
3) Jean-Paul ^artre, *Qu'est-ce que la lj tterature?', Situations II, 

Paris, 1948, p.96.



314

seinem Herzen dasa es nioht die Wahrheit sei. fcasa or rait 
Jakob dariiber eich hatte verstandigen konnen.'*

The use of 'Hers* referring to Rohlfs ia striking} ha ie the man who 

interprets life according to pre-established laws of development) and yet 

Jakob is able to cause 'feeling 1 in him* To quote Sartre again, this is 

the task that Johnson has fulfilled in Mutiaaaeungen liber Jakob, on the 

whole, by showing in a highly interesting way that people do matter as 

individuals:

'Ainsi, en prenant parti dans la singular!te de notre epoque, 
nous rojoignona finalement 1'eternel et o'est notre tache 
d'ecrivain que de faire entrevoir les valeurs d'eternite" qui 
aont impliqueea dana ces debate sociaux ou politicoes.'2

«, p*308.
2) Sartre, op.cit., p. 15.
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OTHSR TEXTS RELATED TO THK MATERIAL OF * 81^X33113*03* &BEH JAKOB*

Three short studies in the collection Karachi und andere Prosa are

connected with the material of Johnson's first published novel. In

2 Osterwasaer we have an episode from Gesine f s youth, which brings out her

sensitive femininity in the attachment she shows to popular legend* Her 

essentially 'romantic* nature here reinforces the picture of her which 

emerges from the novel, as a person whose life is grounded in spheres 

outside the way of life she has chosen as an adult* The study is also of 

course quite delightful in its own ri^it, as a portrayal of youthful 

psychology, free from any serious political overtones* Gesine'a strong 

sense of isolation is then emphasised in BelhiIfe gum Umzug , which 

concentrates primarily on the difficulties which arise when a family 

becomes split between Kast and West* Gesine aids someone who has for 

years thought badly of her, simply because she needs contact, however 

tenuousi

'Creeapahls Toohter hatte sich nur Zeugen beachaffen sollen* 
Ihre Handlungeweise wurde von vielen miasbilligt, und ihr selbst 
war auch nicht sonderlioh wohl dabei*'4

This brief picture brings out her sense of displacement, and it is this 

which the reader of the novel feels BO strongly.
C

It is present also in Geaohenksendung, keine Handolaware. The titlo 

gives ironic stress to the notion of gifts which should bring people closert

1) Frankfurt, 1964*
2) Karsch und andere Proaa, p*7ff»
3) op.ci't., p.lSff.
4) op.ciK, p.22.
5) ef.ifr,, p.23ff.
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the gifts which Gesine tries to Bend only serve to emphasize the difference 

and the gulf between her present position and her background* The last 

two stories study more olooely than any part of the novel conditions of 

contact between East and West Germany in general, everyday terms, but the 

fact that Gesine is used in them ahows how important the individual 

personality is for Johnsont his characters Interest him in their own 

right even beyond the scope of their major function within the novels. 

They are people in the fullest sense, not pawns of political propaganda, 

even if we do not know or understand them completely.

Osterwaseer also contains an interesting picture of Jakob, which 

complements what we can deduce about Gesine*s feeling for him in the novel. 

His dependability, his understanding; and firm friendship, his respect for 

the desires and feelings of others all reinforce what we feel at the end 

of the novels that his loss matters. His value lay in his humanity, 

and the imposition of a political role confuses his innate readiness to 

help others. These studies support, therefore, the view that in the novel 

Johnson is pleading primarily for recognition of individual value, within 

a political clash which obliterates it and a world in which individuality 

can too easily mean only isolation.

We find in Qeschenksendungt keine Handelsware the sarae honesty as is 

present in the novel, for instance on the question of why packages are 

sent to the Kastt

'...•urn Geburtstag, gegen Man -el, ge&en Krankheit, gegen die 
Trennun&j aus Pflichtbewusstsein, r>cham, gutera Willen, gegen 
das Finansamt.'l

1) Karsch und andere Prosa. p. 26.
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Johnson indicates here, as he does In the novel, that a political 

situation involves a wide range of personal reactions, not black and 

white oppositions. The whole form of the novel is Intended to make 

us feel just that! by showing the multifarious nature of human isolation 

and sensitivity.



CHAPTER 3EVBW

DAS DRITTE BUCK UBSR ACHIN

Johnson's second published novel is simpler in structure than the 

first, in that it has a clearly defined framework - that of question and 

answer - as opposed to a constantly shifting viewpoint. This device is, 

however, far from conventional, and again raises the question of whether 

Johnson is simply trying to engage the reader's attention by novelty. 

What does this particular manner of presentation convey to the reader? 

Does it have an important function in the novel?

The Question and Answer Form

Karl Winner has pointed out that the process of question and answer 

is closely related to the origins of all epic artt

'•..(es) handelt sich urn eine kilns111 che Abwandlung der Ursituation 
aller Epik, die darin su sehen 1st, dase ein Erzahler einem Oder 
nehreren 7uhorem, die durchaus die Moglichkeit haben, durch 
•wieohenfragen die Ausftthrlichkeit und den Gang des Beriohtoten zu 
beeinflussen, oino Gesohichte ereahlt.'l

'Story-telling*, however, in its simplest form, surely begins with the 

teller's desire to interest his hearers; he employs devices of varying 

degrees of sophistication to stimulate Curiosity and ensure attention*

It was in recognition of this that E.M. Forater emphasised the importance
o of 'mystery 1 as a structuring element in fiction. But within Das dritte

1) Karl l'i,<rner, Das dritte Buch ubor Achim. £ine Interpretation, Munich, 
19^6, p. 26.

2) E.V. Fortitor, Aaixicta of the :Iovel, p.94f»
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Buoh uber Aohim this basic situation is reversed. The initiative conies 

frotn the questioner, not from the narrator, as we see from the final 

section on Karsoh's return t Karech makes no attempt to contact his friends, 

and the initiative is taken by an unidentified telephone caller. Certainly 

many of the questions put reveal curiosity: *Wie war es denn?', 'Verhielt 

er aich auf dieser Heise anders ala auf seinen ublichen? 1 , 'Wie kam er mit 

Aohim aus?' f *Vie daohte Karech aber anzufangen? f , 'Warum hatte Aohim sioh 

cur Uitarbeit entsohloasen?', 'Was sagte denn Achims Vater dazu?', 'Und wie

fing es an mit dera schnellen Fahren?', 'War denn unter solohen Umstanden
2 etwas KU sohreiben?' ; but these are all questions which pro-apt the

narrator* For example, in the section prior to the question f $ie karn er 

nit Aohim aus?' the narrator has been relating what little was visible of 

Karin's relationship with Aohim and ends on a note which is anything but 

intriguing and effectively closes the subject:

'Er sab sie Achims Hemden bugeln, sie legte ihra die Post in den 
Griff, hielt die FCuche in Crdnun#, stand mit seitlich eingestemmten 
Armen vor den Pen3tern und murroelte die Re^enflMchen an, war jetat 
aohtundswanzig Jahre alt und half Aohim wohi erheblich bei seinem 
Leben* Karech weiss nioht mehr als ihm auffieI. 1 3

The final sentence has a distinctly uncommunicative tone, and it is left to 

the questioner to find another avenue of approach. Similarly, the question 

'Wie daohte Karsoh aber ansufangwn?' follows on a section which does nothing 

to instigate further questions ; in answer to the question 'what gave

1) Das dritte Buoh uber Aohim, p«336f.
2) Das dritte Buch uber Aohin. pp.10,22,29,46,48, 106,147,178,225.
3) op.oit., p.26.
4) op.cit., p.48.
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Karoch the idea of writing a book? 1 a factual liot of observations is given 

and the topic neatly rounded off with Aohim's reaction to the decision. 

The subject is thus ended, nothing actively stimulates the questioner to 

probe further, so that again the latter has to find a new topic with which 

to proceed. In this case he takes up the subject of Karach's proposed 

methods of writing, which the narrator, with a noticeable lack of enthusiasm 

about the whole topic, does not himself raise. In these and other examples, 

the curiosity exists prior to the events or details given: it is not led 

to these by any device of the narrator*

This is not entirely true of all the questioner's enquiries and 

commente. A query such as that relating to Karim *Was hatte sie denn 

far Sorgon* refers back to something specifically mentioned in the previous 

section, but significantly not said right at the end as an obvious 

invitation to further questioning* but passed over without explanation in

the course of describing the visit to Prague. Or, to take another instance,
2when the questioner says: 'Was heiset hier ssu privat? 1 he is demanding an

explanation of Frau Aramann's words, set down within a description of her by 

the narrator which lacks any comment or Interpretation, the reader's 

attention being drawn rather to her physical presence alone. But in both 

these cases, the questioner's initiative is still dominant over the 

narrator's^ the particular course the book takes ia largely attributable to 

the former's probing rather than to the latter's lead. This is the kind of 

curiosity which results when one is interested in a place firstly, and knows

1) Das dritte Bach liber Aohim. p.211.
2) op.olt., p.143.
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a pereon who has Just been there; one asks questions for one 1 a own 

benefit, not because the other person actively invites them. It is only 

towards the end of the novel that the narrator seems to exert any influence 

over the questioner, and then it is to antagonize him to some extent* The

former oonoentrates doggedly upon the techniques of cycling, which first
i w bore the questioner - *Ha ja und?' - and then exasperate him - *Hor*

2 endlich dandt auft* . And curiously, the narrator himself appears to be

equally bored; at the end of the section showing several possible ways of 

attempting to 'present' Achim - by an impressionistic film technique, or by 

choosing one somehow characteristic anecdote etc* * we road:

'G. Oder noch andera. H. Oder gar nicht. I. Wieviel Buohstaben 
hat das Alphabet?'3

The endless possibilities all seem equally futile) the narrator has not 

the energy or conviction necessary to detail there, and retreats into 

ironical boredom*

Both the constant 'prompting' by the questioner and this process of 

anta#oniaation suggest something radically 'wrong* with the narrator's 

attitude to his material* The two elements are linked in that the 

prompting suggests a reluctance in the narrator to relate at all, and the 

antagonlsation is a bitter reinforcement of this reluctance - a redactio ad 

absurdum of the narrator's inability to inject vitality into his material* 

As the very first section of the novel shows, it is all too easy to roelo- 

dramatise the division of Germanyi that the narrator refuses to exploit

1) Das dritte Buoh uber Aohlm. p.257*
2) op.oit., p.265.
3) op.oit., p.282*
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this unique opportunity to enthral the reader hints at a deeply worrying 

experience which has struck at the root of the narrator's art. It is, 

then, not just in the actual events which form the basis of the novel - 

Karsoh's abortive attempt to write a biography of Achim - that diffioulties 

of contact between East and West Germany are made apparent; even in 

retrospect , ae Karech looks back over his time in the East, the difficulties 

themselves defv or hinder simple narration.

Why could Karech's difficultiee not have been presented in a straight­ 

forward third-person narration? This is a point which will be dealt with 

more fully later , but briefly the questioner represents succinctly the 

attitudes with which Karsch doubtless entered East Germany, and which 

persist in the West. These attitudes explain to a great extent the 

difficulties which the narrator - whether it is intended to be Karsch himself

or someone speaking for him - finds in communication* The use of a narrator
o not unambiguously identified with Karach, rather than of the latter himself ,

also adds to the impression that the events are very distant from the 

questioner, that they are more than just the personal experience of a friend 

returned from holiday; while conversely, the close identification of the 

two - visible in a question such as 'Deswegen bliebst du da? Blieb Karsch 

da? 1 - suggests that Karsch is trying hard to objeotivize, therefore that 

something profoundly disturbing has happened, for ae well as the restrained 

use of toe material already noted we have the equally surprising restraint

1) Cf. below, P. 3Z*5"ff.
2) i.e. Karsch is referred to in the third person.
3) EAS dritte Buch ilber AohAnu p.37«
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* Journalist who is abandoning the tempting prospect of an 'eye-witness* 

account*

Another alternative would have been a presentation similar to that 

employed in Ifotmaaaurvren uber Jakob. where the narrator ie used only to 

give an impression of Jakob'o existence beyond all that can be said of him, 

while the larger part of the work consists of individual viewpoints. We 

have seen that the function of the monologues is to express the isolation of 

the figureof each, except Cresapahl to some extent, is trapped within his 

or her thoughta. Jonas is the intellectual lacking the will to action and 

resorting therefore to ironic self-deprecation? Gesine the girl who has 

grown away fro-n her humble background materially but not emotionally, and 

so on. All these characters have therefore particular reasons for being 

driven back into their own thoughts) a simpler figure like Cresspahl has 

no such sustained mental activity. If then Johnson uses the 'monologue* 

precisely where it is realistically appropriate, why does he avoid it in 

this second novel where two figures from vastly different backgrounds meet 

each other and might be expected to feel their 'separation*? Hot because 

he cannot think himself into a Communist mentality, for he has done Just 

this in Rohlfs. The answer lies in his conception of Achlm's personality? 

for some reason Aohin'e reactions to Karsch cannot be shown directly, and 

the study of Johnson's methods in .'btmaasuryren uber Jokob suggests that the 

cause nay not be reluctance, but some kind of inability to feel any detailed 

reaction. Frisoh's characters are either, like Stiller and 'Enderlin', 

deeply preoccupied with themselves and their 'images' or else are forced 

into self-knowledge, like ^aberj so a narrator with superior vision is not
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••ployed, for it is the individual fights for understanding which make the 
novels so intriguing, and we are made to share in the character's struggles 

without the assurance that a narrator already sees and grasps the whole 

process* In a writer so obviously unconventional as Johnson it is 

initially surprising to find a narrator used at all* it is an ironical 

usage however in this second novel* for the narrator is introduced to tell 

a 'story' which cannot tell itself as Frisch'a do* ffothing, one would 

assume, would be more straightforward than a biography, where the course of 
the narrative will be determined by that of the life concerned; we have 
seen in ^utmaaaun^en u'bor Jakob that Johnson believes it is very difficult 

to understand other people fully* but a biographer makes a deliberate attempt 
to do just this while most others are too involved with their own lives - 
and yet Karsch is unable to reach any satisfactory degree of understanding* 

This is in itself surprising, although it could theoretically be put down to 
Karsch's obtuseness* But the entire lack of entry into Achim's mind, of 

imaginative reconstruction of possible thought patterns, suggests that this 
is not the case* Karsch's difficulties come from without* from contact 

with a man who simply does not have an inner life of his own} and in 

addition Achim is not intereoted in self-examination* Hence the narrator 

is used to present figures who do not or cannot think for themselves - 

Achim, and to some extent Karin*

Presentation of the individual characters

The manner in which the figures are presented to us - through state­ 

ments about them rather than Just pictures of them in action, speech, in



325

which we might forget the presence of the narrator, also suggests that they 

do not act unselfconsciously or freely. It is a serious misunderstanding 

to judge this method negatively as evidence of a preoccupation with general 

circumstances rather than with human personality. Reich-Ranicki, in an 

otherwise favourable review, commentsi

'...offenbar liegt dent Verfasser des "Dritten Baches uber Achim" 
weniger an den Charakteren als an der Darstcllung der Verhaltnisse 
«..Er etrebt die aeitgeschichtliche Bestandsaufnahme an. Die 
psychologisene Analyse hingegen interessiert ihn nur gelegentlich,'*

It Is more relevant to ask what statement about characters indicates about 

the writer's attitude to his figures. 

On this subject Lubbock comments:

'...the art of fiction does not begin until the novelist thinks of 
his story as a matter to be shown, to bo so exhibited that it will 
tell itoolf. To hand over to the reader the facts of the story 
merely as so much information - this is no more than to state the 
"argument" of the book, the groundwork upon which the novelist 
proceeds to create. '2

Liddell develops this further when he distinguishes between 'Sunmary* and 

'Scene', seeing that the former - 'that part of a novel in which the 

novelist says that things are happening* or that they have happened 1 * is 

necessary on occasions to carry the reader over lees important periods in 

the course of a narrative; but like Lubbock he attributes far more skill 

to scenic presentation - 'that part of a novel in which the novelist makes 

things happen under the reader's eyes. 1

1) Marcel Hoich-Ranicki, Deutsche Literatur im West und Ost, p.244.

2) Percy Lubbock, The Craft of Fiction, p. 62.
3) Robert Liddell, A Treatise on the Novel, p. 67.
4) ibid., p.67.
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In the light of these considerations, which are indeed basic ones for the 

novel, to accept Johnson's statement or 'summary* method of presentation 

at its face value is to accuse him of entire lack of subtlety. But this 

is a quality in which MutmaBBun^en uber Jakob has revealed him to be far 

from deficient, even to the point of excessive intricacy* It is surely 

more just to assume that this is a way of reminding the reader constantly 

that Karsch never reached the stage where he could order his material Into 

an evocative reconstruction of Aohim's life, and that the narrator is 

similarly hampered unless he wants to make Karsch's sensibility into the 

centre of his narration* That this is not done suggests, as has been seen, 

that the experiences of Karsch* s visit to East Germany were not so much 

dramatic, but deeply puaaling, frustrating.

AohifB

What do we in fact see of Aohim? There is a certain amount of 

physical detail, used as in fifutaassuraren uber Jakob to evoke the gesture of 

a moment of a characteristic posture, using 'characteristic* in the sense 

of habitual rather than indicative of character* For example, there is the 

description of Aohim's gaiti

•Er setete die Fusse genau auf dem Hacken auf und rollte sich uber 
Ballen und %ehen ab, seine Arrae schlenkerten**.Kr achien ranz*• — *~saufgesegen von der Beobachtung seines Korpers.' 1 

Or there is the vivid evocation of his exhaustions

'Aohim war gegen die Sofalehne gele*pn mlt halb angezogenen 
Beinen* Rr blincelte gegen das {Ibernachtige Lioht und versuchte 
sein Gesicht offen*uhalten.'2

1) Pas dritte Buch uber Aohira, p*66.
2) op.oit,, p.208.
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But theae 'cameo 1 pictures are relatively few in number and illuminate only 

the athlete's existence, his physical prowess, endurance or exhaustion. 

Theae details could be incorporated in a description of any athlete« 

Aehim's dedication reveals nothing about him as an individual, in the way 

that Jakob's supremely calm confidence in himself as he works does about hisu

When we see Aohim out of the context of his athletic training, there 

is still little that could be called revealing if one is looking for some­ 

thing other than dedication to sport* After his ride with Karsch, for 

example, Aohim makes an unusually demonstrative gesturei

* Aohim lachte begeistert, ruttelte Karins Schulter, schlug 
Karsch in den Rucken, bewe^te sich sehr. - Was habe ioh dir 
gtsagt wie er fahrtl rief er ausner sioh. - Entschieden fahrt er!' 1

The narrator has tried to convey something of the tone of the words in the 

phrase *ausaer sich 1 , but this is a commonplace with little characterisation 

value* The only possible interpretation is that Aohim*a enthusiasm derives 

from Karseh's skilful manipulation of the car, which he sees as a trans­ 

position of his own 'art 1 . The details are sufficient to suggest physical 

presence and energy, but not individuality - they are descriptive not truly 

evocative. One might expect more from speech, but what is recorded for 

Achlm is either inexpressive or is later retracted and negated. For 

example, when Karsch admits that he cannot understand the language of the

official newspapers, we roadt 'Achim war sehr betroffen. - Achi sagte er
** 0enttausoht. 1 This appears at first like a perfectly normal piece of

characterisation, until one realizes that 'betroffen' indicates only that

1) Pas dritte Buoh uber Aohla, p.33f.
2) op.oit., p.26.
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there was a reaction without specifying ita nature, and that 'enttauscht 1 

could cover a number of reasons and degrees. This is only a token attempt 

at dressing the monosyllabic reply in normal literary garb, undertaken 

because there is no obvious 'lead' to aid understanding of what was meant* 

When Aohim is induced to talk at lengthy it is usually about the past which 

is, as it were, ready-made and enables Achira to converse without the 

spontaneous reactions to another personality of which normal conversation 

is composed - this kind of conversation is singularly lacking* either Achira 

avoids it, or finds no need for it. Typical of his behaviour is the 

strange omission to ask about Karin's earlier association with Karachi 

f Er sah ihnen unbetelllgt aber vergnilfft BU. Er fragte nicht woher sle 

einander kannton.' Other people do not seem to engage his attention at 

all, exoept in so far as they enter his life; and his own life interests 

him ultimately only in the present. He will relate details about the war

years, but then disclaim or reject them - 'Die Rote Arose mils sen Sie
2 MVtgnehmen* - and eventually insist i 'Bie konnen von meinem Leben nur

wlssen was ioh Ihnen davon sage.* This remark confirms what the lack of 

conversation as give-and-take indicate*i Aohim is quite prepared to ignore 

the personalities of othars, for in rejecting his own past, he is really - 

like Stiller - imposing his images on the liven of other people also, 

deny in/: them their existence*

The only subject on which Achlm shows enthusiasm is that of cycling,

1) D*e dritte Buch liber Aohim, p.34»
2) op.olt., p.192.
3) op.oit., p.203.
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Into winch no personalities enter, participants being reduced to human 

machines. When Karsch asks for an explanation of team tactics, Achim 

becomes noticeably more animated than usual: ' 'enn der Wind 00 kommt wie 

heutet sagte Achitn, er llesa die Hande fallen, blickte auf, aagte lachelndt 

Klar? 1 But all that remains in Karsch's memory of this occasion are 

physical details, outward appearances, for the animation does not express 

conviction and opinion so much as sheer physical mastery of a situation and 

a skill* Karsch can only make statements such ast

'Karsoh erinnert Achims helie unbiegsarce Stiome in Gesprach, das 
Qlanzen schra*gen Sonnerlichtes in den schweissigen Stimfalten und 
in blonden wehendsn Haar xiber dem staubschwarsen Gesicht.'^'

The timbre rather than the tone of the voice is given, the colour not the 

expression of the face - because neither is truly expressive?

There are many scenes which arc sunsmrized rather than presented in the 

full sense* either because they have insufficient 'character* for direct 

representation, or because the narrator and Karsch are not sure of what 

emphasis to give them - a point which a writer must decide before he can 

recreate what he has seen and to which he should normally be led by the tone 

of the speaker concerned. For instance, when the subject of the 1939-1945 

war arises* we rsadt
»•

•Uber dis Angriffe der versinigten Welt aus der Luft sa&te 
Achirm Das weisst du ja. Er lernte die Stadt erst wieder 
kenned, als sie bereits aufgelost wurde von den Bomben. '3

For memory Aoh1m here substitutes an appeal to Karsch's own knowledge,

1) Das dritte Buch uber Achlm« p*30.

2) op.cit., p. 31.

3) op.cit., p. 94.
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factual knowledge: and the recreation of Aohira's attempt to find his own 

hone is Karsoh'e alone, for Aohlm's own words are not expressive enough, 

one suspects, to warrant reproduction.

Another instance is the meeting between Karsoh and Achin in a Prague 

art gallery*

'-Ja wlssen Sie..*t raurmelte er (Achira) blicklos mit Handrucken 
and baumelnder Brille umgeben von der friedlichen Malerei eines 
vsrgangenen bohmischen Jahrhundertsy streokte sich, stiess suf 
kumpanerJiaft zwinkernd wollte er (wahrscheinlich) zugestehen dass 
er nicht gelebt haben wollte wie ein anderer das anfachrieb... '.1

Karsh and the narrator have to try and state the relationship between Achin1 s 

gestures and thout$hts because they are far from clear* The sense of 

frustration of which this statement technique is the result emerges clearly 

from the following lines t

'Da wollte Karsoh froh sein. wenn Achira seine Person und dis.»

Gescbichte dieser Person uberhaupt mitbrachte zu dem Treffpunkt, 
den der verstandigende Gebrauch von Spraohe swlsohen ihnen verab- 
redeto.. ,?o kor.nte der eine nioht vom andern redon und fiir ihn 
gemelnt haben s ioh...'. 2

Aohim's thoughts and attitudes are singularly opaque and unreaohabls; his 

most favourable comment ist *..»Aber aonat iat SB go ungefahr gvwesen.* 

This is anathema to the conscientious biographerf even if he trios to 

overcome it and create 'scenes' on his own initiative in which he can attempt 

SOCDO evocation of atmosphere^ they renaln isolated, as for instance the 

'sohulfrsier Tag'* And if Achim does express some positive emotion, it is 

not spontaneously through facial expression and voice and words, but In

1) Das dritte Buoh uber Achicit p.l85«
2) op.cit., p. 187.
3) op.cit., p.126*

4) op.cit., p.83f.
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private aftor the events which occasioned it; hie pleasure at ITarach'a 

apparent interest in cycling is reported by Karin as a fact, not an 

experience* One cannot but notice the countless times the tag1 *sa&te 

Achim1 le used without any amplification, as though the narrator does not 

know how to turn the fact that Aohira has spoken into an experience with some 

particular 'colour1 ! and when one considers that in Mutmassungen uber Jakob 

Johnson made it quite clear that for him life consists of personal experience, 

not of dates and simple facts, then this point is doubly significant. In 

the latter novel, the characters 1 own isolation prevented them from 

realising this until one valuable experience - Jakob - was lost* In Johnson's 

second novel, a deliberate attempt to experience another person is balked. 

The narrator is forced into statement and summary, for instances *Er (Achin) 

wollte gelebt haben aohon wie immer jetst und seit fu'nf Jahren tfitglied in

2 der Saohwalterpartei*..'. Quite apart from the question of falsification

of fact, Aohim resists 'experience* because he himself telescopes time. 

'Wie imraer* covers a number of years with barren alacrity; Karsoh is 

prevented from 'reliving-* them with Achim, and the narrator can only accept 

the summary. One might also see the 'Verfremdungseffekte' - the comments 

which make it quite clear that the narrator and Achim are very distinct from 

one another - as evidence of Karsch's sense of separation from his subject* 

Achim will be referred to, for instance, as 'der Mann im Strassenanzug*, 

'ein junger Mann in grauem Straosenanzug', or as 'der Lange*. While these

1) Pas drittc Buoh uber Aohim, p.31»

2) op.cit.. p.239.

3) op.oit., pp.15, 185, 234.
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1 2 
phrases and others such as *Dles 1st ein Iok*le3 Detail* or 'und so welter 1

which intervene in description are intended to distance the reader from the 

figures and ensure that he feels unable to identify with them, they are 

also acceptable as renewed attempts by the narrator and Karsoh to see Achita 

at a distance and thence approach him afresh* It is as though the narrator, 

failing in the effort to understand Achim, constantly stops the flow of 

detail in order to *nake quite sure that the fault does not lie within 

himself, that he is not being carried away by his own words or imagination. 

This attitude develops into irony against the narrator himself, when, in the 

*flla-version* of Aehira's life the accompanying waves of sound are described. 

The perfectly acceptable metaphor is made bitterly obvious in heavily 

ironical 'realism1 !

v *.*auf dem dazu synchronen Tonband schaukeln die Berge und Taler 
dee briillonden Tonfalls ua in die sohwer flappenden Oborschlage von 
Meeresbrandung (um den Vergleich doch endlich zu reohtfertigen)...**3

Where does the difficulty really lie for Karsch and th« narrator? Is 

it that he finds Aohim simply taciturn and reserved? On the contrary* every 

part of Aohim*s existence is *uberschaubar'« The narrator begins by looking

for some individual emotional life behind the public facade and says:
*

'Von selnem Leben war weniger slohtbar' , implying that what could be 

observed was simply the social role. But the initial Inability to see is 

gradually replaced by the suspicion that there is no private life behind the

1) Das drltte Euch uber Achim, p.115*
2) op.cit., p. 134. This is very reminiscent of Stiller*a method of holding 

up his narrative in order not to be drawn into the continuity of the 
pant even on paper*

3) op.oit., p. 276.
4) op.cit., p. 19.
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Image; Achim has no affection for his home, which to most public figures 

must surely be a haven. All hie flat testifies to is MB exalted position, 

not to hie character and tastes

*Er war nicht eu vergessen, vrar sogar erinnert in der Leere seiner 
hochbezahlten ^'ohnrauroe, die Sffentlich und auswechselbar waren 
eineia Bahnsteig vergleichbar und der Vorhalle eines Kinos und alien 
Orten, an denen nicht zu leben ist, da kann man aich treffen und 
reden liber -as, du weisst schon.'*

The word 'leben* here is used in the sense of to have a private life which 

is not the concern at the same time of society in general* The problem 

which Achira seta Karsch derives from this entire lack of division between 

public and private life:

'•••sein uberraschtes Lacheln war glaubwurdig, sein langer hart- 
hautiger Kopf war fasslich und befremdete kaum, er betrug sich 
bescheiden, was er tat war uberschaubar und lobte den Sachwalter.'

Karsch simply cannot believe that the association of politics and sport sums 

Achim up entirely, that there is not somewhere some kind of individualising 

desire, emotion or attitude which does not enter these categories.

The implication is, however, not that Aohim hides those thoughts which 

do not coincide with his public image, but that his thinking follows pre- 

established patterns and that he constantly plays a part in the full belief 

that it jLs_ his life - although this cannot be proved. One could draw an 

interesting comparison here with Frisch's anecdote about the ambassador who 

suddenly realised that he was not the man all the world held him to be, but 

who controlled his fear and continued. With Achim there eeetns to be no

1) Das dritte Buoh uber Aohim, p,135»
2) op.cit., p.226.
3) Mein Naae aei Gantenbein, p.l82ff.
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awareness of an artificial role which he is called upon to play as best ho 

cant the role /riven to him has absorbed his private self entirely, it would 

seem, until thert is no division. Perhaps this ia wny he appears to show 

annoyance at Karsch'3 report that Herr Fleisg had referred to Achira as a 

•Siimbild* ; and what appears as possibly modesty in this scene could also 

bo a firm belief that he is a straightforward part of the Communist present 

with his whole self, and nothing as fanciful as a symbol of the future. It 

could of course also be a feeling of discomfort that the politicians are 

encroaching too much on his life - but is he as unpolitical as Jakob Abs? 

The political man in hits is constantly evident. One very revealing 

example of this occurs when Achim, out with Karsch, is waylaid by fanst

'Liebe Freundet sagte ert ioh habe meine Arbeit genau wie ihrt 
haltet mlch nicht auf. (Da ^ing er rait Karsch Horaden kaufen,)

No trace of amusement follows these words, which in a Western 'star 1 would 

be interpreted as a convenient trick to got away, as exploitation of a 

privileged position for personal ends. But in Achim there seems to be no 

conscious 'white lie 1 ; however ludicrous a statement it seems to us in the 

circumstances, he appears to have made it in all seriousness, as though the 

whole of his life, whether he is actually on political/state business or not, 

is 'Arbeit 1 for the state. Achira has no sense of humour, no sense of the 

ridiculous and the inappropriate because there seems to be only one way in 

which he can regard himself.

It is only in religion that one otherwise finds such a willingness to

\ **
1) Das dritte Buoh uber Achim, p.44«
2) op.cit., p.35.
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accept guidance frora others fop one 1 3 life. The impression Achizn gives 

that he hae resigned all right to an individual will. His politeness i» 

studied and repetitive, not spontaneous and lively ? this could of course 

suggest that he practises it simply for personal reasons without bringing 

it off very well, but there is no desire in him for material gain, as Karsch

soon discovers when he recognizes that the 'rags-to-riches* formula is
2inappropriate. And what other gain could there be from his popularity,

unless he were simply a roeg-lomaniac, in which case his mania would be 

blatantly obvious* It seems therefore that the politeness is adopted on 

superior advice and practised sincerely if woodenly as a vital part of the 

good Communist's life* The 'hero* label ia not a passport to self- 

indulgence as it can be for the Western 'demi-god' but a call to development 
of one's capabilities as a social responsibility; and this view automati­ 
cally leads to the rejection of individualism in favour of accepting 

experienced guidance, hence Aohim is induced to aid Karsch as far as 

possible* Only once does he have to think for himself, and that is when 

Karin unexpectedly disappears, when the type of emotion of which he is

capable becomes finally clear i

'Hoi sie zuriick! sagte er. - Hoi sie rair zuriick! Aber sie war 
2u Freunden in einer anderen Stadt gefahren und nicht uber die 
Grenze. Das hat to er raiesverstanden* Sr hatte sich nun nicht 
vorstellen kSnnen dass sie rait iha in einem Land blieb. Er dachte 
sie meinte immer nooh ihn, well er sie noch meinte«'4

Aohim can only think in political terms t he assumes Karin has fled to the

1) Pas dritte Buoh uber Aohim, p. 205*
2) op.oit., p*57f«
3) op.oit., p.lll.
4) op.oit,, p. 305.
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West because her shock at discovering his part in the 1953 uprising had been 

•hushed-up 1 for so many years would induoo in her an emotional and political 

revulsion. He would not understand that it ia her faith in human integrity 

as such which is most hurt - and in any case he has no knowledge oft 

perception for her own considerable difficulties. So Achim's reaction 

shows that, althou^i obviously hurt by Karin's supposed flight, he cannot 

separate their personal relationship from his own political context. Like 

Rohlfs he has no understanding of non-political motivation. But the touch 

of anger in his voice suggests that he is testily aware of something to be 

ashamed of in his past; yet is it his dishonesty, or the fact that he ever 

was non-Communist? Does he ever give the impression that secretly he feels 

he IMS denied his better self? The autocratic rather than humble tone 

suggests not, for it implies he will show Karin that she has misunderstood 

him*

A kind of inhumanity is evident when Aohim relates certain incidents of 

his past* He is very concerned that his 'image* should be faultless in the

political sense, so it is understandable that he does not want the story of

2 the illegal acquisition of a gear-system to be included* But when one adds

to this rejection his concern about whether he oould be accused of Jilting 

his young girl-friend, his attitude becomes more questionable. Even if one 

allows that there were some 'fault* in these actions, both could easily be 

excused as youthful folly; but Achim has no sense of proportion, be wants to

1) Das dritte Buch uber Aohim, p.211ff.

2) op.oil., p.226ff.
3) op.oit., p. 178.
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eradicate not just political 'mistakes' but normal hursan failings, dismissing 

them aa 'aafangliohes Zogern', In a State which insists on the eradication 

of individuality in service for a common good, it is Indeed ironical that

one of its leading 'examples 1 should be guilty of something approaching
o 

hubris* The section f Und sonst nichts von Prag? 1 shows up just how little

real humanity the narrator feels in Aehirot the latter*s interest in Karin's 

change of address is interspersed with flashbacks to the race which he has 

Just completed, as though the narrator could not accept Achim's apparent 

concern as genuine, and saw constantly behind the individual the State hero 

Karsch had just been watching on television*

To have written simply the details of Achim's life as they were visible

to the world would have been to accept the Communist image: it would not 

have overlooked the private Aohim behind the public image because he does 

not exist, but it would not have made it clear that there is nothing behind 

it* It is for this reason and not only because Aohim denies facts that 

Karsch could not write hi a biography. The same 'inhumanity 1 as Aohim shows 

io evident in his Communist advisors} when Frau Aromann stresses the
w n

importance of 'ftutzlichkeit |J for the socialist author, she is intimating 

that the actual subject is irrelevant for it is the treatment that matters, 

and when, as the case is here, the proposed subject is a human life which is 

to be turned into ft useful example for others, the notion of 'Verantwortung'^

1) Pas dritte Such uber Aohim, p.!91»
2) op.oit., p.204ff.
3) op.oit., p.!27ff.
4) op.oit*, p.129.
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very hollow. In the service of an ostensibly humanitarian ideal - 

the advancement of the masses - understanding of individual complexity is 

lost* The dishonesty of the image is doubly clear when we see Frau 

AMMZW'S own momentary frigfct when Karoch asks her bluntly wher« she had 

been before 1945*
0*

'- Wo waren "ie bis neunzehnhundertfunfundvlerssi#: fra&te das 
laufende Band mit Karsche Stimme...dunn schliff das unbeeprochene 
Band wi©der?egeben und traf aberraala in Frau Ammanns Handaus- 
strecken Bum Gla~, hielt die zusammenfliessende Arbeit der Muskeln 
an und knickte die Bewegun^ au sichtbarera Schreck fflr die i»auer 
eineo kurzeren Seitenblickes...'.*

She is falsifying both social history and human truth in fostering the imago

of Achlmt she changes the past to suit the present and Achira concurs with
2 her in this* Together they reject the notion of gradual change and

development of personality - Communism is here seen as y in fact, the 

destroyer of natural human personality* One could counter this by saying 

that Christianity also believes in the possibility of radical change - in 

conversionf a kind of volte-face* But Christianity also believes in the 

importance of admitting one's past faults* whereas Communism, as it is shown 

in the novel, tries to eradicate even the change of views itself* and does 

not so much turn away front as try to remodel entirely the past, positing a 

kind of infallibility in all good Communists, which reason must surely reject.

Achim is* then, a created personality who willingly accepts the image 

offered, not in order to continue another existence behind it, but in order 

to fit himself into it as far as possible. He shows no signs of missing

1) Das dritte Buch ubsr Achim* p.136.
2) op.oiti, p. 239. '3r suohte nach Spuren diesos Denkens,
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what we mean by a private Ufa. Frisch'a characters expand all their 

energies on fighting iraagea which restrict their human!tyt Achira performs 

this reatriction willingly. Walter Maria Guggenheimer saw something of 

this when he wrote:

'Achiflu..l8t nicht me&r Partner, oder Opfer, Gegner, willent- 
licher Biener d^eaer Staatsmacht mit deto "erfinderischcn Ansinnen", 
die Menachen "mochten noch andere werden"...: or iat bereita ihr 
Produkt.'l

He doea not fit into any expected mouldt he is not anxiously subservient, 

nor yet the reflective, rationally convinced Communist who would have every 

right to hold views he could justify in discussion, even if we, the readers, 

would not agree with them* Hia mind secma entirely shut to all other typea 

of existence: he gains no tangible benefit from hie position as aportsman 

and exemplary Communist - but is more active as the latter than would be 

necessary if all he wanted waa to be allowed to get on with hie sport. 

There is no part of hia life which stands outaide hi a socialist image and 

which could in any way derive profit or benefit from ita cultivation - not 

even a sense of humour to derive amuaement from the adulation of others and 

his power over them, or a sense of pride in that aa*ne power* Of course, 

there doea not have to be a selfish reason for the 'change 1 in hia views 

any more than one would expect to find one in a Christian conversion? but 

it la the absolute nature of the change which ia ao disturbing* If the past 

is huahed-up, one expects it to be through fear or hope of profit i neither 

cause aeema to apply here. There are after all many ex-Nazis in the West 

who would rather forget the past, in order to lead a quiet life of private

l) Palter Maria Ouggenheimer, 'Nachwort 1 to Karach und andere Prosa, p.93»
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respectability - but Achia haa no private life. H© is not a personality 

vrhc holds Conruniat views: he Is nothing but a CorTmuniet; the fact that 

his life is uo 'libcrechaubar 1 is Its most worrying quality.

Karin

fo add to our understanding of this situation the figure of Karin ie 

presented to ust she ie far from being simply the excuse for Karsch*s 

entry into East Germany. Karl Kigner writes of her*

f Sie 1st - im Ge#ensat» su Achim - durohaus und ganss sie selbst 
und hebt sich in dioeem 3ein deutlich von Achim ab.'l

This is not quite accurate. What Karin does show is how difficult it is 

for anyone with a basically honest personality to submit to the imposition 

of an inag* y for Karin does indeed try to fit herself into the mould of a 

Communist star* The difference is that she has for some years had close 

contact with the West in Karsch, and has not grown up entirely within the 

supervised society of the East, as has Aohim who through his cycling was 

soon Involved in tea-n-work plus attendant Communist training in corporate 

responsibility as opposed to individual exertion of will.

Karin's 'attachment 1 to East Germany is explicable as the acquisition 

of a kind of security she has never previously known. We do not know how 

great bar talent is, but in the fiercely competitive world of the West she 

doubtless found it difficult to make a successful career: and this is 

important for her because she is alone in the world - no friends are

l) Karl Migner, Pas dritte Buoh xiber Achim. Kine Interpretation, p.57.
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mentioned and her mother ia dead. It is alec suggeeted that the valuee 

hor mother represented aoec to have no relevance for her to the present, so 

that she has to create her own life, amid new etandarde*

*Der Sachwalter...tat alles, was ihr die tote Hutter beschrieben 
hatte als hinderlich fu*r die Erlangung der ewigen Seligkeit.'S

That she ia not interested in the art of films as such, but rather in the 

relative security she enjoys by acting in propagandist films is evident 

from her words to Karsch?

'Kr (Karsch) hat diese Filrae nicht gesehen, well sie sofort sagtet 
Geh da nicht him Doss du dir das niemals ana ie net! '3

She is quite aware that what she is doing is a betrayal of art. 

Karin certainly makes her feelings plainer than does Aohimi

'Sie fuhr wild und heftig auf ihn (Karsch) loe. - 3ei nioht so 
eingebildet! sagte siet Sei nicht so nerves! '4

This display of temper is uncalled for, and together with her fierce 

independence it suggests a profound lack of equanimity. The changes which 

Karsch notes in her support the impression that she cannot relax and is 

basically insecure f there IB no radical difference - * Karsch naoh einer
c

Woche Kuruckgefahren hatte eeinen Freunden gesagt? Ihr kennt sie Ja* 7 - 

but an intensification of self-control and self-possession, as though she

has to concentrate very hard upon her conducts
rt() 'Sie war alter, sie hatte sioh und ihren 

wurde ea&en dass ihr Bliok kuhler war und nichts mehr auslieferte. f

1) Das dritte Buch ubor Aoh.jgt.t p«300,
2) op.cit., p. 300.
3) op.cit., p.l8f.
4) op.oit., p. 27*
5) op.cit., p.27.
6) op.cit., p.35f.
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The feature which strike* him evert mort* forcibly than before is significantly 

Karin'e ability to control and alter her facial expression;

'.••dasft sie ihi Geaioht so bei sick hatte und benutsen konnte 
ffir nioht zahlbare Arten von Verhalten, deren ein Kensch uber- 
haupt fahig

Everything about her is controlled rather than spontaneous on the whole;
and the exceptions are very revealing. On one occasion she talks at length

p to Karsch about Aohira'c childhood. She agrees with Karsch's rejection of
the picture an improbable, but continues to zsuee, creating almost an idyll. 
Because ehe is aware of the discrepancy, one cannot interpret this passage 
as a naive belief in Achlra'ss essential innocence; it is an escape for Karin 
herself into the dream of an unworried free existence* Her subpequent 
provocative dancing seems then like an outburst against the need to watch 
herself closely all the time, another kind of escape which she soon tries to 
cancel out- 'Plotzlich sag-to siet Du musst es Aohira nioht erzahlen! 1 
Karsoh finds that she is 'benraht. .ohne fremde Hilfe zu leben'^y as though 
she were afraid to let anyone see her emotions and needs. She knows that 
she is more vulnerable than a Western 'Personality1 would be, because her 
opinions on topics entirely alien to acting are a public concern* Her

wariness is evident when she sayst
i*
'Uber die neuerlich wegweisenden Massnahmen des Sachwalters.. .aei

sis sicherlich einer Meinung mit alien Menaohen guten #i liens.' 6

1) Das dritte Buch uber Aohia, p. 36.
2) op.oit., p.67f.
3) op.cit., p.Tlf.
4) op«oit« 9 p«74.
5) op.oit., p«37#
6) op.oit., p. 163.
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It la as If she were trying to suppress her individuality as far as possible* 

But she is not a dedicated Communist f she accepts the system as far as it 

benefits her, with no concern for its dogmatic basis. When Karsoh is 

ironically surprised at the ease with which she gains a new flat, she replies 

only? 'Kann ich fur diesen Staat, du. Soil icb vielleicht...'. In view

of this unconcern, her attempts to speak Communist jargon after the news-
p paper report affair seem very pathetic t but this is the language of genuine

fear - and fear is human. Her reaction, if weak, is evidence of her basic 

lack of self-confidance: her stunned recognition of Aohirrs's dishonesty thon 

reveals itself as disappointment and sadness. She must have felt that 

despite her own difficulties, the effort to conform Ttdght just be worthwhile 

since it could lead to the kind of assurance visible in Aohim. To find this 

is based on a kind of fraud is a disillusionment, which mocks all her efforts 

to spar© Achia embarrassment. Her own momentary escapes show us how she 

has saori "icod her individuality to social position: the 'truth* about 

Aohim shows her that the ultimate sacrifice is not worthy of her efforts, as 

also that it is not reached by effort alone.

The contrast between Achira and Karin is thon an important one. Non- 

oommuniste most certainly try to assume 'images* alao, but usually for 

personal reasonsi this is where Karin's humanity ohowo through, in her use 

of Communism to find a degree of security* Her taciturnity^ suggests that

1) Pas dritte Buoh uber Aohim, p.209*
2) op.cit., p.223.
3) op.oit., p.292.
4) op.cit., p.302.

5) op.cit., p.107.
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she does not deceive herself at all. In Aehim the deceit would seem to be 

Immeasurably greater - even to the point of no longer being recognized as 

such* To write a biography of auch a man, if one is honest in the 

accepted ethical sense, is an impossible task*

The Political iraplications of Karsch*s difficulties

All biography demands some selection, of course, and Gunther Blocker 

suggests that Karach'a difficulties derive primarily from the impossibility 

of describing any other human life adequately!

'Dass Aohims Geschichte nicfat geschrieben werden kann, liegt 
nicht allein an der Ungunat politischer Verhaltnisse, es 1st 
schlechterdings in der Unmoglichkeit begrundet, dem Leben einos 
anderon riit 'orten nahezukomrnen, die mehr wollen, als MSglich- 
keiten zur Auswahl atellen und eine "unentschiedene Zusaramen- 

von Ungefahrera", *2

This might certainly be true if Karachi were trying to write a very detailed 

character study of Achlmt he might then find, as the characters do in

uber Jakob, that to understand another human fully is impossible*

But Karsoh's attempts fail ultimately on the auch more basic level of 

ascertainment of fact* Difficulties are put in Karsch *s way over and above 

those facing any conscientious biographer, and indeed the general difficulty 

of biography is only sketehily developed in the novel , despite the attempt 

some critics to ^ve it central importance. If it were only Achim who

1) Cf. R. Hinton Thomas, The German Novel and the Affluent Society, p.
talking of Achim 1 B concealment of fact, he says: '..the extent to which 
he is now aware of it is open to question.'

2) Gunther Blocker, Kritischoa Lesebuch, p. 19 8.
3) Das dritte Buoh uber Achim, p.23;f.
4) e,ft. Herbert Ahl, 'Dichter dea ^espaltenen Deutschland*, Pi p 1 omat i a oher 

Kurier. 10 Jg. t Heft 21, 18 Oct., 1961, pp. 763-766.
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were concealing or disregarding Information, the b:ok would be more general 

in application. What makes Aohira's case so particular ia that it involves 

not Just opportunism, but a widely-shared conspiracy intended to influence 

great numbers of people. The moat *general 1 message the book could 

contain ia that purely adulatory biography ia dishonest because inevitably 

superficial - a point suggested by the fact that Johnson has in fact 

modelled his Aohim partly on the Bast German idol Tave Sohur, on whom two 

very dull, fulsome biographies have been written.

The change that Karach notices in Karin ainoe her settling in the Bast 

indicates that we arc to understand the novel not as a general book on 

difficulty of contact, but as a contrast between two distinct manners of 

existence. This view is further reinforced by the nature of some of the 

questions which direct the course of the narrative; they reveal a concept 

of truth different from that of the Communist authorities and sometimes a

complete misunderstanding of the East German situation* For example, the
p question *Fuhlte Karach sioh von Beobaohtern verfolgt?* shows a readiness

to see East Germany as a sinister place full of spies. In saying of Achim 

'Der wird doch hochmfltig sein 1 , the questioner is applying Western 'star' 

psychology without waiting to see if it is appropriate} and in the question 

'Wird es nun doch die Gesohichte von dor Dame ndt den beiden Herren?* he 

show* how ready he is to fit details into preconceived categories and abandon

1) Karl Pestalosszj , 'Achira alias Tave 3chur', "prache im too.hniachen 
Zeitalter. May 1963, pp.479-486.

2) Paa dritte Buoh uber Aohin, p. 26.
3) op.oit., p.31*
4) op.oit., p. 133.
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all efforts to retain fin open mind. But some times the Astern concept of 

truth emerges in the questions. When Aohiw wanta the story of hie illegal 

trip into West Berlin omitted, the questioner comments 'Das iat aber doch 

nioht wahrl' 1 , and 'Da» lasst sioh doch nicht ersetzen! 1 , and in the query 

'Was heisst hier «u privat?' the Coawwnist identification of public and 

private life is rejected. What he aaks is often highly irrelevant from 

the Communist point of view, but very pointed for the Western reader? the 

questioner wants to know whether Achin'o father was in fact responsible for 

the sabotage*, while this is of very secondary importance for Prau Amraann, 

who rates usefulness above factual truth. This is not to say that the 

questioner represents the only 'right* views both he and Karsch have a 

strong interest in 'truth 1 where this happens to work against the Communists 

- all evidence of Achim's earlier opposition is greeted with particular 

interest, as the narrator indicates when he shows that Karsch could have

portrayed many afternoons instead of the one he did choose - the one on
5 which Aohim entered West Berlin. What one sees is largely what one wants

to seei but this ia said far more generally in SJutaasaungen liber Jakob whero 

all kinds of isolated vision are portrayed; in Das dritte Buch iiber Aohim 

the problem is related to political differences more specifically. The use 

of contrast - between Karin and Achim, between the questioner and the 

Communist officials - suggests that Johnson is writing about one particular

1) Das dritte Buoh uber Aohim. p.234-
2) op.oit., p.239 •
3^ op.cit., p.143*
4) op.cit,, p.101.
5) op.oit., p.235f«
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situation, rather than about general possibilities. What he shows us is 

a divergence of attitude to what constitutes a personality. Karach is 

looking for the man behind the heroic image - and finds there is nothing 

there. Fleisg demands a portrayal of 'die ganze Person* , but this is an 

artificial *Ganees'; Karsch allows for Achim's desire to present himself 

in as rood a light as possible when the latter relates incidents and then 

retracts, but he is not prepared to accept outright dishonesty, and the

dishonesty resides not in Aohitn alone. Frau Aiomann reproaches Karsch for
2 being factual ; she wants him to write a 'useful* book rather than a 'true 1

one - and yet she has pretentions to 'realism*. In one section we read 

her reported words to Karachi

'.*.(es) eei eben dem Sehriftsteller die Hitarbeit aufgegeben an 
Befeetigung und Ausbau des in Aussioht genommenen Weges.'3

She goes on to detail what she means, stressing thus her down-to-earth 

attitude to life; but her whole view of Achim is nothing but an image. 

She both implicitly claims a realistic view of life and uses utterly 

unrealistic and inexact methods to promote it - the ultimate in hypocrisy* 

This is a very specific unmasking of one type of Communist procedure*

It has been claimed by some critics that the choice of a racing cyclist 

as the subject for a biography is both pointless and unlikely, since the 

task would in any case hardly be given to a West German* It is not however 

difficult to imagine that a West German who showed interest would be

1) Dae dritte Buch uber Achim, p*59»
2) op.oit., p.126.
3) op.oit., p.128*
4) e.g. Reich-Ranicki, Deatsohe Literatur in -Vest und Os*« p.243. Blocker, 

Kritisohes Lesebuch, p*197»



340

encouraged to develop it as a kind of flattery to the state, for propaganda 

dan be taken to extremes of silliness, as is shown, for instance, by a 

report that the Chinese claimed the sale of imitation Red Guard uniforms in 

Carnally Street at £? a piece as incontrovertible evidence of the great 

expenae to which British youth will go to demonstrate sympathy with Mao Tse 

Tung'a thought! There is nothing so wildly preposterous about the 

assumption behind Das dritte Buch uber Achim. Ons would assume that in the 

figure of a sportsman, Western and Eastern interests could meet most easily; 

but the failure to understand even such a category of Corammiem is a 

devastating comment on the deep division between the two halves of Germany. 

In the opening pages of the book the intention is made clears we are not to 

see exciting adventures, but learn to appreciate that the division in

Germany is more than Just a state boundary - it is the severing of what
2 should be and recently was one. That ia why the 'Entfernung1 is so tragic.

The choice of an attempted biography aa a subject represents the hope for a 

kind of lowest common factor: the doctrinal differences are well known, but 

surely human personality is basically the same on both sides of the boundary? 

The terrible answer is that in some oases it is nots there is nothing left 

to be shared. The novel ia not saying that Aohim has been brain-washed, 

and that le't to himself he would necessarily have been different! this 

would be to alip into the typical Westerner's melodramatic view of the East. 

The situation portrayed is dreadful enough in that it shows ComTnuniam will 

accept and foster such * image-making*.

1) Report in the B.B.C. Hewa, 10. April, 196?.
2) Das dritte Buoh uber Aohim, pp.9 A 337.
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It i« the failure to recogniae the significance of biojr*?iiy as an 
atteapt to underatand something as basic as human personality that haa led 
Desciiner to make such dogmatic statements as the following}

'"Das dritte Biich liber Aohira" ist ein Boman liber einen Radsportler in Ostdeutschland ? kein Buch iiber Gstdeutachland, noch weniger liber die Teilung unserea
He ridicules the (jueation and answer form - * dieses atuoide Strukturieren 
aoll wit*ig aein* - because he does not appreciate either the value of the 
contrast, nor that of the abandonment of atraigh: forward narrative, which 
one could see aa an emotional reaction on the part of the narrator and Karach 
and ao the final point of contraat to the Ccxamuniat 'realism 1 which fwrports 
to itnow, understand and control all* What Deschner claims is *0alopp* as a 
structure wao never intended to appear ' jungsnhaf t ' , 'elaatiach' or 

'nportlicb' aa he aee-ra to think, on the baaia of which asaumption he 

condemns it*

Li mi t at i one of the work

Precisely because it is a novel about the gulf between .Vest and Kaat 
thia is however to aome extent a limited book, for we must be interested in 
the problem initially, since the characters as such are subordinated to the 
contrast-scheme; it ia one of the requirements of the book that we should 
feel their distance from us, not their almost tangible reality, aa ia the 
case with Jakob Aba. It ia after all a novel about the impossibility of 
getting 'near* to one 'personality', as well as a plea not to dramatize the

1) Karlheinz Deaohner, Talente. Dichter* Dilettanten, p,190.
2) ijxcif:., p. 192.
3) b.ctt., p. 192.
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division of Genaany arid 00 obscure the true jeauea which divide it. Our 

attention is held to some extent by the indications of Karaeh's increasing 

desperation .vhich we are made to share, although the process is complete 

before the book opena. For example, we are given iCarao&'s first attempt to
write about Aohitn and only some pagsa later the revelation that this

p deeoription haa been rejected as inadequate by Fleisg* By this order we
follow exactly Karsch's reactionsi interest in a well-lovad sporting 
figure, enjoyment in presenting the movement and vitality of the scene, and 
then suddenly the incoapreheneibla rejection of what ia felt to bo a very 
competent piece of work. Some sequences seem at first eiraplj to hold up 
the narrative, for examplet

'Sehr aufregend konnte an Frstu Leibonrouths Klingelknopf eine 
sauber urn den Hagel gerundete Fingerspitse ersohienen oein, die mit Druok und Benkung den offenen Stronkreis achlieest und auf 
der anderen Seite regelmassige SohlKge der Hasnoerfeder gegen 
eine isolierte aufgehan^jte Glookenscheibe auslBst.. .'.3

In this case the irrelevant description suggests the writer's dearth of 

interesting information of the type expected by the questioner who says 
•Bs ist so gar nicht spanrendS* in disappointment* The section performs 
the function of imtagonisation mentioned above", showing the narrator's 
slight bitterness, and reflecting also fCarsch's position - he is not 
haapered by an inability to use words, but cannot penetrate beyond what he 
considers trivialities to the 'heart* of the subject which he supposes to

1) Das dritte Buoh uber Achira, p,13ff.
2) op.oit., p.45*
3) op.oit., p.157.
4) op.cit., p.137*
5) Cf. above, p. 3d I.
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be there. The lon& deecripticrsof Achifc'fc cycling career towftrde the end 

of the book are equ&lly ironically ueed: the dal>blin£ in isolated incdder.ts 

of his youth have be; n abandoned, and for the first titae a fairly lengthy 

ee^uerce of events is naixated , but cycling is the least important aspect 

of Aehim'e exir>ter,ee in sons waye. That Karech and the narrator turn to it 

eventually is evidence of their inability to penetrate any deeper. There 

is heavy irony in the wordsJ

1 !Tarsch war also boreit das Fehlende zu ersetzen Kit der B»inuten- 
gerechten Beschreibung aller Rennen, die Achim je gefahren war. 
Ihn hatte Ja ohnehin die darstellende Vorfiihrung dea Pennfahrens 
verlcltet zur Beschreibung eineo Lebens.*?

It should however be added that not every passage of this kind is so 

functional) ike description of the typewriter mechanism is irritating at 

the stage at which it appearsy adding little to the significance of the 

section - tke close watok kept on all citizens, except perhaps to indicate 

at rather unnecessary length tkat only mechanical things can be viewed and 

investigated openly, while human lives are hidden from view* Johnson*s 

interest in tangible, 'knowable* things as opposed to the mystery of human 

lives verges kere on mannerism* ndnute description for its own sake*

The ultimate expression of the growing frustration we can trace through 

the novel occurs when tke narrator describes Achip's reaction to Karsoh's 

departure!

'Wie nahn Aokim das auf? 
Vit Bedauem. Fr eeigte Bedauera, Kr schien es zu

1) Das dritte Buoh uber Achim, p,247ff.
2) op.cit., p,246.
3) op.oit., p.H5ff.
4) op.cit., p,331.
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Three successive attitude* are distinguishable here; firstly, the narrator, 

via Karachi Memory, feels that Aohim regretted the departure, hence the 

plain statement, which perhaps conveys Achira*s own words. But then he 

questions whether the regret is real and can only say that Achim showed 

regret, and leave it open* However, the more Karach saw of Achim, the rsore 

puazling the latter1 e actions became, so finally we read *er schien eo zu 

bedauern* which weakens the original observation even more* The whole 

pattern of the novel is repeated here! the movement from simple observation 

through doubt to confusion. We are thus allowed to feel something of 

Karsch's increasing- desperation - to feel the inhumanity of Achira bringing 

out precisely Karsch's humanity, his confusion, failure, depression, all 

shown in the refusal to co-operate with the questioner*

But our ability to experience through the narrator what Karsch felt does 

not minimize the fact that this experience rests upon the contrast in human 

understanding between East and West Germanyt the non-German reader is liable 

to dissociate himself from the problem, and ultimately it must depend on the 

individual as to how much he is moved by a problem of personality he cannot 

observe in his own world* It would be possible to observe Prison's 'iraatfe- 

making* process in endless variation, but the problem of Achim lacks by its 

very nature the sheer entertainment value of, for example, the sohiaophrenic 

ttaria-Wariquita of Hofmannsthal's Andreas who puzzles and fascinates by the 

contrast in character* The form of Johnson*s novel is well-designed, however, 

to bring out precisely the unusual opaqueness of the figure facing Karsch in 

East Germany, and makes the reader immediately aware that here is something 

vwpy different from the merciless psychological investigation found in so
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oany twentieth century novels*

To take one critic of the twentieth century novel, BavicL Paiches 

writes:

'Closely lirJced to the new view of time was the new view of 
consciousness deriving: in a general way from the work of Freud 
and Jung but concentrating on the faet or the multiplicity of 
consciousness, the presence in the given consciousness of all 
that it had ever experienced and perhaps also of all that the 
race had experienced..The past exists always in the present, 
coloring and determining the nature of the present response, 
and to tell the truth about a character's reaction to any 
situation, we roust tell the whole truth about everything that 
has ever happened to him. '1

This is a summary of n*w possibilities open to the modern novelist, and we 

••e by Johnson's rejection of them in Das dritte Buch liber Aohia, after he 

has shown us in Mutmassurvren uber Jakob how important the past as personal 

experience can be in the present - for example, in Gesine'a inability to 

settle happily in the West - how deliberate must be the form which he has 

chosen* In this special case of a problem personality, not even the oldest 

methods of narration - the straightforward telling of a story - are able to 

show a nan who has abandoned all that made him an individual in the full 

sense and who has become precisely what most modern novelists, including 

Prison and Johnson in his earlier novel, are trying to avoid: a schematic 

personality who can be summed up in a few words*

l) David Halches, The ffovel and the Modern World, revised edition, Chicago,
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THE RELATIONSHIP OF VSIHE R.EI.3E WEQffOHITT, 1960* 

TO 'PAS DRITTB HIGH UBEB ACHIM*

It has been shown that the abort studies relating to the figures which
H

appear In Tftitaagaungen uber Jakob support the impression given by that 

novel: namely, that Johnson is interested above all in the individual 

person* Consequently it is interesting to see that the prose narrative 

Bjne Raise wogwohin, I960 » in which Karsch appears, has a primarily 

political tone as has the novel Das dritte Rich uber Achica. We have already 

seen that the latter deals with very specific effects of Communism on the 

personality.

The tale opens with a far more detailed account of Karsch*s mental 

state prior to the journey than is found in the novel* Ws are given an 

impression of his dissatisfaction with his way of life, of his inability to 

create a satisfactory relationship with bis son, of his general feelings of 

approaching ages he is, in fact, a nan very much preoccupied with himself. 

In this situation the invitation to visit East Germany comes as a welcome 

chance to reorientate himself by creating a link with a pleasurable episode 

of his pastt

f £r fuhr ab wegen des Balkons, hinter dera in einem baumgrunen 
Ziramer er vor Jahren gelebt hatte Tit ihr in A'estberlin.. 1 .2

All this emphasisas Karsch's unpreparedness for political impressions; the 

Journey is made for highly personal reasons. He is rot interested in the

1) Karsoh und andere Prosa, p,29ff,

2) op.oit., p.32.
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East for its own sake, and is perhaps freer from the asore popular miscon­ 

ceptions than he might otherwise have been. But he cannot remain oblivious 

to political differences; not having armed himself with Western self- 

oonfidenoe, he is confused rather than amused by what he sees of the 

constant emphasis on comparison with the Wests

'...der Hachdruolc war ihra von Horensagen bakannt, er war zu Hause 
zura Lachen gewesen, ea war den Polizisten ernst, und er hielt sioh 
an einen beilaufigen, fast kameradschaftlichen Ton, der dem des 
Krieges benachbart war, kam so durch.'l

He has not come as a political figure, but finds himself forced to be one 

to some extent; a degree of political awareness is awakened, and with it 

the latent prejudice of the Westerner, the more insidious for being 

relatively unselfconscious. Its existence emerges clearly in Karsch's 

first encounter with Achimf the entire lack of understanding between the 

two is established when Karsch interprets Achim* a initial reserve as 

embarrassment t

'Anfan^s vermutete Karsoh, der Mensch sch nie sich fur sein 
Parteiabzeiohen, aber immer wieder ein strahlendes Lacheln kam 
ihm gutwillig vor, machte ihn irre.'2

Achim's inability to grasp the fact that Karsch's journalism is a commercial 

not a political occupation is a misinterpretation of the same order, and wo 

are told later of his rejection of much of Karsch's biography - as in the 

novel - but the emphasis remains mainly on Karach, once the radical 

difference of views has been established. More stress is laid, for example, 

on Karsch's particular interest in the weaknesses of Communism, in details

1) Karsch und andere Frosa, p. 33*

2) op.clt., p.34.

3) op.olt., p. 47-
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which can be given an anti-eoonuniat bias, than is evident in the novel, 

despite Mignsr's emphasis on this aspect of the latter. Karach, his 

awareness of difference aroused by the meeting with Achirn, attempts 

deliberate comparisons of the ways of life, but it is still very much 

personal curiosity which motivates him, the reporter's instinct for 

interesting details, rather than a desire for research in depths hence the 

pronounced anti-communist bias, for he roust be aware of popular interest in 

such details* He chooses, for instance, a child who differentiates naively

between wicked and good tank manoeuvres, displaying for the Western eye a
p considerable degree of indoctrination. The political differences and

their investigation provide something in the nature of a game.

However, there is clear indication of the gradual changes in Karsch's 

attitudes* In the novel, the form indicates effectively the intense 

bewilderment produced by Aehin's personality; the short story concentrates 

more directly on the progress of the change* The almost childish Joy in 

'discovery* gives way to more circumspect reserves

•Anfangs hatte ale (Karin) ihn auf die argerlichsten westdeutschen 
lanleren hingewiesenf seitdem verbreltete er sloh, etwa, bel der 
unatand lichen Vorboreitun^ eines Fern^spraohs nioht -nehr uber den 
AutoTnatischen Verkehr in Westdeutschland, 30g liberhaupt seine 
Vergloiohe ohne sie ausaudriicken. stellte sein Auto sohliohter ab, 
kleidete sich den Einheiraischen ahnlich, liess kaum ein Gorioht nooh 
zuruok^ehen in die Kdche, wollto auch die Kuohen nicht nooh 
besiohtigen.M

Here we see that he is beginning to lose some of his earlier ostentation;

1) Karl Migner, Pas dritte Buch uber Aohim* Sine Interpretation, p.46.
2) Karsoh und andere Prosaa p*42*
3) op.olt., p,41.
4) op.cit., p.44*
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but he is still a very un-political nan in a deeper sense*

The confrontation with his biographical subject, Achira, is another 

element in Karsch's progression boyond a priori assumptions. Again the 

problem arises of whether Johnson is saying that one cannot understand any 

other person entirely. In Hutmassunken uber Jakob he most certainly 

suggests that our knowledge of each other is limited, and shows Communism 

to be the worst offender in this direction, for while all of us suffer 

from insufficient awareness of our fellows, it imposes a positive, final 

inages Man is seen to be worthy in proportion to his ability to subordinate 

personal values to the needs of the State* But the strictly biographical 

problem in the second novel, and in this short story, is rather different. 

It is Irrelevant to ask whether it is ever possible to recreate a whole 

person on paper | far more important is Karsoh's discovery that in the East, 

even the degree of truth which he is used to achieving is denied to him, 

for he asaumas that to some extent he will be able to penetrate behind the 

public image:

'Fur ihn aber, Karech, waren l*ebensbesohreibungen gute, unter- 
haltsame Arbeit. Er fand es regelma>Bsig lehrreloh, eine Person 
anzusehen auf ihre ntstehung, hinter der Person ihr Leben zu 
finden. Ss machte Spase, einer bewueaten Vergangenheit die 
tatsachliche zu finden...'.2

The contrast of the two words 'bewusst* and 'tatsachlioh 1 suggests a belief 

that discrepancies between fact and the subject's own memories can be 

attributed to some unconscious process of mutation* The dramatic conceal­ 

ment of Aohim'e participation in revolt is needed for the lengthier fabric

1) Of* above* p.
2) Karsoh und andere Prosat p.45»
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of the novel to give it a distinct climax, a 'detective-story 1 element 

comparable to the '^ystery* of Jakob's death - although it is a little 

misleading since many people have episodes in their past they would rather 

forgeti in the short tale it i» not used, and the rejection of apparently 

quite innocuous material is concentrated on* Concealment is less of a 

problem than reinterpretation! which brings out the constant political, 

dogmatic purpose of the Communist 'image'*

It i« important to note here Johnson*s scrupulous fairness* He 

portrays Achim's attitude, but not in order to contrast it with Karsoh's 

exemplary truthfulness* Xarsch is seen to argue against Comnunist Jargon 

and "ils concept ions, but without the honesty to adroit that he himself is not 

really well-informed. He finds his lack of precise knowledge 'hinderlioh* 

not regrettablet

'Manchmal, etwa wenn er Aohim kriegslueterne Barone in der 
Ruhrindustrie auaeureden versuchte, kam ihm hinderlioh bei, dass 
er von der Ruhrgegend vielleicht nur den Nacbtaohnellzug genau 
wusete... ' .2

The episode of Karsch's visit to Niebuhrs represents perhaps a 

mistaken spirit of enquiry* Time brings great change anywhere, and it is 

the nature of the intervening years which matters, as is seen when Karsch 

finds it so hard to adopt the Xast German manner of speeohi

'Selbet in umgtingliohen Heden der gvwo'hnlichen Leute fand er 
nich kaum unauffalllf aurecht, da ihm zohn Jahre diescr Ceschichte 
fehlten*..'.4

1) Karsoh und andere Frosa, p*47f«
2) op.oit., p.50.
3) op.cit., p.5?ff.
4) op.cit., p.40.



Karsch learn* little from his nostalgic visit to !3ackl0nburg because he 

looks for some trace of strict continuity linking the present to the past, 

Thie is of course precisely what Aohiia seeks to establish, but by 'altering 1 

the past to fit the present while Karsch learns that one cannot expect the 

two to *fit*» He learns -soro, however, by forgetting about himself and by 

observing East Germn refugees. He ba^ina to sea that their apparently 

simple reasons for flight derive frora something raore than 'allgemeine 

Sturheiten der oetdeutschen Politik'. They simply cannot oxpreae their 

discontent, because the ten years of separate developnent has deprived both 

sides of shared political, social and economic concepts!

'Da war die ostdeutsohe Sprache ins Klend gekonmen, Sie lief 
hier nicht urn, gait fttr nichts ale was aurHckgeblieben war, ihr 
Zoichen vernochten das Bezeichnete nicht au uberfuhren, nur rait 
der Spraohe waren die Fremden gekowmen, die verstandigte sie 
nicbt, sie konnte auf liitkenntnis nicht reohnen.'2

Karsoh realises that for years he aas lacked understanding of their plight; 

but as soon as he makes some progress, his knowledge is inmed lately ahown 

to be still far from complete t

**..denn er weinte ja wunder was geroein zu haben mit den Fretaden 
an Kenntnis und Anspielung in Lippenschurzen Oder Veratunnen aus 
den neunzig Tagen, die er ihr Cast gewesen

Oddly enough, it is not until later that he feels dissatisfaction with his 

position, when one might have expected an increasingly complacent trust in 

his own 'understanding*. He reacts emotionally}

1) Karsch un«-i andere Proa a. p,60.

2) loc.cit.
3) op.cit., p. 61.
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Vaehffiltt"£ hatta ih» die K^pfirdung von Dazwischmi auf den 
Leib geruckt, die war ihn BO unheimlich, er brachte seine oat- 
deuteohen Saehen ins ?elne, sich In Sicfcerheit

Something within him - perhaps physical exhaustion, perhaps the deep-seated 

honesty of the trained reporter * makes him long to escape his present 

position of continual half-understanding, r.rxi he is irrationally glad to 

reenter Hamburg.

A very large proportion of the narrative is concerned with events after 

the 'hotnecoffilng', a period which scarcely figures in the novel* This 

suggests at once a divergent purpose, which is soon made plain* Though 

Karsoh had progressed apparently only little in appreciation of the 

differences between Test and East, he finds the standard Western attitude 

impossible* He meats in fact himself as he wast

'Karach benutzte den Be griff Aufenthaltsgenehraigung, Bine 
ostdeutsche Aufenthalte^eriehrai^ung fur Leuto von Zeitungen war 
nun erst recht unerfindlich, warun warst du da so lange, man 
sieht dooh allea auf den eraten Bliok*'2

He had not ^one consciously thinking this, but his practical comparisons had 

been based on very similar assumptions. The prejudices which emerge are 

very illuminating* Whereas a traveller who absent-mindedly uses phrases 

from the foreign land he has just visited is hardly noticed* anything 

smacking of Communism is immediately suspect t in other words, nobody is 

even prepared to try looking at East Germany as just another land* It is 

to Karsoh 1 s credit that despite his feeling of superior comprehension earlier 

on, he cannot treat Fast Germany either as immediately suspicious and 'wicked 1

1) Karsoh und and ere Prosa, p*63*
2) op.oit., p. 65*
3) op.oit., p.65f.
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in some ill-defined way, or is juot anothor land to travel in and

reports about* Something in his experience has boon profoundly disturbing

and foreas him to out across political taboos and reflations for

procedure and reference. The diaturb-incG he oausoa i:j the aore significant
2 when ono retzrambera his efforts before the irip to eecure a quiet existence.

Something indefinable prevents him fron functioning as the aiaple 

'Augenzeuge 1 of earlier days. The subject of Hast Oepaany becomes an 

obsession with him, perhaps because his mind is clouded by ill-health, but 

nevertheless he is able to detect some glaring inconsistencies, even 

hypocrisies in Western attitudes which indicate an almost superstitious 

hatred of the East;

'Je -nehr Kenntnisse in der Staatsthoorie er ausa-wnenbrachte, 
desto deutlichar wurde in Jeder Vsrsuchsanordung, class Ost- 
deutsohlan? die klassisohen ICenn^eichen eines Staates aufwies 
wie IVestdeutechland auch, was ein Staat so braucht in den Augen 
der Wlssenaohaft«..f fast wurde ihm die Stirn nnerfindlich, mit 
der die regierende Politlk die -iaoenBchaft hintergingj ait 
einem Mal verbluffte ihn, wie bisher ein an aussenpolitisoh* 
Weiaungen gebundenes Land...eben solcher Ei^enschaften wegen 
einem anderen die Existenz abeprach.. . '.4

Karsch loses much of West German pride during his investigations and makes 

considerable advances in objective Judgement; and yet it IB strongly 

underlined here that his insist is still the result of chance, not of a 

true will to discover truth* With reference to his * report* on the trip 

we readt

1) Karsch und andere Prosa, p»67ff»
2) op.olt., p. 29.
3) op.oit., p,69.
4) op.cit., p. 71,
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•Uberdles hielt er sich vor, gedankenloa einen Plan angefongen 
U haben, der allensal beliebig war. da oin Herr Karsch vor der 
Reiae die Wiedarvereinigung kaum flir das dringlichste Problem 
doutricher Politik angesehen hatto...'.!

This point is borne out by the openiag of the narrative, with its emphasis 

on the very personal nature of Karsch 1 ® journey. "/hat he has gained by 

this chance and what others lack, is an awareness of the East which .;oes

beyond factual recognition of its existence. For hin it is a 'lebendes
2Land* , for others it is an exciting because controversial, and emotionally

entangled, problem - which brings for Karsch a tiresome notoriety value. 

Perhaps again because of weariness rather than urgent desire for truth, 

Karsch dispenses with all the careful diplomacy which surrounds the subject 

and askst

'...warum, aus welchen Grtinden, ndt wolchem Kecht, wozu die Danen 
und Barren eich vereinlgen wollton mit den Frenden, Brfidern, 
Sohwestem, die eeit dem Krieg in ungebroohener Haltung entbehrt 
werden konnen.., 1 .3

There is nothing heroic about his outspokenness, but having fled from 

something he only half understood, he is saddenod to "ind utter incompre­ 

hension at hone. Perhaps his retirement to Italy is a useless gesture} 

certainly he lacks the defiant opposition of youth and to some extent 

compromises with his conscience, so that he can write unpolitical reports in 

peace. But at least, it is implied, he lacks hypocrisy; he may have 

avoided the issue, but at least he has avoided dramatizing it into self- 

righteous martyrdom. This, it is implied, is what the average German tends

1) Karsch und andere Prosa. p.72f.
2) op.oit., p.74.
3) op.oit., p.76.
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to do when he talks of the 'Not der deutschen Tel lung', emphasising the 

suffering not only of the others, but of himself and bis fellow uesterners 

also. The final words of the narrative take the reader right back into 

the general political situation, into the 'Sot, rait der wir so leben', the

implication being at onoe that we live with it too easily, have lived with
o it too long, and that to have to live with it at all is monstrous.

This is, then, primarily a story about "astern attitudes. It concen­ 

trates on Karsch the man, his initial lack of political consciousness and 

his gradual development. It is thus a work complementary to Daa dritte 

Buch uber Achim. ".'e have seen that in the novel the centre of interest is 

the possible destructive effect of Communism on the natural development of 

human personality; the Westerner finds this hard to appreciate, becauae 

none of his standards is applicable to a personality who wonts to be one­ 

sided, programmatic. Johnson brings out the mistaken notions of a typical 

Westerner by making the questioner's queries and comments sufficiently 

Inappropriate to the situation being presented, thus preventing us from 

making equally summary comments on the situation since we detect the 

discrepancy as a warning. But the Western questioner enters only 

sporadically, an a repeated jolt to our attention. Clearly a major 

political debate is not feasible in a novels one aspect roust be selected 

for detailed examination and demonstration. It is in Eine Tteiae wegwohin, 

I960 that the other side is presented more clearly - the Western prejudice

1) Karach und andere Proas, p.8l, my underlining.
2) loo.olt.
3) Cf. above, p.
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and hypocrisy which are also to blame for lack of understanding between the 

two Gerraanys, while all too frequently the i;A8t alone bears the blame*

A comparison of the two works shows, therefore, that the Karsch-Aehim 

material interested Johnson for its political content and potentialities,

whether one rejects the portrayal of West German embarrassment as does
1 9Peich-Ranicki , or accepts it as does Blocker* In writing the novel

Johnson had to sacrifice something of the balance between the two sides in 

order to preserve the story-value of the work, just as he introduced a 

'dramatic* concealment of truth In order to shake the reader out of any 

lethargy produced by the ultimately far more significant rejections of 

small details of the past: the maintenance of interest is more of a problem 

in & longer work* The short story creates the balance which is schematically 

present in the novel, and does reinforce the interpretation of the latter as 

a novel about Communism rather than about the problems of biography as such, 

for the two works are thematioally very closely linked*

1) Marcel Reich-Ranloki, Literatur der kleinen Sohritte, Munich, 1967, 
P-53.

2) Ounther Blocker, Literatur ale Tejlhabe, p.31f.



CHAPTER EIGHT 

EI AN3ICHTEN

The reader of this novel is immediately struck by its relatively 

straightforward and traditional form in contrast to that of Johnson's 

previous novels; there can be no question here of the author attempting 

to attract attention by ingenuity alone* Instead of presenting instances 

of contact between Kast and West with the resultant difficulties in under­ 

standing - such as we find in Das dritte Buoh fiber Aohira - or with the 

ensuing intensification of Isolation, the theme of **utmassunken uber Jsfcob, 

Johnson has dealt in this third novel with problems of entire separation* 

The change in subject natter is to be explained primarily by the worsening 

of the political situation and the appearance of the ultimate symbol of 

division? the Berlin '"all. Does the value of the novel then lie simply 

in its relevance to contemporary conditions? Or has Johnson found another 

means of portraying the theme of human isolation? If the latter, then 

£wei Ansiohten is an improvement on Mutmassungen uber Jakobt for it certainly 

lacks the obscurities which detract from that novel's appeal; if the former, 

is it sufficiently interesting to hold the attention of readers who lack 

first-hand experience of the situation? Das dritte Buoh uber Achim. 

although its effectiveness must depend to some extent on the reader's 

willingness to see the basic problem of division and difference as serious, 

does enable one to share in the bewilderment and shock felt by Karsoh, which 

is conveyed by the forr as well ao by direct statement.
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Font

In commenting on the form of this novel, Johnson has suggested that the 

psychology of his separated characters? interested him most*

l Hier.«.sind es lediglich "swei Ansichten", in der Hauptaache 
nur awei Personen, deren Aufenthaltsorte, Handlungen, Auffassungen 
und Sntschlussc strong1 auseinandergehalten sind. Es 1st eben 
sine einfachere Gesckichte, groasenteils sogar ejeoignet fur das 
traditions lie Verfahron, die Entwicklung von Gefuhlsregungen zu 
beschreiben* 1 *

This statement suggests an interest in human behaviour as such, as does at 

first the obvious parallel to the Borneo and Juliet story, which has become 

an almost archetypal framework for studies of forbidden devotion. But when 

Johnson acknowledges this parallel, be stresses the cause of the separations

'...die Familienfehde, die der Verbindung der Kinder widersteht, 
1st heutzutage ersetzt duroh die Fehde der Staaten, die ihre 
Burger fur sich behalten wollerr,...und die absolute Trennung, 
duroh den Tod, gibt sich zuniindeat als Risiko so eeitgenass wie 
vor vier oder vieraehn Jahrhunderten.' 2

Although he ^oes on to enunerate his alterations to the love story, this 

description of the circumstances emphasises its particularity. It is 

unclear which element - the universal or the specific - Johnson has 

considered the most important, and therefore necessary to enquire which 

emerges most strongly from the novel, or whether the two are made to coexist 

successfully.

The major problem involved in the adaptation of a traditional form is 

the avoidance of banality* The basic situation - the separation and death 

of two young lovers - is hackneyed, *ein schwerbelastetes, ein heiicles

1) Uwe Johnson, *Auskiinfte und Abreden zu "Zwei Ansichtcn'", p.8.
2) of.ot:., p.5.
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Motiv,..d«T) nan haute eher in einem lllustriertenroman begegnen durfte*.

But is it also true, as the sane critic claims, that Johnson 'hat a lies
»• p gvtan, un dieae Anklange zu verwiachan 1 ? Certainly in Johnson's version

the lovers do not die but overcome separation* This of course robs the 

story of its tragic value, and to replace this Johnson appears to have 

turned to a study of the effects of isolation on two characters*

Preijentftti on of the characters t Per junge Herr B»

3aoh figure has a short opening chapter, and they are presented 

alternately* To take first v der junge Herr B. *i the first chapter estab­ 

lished clearly his basic characteristics* Be is a very ordinary, rather 

weak figure i his ordinariness lies in his vague awareness of moral values 

but lack of determination and conviction* In terras of his particular 

occupation, this means a convenient neglect of pictures which would seriously 

embarrass the local welfare authorities and so end BJs career locally. In 

addition, B. exhibits a liking for showiness which hides a lack of real self- 

confidence, and he seeks always to gain acceptance and recognition by 'making 

an impression'* An excellent detail is the adding of hie account number to 

his visiting card* It shows his desire to be well thought of by others, 

but specifically in a material sense with no relation to character* It is 

so obvious an action that we also see at once that there is no question here 

of problematic personality, as there was in Pas dritte Buch uber Aohia*

1) Rudolf Hartung, '^wei Ansichten 1 , Pie Keue Rundschau, 16 Jg., 1965, p,685.
2) Hartung, loc.olt*
3) Zwei Ansiohten. Frankfurt, 1965, p. 7.

4) loc.oit.
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B.f a taost vulnerable point ia his dependence upon material things for 

hit confidence t 'Er fiihrte den Wagen rait sich wie wdere J>»ute die Uhr, 

er kara ohne ihn nioht aus.' The loos of hia car ia therefore the loss of 

hia self-respect as a 'man of the world* t the nam whose statue depends on

artificial creation only falls the lower when the symbol is lost, hence B.'a
2 inflated language of defeat- 'Niederlage* presupposes the existence of

eone hostile force, an aa sumption at the root of all ostentatious self- 

aesertion.

In the third chapter we begin to see the intenaification of basic 

characteristics wrought in him by the challenge of life in a big city. 

The deaire to appear self-confident is uppermost t

'Auf der Fahrt sum Hotel fragte er den Taxi chauffeur naoh niohta, 
weil er Rich nicht 7,u arkennen gob on mochte ala Besuch ana einer 
unwiasenden

He feels desperately the need to 'belong* but underestimated the difficulties 

with the lack of thought which characterized his purchase of the sportaoar 

for example* Of his first visit to the *!Cneipe' we read!

'Da dftohte 8. ee aohon ge fund en zu haben. Er war hler, un unter 
dem hellen Licht in Guhe nachzudenken, da sollte mal einer

The feeling is vague, touched with defiance which is weakness t we have 

already seen that B. cannot be self-reliant and needs constant help, even to 

the point of hoping for a word of sympathy from an unknown customer in the 

chemist's shop where he has worked* In unfamiliar circumstances this

1) Zwei Ansiohten. p.9«
2) op.cit., p.89.
3) op.oit., p.19«
4) op.oit., p.34.
3) op.oit*, p.28.
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leads to a ridiculous exhibitionism, for example* his angry words about 

officialdom at the airport, whereby he alienates the sympathy and regard 

which he needs. Clearly this tendency will be exaggerated in Berlin: 

but the loss of his oar disorientates him and leads to a series of senseless

actions, culminating in his return to Hamburg without any clear reason or
2purpose* His attitude to Nurse D. is equally vague and unoonsideredt

*An^sichts der hilflosen Lage. in die ihre Staatamacht sie 
versetzt hatte, war ihro bange vor einer undeutlichen Verpflichtung, 
die er eingegangen war, bevor sie ihm klargenacht wurde.'3

This refers to the letter declaring his 'love', a term which he uses glibly 

with little thought but to Impress; but it also shows his peculiar 

attitude to responsibility* He will assume it as part of the image of a 

young man of consequence, and yet also try to shift it to others as soon as 

it begins to weigh upon him* The words 'bevor sie ihra klargemaoht wurde' 

suggest that he expects others to think for him and explain life as soon as 

it becomes difficult, that he will say in a crisis* 'I didn't understand, 

I didn't know.' The one thing he cannot or will not do is think seriously 

about what his alas are; his very difficulties and fears are evidence that 

he is a real personi 'Er fuhlte sich wohl, sohwer, ungluokllch.' The 

paradox of 'wohl' and 'ungluoklloh 1 shows the artificiality of his senti­ 

ment at he is not content until he has some 'distinctive' emotion which 

gives him a role to play*

In Chapter Five he further loses his grip upon his own actions. He no

1) 2wel Anslohten, p.21*
2) op*oit. f p.20f.
3) op.oit*, p.26.

4) op.oit*, p.37.
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longer takes any interest in the events of hi a home area, but accepts a 

eotrmisBion to return to Berlin simply because it allows him to met the part 

of a man of sophistication and experience, and also because he wants to 

cancel out the memory of his own naivety in that city. There is a pathetic 

discrepancy between his self-importance and the lengths to which he will go 

in order to gain confirmation of his image. We read for example: *B,stand 

nioht an, all seine Un^esohioklichkeiten fur riohtige Auskunfte uber Berlin 

•u nehmen. 1 But the image is distinctly shaky i

'•••er war #eltungss{ichtigf genug, dem Uadchen die Roflichkeit su 
erweiaen, mit der man Schwaoheren den Koffer ins Gepaoknetz legt.' 2

There is no spontaneity in Hj he cannot forget himself for a moment, and 

constantly measures himself against events and people* It is above all the 

confused nature of his thought which Berlin magnifies} he creates a kind of 

challenge which exists only in his imagination and is miserable because he 

feels he cannot fulfil what is indistinctly 'asked 1 of him* He appears to 

have no understanding of his own capabilities or character, hence his sense 

of 'Versagen'*

Chapter Seven reveals a further increase of muddled thought and weakness 

of purpose as the time element in his relationship with D. begins to gain in 

Importance* Re creates a vague ideal of faithfulness to her. fancies this 

Image of Integrity but cannot sustain it, and is involved in feelings of 

uncalled-for guilt, which only distort the relationship further, by

1) Zwei Anaiohten. p.73.
3) op.oit*, p.80*
3) op.oit., p. 69.
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suggesting to him that she might accuse him of desertion. His life is a

constant vicious oirolet B. becomes caught up in the whirl of unusual

2 events which make his life appear to have the intensity of a film , and

submits willingly to this, afraid to wake upy to test his initiation into 

the life of the city; but the longer he gives himself up to this tenuous 

professional acceptance , which blinds him to the fact that he is still 

very much a small-time photographer, the less chance he stands of gaining 

any genuine acceptance on a purely personal level and of acquiring a stable 

sense of values and of proportion, which would free him from the need to 

'prove 1 his worth constantly* This emerges from his association with the
ft A'Wirtin** '*..er war dieser Jungen, schnodderigen Person*.nicht uberlegen** 

She sees that he is only acting, not creating an existence for himself by 

genuine effort and self-reliance, that he is being borne along rather by the 

strangely stimulating events which just happen to be occurring at that tine*

His attitude to D.is ambivalent because of his relationship with the 

city of Berlin* She is an added weight in the city's imagined indictment 

of him for incompetence!

'Selt er neuerlich in Westberlin war, hatte die D.in aeinem 
Bewusstsein sich ausgewaohsen su einer Qegenwartigkeit, die ihn 
unauswaielioh und lastig zusetste mit Erinnerungen, mit 
Voretellungen.'5

But she can also be used as a weapon against the insecurity instilled in B. 

by Berlin, for she is a status symbol of the utmost modernityt

Anfliohten, p.31f.
2) op.oit., p.!42f,
3) op.oit., p*145f*
4) op.oit*, p. 148.
5) op.oit., p.151.
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**.,er fuhlte si eh angesehen, seitwarts beobaohtet von einem 
anderen Herm B...von jenem Herrn B, der er sein wollte, 
trauermassig dunkel gekleldete Gestalt, schwermutige M 
achtenswert verungluckt an einer L

1 Achtenswert * is the keyword here. Like Achira» he wants no private life, 

although for different reasons; Achim's life is his identification with the 

State, while R.~ though leading a life of pure self-indulgence and assenting 

to an ideal of freedom, free enterprise - opts out of its implications for 

the individual: the possibility of privacy and self-determination, Nothing 

is valid for B, unless it has eo-ne measure of public approval, not even his 

own emotions, because the competitive atmosphere of the capitalist system 

demands a will power and purpose fulness in isolation which he is too weak to 

sustain,, He has not the courage to as mime real responsibility! nor the

sense to dismiss it entirely as impossible. It is all too easy to blaae
2'them 1 , the undefined * officials 1 for the separation between hi ma elf and R,

for this allows righteous anger and obviates the need for clear analysis of 

the situation and for recognition of his own insignificance and weakness* 

And so B. drifts into the procedure of helping B. to escape, all started by a 

letter written to her in an emotional, intoxicated state produced by his 

sense of inadequacy and of self-pity in Berlin. He uses the easy, ready- 

made terminology of love simply to show that he is a normal man with distinct 

fee lings, but without any real awareness of whom he is writing to* U ia 

functional, a means to further B.*s self-awareness , and so not truly human in 

$>*s imagination! he has no appreciation of personality in others. For 

example , we read!

1) Zwei Anaiohten, p«i53»
2) op.oit., p.
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'...er soheute davor auruck, den voiletandigen Herrn B . vorzuatellen, 
wie die Illustrierten Blatter hielt er das innere Leben einer Person 
ftir ibr eigentlichee.' 1

Hie not!one of individuality are those propagated by popular Journalism? B. 

ie not interested in character as ouch, but only in a private life jealously 

guarded ae an image of superiority and difference! part of the equipment of 

public figures,

A similar tone is present in the words 'andere batten ee geechafft, er
2 war nioht freizueprechen*. The wording ie exaggerated and journalistic;

B.has adopted a vocabulary and mode of thought which ie not hie own, but ie 

considered 'modern* because popularly accepted; and it is dangerous because 

he does not use it with consciousness of its exaggeration, and ie so trapped 

by its inflationary concepts. Hence his hurried departure to collect a 

oar is evidence partly of his continuing show iness and desire to impress 

without effort, but also of fear at the point where the responsibility for D., 

which he has assumed solely to boost his own self-satisfaction, ie about to 

become fact, compromising and uncomfortable fact. The bus is a welcome

escape*

Nothing about B.is spectacular or grandt his relationship to B. becomes

important not because he cannot live without her, but because, by her 

position, she ie drawn into the conflict between B.'s weakness and his deeire 

to impress. He is incapable of deep emotion or original, independent 

thought. Small, repetitive details capture vividly just how little he is

1) Ewej Ansiohten. p.152.
2) op.oit., p.164.
3) op.oit*, p.235f«
4) op.oit., p.239»
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able to forget others and their opinions* Like Stiller, though to a 

lesser extent, he tries constantly to dictate to others how they should 

view him, but he succeeds only in being ridiculous, or inappropriate. For 

example :

'Auf der Fahrt zum Flughafen war er so verlegen urn einen Grand 
fiir die Beise, er trieb den Taxichauffeur zur Eile

His apparent purposefulness is entirely out of place, as is his sense of 

civic dutifulness which holds him back initially from aiding D.'s escape:

'Was er sich wunschte, ware ein Amt gewesen, eine staatliche 
Behorde, die ihren Burgem dazu verhilft, ihre abgetrennten 
Leute wi ederzusehen. ' 2

In both cases he is refusing to see his own indecisiveness. He will even 

go so far as to cause himself discomfort in order to maintain the image of 

near cosmopolitanisms he dislikes flying but submits to it because 'ira 

Grunde hielt er Fliegen nicht so sehr fu'r eine teuere, mehr fur eine 

vornehme Art des Re i sens'. With a rare touch of humour, he is soon after­ 

wards depicted making ignominiously for the toilet I Hartung picks upon 

flying, curiously enough, to illustrate his otherwise valid view that B. is 

'ein bissohen farblos's

'Pass er im ubrigen nicht gern fliegt, ist so interessant nicht, 
der Autor schenkt dem etwas zu viel Aufmerksamkeit . f 4

This is one of the very few details which provokes any reaction other than 

boredom in the reader.

1) Zwei Ansichten, p. 31*
2) op.oit., p. 161.
3) op.cit., p. 68.
4) Rudolf Hartung, '"Zwei Ansichten"', Die Sfcue Hundachriu. 1965, p. 687.
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There is then nothing in B. to surprise us, Just a constant lack of 

enterprise and decision, a confused sense of values intrinsically harmless 

but unfortunately involved in a situation requiring all the qualities he 

lacks 9 since somebody else 1 * whole existence is in the balance* The 

failure to realize this, the entire lack of thought on how D.will adjust 

herself even if she does OOT», these are the ultimate proof of B.*s self- 

oentredness.

Die Schwester P»

In the opening section on Schwester 3). we learn at once of the indepen­ 

dence and desire to retain absolute privacy* She is more exemplary a 

character than B. - her little dishonesties are patent, but she is aware of 

what she is* Her independence is not entirely voluntary! she is isolated 

by the State's refusal to let her study and nursing is an occupation, not a 

vocation* This explains to sotne extent the seemingly odd combination of 

jealously preserved privacy and a tendency to let thing* happen rather than 

to determine then by positive aotiont D. resents the incursion of the State 

into her life, but hae been deprived thereby of her sense of purpose* The 

interference han certainly promoted clarity of taind in hen she is not

taken in by appearances* The words given to her thoughts on B.'s letter *
o 

*Er**«wiederholte***den ulkigen Bate mit seiner Liebe* * show that she has

a healthy sense of proportion and distrust of cheap emotion. Her difficulty 

in finding a word to describe her relationship with B. is also an indication 

that she realises its tenuity, realises that it is not a deep attachment

1) Zwei Anaiohten, p. 11.
2) op.olt., p. 13.
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involving self-cormnitraent1 , but rather a trial of her own power of attraction, 

In Chapter Four theee basic points are further developed! her isolation 

is emphasised by the small picture of her in her room:

'Sie war tote eln& halbo Stunde bei an&elehntar Tur auf Bchritte 
an der Treppe, alle gingen vorbei, keiner fasste naoh der

There is no emotional disturbance, just the very natural sense of loneliness 

into which independence oan merge tnomentarily, and which she does not attempt 

to gloss over as B. does hie sense of inferiority* Her particular kind of 

* laziness' also differs from B*s drifting in that it is not so much weakness 

as common sense* She has given up trying to overcome barrier a and assert 

her personality, in favour of conformity , because the State is strong and 

resistance is pointless. But she maintains an inner, private independence, 

evident in the detail of her association with Hi she feels resentwnt that 

her world is treated by him as somehow less real than his own. 5he may 

conform within her State, but she will not accept his ready-made image of it. 

Like B.however, she feels cheated by the situation, by the sudden destruction 

of the theoretical possibility of choice between the two systems; and this 

is the beginning of a change of emphasis in her character* The passive Bide 

of her attitude to life grows stronger; she accepts events as inevitable 

because of her long training in the effectiveness of authority:

'Kit wlevlelen natiirliohen Kinselheiten auom in Gesprachen vorher 
sis slch ereifert hatte, die Stadt sei nicht '.u trennen vor der 
anderen Hilfte, die erste Naohrloht hatte ihr die Sinschliessung 
unsweifelhaft gemacht«*5

1) 2wei Ansi oh ten, p.13-
2) op.cit., p. 51.
3) op.olt., p.39f.
4) op.oit., p.40.
5) op.oit., p*50.
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Brents of this magnitude lay hold of the will and dull decision unless

resistance is immsdlatei D. refuses a friend's offer of help with somewhat 

indeterminate reasons > and at onoe lays herself open to a growth of apathy 

as those things which -aade her life s little more varied and interesting 

are removed frots reach.

It is above all her increasing apathy which Chapter Six reveals. 

Driven back upon herself more than ever, shs goes for walks, bus rides to 

fill ths emptiness and hide her aialessness. For the first time shs really 

begins to feel that unadulterated Communism is incompatible with her 

character and emotional needs, yet because she is convinced of its 

invulnerability she avoids anything which will make her isolation too 

painfully obvioust

'So wieh sie^jetzt aus vor Einfalien, von denen sie nioht hatte 
surucktreten ko'nnen, auf der Hut, der Fluoht vor einem Entschluas.*, 1 .^

She fears to test her position because she is aware of her own cowardice, a 

very 'ordinary* reaction. But in smaller natters she maintains her honesty 

and integrity, in refusing for instance to give way to momentary malice and 

tell her friends that they should return to Bast Germany. Yst a little 

heroism is immediately followed by a feeling that the burden of loneliness 

is too greati

•Sie war damals, ohne dass sie ss hat to an fang-en merken, mehr und 
mehr Gefuhlen aus&oliefert, wo fruher Cewohnung und Kenntnisse sis 
bewahrt batten vor Mitleid. f 4

The more she is forced to be independent, the more vulnerable she becomes

1) Zwsi Ansiohtsn, p.63»
2) op.oit., p.108.
3) op.oit., p.
4) op.oit. t p.
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emotionally, and this perhaps explain* the long section on the aiek actress : 

deprived of the interest of trips to the West, D, becomes introspective and 

more generally aware of emotional difficulty. But it is iwportsat to see

that her critical faculties are never entirely dulled: she is awars of her
•* J? 'eigone Ruhrseligkeit' and so more honest than her brother with his West

Genaan comforts and Sast Gerruan education for the child,

In Chapter Bight the indifference and tiredness increase further* D. 

cannot summon up the indignation felt by her fellow nursee because she h&s 

never lived ^ulte BO superficially as they} she had trusted the Coracjuniats, 

unlike many of the girls who had given political issues no personal thought, 

and so she finds a kind of failure of Judgement in herself which is a 

constituent of her apathy* She car neither Indulge in self-right ecus 

annoyance nor in pettiness and superficiality an though nothing had changed, 

It is an uncomfortable situation which, naturally en ouch, she tries to 

avoid thinking about t

'•••sle polierte den Fussboden nit den schweren Bohnerbesen, die 
glelchfBrmigen Bewegungen drangten das Denken so wohlta*ti& zuruck. f4

It Is at this point that the relationship with B. regains some importance. 

This is indicated by one phrases the letter written by B. in the bar contains, 

it is said, a 'aonderbarer Sata 1 . Previously she had found his phraseology 

'ulklg' f but f sonderbar* suggests a less flippant attitude. D. begins to 

consider whether B.'s words have after all some serious intent as her control

Zwei Aneiohten, p.llBff.
2) op.cit., p«12%
3) op.oit., p. 124.
4) op.oit., p. 182.
5) op.cit., p. 187.
6) op.cit., p. 13.
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of her critical faoultiea is weakened by the strain of solitude. The 

composition of her answer abowa this clearly J she is quite aware that he 

can be 'kinornassig' and jet she feels an irrational deoir# to see hitu as 

somebody dependable wi Ui an int great In hor» There is of course a danger 

that the relationship could become distorted in hsr view as it does in B.*a. 

She cnn sa;/ inwardly to B.s 'Bu tnachst dir Plausen vor, oo wird nicht
O

reichen fu'r ein gmnzes Lob an' , but he has performed the function of giving 

her a goal at last, even if it involves doubt and fear, so that once the 

process of escape has started she becoroon dangerously dependent en him* 

For instance, when she atske for a message from 3, ahe is told *3io sollan 

sich auf ihn verlasaen, hat er ^esagt* , words spoken a little too hastily

to be convincing, but *oie aogerte nicht, ihro au glauben** «Just hOf> much 

sho Is staking on his support is auggeated by the length of the section on 

the actual escape*: we go through the waiting, the fear and hesitation 

and climax of lone linens with H although thie episode occupies a relatively 

small piece of the whole time-span of the novel* Ona feels that the 

intensity of the experience marks a change in D.more radical and complete 

than anyone outside, and especially B« oould hope to understand t the hour.i 

of waiting and escape cancel out a whole existence*

It le perhaps this fact which enables D. to recover in West Berlin her 

power of decision and willed activity, which emerges almost triumphantly at 

the end and in underlined by the adjective applied to B.in hospital* Re is

1) ?wei Anslehten, p.19
2) op.oit., p.196.
3) op.oit., p.215.
4) op.oit., pp.216-234.
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h 1 *, a word vshicb shews that D. baa fully recovered hor sansa of 

proportion and found hersolf again in the dangerous hours fthich destroyed 

her apathy, However hesitatingly, uke rojented a life «ho knew to be 

unsatisfactory and can now otart on tho croaticn of a new and frser ono«

Ae in 3V B cane, we are constantly ahown 2/8 ordin&rinees. Her
2resentment of intellectuals, for exaraple shows her * average' position.

?here in cvidont care to avoid all melodramatic presentation of her positions 

twice tho wordn f es war nicht unertraglich* appear', in deliberate contrast 

to tho eelf-drametlnation of B. in a situation which warrants no such 

exaggeration, while D.*a might* Rsr period of waiting is no'thei' heroic 

nor exciting, but nerve-racking in a aiuch nore acceptable senoe? she is 

divided w5th5n herself, knowing what faces her but afrrdd to acknowledge it 

or a»k too many questions about the future. Heither fe the *Houe f^olt* 

»oen in ropy terms as a paradiee of freedoTru It too hns its restrict ions 

and annoyances.^ One wonders whether the term *H«me Welt 1 5o aeant to 

signify B.'» interpretation of U'a reaction! he is of course, with hie 

'kinomaseig* aenaibllity, entirely wrong, but D. has enough resolution to 

atart afresh, beginning signifioantly with the search for a private room, 

her small ideal of privacy and freedom. She is not rejecting Cooemunisn for 

Capitalism so rauoh as lack of privacy for the possibility of regaining iti 

and ironically enough it is in the attempt to create a grandiose 'public 1

for himself that B. enables her to reassert her private individuality.

1) Zwsi Ansiohten, p.242.
2) op.olt,, p. 100*
3) op.cit., pp.190 % 202* 

op.olt., p. 24Of.
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and the novel

It is perhapo a very sad fact that two ordinary people find their 

relationship distorted and changed through enforced separation: but in view 

of B.'s overriding desire for approval and D.*9 basic good sense, one cannot 

feel that even in better circumstances the friendship would have survived 

and prospered* There is then no real tragedy in this situation* What we 

do have is a portrayal of two types of isolation and loneliness » B.'s is 

caused by the challenge of a fiercely competitive society to tho nan who 

has not the strength of character to recognise his limitations* The 

temptations of materialism ensnare him* In D'.s case the isolation is also 

largely the product of circumstances* the Communist State betrays her 

trust and forces her into apathetic acceptance, kills her ability to share 

the enthusiasms of others of her own age* There is a clear contrast between 

the two, but is it enough to sustain our interest? Certainly & is the more 

interesting of the two figures, for her situation is unfamiliar and she 

passes through a certain degree of development, B.is Just infuriatingly 

mediocre, weak and self-indulgent* Critics have tended to overlook this 

difference in situation in claiming that D. is portrayed more vividly than 

B. Only Herbert ft'erner rightly addst

'Tauec: en wir uns niohtS Am 3nde komrnt sie uns nur deshalb 
sovlel lebendigvr vor, wail sie une soviel sympathischer 1st. '2

The novel really comes alive only when the escape is imminent, but this is

1) e.g. Walter Jens, *Privatroman atatt Lagebericht* , Die Zeltt 
8 October, 1965.

2) Herbert Werner, 'Die Slauer, Oder geben "huben und druben" noch ein 
Oanaei? 1 , Klrche in d«r 2+1 t. 21 Jg., Heft 2, Feb. 1966, p*74.
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interesting in its topicality, its adventure value, not as the crisis point 

in a relationship between separated lovers.

Lack of interest in the novel

Critics who have found the novel unsatisfactory have suggested, for 

example, that the failure lies in Johnson's attempt to produce an entirely 

f balanced* pictures

*«.«dieser symmetrisohen "gerechten" Anordnung, die sioh bis in die 
Kapitelfol&e nachweisen laset, brachte Johnson ein grosses Opfer. 
Er gab es auf, seinen Gegenstand, das Individuuni in einem totalitaren 
Staat, den Buffer in der "DDR*% rein und unverfalscht durch 
Besehreibung darzustellen. Indem er diesem als Spiegelbild den 
Bundeobthv^er segenSberstellt, verfallt er dera verhangnisvollen 
MeohaniswuB der selbsterwahlten Antithetic* '1

In this view over-simplification results fror^ the parallelism but this 

need not have been eo. It is not the contrast itself which is at fault, 

but failure to treat it with a clear and constant purpose, either political 

or psychological. This is a conclusion su^gaBtod by Baungart when he 

decides that Johnson is really '•in ErssSbler von Zustftnden der Trennung* der 

Pretadheit sohlechthin 1 despite the obvious suggestions that both B. and D.

are representative of two different political systems t but Bauogart does

2 not seem to realize that he has uncovered a possible major flaw in the novel*

Johnson seems in fact to have fallen prey to a danger he avoids in Pas dritte 

Buoh uber Achlm, where it also exists potentially. As Blocker points out3 ,

1) Thomas Beckernann, 'Uwe Johnsons missgluckter Versuch', Deutsche 
gtudi.en, 4 Jff-, Heft 15i 3pt. 1966, p.383.

2) Reinhard Baungart, 'Nicht Romeo, nicht Julia*, Per Spiegel. 19 
No, 39, 22 Sept., 1965, p.128.

3) Ounther Blocker, yritisches Lesebuoh. p.197.
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it 10 only when Achim makes a categorical denial of fact that a strong 

reaction 10 aroueod in the reader? if the book were a strai^ltforward 

account of Karsoh's visit, we would be bored long before the stage of the 

denial were reached. But it ie written at a point after Karsch's return 

and ao the frustration which grew gradually to reach a climax over the 

photograph affair character!zee the whole work, ie evident in the question 

and answer form and 00 puzzles and Intrigues the reader until, to prevent 

interest falling off, that climax ie reached. In Zwei Anaichten there is 

little to hold our attention in any similar way* It Ie easy to aee why 

Johnson hay insisted on the ordinariness of the figures, and he himself 

explains it openlyt

*Ioh bin ubereeu&t, dass die "einfaohen Leute" das erheblichere 
Beispiel abgeben fur Lebenaverhaltnisse in uneerer Zeit, nlcht 
alloin we -en ihrer uberaahl, auoh nicht nur well sie in der 
Verteilunr dee JTationaleinkommens Jenseito alien gerechten 
Verhaltnisses benachteiligt sind; insbesondere well sie Jede 
Verschllmraerung der Lage unerbittlioh ausbaden mussen, ihre 
Schwieritffceiten mlt dem scharfsten Hioiko uberwinden nussen, ohne 
dass Goldreserven sie auffangen und Privllegien sie aohiitzen, ohne 
dass sie in der Sohule und spEter an die hoheren Tricks heran^e^ 
kommen waren, Toelst auch ohne Hilfe.'l

The ordinariness of the figures and the oxtraordinariness of the events in 

which they are Involved is a stringent comment upon the state of the modern 

world) but since the larger part of the book is devoted to character study 

rather than depiction of character in Interesting action, the reader's 

attention needs to be gained through his sympathy. Mutpae0umgen uber Jakob 

deals with equally ordinary figures, but Jakob Is nevertheless ertremely 

engaging a personality in as far as we are allowed to aee him- his vitality

1) Uwe Johnson, 'Auskunfte und Abreden zu "Zwei Ansichten" 1 , p.8f.
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is so very infectious, his integrity so undemonstratively evident. 

Similarly, Frisch's Stiller and Walter Faber gain our interest not by 

their exceptional qualities but by the spectacle of human weakness and 

pride closely observed in a crisis* Ordinariness can therefore be made 

interesting if it has Just a touch of the unusual - as with Jakob's profound 

integrity in every detail of everyday life ~ and if It is very closely 

observed, as in Frisoh and authors such as Virginia Woolf, who has protested 

vociferously against the need for a 'plot* in the accepted sense of 

intriguing events and has delved into the subtlety of the 'ordinary* mind as 

a worthwhile subject for studyt

'Examine for a moment an ordinary mind on an ordinary day* The 
mind receives rqyriad impressions - trivial, fantastic, evanescent, 
or engraved with the sharpness of steel.. .Life.., is a luminous 
halo, a semi-transparent envelope surrounding us from the beginning 
of consciousness to the end. Is it not the task of the novelist 
to convey this varying, this unknown and uncircumsoribed spirit...? f l

In fact the minds chosen by Virginia Woolf, for example Mrs Dalloway, are 

not entirely ordinary but of above average sensitivity in many cases; but 

it is only in the great detail used that this emerges clearly* Johnson 

seems however to have fallen between two stools. He minimizes the melodrama 

and sheer adventure quality which could have been distilled from the events 

he uses; but his characters are not sympathetic in the way that Jakob is, 

nor are they shown in the detail which might make us understand more fully 

their psychology and follow the vagaries of their weaknesses with attention.

Critics have felt something lacking in the novel and have expressed it in
2rejection of B. as unsulted to be a representative of West Germany , which

1) Quoted in Miriam Allott, Novelists on the Novel. p.?7«
2) e.g. Horst Xriiger, 'Das verletzte Kechtsbewusstsein', Pie Zeit, 

1 October, 1965.
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may be a valid social comment, but the real structural weakness lies in 

the insufficiently deep psychological portrayal, extension of which ndght 

have made B, more understandable, less objectionable - as Stiller is 

rendered interest ing despite his selfishness by our ability to see just 

how he 'works 1 •

Johnson instead chooses a method of stressing the ordinariness of his 

figures other than showing it in great detail* He employs a narrator who 

states the thoughts or feeling*, and so creates the impression that their 

inner lives are not worthy of direct representation, Just as in Das dritte 

Buch uber Aobim the use of a narrator suggests that for sosie reason it is 

not possible to portray Aohim 'directly'. In a section dealing with B.*s 

conversation with a girl he hardly remembers, we read for instanoet 

'Dennoch Schuldbewusstaein bei beiden frase an ^uskonmen, aerhackte das 

Oesprach. . • ' . We are told that 3. felt guilt, with no indication of 

intensity or precise nature, as though the awareness is not worthy of 

illumination. The vocabulary used - 'frase', 'serhackte* - shows in fact 

an attempt to inflate the banal feelings in question by 'dramatic' style in 

order to give them at least some interest* Jens Hoffnaim appears to be 

the only critic sensitive to this tendency in the novels

'Was ist fur die Vorstellung von Berlin gevonnen, worm Autobusse 
"wle Fie fan ten" in vierbahnigen Verkehr "trotten"? Das slnd, wie 
die syntaktlaohen Inveraionen, nicht Ausnahn»n, sondern ^erkmale 
eine* Stils, der auf Bedeutsankeit angelegt ist, auf Oborhb'hung. 
Die Gefahr dieser Sprechweioe ist hohles Pathos. Johnson 1st ihr 
in seinen Jiingvten Buch nicht immer entgangen. '2

Zwei Anal oh ten, p. 18.
\ H 

2) Jena Hoffnann, 'Die prosaische Selbstversturrroelung' , Christ und \Velt.
18 Jg. f No.42, 15 October, 1965, P»35» Cf. Zwei Ansiohten* p.143.
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Jfot all the examples of direct statement of feelings fall into this danger 

fortunately* Of D. we are told for example at one point:

'Sie glaubte sich im Stioh gelassen. da sie zuruckgeblieben war 
im Vertraun auf solche Auskiinfte...' .*

We do not know what her loneliness and sense of deprivation really felt 

like, as though they were so vague in nature as to be indefinable, too 

indistinct to be shared and sympathized with.

toe could add to the many examples of this nature the indications that 

the narrator is In a superior position, looking down on the ordinariness, 

even pettiness of the characters* There is an occasional note of criticism, 

for example In the notation of H's first real success as a photographer:

'Leider war das Ceschaft erst zustande gekommen, naohdem B. verzichtet hatte
o 

auf einige Bilder...'. The word 'leider 1 does not speak for B.but against

him, criticizing his weakness in allowing pictures of human suffering to be 

suppressed In order to obtain a good fee. Another comment indicates the 

shallowness of B.'s emotions and the degree of self-persuasion involved)

'•..in der ftile, neben den Waschkleidern der Madohen In der 
raschen Fahrt verging ihm manohmal das schwere, ermudende Gefu'hl, 
das er Elnsamfceit nannte.'3

The implication is clearly that B, rather fancies the 'romantic 1 associations 

attached to the word 'Einsamkeit', and adopts a pose of loneliness as part 

of his image, thereby persuading himself that he is a man of deep sensibility,

Both characters are seen with a vision which embraces their whole 

situation, for examplet 'Der jungs Herr B. hatte aus der Sache raus sein

1) Zwel Anelohten, p.105.
2) op.cS*»,p.7.
3) op.cit., p.72*
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konnen. 1 Such a statement immediately suggests that the narrator has 

reflected about B.'a position and is ready to judge rather than simply 

narrate; we do not experience with B, but watch him from a distance*

Similarly D 4s seen, although less critically, from 'above 1 ! *3ie war, ohne
2ea zu ahnen*. in eine peraonalpolitiache Intrige der Oberin geraten* . * ',

All these examples suggest that we have here simply a traditional narrator, 

who is allowed to know all about the characters before the novel starts* 

But than two instances change this possibility* When B. has his accident, 

we readt *Ioh babe ihn aufheben heIfen und bin nit data heulenden Kranken- 

wagan aur Unfallatation gefahren*' And than again this unidentified 'Ich 1 

enters »

•Sia (D ) erzahlte hoflioh, ain wenig befangan, yon Ostbarlin. 
Spatar nahm sie rnir ein Versprechen ab. - Aber das mftseen Sia allea 
erfinden, was Die schrelban! aagta aia* Ea iat erfunden**4

At the last moment the narrator become a a figure within the story; but 

although we can accept that B.was able to tell how she felt, surely B. would 

not have been able to - his inability to understand himself clearly is what 

emerges most forcibly from the analysis of his character, and in this lias 

much of his ordinariness* We are than to assume that this ia, as the 'Ich' 

says, an imaginative recreation; but why then this complicated artifice? 

If it is simply to avoid the impreasion of a narrator who fcnowa more than 

ia possible for an ordinary human, to avoid an obviously literary tradition 

and create a sense of total reality, the point should have been made earlier*

1) Zwai Anaiohten, p*94«
2) op.oit., p. 180.
3) op.cit., p.239.
4) op.oit*, p.242.
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The sudden change fron ordinary narrator with a far from unacceptable degree 

of knowledge to a figure who enters into the events of the book only serves 

to make the reader remember that this jg fiction. Perhaps the sudden 

puzzle over the identity of the narrator ia intended as a surprise element 

to counteract the rather monotonous effect of the statement technique 

described above, a result of the decision not to rive very full psychological 

portrayal. It is however most likely that in the stress upon the word 

'•rfunden 1 Johnson is saying ironically t these events are fictional, and 

is then leaving the reader to measure them against his knowledge of 

contemporary reality, to identify the two and so see how 'unreal* in the 

sense of far from rationality the modern world now is* This is a valid 

purpose, but unnecessary since every reader will know from the start that 

the Berlin fall exists and that this is a real world which ia being commented 

ont the only result is irritation for the reader who has already accepted 

the fiction of the narrator, and the value of the latter as an indication 

that the figures are 'small* and ordinary is forfeited. It is difficult to 

see how this sudden entry of the narrator can justifiably be praised as 

'Beglaubigung1 of all that has gone before i the modern reader ia too 

sophisticated to accept such a purpose, which might have worked in the 

eighteenth century, when the less practised reader was asked to accept all 

sorts of extravagances as 'real* journeys, rediscovered 'genuine' documents

and so on.

1) Heina Hunker, '"Bruder und Schweetern" - a la literarisohes Modell', 
Ruropaisohe Begemming, 6 Jg., Heft 10, October 1966, pp.587-589.
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Perhaps also the word 'erfunden 1 is waant to remind us of literary 

tradition and make us see that this novel is an ironio recreation of the 

Romeo and Juliet story*

The Romeo and Juliet story* lie relationship to the novel

The Romeo and Juliet of legend who oould not live without each othor 

beooTae in this tale of our day two young people separated physically and in 

their individual development by political systems* The two who longed to 

become one are here replaced by two who do not realise the extent of the 

gulf between them. For H, Berlin remains the big, glittering city, the 

ideal and touchstone of sophistication for the provincial nan* It would 

not have mattered much what sort of person D. was? the attraction rests 

ultimately on the fact that she is an East Berliner who brought out B*s 

spurious ^eatern showiness before separation, and his desire for *dranatio* 

importance after the building of the wall* The love here is not the 

conqueror of separation in death* but is provoked by separation alone in 

such a way that it becomes clear that 'love* is a misnomer* There is no 

transoondant passion, no losing of self in desire for the other, but two 

attitudes to a casual relationship which become intensified by circumstances 

and misunderstanding* B.quite definitely 'uses' D. to boost his Image, 

and D. is never really convinced that she is fleeing to the West in order 

•imply to rejoin R; he is a challenge to her apathetic acceptance of life

in the 12aat, a stimulant with which she soon dispenses*

This is indeed an interesting and provocative recreation of the

traditional material! but if the value of the book lies here, it is a
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time-bound value, for a 'modern* version stresses the particularity of the 

novel above all* The novel might have been an investigation of human

isolation in a modern setting, but it is that only to a limited extent 

because the portrayal of the effects of isolation on the personality is 

limited* One oould extract the point from it that we fail to know others 

because we are too preoccupied with our selves, but this applies strictly 

only to B-who wants to slip into an image* while JD.has a much healthier

of her own and others* weaknesses*

The limitation emerges more clearly if one compares the novel with

uber Jakob* The isolation there portrayed does not result

primarily from physical separation, but from the tendency of each different 

individual to become absorbed in the concerns of his immediate surroundings 

- whether academic* political or 'new 1 in the sense of different from the 

home background - to the exclusion of purely human understanding and 

appreciation of one's fellows and their 'milieus'* The variety of types 

of isolation allows one to find in the novel a general, universal relevance. 

Precisely this is lacking in Zwei Ansiohten; it is also lacking in 

Pas dritte Buch uber Achim, but there the intention is obviously to write 

specifically about possible effects of the Cownmiet attitude to personality* 

In the latest of the novels, however, the lack is not compensated for by 

any other clear intention} the characters ar« emphatically ordinary, but 

their specific setting is emphasized by the ironic parallel to the Borneo 

and Juliet tale, so that their universality is questionable* Even if one 

accepts that Johnson wanted to write simply about the modem situation and 

its effects, he can be criticized for losing eirht of the fact that a story
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must be worth the telling, especially If it is told at length: he concen­ 

trates on psychology but using figures who are not really interesting 

enough to hold our attention, and certainly not engaging enough to move us 

by their plight. Ordinariness does not have to be so dull* and it 

certainly vitiates here our perception of the disparity between what people 

are and what they are called upon to fao«, by failing to gain our attention 

from the start* Johnson has considerably greater success where he treats 

the overtly individual, even exceptional character as in the other novels. 

Jakob and Achim are clearly particular oases, but gain our sympathy or 

shock us sufficiently, so that we feel sadness or horror that such events 

can happen in even one case* We are moved far more by their more striking 

-though in Jakob*s case certainly not exceptional - individuality than by 

the vague 'ordinariness 1 of Zwei Ansicht«n* Johnson has deliberately and 

advisedly avoided exploitation of events for their sheer adventure value, 

but without providing any compensatory stimulus to the reader's mind such 

as the 'mystery* of personality revealing itself in 'half-explained 

gestures'* This is regrettable, since there is much to be commended in 

the novel, such as the entire absence of obscurity, and an appropriate, well 

managed form* The use of alternate chapters for each figure is hardly 

revolutionary, but suited to the balance and contrast of two separate 

figures each closely attached to two separate systems and attitudes to life* 

The chronology is interesting! the chapters do not balance in exact pairs) 

we are not shown a period in B.'s life and then the same period in D.'s life*

1) E.U. Porster, Aspects of the Novel, p.84.
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For inetanoe, in Chapter Three we read of B.'a attempt to 303 Ii, and only 

in Chapter Six of her movements on the same afternoon. The reason for 

this is clear if one considers what a series of exact parallels would 

aohievet it would be the perfect vehicle for a story of two people living 

constantly in consciousness of one another, in thoughts of what the other 

is doing* It is misleading to compare the novel*a conatruction with that 

of Boll's Und sagta keineineigas Worti for example. The parallel chapters 

there reflect the separate lives of a married couple estranged by their 

experience of the war - a situation of genuine pathos, for what ou^vt to be 

and once waa a union haa been broken. B.and D, do not belong together in 

thia way, nor are they constantly aware of each other, and one cannot demand 

that they should have been: what is really lacking is a pair of characters 

of whom we could believe that the separation has distorted and destroyed a 

relationship which would otherwise have been of some value, and of some 

duration. Perhaps Hartung is partially right when he auggests that Johnson 

cannot depict normal humans in detailt

l lfoglich...,dass der Autor««*£*wisse Schwierlgkeiten sit der 
Darstellunft von Menechen hat. ^orauf ar sich meisterhaft versteht, 
iat die eindrin&liohe Schilderun& von Situationon und Vorgangens 
dee Menschen in einer Umgabung, bei der Arbelt - deo Menachen, wie 
ihn ein sehr genauer Beobaohter von ausaen sieht. was die 
Menschen zum Handeln brin&t, ihr Zentrua, aus dem sis leben, data 
ihre Gefuhle, ihre stinmtngen und Gedanken entapringen, vermag ar 
nicht in ffleicher '?eise praaent zu aachan.O

However, this hypothesis can only be confirmed if Johnson at some future

1) Zwai Anstjchten, p. 126.
2) Warner Wel<ig, I)ar deutacha Reman ia 20. Jahrhundart. Stuttgart, 196?, 

P.276.
3) Pudolf Hartung, |M"wei Ansiohten" 1 , Die Neue Rundsohau, 1965, p.688.
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date writes a work in which he clearly s^ta out to five a detailed psycho­ 

logical portrayal in depth and fails to make it convincing. In Zwel 

Ansiohten it is primarily the choice of figures which ia at fault. The 

choice of setting- la so promising! one needs to know so little political 

background in order to appreciate it. As in the two preceding novels it 

is the characters ultimately which intrigue and engage us as much and jnore 

than the newness of the form, so here - conversely - it is the characters, 

and especially B, who dull our interest* As Xurz has put its

'Hie Wohlstandsnichtamuts und siellos Verplempem des Lebens - 
dort sossial-tatige Maid und kritische Sielstrebi^keitt das 1st 
ein zu einfachoa Gegensatzpaar, z u&'il wenn er mit zwel geistig 
unerwachsenen Menschen besetet wird.*l

2 There ia, aa this critic and Relch-Ranicki also comment , nothing wrong in

limiting the view to two people only, but the more United the view, the 

greater the need for careful choice of character and depth of penetration. 

Kurss*s view is expressed in somewhat strong terms, but he has brought out 

tho really serious weakness of the work, which there is nothing to counteract. 

Beokermann, also unsatisfied by the novel, comments!

'Vor uns liegt die erregende Darstellung einer ?lucht, aber der 
Roman der "be!den Deutschland" steht nooh iraraer auo.'3

He too singles out implicitly by this statement the lack of depth in the 

characters, feeling that the reader is left with an adventure story. In 

fact, the theme of flight has been treated more successfully by Johnson in

1) Paul Konrad Kara, '"Zwei Ansiohten" f , Stimroen der Zelt. 90 Jg., Heft 14, 
November 19^5» p.627«

2) Maroel Heich-Kanlcki, 'Dichter der beiden Deutschland? 1 , Die Teit, 
24 September, 19^5«

3) Thomas Beckermann, *Uwe Johnsons missgluckter Versuch*, Deutsche 
, Sept. 1966, p.389«
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Fine Kneipe geht vorloren » but this makes the criticism of the novel only 

more valid: no one aspect of its material satisfies. £wei Angichten 

seems to have suffered from a division of intention, or at least from an 

insufficiently clarified purpose. It contains neither problematic 

personalities, nor a satiafyingly detailed portrayal of the problems facing 

and faced by ordinary men and women.

l) In Hans Magnus Enseneberger, Rurabuoh I, Frankfurt, June 
PP.47-72.
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THE RELATIONSHIP OF 'ElfrE IC7EIPE GEM VERLORgff* TO 'ZWEI AKSICH7EN'

The story £ine Kneipo geht verloren does much to illuminate the weak­ 

nesses of the novel published later in the same year* It seems to be a 

preliminary exploration of the same basic material, dealing primarily with 

the involvement of students in the organisation of escapes from East 

Germany, the main character being a girl who takes on the management of the 

'Kneipe* of the title for elderly relatives, and who gradually becomes the 

centre of a whole network of arrangements*

What starts off as a game, a daring flouting of East German restrictions 

by lending: Western document a and escorting the refugees concerned into 

safety, becomes increasingly dangerous and expensive as the restrictions 

and precautions multiply. But it is the fear which is shown, not heroics. 

The 'Wlrtin* is no exemplary figure, but fearful and reluctant to become 

involved?

'•••so entschieden sle sioh drangte, sie fuhlte sich gegsn ihren 
Willen gedrangt, vlelrnehr gegen die gerln&fiigige Verlangsanung des 
Blut pulses, die sanfte Ertaubung der Nerven in der Nahe des Uagens, 
gegen die besserwisserische Angst* ..Sie wollte an die naohste 
Woche, den Herbst elnstweilen nioht denken. Dabei kan sie sich 
kleinlioh vor, feige, wail sie mlt so wenlg Belhllfe so lange 

hatte... 1 ,!

The sensations minutely described here are in no way unusual and bring out 

the subject's ordinariness} but their cause is unusual, her fear is well 

grounded, unlike the self-torturings of 'der junge Herr B. ' in the novel, 

for she really is involved in dangerous matters - which may not cost her her

Kursbuoh I t p.57f.
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life, it is true* but do indeed cost her her livelihood eventually. One 

sees by the comparison what Johnson has lost by his particular choice of 

figures in the novel} instead of showing genuine ordinariness involved in 

genuine danger and exceptional circumstances, he has overstressed the 

former to the point of dullness by placing hie figures, especially B, on 

the fringe of events for much of the novel, so that their fears appear 

exaggerated. Either he should have concentrated on a portrayal of everyday 

life in a divided city, or gone to the heart of such drama as existed in the 

situation, as he does in the short story.

The danger of the latter course would naturally be an over-dramatic 

picture of life in Berlin, but this is carefully avoided in Eine Kneipe 

fteht verloren. The plotting of escapes is seen against a background of 

carefully observed, clearly evoked normality which presents the reader with 

something of the atmosphere of a big city, for example in the following 

passage describing a Sunday morningt

•Die Rundfahrtdampfer lagen noch still, uber der reinen Farbe 
dee Wassers hing trockener Horiaont aus unbewegtem Uferwald und 
weiesliohem Himmel. Die Aiapeln reglerten nooh unbefahrene 
Kreueungen, leere uborwege, und auf dern Plata vor der Kneipe stand 
in sonntaglicher Unsohuld die Herde der Autos, die in der Woo he 
einander duroh die Stadt remeplten. Sie sass zierrlich lange 
allein vor dem Fruhstiick, das sie sich auf der Fensterseite der 
Theke,,gerichtet hatte, und blickte hinaus auf den larmlosen Plata. 
C-e#enuber, in dem doppel^iebigen, mit Vorbauten und Balkonh&hlen 
krampfift ger-liederten Burgerbau, sog die Kunle Gardinen aus den 
offenen Fenstem, sohwenkte aie ourtiok. Die wincige Kioskkate am 
Auf(san# der Unter^andbahn war rait Holzladen verriegelt. Von fern 
heran waren Guterauge auf den Sudrin^ zu hopen, Flugzeugmotoren in 
Lande^jang, mitunter bebte die Tfand geringffl^g \iber der Durohfahrt 
einea unterirdischen Zuges.'l

By such a picture, Johnson makes it plain that the central events of his 

1) Kursbuoh I. p.51.
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tale do not belong, for example, to the abnormal circumstances of total 

warj the horror ia thus subtly increased, for the reader feels well 

accu atoned to such scenes, only to have hi a categories confused by the 

intrusion of events which would seem to belong rather to adventurous fiction 

of a melodramatic order. In this tale, Johnson really has shown the 

intrusion of the exceptional into ordinary lives, and into the ordinary life 

of a city a theme the final words of the novel suggest was attempted 

there too*

Another way in which Johnson avoids any hint of melodrama in the short 

story, is by a purely faotual approach to the methods of escape devised. 

This has the dual advantage of preventing the reader from reacting with only 

a desire to know what happen* next, a desire for excitement, and of conveying 

something of the mentality of thoae wno participated and planned without 

really knowing what their plans would mean in terras of individual human 

suffering, anxiety and courage* We read, for examples

'Uae Bweite Verfahren aielte darauf ab, dera Jewel li gen Fasaa^ier 
aus dera Oaten ein we etdeiat aches Vorleben anzutauschen bis zu den 
Moment, da er den Kontrollbessirk eines Grenaiibergangs bet rat... 
Das dritte Verfahren war langwieri^. Der Personenkrois, der die 
neue Art Aueweis hatte verleihen Jtonnen, war swar der Zahl nach 
grosser, im ubrigen verr ingert duroh die Abneigung, gerade 
Beutschen BU ha If en.' 2

The participants do not see themselves as ' Pimpernels', nor is the reader 

to do so. With characteristic honesty, Johnson also shows us the somewhat 

odd mentality of sponsors of the schemes; they are not paragons of virtue 

nor men of outstanding generosity. This is clear when the: meet one of

1) Cf. above, p.
2) ICurtibuch I, p*58ff.
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those whom their money has helped}

'...die nattirlichen Befangenheit der Wohltater war unwillkurlich 
verstirarrt, wenn eo ein Pasaagier nicht die Kermzeichen von Hunger 
Oder tfot aufwies, die eine offentliche Meinung von ihm erwartete, 
und nur «u wenigen Worten bereit war iiber die Person, derentwegen 
er auf seinen Staat veraichtet hatte.* 1

A considerable degree of sentimentality is here exposed* The same honesty 

is evident in %wej Ansiohten. in the refusal to write about heroes, but it 

is taken to an extreme which contravenes the rules of story-telling which 

demand that a story be worth telling, or at least interestingly told. The 

whole novel is clearly directed against the popular tendency to dramatize 

the Berlin situation by cheap journalism, but in a work of art social or 

political considerations should not outweigh artistic requirements* we have 

seen9 for example, that Johnson*o interest in the Karsoh-Achim material is 

political, but that he creates the balanced view needed for a political 

investigation of a subject by writing two works - the novel concentrating 

primarily on one side only with schematic representation of the other side, 

which is more fully presented in the shorter narrative. In Zwei Ana i oh ten 

he has been too conscious of the failings of the popular press and has 

created a work removed as far as possible frota its methods, with very 

uninteresting results.

In Bine Kneipe gsht verloren, Johnson*s concern about public interest 

in Berlin emerges in a diatribe which mars the work ae an evocation of life 

in the city, since it verges on direct expression of the author's own an&er, 

and moves away from presentation of the problems through his characters!

1) op.t'.t., p. 65.
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*l)ie Sffentliche ¥einung behielt aber die auaaeren Seiten der 
veranderten Qrenae im Augo, vor allem wegen des Genus&werts, den 
acharfe Sch&ferhunde und spannende Fluchtversuche, wenn moglich 
von Rauaerdachern herunter, auoh der Antikormnunisfnus daratellten, 
sennit den Verkaufswerten sexueller, kriraineller und araflaanter 
Natur ganz eb<3nburtie. Diese offantliche l!einung...war such tig 
g<enug, Ereignisae oigens herzustellen, urn die Nachfra^e zu 
befriedigen,,«Die offentliche Meiniin^, vorgeblich im Bemuiien, die 
Trennung der beiden Volksteile zu uberwinden, sah an ihr vorbei 
auf appetitlich eervierte Details von der bedeutaamen Art, daas 
ein Tunnel durch Sandboden unter Haiisem hindurch bergmannische 
Techniken erfordert, daee die Rohre der Abwasserkanalieation zu 
OewBlben g«n»uert aind und unterirdieoh auaaehen und ihr Methanes 
exploaiv^let, odor dass einer aua Lichtenber^ in einer Uniform aua 
dem Kostiimverleia naoh SchHnber^ gekoamen 1st, denken Sie

There is considerable bitterneoe In these lines, especially in the mocking 

imitation of speech in the last words. But they do explain why Zwei 

Anoiohten became over-full of restraint when the eatae material was used in 

novel fora*

A similar movement towards restraint, treatment of the Berlin problem
o with studied simplicity, oan be seen if one compares Berliner Stadtbahn

•^ Boykott der Berliner Btadtbahn, • In the former Johnson expounds at 

length the difficulties which face the writer who wants to find any one 

symbol for divided Germany, with its background of two separate developments, 

two separate sets of values t nothing seems an adequate expression of what 

division of one country really means* In the second article however, 

Johnson has restricted himself to showing the pointlessness of the West 

Berlinere' boycott, which * he implies - contains a considerable degree of 

muddled thought and self -oat is faction. Instead of investing the Berlin

1) Kurebuoh I, p.66f.
2) Sferkur. August 1961, pp.722-733.
3) 1ft e Z+it. 10 January, 1964.
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situation with a mysterious uniqueness he has tried to find a more practical, 

straightforward if negative approach* gwej Ana iohten seems likewise to be 

written in a deliberately lower key than previous works, as an indictment 

of the self-delusion the Berlin situation seems to foster - and yet it 

purports to be a novel, not just a political article, and should therefore 

appeal artistically, add something to our understanding which simple 

argument could not*

(fee critic has already stated that he prefers Kine Kneipo /^eht verloren 

to the novel. He finds the characters in the latter too insignificant to 

bear the wei,ght of typioalness which they would seera to have been intended 

to dof only the ending is satisfactory, where the normal progression of life 

in the city comes through and engulfs the individuals. Ejne Kneipe geht 

verloren certainly shows a better balance between the particular interest - 

the difficulties of the ''>•''!rtin' - and the general background: the 

students, the habitues of the bar, the widespread reluctance to do anything 

Illegal or compromising! fi"** comparison of it with the novel brings out 

once again the deficiencies of the latter* The reader's attention is 

focussed on two characters who are not intrinsically interesting nor 

presented in sufficient detail to be intriguing as psychological subjects. 

That the latter is not attempted suggests that thoir ordinariness is to be 

seen as representative (although this would be better achieved with fuller 

portraits nevertheless). But representative of what? Of life in Berlin? 

For the presentation of such a complex phenomenon a far wider canvas would

1) Peter Hartling, 'Der Ruokaug auf B. und D.», Per ^onat* 1? Jg., No. 20J, 
October 19*5, pp,60-63.
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be appropriate! in Bine Kheipe geht verloren it ia present in miniature, 

without any increase in melodrama. What drama exists for the reader ia 

created in hie reind, not in the consciousness of the chriraoteral Johnson 

captures something of thia aobrlety in his portrayal of 'die Sohweeter D.* 

and her eeoapef but that constitutes only a small section of a rather dull 

novel*
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JOHffSOy'S pRESSgrTATIOff OF PEHSCTTALIfY

Johnson's three novels vary In merit as do those of Frischt in each 

case the latest is the weakest. In jMu troaBBurpon uber Jakoja we find a 

situation which could have been exploited in terms of garish contrasts. 

It does indeed contain a certain amount of 'adventure* and pure story 

interest) but differs radically frora the ordinary adventure or nystery story 

in that ultimately it is the characters and not the events which matter* 

As the subsidiary short studies show, the characters live for Johnson as 

Independent figures in his imagination, oven though he may not know them 

fully. They are never puppets created for propagandist purposes. The 

figures here have considerable vitality and a kind of depth} this is not 

necessarily depth in the sense of psychological complexity - none of them 

is presented in such detail as Frlsch's Stiller, for instance. Johnson's 

figures in this first novel do however have a strong, positive hold on 

life, as in the case of Jakob and even Cresspahl, both of whom live in the 

most immediate sense and do not turn life into abstractions. Jonas and 

Oesine are in their different ways puzzled and disorientated! their 

'depth* lies in the fundamental nature of their disturbance. Each has 

lost grip on life, can find no satisfactory purpose in their present 

existence, and this is far from Just petty dissatisfaction with present 

conditions. Hohlfe too has depth in an intellectual sense i he is a man 

of intelligence and a considerable degree of perception, who has yet

l) Cf. P. Hinton Thomas, The German TTovel and the Affluent Society » p.!30t 
'...he will often, as if to take reality by surprise, grasp at the 
elusive moments of revealing individuality in people and things... 1 .
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accepted a aysten alien to independence of thought, and the combination is 

fascinating* In all, the novel presents a fine range of figures, and in 

a manner which intrigues the reader and yet has intrinsic value upon 

examination, despite occasional excessive complexity* The form of the 

novel constantly draws attention to the individual, by making him think or 

reflect alone, or by separating him from others through making others talk 

about him rather than themselves. One could 'explain* the complex form 

with generalities on the 'complexity of existence 1 , but such shallow views 

are based on the same superficial assumptions on the nature of 'modernity 1 

which allow Friaoh's Mein Fane eei Gantenbein to appear profound by reason 

of its 'difficult* form* Johnson's first published novel can be inter­ 

preted with reference to values deeper than a simple belief in the 

complexity of modem lifei it deals with human isolation, in a topical 

situation but with inferences of a considerably greater import, even if 

one does not go so far as to assume a metaphysical significance*

The reader knows from the beginning only that Jakob is dead; he is 

given no summarising explanations of his *character* , but has to struggle 

to gain some picture of him, as do the other figures in the novel, in their 

isolation one from another* In other words, the author refuses to accept 

the position of omniscient narrator* Prison as creator knows more, 

though not all * at least he allows more to be seen of his figures by 

investigation in detail of one figure in each case* This marked concen­ 

tration upon investigation into one figure is not found in Mutraassunflen 

ubcr Jakob \ although Jakob is the central figure of the work, the reason 

for its origin aa it were, several other characters are given more or less
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equal attention by the author. It see raw from this that what matters to 

Johnson ie not so much psychological penetration in depth as the recognition 

of personal value: that is, that each individual is quite different from 

others, that his past exists as personal experience, not political history. 

This is not to deny that Johnson way have set out to create an intriguing 

fona, but in any cose he has used it well here. In Lubbook's terminology, 

in all but a few points, 'the subject and the form coincide and are 

indistinguishable** The novel is a closely knit unit despite its 

appearance} it hangs together by theme, and by the overall enquiry into 

the facts of Jakob's death* The simple device of communicating this fact 

at the beginning provides a continuity of interest which, as Prisoh*s record 

shows, is of prime importance*

In Das dritte Buch uber Aohim. we again find an intriguing fora very 

different from the conventional story progression* The work is held 

together by the question and answer framework, although within each section 

one perhaps loses sight of the question which stimulated it and finds no 

real difference from a conventional chapter; but the questions do provide 

a constant reorientatIon, a constant reminder that the 'story-telling* is 

reluctant, needs prompting* In ^atjnassuji^n uber Jakob the fact of Jakob*s 

death performs a similar function; the reader who is confused has some­ 

thing concrete from which to direct his attempts to understand* The 

framework of the second novel - by indicating periodically through the 

inappropriateness of the questioner's queries and comments the Westerners

1) Percy Lubbock, The Craft of Fiction. p*40* Cf. above, p.



405

inability or unwillingness to alter his standards of judgement - helps the 

reader to oheok any similar tendency on his own part* In this novel the 

political systems are not judged simply in terras of black and white, of 

good and bad* Communism is seen as a far more subtle threat to freedom 

than political domination and restriction of personal liberty* Of course 

the Western reader will tend to evaluate what he sees in terms of good and 

bad, but the initial purpose is to show a phenomenon which is above all 

hard to understand, and eo to make the reader think more deeply about the 

political differences than is possible cr likely within the more usual 

terms of reference, the usual political cliches. The impression of 

primarily political significance is reinforced by the associated tale 

Fftne Reiae wegwohint I960* Das drltte Bach uber Aehim it more than a

statement on the difficulty of knowing and writing about people in general*
11 

Iftttpaeeungen uber Jakob is "tore capable of bearing wider human significance

beyond the immediate political relevance•

Das dritte Buoh uber Aohim does not appeal eo immediately to the non- 

German reader because of the specific nature of the problem it presents$ 

the political situation does of course provide the initial interest of the 

earlier novel, but that has other aspects of value, notably the memorable 

figure of Jakob* The appeal of the second novel is more intellectual; it 

le*ve* the emotions relatively intact, except for a feeling of revulsion 

at Aohim 1 a concealment of fact, which is Judiciously placed in order to 

make the reader feel strongly at a point which will affect his retrospective 

view of the novel* On the whole, however, it is a novel which demands a 

very thoughtful response, since although it is far from direct political .
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argument, it does attempt to show the possible effoots of an actual system 

rather than to create figures who will live in the reader's memory by 

their intrinsic vitality alone.

The third novel, Zwei Ansiohtem is of more dubious value* It appears 

in many respects to be an attempt to profit from the topicality of the 

situation and the success of the two earlier novels. Certainly the 

simplicity of form is explicable by reference to the particular aspect of 

the situation chosen for illumination, but it could also be a deliberate 

choice to create an impression of serious, restrained investigation into a 

situation already twice exploited* Paradoxicallyy Johnson's search for 

popularity leads him to a position far removed from Frisoh's in his latest 

novel, with its appearance of complexity and profundity, but the two works 

are alike in their sacrifice of real psychological interest to popular taste: 

if Johnson had turned to fresh material ho might have produced perhaps a 

third novel of the vigour of his first* It lacks the variety of 

Uutmaasurvren uber Jakob* and the concentration upon one aim of Pas dritte 

Buoh fiber Aqhim, but replaces these virtues with no new strength* Certainly 

Zwei Ansichten is a unified novel, since the general similarity to the 

Romeo and Juliet tale gives it an overall 'shape', but unity has no value 

where it equals only dullness. Paradoxically, this, the simplest in terms 

of outward form of the three novels, is the one which upon examination 

eeems most to lack clarity of purpose. It lacks psychological interest, 

exciting events, and sympathetic portrayal which might allow the reader to 

raako some identification with the figures* Ultimately neither the 

situation - the division of Berlin - nor the characters dominates there is
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no real centre of interest. The study Sine Kneipe geht verloren is a much 

more vigorous work in its unashamed concentration upon an event worth the 

telling. The stress on ordinariness in jwe?. Anaiohten is understandable 

as an avoidance of the cheapest methods of gaining attention - that is 

melodrama and sheer excitement, hut restraint need not be equivalent to 

unrelieved superficiality on all counts* There is not a spark of life 

in the whole novel.

Johnson's third novel lacks the warmth so noticeable in his first, 

perhaps because the political situation is no longer such that any aspect 

of it can be shown with warmth; but even if so, then the choice of material
n

is still faulty* There is no warmth in Dan dritte Buoh uber Achirn, but It 

is not needed or expected, since the intellect is appealed to by the implied 

comparison between East and West in the form of the novels the emotions 

are not involved, and the effect of the novel depends on our being puzzled 

by Aehim's apparently simple exterior. In Zwej Anaichten, however, the 

choice of a boy-girl relationehip immediately predisposes the reader to be 

«rationally moved, yet there is little to arouse sympathy and much to 

alienate it. The constant emphasis on the ordinariness of the characters 

also conditions the reader to make an unintellectual response, and when 

this is not elicited, the reader fails to find any compensatory interest. 

It is a pity that where Johnson's besetting fault of obscurity is overcome, 

his vitality is sadly deficient, especially when we compare the work with 

his earlier novel Mutmaseungen uber Jakob. Mutmaeaungen uber Jakob with 

its variety of experience, unexceptional perhaps but deeply felt, upholds 

the importance of the Individual through the view that 'the magnitude of
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lives is not as to their external displacements, but as to their subjective 

experiences*. This is a view which Das dritte Buck uber Achim supports 

by its negative testimony; Achim's 'magnitude 1 consists solely of his 

public role, of his 'external displacements'? he has no truly subjective 

experience to sake him what we understand by an individual personality. 

The reader can detect in Aohim only a peculiar, distressing emptiness* 

Johnson*s latest novel seems however, by its dullness, to undermine 

precisely this emphasis on the importance of individuality, for it presents 

figures who would benefit from sterner external pressure! It is more than 

possible that the sheer publicity value of the Berlin situation has out- 

wei-^ied Johnson's literary Judgement*

l) Thomas Hardy, Teen of the d'UrbevJlles. chapter XXV.



409

CONTCyJSICW3 FRO** A STUDY CF THE NOVELS OF MAX FBISCH A?1D UWE JOHNSON

The novels of both Max Frisch and Uwe Johnson are concerned with the 

problem of knowing and understanding oneself and others, and knowledge, or 

its relativity, is the dominant preoccupation in twentieth century thought 

about the human personality. Scholes and Kellogg, for example, have 

demonstrated the importance in twentieth century literature of the belief 

that there are no such absolute values as 'truth', but only subjective, 

relative views of life and man* Hence it is no longer possible, because 

of the wide dissemination of these ideas, to write omnisciently, authorita­ 

tively and still convincingly about people; anything reserabling superior 

knowledge is immediately suspect.

Frisch and Johnson present highly individual solutions to this 

problem. Frisch, in his mature novels, adopts a diary-like form, but 

without presupposing that the reader will accept this simply as a convention. 

*n k*B 3til\er and Homo Faber. the fact that the central figures write as 

they do and indeed write at all is itself vitally significant* In these 

novels, and in jfein Name aei Gantenboin, he chooses one character primarily, 

in which to focus and demonstrate the limitations of knowledge and under­ 

standing and to show the difficulty of accepting a social role as one's 

'life'. In both Stiller and Homo Faber we see these limitations through 

the contrast between what is written and the central figures' avowed 

intentions in writing. The limitations are not stated but implied, by 

the revelation of the discrepancy between intention and ability, between

1) R. Soholos and R. Kellogg, The Wature of ffarrative, O.U.P., 1966,
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will and emotional reaction. In neither case is there any 'complete* 

picture against which each central figure's image of himself is measured; 

we see simply that each is mistaken in his assumptions to some extent* 

Stiller is weaker and yet more arrogant than he recognised, Walter Paber 

more sensitive. In Homo Faber this process of revelation is complicated 

somewhat by the mythological references, but as a disclosure of emotion 

the book is convincing and moving, as is Stiller as a record of pride and 

weakness in conflict* In both novels the fragmentary form has been used 

to great advantage* in that the subjective ordering of the material by the 

central figures gives away much of what they would hide or deny*

In Bein Name sei Gantenbein we are prevented from knowing a great deal, 

even to whom the mind at work in the book really belongs, and the nature 

of its emotional history* There is little to be gained from concealing 

this in confusion. A novel of the depth and subtlety of Ri Ike's Malte 

kaurida Brig^e manages to convey considerably more detail \ in Frisob's 

novel, however, the freedom of form has been abused, or perhaps not 

sufficiently carefully manipulated in order to give the reader at least 

some orientation* Robert Humphreys demonstrates convincingly the need for 

some guidance in his discussion of the methods used by novelists such as 

James Joyce and Virginia Woolf, who try to substitute some kind of pattern 

for the old 'linear* developmenti

'Art | the art of fiction, demands pattern, discipline, and clarity. 
The reader of fiction demands these things* and he must have them in 
order to have his own undisciplined consciousness focused and in 
order to be able to understand and interpret. '1

l) Robert Humphrey, Stream of Consciousness in the Modern Novel. Berkeley 
and Los Angeles, 19&5* P«36.
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It i« precisely the GO • thing* 1 which are lacking in loin frame sei Gantenbein, 

and the work is even more difficult to approve when one considers the 

development frora Jur/r Beinhart to Stillert from a work of loose construction 

and fairly straightforward presentation of not particularly complex problems 

to a work which probea psychology in depth, both challenging and helping 

the reader to win insight and understanding*

Johnson achieves 'pattern* by other means i instead of one figure he 

employs several, whose limitations are revealed, in the oase of

ubor Jakobt by comparison with one .mother in relation to a central theme - 

the nature and character of Jakob. In this way their isolation from one 

another is brought out* In pas drltte Such uber Aohia the nature of the 

isolation is more particular, but the novel is also concerned with the 

concept of * image-snaking 1 that is with inability and unwillingness to 

understand other people* Again the reader is shaken out of complacency, 

not this tins by such extreme fragmentation of form as in the previous novel, 

but through the question and answer form which appears at first to be a 

return to the basic epic situation, but confounds our expectations by its 

irony, sinoe the narrator does not stimulate questions and interest but has 

to be prompted constantly by the questioner* With neither of the we novels 

could one assort that Johnson has adopted the only possible ways of using 

the taaterial and that their complexity is therefore 'necessary 1 : but both 

are highly effective in their chosen form as novels which both intrigue the 

reader and give him ample food for thought. In ?wei Ansichten the theme of 

the difficulty of knowing others ajid oneself again emerges, but with 

conspiouougly greater simplicity of present at ion. Yet the very topicality
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banality which ar ses when an author oraploys recognisable situations and 

very 'ordinary* characters. 1 While these appeal to the reader by their 

familiarity, devices such as symbolism and 'physical correlatives 1 - for 

exaitple, the wedding bouquot in Flaubert's jjudsne Bovi-q^r - or really 

detailed, penetrating aralysio are r»ed<*d to counteract banality and prevent 

boredom in the reader* In Zwel. Ansichten nme of these ils present. The 

novel is uninteresting, not just because Its tiroplo form lacks the intriguing 

ingenuity of the oarlior novels, but because the characters clicaon have 

nothing to stiinulate the reader's interest and hold his attention* end the 

manner of presentation doee nothing to counteract this effect.

The problem of how -ouch we can understand of human personality in 

ourselves and others ia» then, capable of great variety of presentation and 

illumination in works which have a distinctly popular appeal* Friech 

ersploya a trjystery element rnoet »uoo««»afUllyf as does Johnson alao in some 

measure, uainf* also a contemporary setting - both devices which f^iin the 

reader's attention for the more serious implications of th« works* This 

is an aim wh^oh is not new in itselft the popularity of Keller'a short 

stories, for instance, night be attributable to the fact that instead of 

portraying: directly the stability and common sense he values, he implies 

their importance by portraying the vagaries of eccentrics which are much 

more Immediately entertaining* Yet the desire to gain attention can all 

too easily lead to disadvantagecue limitations. 3ven when, as in

1) Scholeo and Kellogg, op,oit. t p»195.
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Main flame sei Gentenbein, the theme is that we are too awift in our 

Judgement of others, excessive Gratification of the reader ie a self- 

defeating method of attack, for it forfeits the possible shock effect of 

surprising but still intelligible links between for example serious and 

apparently light-hearted episodes. Likewise, excessive simplification of 

events, auch as that in Swei Analohten : far from guarantees that the 

reader will thus be made to appreciate fully the issue*? involved. If the 

novelist chooses tbv very substance of modern Journalism and television 

reportage - political events - he rauat add ffO'aething- these media cannot! 

that is f depth of psychological portrayal, concern not just for the physical 

suffering which can bo described and shown but for the ootnplex raental and 

spiritual changes which can only bo indicated. The reader who feels either 

ignored or patronized will neither react against nor aoolaira the value of 

such works, but reject and forgot them* Tot at it<j best, the modern novel 

with its fragmentary form can stimulate and goad tho reader into a hard won 

but deep appreciation of how complex human personality is; as films force 

upon us the horror* of physical suffering in a world proud of its technical 

advances, so the novel can convoy with equal power in an age of slogans how 

painful the process of understanding oneself and others can and rnuat be, 

for it is a process which can end only when belief in the importance of the 

individual human personality is abandoned.
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Wehrli, Max 'Cegenwartsdichtung der deutschen Schweiz'.
Deuteohe Literatur in unserer Zeit* 
Cottineen, 1959, PP.11&-138.

Wintseh-Spieae, Monika 7um Problero der I dent 1 tat im Werke Max
Friacha. 
Zurich, 1965.

I (b) ARTICLES IN PERIODICALS WD

Baden, Fans Jurgen 'Der Mensch ohne Partner * Das Uensohenbild
in den Romanen yon Max Frisch'. 
Wege gum Meneohent 18. Jg», Heft 3> March 
1966, pp.73-86.

Barlow, D, '"Ordnung" and "dae wirkliche Leben" in the
work of Max Frisoh*.

Qertnan Life and Lett ere « Vol. XIX, l?o.l f 
Oct. 1965, pp. 52-60.

Bradley, Brigitte L. 'Max Frieoh'e "Homo Faber"t Theme and
Structural Devices'.
Germanic Beview, Vol. XLI, No. 4, %^ov. 1966, 
PP. 279-290-

Cauvin, Marlue 'Max Frlsoh, L'abeolu et le nouveau roman 1 .
Btudes Sernani quea, 22. Annee, No. 1, Jan./ 
March 1967, PP«9>-98«
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&&senaberger, Hana Magnue 'Vergebliche Brandling der Feme 1 .
•, 12. Jg., Heft 8, Aug. 1958, pp.701-720.

Baalin, Hartin

Frank, Claudia

Pranaen, Kiloh

Franzen, I'rioh

Ooldaohmit. Rudl

Hartung, Rudolf

Honze, Walter

Hoefert, S.P.

Holthusen, Bans Ivgon

'Max Frfsch*.

German Men of Letters, Vol. 3, ed. A. Natan, 
L<mdon, 1964, pp. 307-320.

»Will nioht Stiller eein 1 .
Frankfurter, Hefte, 11* Jg., Heft 10, Oct. 1956,
pp.750-752.

'Der geooheiterte Traura vo"s neuen loh.'
Zeitung, 11 Beoember, 1954*

•"Homo Faber'".

Kcrkur. 12. Jg., Heft 10, Oct. 1958, pp.980-983.

'Die verlorene Identi tat 1 .
Stutt,garter Zeltung, 18 December, 1954.

•"llein Fame sei Gantenbein"' .
Die Keue Rundecbau* 1964, pp.682-686.

'Die Eraahlhaltung in Max Frisohe Roman 
MHoao Faber"'.
Wirlcendee Wort. 11. Jg., Heft 5, 1961, 
pp.273-289.

•Zur Spraoaauffaasung Max Frischa'. 
tfutteraixraohe. 73. Jg.* Heft 9, Sept. 1963> 
PP. 257-259.

'Bin Mann von fiinfaig Jahren'.
Mferkur. 18. Jg,, Heft 10/11, Oct./Nov. 1964,
pp. 1073-1077.
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Horat, Karl August

Kaiaer, Joachim

Karasek, Hellnruth

Knorr, H.

Korn, Karl

Kurz, Paul Konrad

Leber, Hugo

Hanger, P.

Mayer, Hans

Muller, Joachim

'Bildflucht und Bildwirklichkeit' .
Merkur. 9- %»t Heft 2, Feb. 1955t pp.!90-193<

'Hax Frlsch und der Roman * Konsequanzen 
eines Bildereturms 1 .
Prank furttr Hefte, 12* Jg. t Heft 12, Dec. 
1957, pp. 876-882.

Frlsch Oder B01ehrun# fur Unbelehrbare 1 
Stutt/mrter ?!eitan^t 14 M»y» 1966.

Spiel niit der Blindnis 1 . 
Marburfler Beitra^e zua Blindenbi Idun^awesen. 
27- Jg.t No.2, April/Sept, 1965, pp.11-13.

*£ln Mann, der oich selbet sucht'. 
Frankfurter All^emelne Zeitun^gt 16 Nov., 1964

lf*Mein Haroe sei Gantenbein" 1 .
Stimmen der Zeit. 90. Jg., 175. Band, Heft l f
Oct. 1964, pp.57-61.

f **Kein &ame eei Gantenbein". Notizen zur
Jiingeren Literatur in der Schweis'.
Wort in der Zeit. 1965, Hen 10, pp. 31-41.

'Kierkegaard in Max Frlaoh's novel "Stiller" 1 . 
German Life and Lettera, Vol. XX, Ho. 2, 
Jan. 1967, pp.119-131.

M < §f'Mobilehe Aneiohten uber Herrn Gantenbein*. 
Pie Zeit. 19. Jg., No.3v8, 18 Sept., 1964.

*Da8 Proaawerk Max Friaohs*. 
Univereitaai 22. Jg., Heft 1, Jan. 1967, 
PP.37-48.



423

Heich-Ranicki, Marcel

Schroera, Rolf

Stauffacher, '?erner

Stone, Michael

Tank, St.L,

Vortnweg, Heinrloh

Weidmann, Brlgltte

Werner, Herbert

Ziolkowaki, Theodore

'Pladoyer fur Max Priach 1 .
Die Zeit, 19. Jg., Ho.40, 2 October, 1964.

'Max Prisch oder das Misstrauen*.
Chriat und Welt, IT. Jg., 3To.38, 11 Sept.,
1964, p.38.

N ^

'Langage et ^yetere. A propos lea derniers 
roraans de Frisch'.
S s

Etude8 Germaniiues, 20. Annee, ^0,3* July/ 

Sept. 1965, pp.331-345-

•Max Friach oder der Kon^unictiv ia Him 1 . 
Ckrist und Welt, 17. Jg., No.38, 11 Sept. 
1964, P-34.

'Der Monaoh in Untersucbungshaft*. 
Die welt. 18 Deoeraber, 1954*

'Othello ale Mannequin*.
Per **onat. 1?. Jg., Heft 195, D«o. 1964,
pp.76-83.

'Wirklichkeit und Erinnerung in Max Frieohe 
"Honw Faber" 1 .
Gohweiger MonatBhefte, 44. Jg., Heft 5, 
August 1964, pp.445-456.

'Das Leben aura Tode oder das unerreiohbare
Ich'.
Kirohe in der Zeit, 19. Jg., Heft 11, Nov.

1964, PP.513-515.

'Der Blick von der Irrenanetalt*• 
WeophllolQf-ii8, Vol. LI, ffo.l, Jan. 1967, 
PP-42-54.
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JUTE

(a) WORKS HEALING WHOLLY OR 

(KXCLUBIHG PERIODICALS)

PART SITH JOHJTSOU'S NARRATIVE WRITING 

See also section III.

Blocker, Gunter

Snzensberger, Hana Magnus

Haas, Gerhard

Horst, JTarl August

Hlgner, Karl

Popp, Hansjiirgwi

Radke, Corner Joachim

Thomas, R. Hinton & 
rc. van der will

'Uwe Johnsont "Mutoassungen uber Jakob" und 
"Das dritte Bach uber AchinT". 
Kritisches Leeebuoh. 
Hamburg, 1962, pp. 191-199*

'Die grosse Auanabme'.
Eingelheiten.
Frankfurt a.M., 1962, pp. 234-239*

3tudlen gur Form das Essays und gu aeinen 
Vorformen im Rornan. 
Tubingen, 1966.

Das Sp+tetrua dee aodernen Horaane. 
Munich, I960*

Uwe Johnaont 'Das dritte Buch liber Aohim*. 
Interpretati on.

Vunioh, 1966.

••
Slnfunrung in Uw» Johnsona Roman "Mutmaaaun./en 
uber Jaxob". 
Stuttgart, 1967.

Unterauchun^en gu Uw« Johnsona Roman
*Mutmaasun^en uber Jakob* .

Ph.D. Dissertation, Stanford, 1966*

'Uwo Johnson 1 .
The German Novtl and the Affluent Society.
Manchester, 1968, pp. 112-134*
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(b) ARTICLES IN PERIODICALS AND HE-VSPAPERS

Ahl, Herbert

Ahl, Herbert

Baudrillard, Jean

Baukloh, Fricdhelm

Baumgart, Reinhard

Baumgart, Reinhard

Bauragart, Reinhard

Beclcer, Rolf

Beckermann, Thoraae

Blocker, Ounter

'la Weaten fremd - ia Oaten heimatlos*. 
Djplomatiecher rCurier, 9« J&. » Heft 4» 
24 Feb., I960, pp. 149-152.

'Dlohter dee geepalteten Deutaohland 1 . 
Diplomatischer Kurier. 10. Jg., Heft 21, 
18 Oct., 1961, pp. 763-766.

'Uwe Johnson t La Frontiers 1 .
Lea Teape Mod erne a, 13. Annexe, No. 199,
Dec. 1962, pp. 1094-1107.

'Uwe Johnson und die DDR-Literatur* . 
VolkshochBchule im '"eaten. 18, Jg, , Heft 1, 
1966, pp. 46-51*

'Ein Riese ira Nebel*.
Heue Deutsche Hefte, 6. Jg,, Heft 66,
Jan. I960, pp. 967-969.

'Das einfaohe, aohwierige Leben*.
Per Spie^el, 25 March Iy64» p. 113.

'fficht Borneo, nicht Julia'.
Per Spjegel. 22 Sept. 1965, p.128.

'Autoren, die im Geeprach aind*.
j, I960, Heft 28, Feb. I960, pp. 54-56.

M

'Uwe Johnsons ndaa^luokter Vereuch 1 .
Peutaohe F,tudien. 4« Jg«, Heft 15, Sept. 1966,
pp. 388-389.

'Uwe Johnsons anderea Deutaohland*. 
Merkur. 18. Jg., Heft 196, June 1964, 
pp. 590-592.
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Detweiler, Robert

Priedrichameyer, Erfeard

Geiathardt, Hana-Jurgen

Hartling, Peter

Hartung, Rudolf

Hoffmann, Jena

Horat, Karl August

Jaeerioh, Rellnuth

Jena, Walter

' "Specula tiona about JakoVt The Truth of
Ambiguity*.
Monatahefte fur dt. Unterrichti dt. Sprache
und Literatur. Vol. LVIII, Wo.l, Spring 1966,
pp. 2$-32.

1 Quest by Supposition! Johnson's "Mutraaaaungen 
{iber Jakob" 1 ,
Qerraanio Review, Vol, XLII, Ho.3 f May 1967, 
pp. 213-226.

'Das Thema der Nation und zwei Literaturen 1 . 
Seue Deuteche Literatur, 14. Jg., Heft 6, 
June 1966, pp. 48-69.

'Der Rtcfcautf auf B. und D. 1
Per ?fonat. 17- %.f Heft 205, Oct. 1965,
pp. 6O-63.

! Uwe Johnson t "Zwei Anal ch ten" 1 .
Pie ?feue Rundaohau. 1965, pp. 684-6^9.

'Die proaaiaohe Selbatveratunmelung* . 
Christ und Welt. 18. J#., Ho.42, 15 Oct., 
P.35.

'Die Suohe naoh dem dritten Punkt*.
Mertoir. 15. Jg. f Ho.l65, ?iov. 1961, pp. 1084
1087.

M'Quer uber die CJleise 1 ,
Der Monat, 12. Jg., Heft 13l>, Deo. 1959,
PP. 71-75-

Johnaon auf der Sohwelle zur Heister-
achaft 1 .

tfo.41, 6 October, 1961.
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Jena, Walter

Keeton, Hermann

Klie, Barbara

Klie, Barbara

JClunker, Heinz

Kolb, Herbert

Korn, Karl

Kruger, Horat

Kara, Konrad

Kurz, Paul Konrad

'Privatroman statt Lageberioht 1 .

Ble Zelt. Jg. 20, Ko.41, 8 October, 1965.

'Mutmasaungen uber Uwe Johnson*. 
Die Welt, 25 November, 1961.

'Die unkenntliche Spur einea Liebens'. 
Christ und..Kelt, 14- Jg., No.42, 20 October, 
1961, p.17.

'Eine Hexenjagd*.
ghrl.et und 'Telt> 14* Jg., Ho.49t 8
1961, p.2.

'"Bruder und Schwestern" ala literariaohee
Modell'.
HXiropaieohe Begegnung. 6. Jg., Heft 10,
Oct. 1966, pp. 587-589.

'Ruokfall in die Parataxe 1 .
fleue Deutsche Hefte t 10, Jg., Reft 96,
Kov./Deo. 1963, pp. 42-74.

'Eigenainn*.
Frankfurter Allgemeine Zeitunga 4 April, 1964-

'Das verletzte Rechtabewuastaein*•
Die Zelt. Jg. 20, No.40, 1 October, 1965.

'"Zwei Ansichten" 1 .
Stlnmen der 7>ei.t, 90. Jg., Heft 14, Nov. 1965»
pp. 625-629.

'Gestaltwandel dee mode men Horaane'.
Stiramen der 7eit. 90. Jg., Heft 10, July 1965,
PP. 253-274.
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Mander, John

Migner, Karl

Migner, Karl

Peatalozsi, Karl

Piwltt, Hermann Peter

Popp, Hanejurgen

Reioh-Ranicki, Marcel

Ruble, Cunthar

Ruhle, Ounther

Sohwab-Felisoh, Hana

'Variatlona on a Tin Drum1 . 
Encounter. Vol. XIX, tfo.5, Wov. 1962, 
PP. 77-84.

1 Oeaamtdeutaohe $irkllchkeit im modernen
Roman 1 .
Welt und wort. 17. Jg., Heft 8, Aug. 1962,
pp. 243-245.

'Uwe Johnson t "Das dritte Buch uber Achim"'. 
Per Deutaohunteriioht. 16, Jg. f Heft 2, 
Feb. 1964, PP. 17-25.

M'AcJiim alias Tave Schur* .
Spraohe im techniachon "oit alter* May
PP. 479-486.

'Chronik und Protokoll 1 ,
Spraohe 1m technlachen Zeit alter, Jan. 196! ,
pp. 83-86.

*Uwe Johnsons '^Jutmoesun^en uber Jalcob" 1m 
Deutaohunterrloht * .
Per Beutaohunterrioht. 20. Jg., Heft 1, March 
1968, pp. 57-68.

'Dichter der beiden Deutschland? 1
Die Zalt. Jg. 20, No.39t 24 September, 1965.

'Tfotlert nach einem Oeapraoh 1 . 
Frankfurter Neue Preane. 24 October, 1959.

1 Jalcob Oder daa getoilte Vaterland 1 . 
Frankfurter Neue Preaae. 11 December, 1959.

Won der Auaaiohtaloaigkeit zweier Ansiohten*. 
^erkur. 19. Jff., Heft 11, Nov. 1965, 
pp. 1090-1093.
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Sohwara, Wolfgang

Werner, Herbert

Wiegenstein, Roland H.

Wunberg, Gotthart

Eefcra, Gunther

'Per Sohriftoteller Uwe Johnson'. 
liXiropiUsche Begegnun/;t 3. Jg«, Heft 3, 
march 1963, p.l67.

*idteraturpreis - ftinen gefunden*. 
Dor Sftiegsl* 16 May 1962, pp. 84-86.

'Johnson - Mauerechau*.
Per Spie^el, 6 December, 1961, pp. 93-94.

'Get-West - Eigentlich unerzahlbar* .
j>er Sffjeffilt 23 December, 1959*

'Die llauer Oder geben "hiiben und drabon" 
noch eln Games?'
Kirohe in der Zeit. a. Jg., Heft 2, Feb. 1966, 
pp. 72-74»

'Die Grenze dee Uwe Johnson*. 
Frankfurter Hefte. 16. Jg., Heft 9, Sept. 
I960, pp. 633-634.

*Struktur und Symbolik in Uwe Johnaons Roman 
"Ifutnassungen uber Jakob'". 
Heue Sanrolung, 2. Jg., Heft 5, Sept./Dot. 
1962, pp. 440-449-

'Ausruhen bei den Dingen*.
ger Monat, 14- Jg«, Heft 163, April 1962,
pp. 69-73.

Ill GENERAL WORKS CONTAlHllfG RBFE^ENCHS TO BOTH AUTHORS

Ahl, Herbert Literarleohe Portrats. 
Munich and Vienna, 1962.
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Bianek, Horat

Blooker, Ounter

Doschner, Karlheinz

Sari oh, WUhelm

Werkatattfleapraohe fait ••ohriftatellem. 

Munich, 1962.

Literatur ale Teilhabe* 
Berlin, 1966.

Talente. Pichtor. Pi1Qttanten. 
Wiesbaden, 1964*

Qeiat und Wjdergeist. 
Frankfurt, 1965.

Fehse, Will! Von Goethe bis Grasa.

Frenzel, H.A. % E.

Ihlonfeld, Kurt

Jens, Walter

FXmisoh, Hermann (ed.)

Kura, Paul Konrad

Lennarts, Frana

Port rats aur Llteratur. 
Bielefeld, 1963.

Paten deut sober Dlohtung. 
Cologne, Berlin, 1953.

Zeitgeaicht. Erlebniaee eines Leoera. 
Berlin, 1961,

Deutsche Literatur der Ge^enwart. Ifaeaen, 
3tile, Tendengen. 
Munich, 1961.

Handbuch der deutgohen Ge/^nwartaliteratur. 
Jfeinich, 1965.

'Die Verkomplisierung; des Srzahlana 
heutigen Rcxnan'.
Welt und \vort. 22. Jg., Heft 4 f April 1967, 
pp. 118-119.

Deutsche Dichter und 3chriftatoiler unaerer 
Zeit . 
Stuttgart, 1959.
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Lint, Certraud

Vayer, Bans

Nonnermannf Klaus (ed.)

Reioh-Panlcki, Wares1

Reich-Hanlcki, Marcel

Van Abbe, Derek

Wemer

Literariaohe Promlneng in der Bimdesrepublik. 
Oltan, 1965.

Zur deutaohon Litaratur der Zeit.
et Bohri f tetel ler, Biofaer*

Peinbek bei Hamburg, 196?*

Sohrlftateller der 
Oltan, 1963.

Deutsche Literatur in West und Oat, 
tfunloh, 1963*

Q taratur der kleinQn Spiiri t te. 
Munich, 1967.

of a People. The Qermana and their 
Creative Writing under and uince Biamarck:. 
London, 1964*

Per deutache Ron an im 20. Jahrhundert. 
Stuttgart, 1967.

IV GKNKRAX, WORK3 Off THJB NOVSL A5D TyElfTIETH CK^TURY LITHRATURE 
WITHOUT SPECIFIC RSPSREgTCE TO El^PHER AUTHOR 
Cf. also sectlone I(a), Il(m), III.

Adorno, Theodor W. H »l

Alewyn, Richard

'3tandort des Erzahlara ira aeitgenoasischen
Roman 1 .
Noten zur Litaratur !•

Frankfurt a.II,, 1958, pp. 61-72.

'Baa Ratsel des Betektivromans 1 . 

Pafinitionen« od. Adolf Frlse, 

Frankfurt a.M. f 1963, pp. 117-136.
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Allott, .Miriam

Arntsen, Helmut

Bloch, Ernst

M

Blooker, Gunter

Boctananr}, Paul

Broch, Hermann

Curtiua, Srnst Fobert

Daichea, David

Smrich, Wilhalm

Forater, K.W.

Fraaer, 0.3,

Novelists on the Novel, 
London, 1959•

Per modarne deutache Horaan. 
VorauasetBungen-Strukturen-Qehalte. 
Heidelberg, 1962.

'Die Form dar Detektivgeachiohte und die
Philosophic'.
Die Ifaue Rundsohau, I960, pp. 665-683.

Pie nauen Wirkliohkeiten. 
Berlin, 1957.

'Die Bedeutung Nietaaches fur die Situation 
der modarnen Literatur1 • 
Deutache Viortoljahraaohrift. 27, 1953, 
pp. 77-101.

'uber die alte Romanform'.
Die Heue Rundaohau. 1951, pp. 137-142.

Kritiaohe Eaaaya zur auropaiacshon Literatur* 
Bern, 1950.

The floval and the Modern World.
Revised edition, Chicago ''- London, 1965*

n
'Die Sraahlkunat dea 20. Jahrhunderta'. 

Deutsche Literatur in unaerer Zajt, 
Gottingen, 1959.

Aapecte of the Woval.
London, 1927; reprinted 1953.

The Modern Writer and hia World*
Hew and reviaed edition, London, 1964<
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Preedman, Ralph

Friedemann, Kate

Gray| Honald

Grenswnann, %'ilhelra

Hamburger, Kate

Hamburgert Kate

Hamburger, Kate

Hamburgerf Michael

Hamburger, Miohael

Hochmith, Arno

Hoohmuth, Arno

the Lyrical Novel* 

Princeton, 1963-

Die Rolle dea Sraahlers in der Epijc. 

Berlin, 1910*

The Germn Tradition in Literature 1871 

Cambridge, 1965*

Deutacho Dichtunv? der Geaenwart• 

Frankfurt a.M., 1953.

*Zuai Strukturproblem der epischen und 

dramatiachen Diohtung*. 

Deutsche Vierteljahrssohrift, 25, 1951, 

pp. 1-26.

'Das epiaoho Praeteritura' .

Deutsohe Viertel.1abrs8chrlft t 27, 1953,

pp. 329-357.

•Die Zeitlosi^ceit der Dichtung*. 

Beuteohe yiertelJahrBschrif^, 29, 1955, 

pp. 414-426,

Reason and Energy* 

London, 1957.

Prom Prophecy to Exoroisa. 

London, 1965.

Literatur und Dekadeng* 

Berlin (DDK), 1963.

Literatur itn Blickpunkt. 
Berlin (DDR), 1963.
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Hoffmeiater, ^erner

Holthusen, Hana E

Horst, Karl August

Humphrey, Robert

Jena, Walter

Kahler, Srioh

Kayaer, Wolfgang

Kayser,

Kayser, Wolfgang

Studien zur erlebten Hede bei .Thomas * 

und Robert Muail. 
The Hague, 1965.

Ja und Nein. Neue tepitjsche Verauche. 
Munich, 1954•

Krltiocher Fuhrer durch die d©ut3che 
Literatur der Gegenwart.

Stream of Conaoiouaneaa in the Modern Novel. 
Berkeley in Los Angelea, 1965.

Literatur und Politlk. 
Pfullingen, 1963.

'Untergang und Ubergang der epiachen
Kunstform 1 ,
pie Neue Rundschau. 1953, pp. 1-44.

Daa spraohllche Kunstwerjc. 
11. Auflage, Bern, 1965.

'Die Anfange des modernen Botnana im 18. 
Jahrhundert'•
Deutache Vierteljahraeohrift, 28, 1954, 
pp. 417-446.

J^tstehung und KriSQ dea modernen Romana. 
Stuttgart, 1958, Reprint of the above article

Kayaer, Wolfgang *Wer eraahlt den Boman? 1
Die Vortragareise. Studien zur Literatur.
Bern, 1958.
Cf. Die Neue Rundaohau. 1957» PP- 444-459*
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Klots, Volker (ed.)

Kluckhohn, Paul

Kofler, Leo

Kraeter, Dieter

Laaraert, Bberhard

Lehner, Horet (ed.)

Liddell, Robert

Liddell, Robert

Lubbock, Percy

Lukacs, Ceorg

Mailer, Gvinther

ZUT Poetik dee Koaane. 
Darmstadt, 1965.

'Die Wende vom 19, sum 20. Jahrhundert in 
der deutcchen Biohtung1 • 
Deutsche Vierteljahragchrlft, 29, 1955, 
pp. 1-19.

Zur Tbeorie der nodernen Literatur. 
Keuwied, 1963.

'Zwei deutsche Literaturen - Piktion, 
Illusion Oder 'IrtcllohkaitT 1 
Rheinlacher Merkur. 3 December, 1965*

Bauformen dea Erzahleng. 
Stuttgart, 1955«

Zeitalter des Fragmenta. 
Herrenalb / Sohwarawald, 1964*

A Treatise on the Hovel.
London, 1947* Paperback edition 1965.

Some Principles of Fiction* 
London, 1953*

The Craft of Fiction.
London, 1921. Paperback edition 19^5*

Die Theorle des Romans. Weue Auegabe, 
Neuwied, 1963.

Pie Bedeutung der Zeit in der Srgahlkunat. 
Bonn, 1947*
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Muller, Giinther

Mul1er, Gunther

Muller, Gunther

Pabst, Walter

Paeoal, Roy

Patzig, G. (ed.)

Pfeiffer. Johannes

Pongs, Hermann

Richards, I*A,

Roraberg, Bertil

'Erzahlzeit und erzahlte Zeit 1 .

Festschrift Paul Kluckhohn und Hermann
Sohneider.
Tubingen, 1948, pp. 195-212.

'Uber das Zeit gerust des Erzahlens 1 . 

Deutsche Vierteljahrsschrift, 24, 1950, 

pp. 1-31.

'Aufbauformen des Romans'. 
Heophilologus, 27, 1953, pp. 1-14.

'Literatur zur Theorie des Romans'. 

Deutsche Vierteljahrsschrift, 34, I960, 

pp. 264-289.

The German Novel. 

Manchester, 1956.

Die deutsche Sprache ia 20. Jahrhundert. 
Gottingen, 1966.

Wege zur Erzahlkuriat. 
Hamburg, 1953.

Romanschaffen im Umbruch der Zeit.
4. neuerarbeitete, erheblich erweiterte

Auflage, Tubingen, 1963.

Principlea of Literary Criticism. 

Paperback edition, London, 1967*

Studies in the narrative technique of the

first-person novel.

Lund, 1962. Transl. from the Swedish.



Sartre, Jean-Paul

Sohlrokauer, Arno

SoholeB, R. & Kellogg, B,

Schultz, Uwe (ed.)

Seidler, Herbert

Staiger, BMl

Stanzel, Franz

Stanzel, Franz

Stanzel , Franz

Wellek, Rene & Warren,

Austin

West, Paul

'Qu'eBt-ee qua la 15 
Situations IT, Paris, 1948.

'BedeutungBwandel des Romans'* 
Qermanjgtiaclia Studien, ed. Fritz Strich, 
Hamburg, 1957, pp. 149-168.

The Mature of Narrative. 
Oxford, 1966.

Das Tagebuch und der modeme Autor. 
Munich, 1965.

'Dichterische Welt und ©pische Gestaltung* 
Peutacfae ViertelJahrs.schrift, 29, 195>, 
PP. 39<M13.

Grundbef?riffe der Poetik. 
6. Auflage, Zurich, 1963•

Die typlaohen Ergahleituationen im Roman. 
Vienna, 1955-

'Epischce Praeteriturn, erlebte Rede, 
hiatorioches Praesena 1 . 
Peutaohe Vierteljahrsschrift• 33, 1959, 
pp. 1-12.

Typisohe Formen des Homana^ 2. Auflage,
Gottingen, 1965.

Tlieory of Literature.
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