ABSTRACT

IMAGE AND IMAGERY
IN FRISCH'S DIE SCHWIERIGEN

By
Loren Ray Alexander

This study attempts to clarify the main character
images and the poetic imagery in Max Frisch's Die
Schwierigen. Parallels drawn with characters in Frisch's
other novels show similar trends and contrasting
developments. The characters reveal themselves in the
several facets that are of foremost importance in the
modern novel: the search for self; the portrayal of the
inner self and of personas; and the portrayal of characters
influenced by others in theilr perception of self. Thus,
first the characters are delineated in these respeots, then
in Chapter V the main poetic images are evolved in their
relationship to the theme., The search to realize the self
in the midst of the world of uncertainties that modern man
experiences becomes evident as the theme of the work.

Two fundamental approaches to life became evident
in the study of person-images: the rational and the
irrational. Neither is possible to the total exclusion
of the other, and man fails when he attempts to turn his
efforts to the development of one over the other, as
evidenced in both ways by Reinhart in his development.

A balanced rational/irrational 1life based on an under-
standing of the makeup of the individual's total self is
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the goal of man's struggle -- ultimate maturity. Those
who attempt to project the true self live in the existential
present, whereas those who willingly present a persona =--
here of the overly-irrational, visionary man and of the
overly-rational, pragmatic mean -- are psychically "dead".
The naive, usually women and young men, are those who are
not conacléusly aware of the conflict and unconsciously
project their true self,

Poetic imagery, the ultimate in language, encompasses
a variety and unity which reveals nuances of the theme.
Poetic images are not restricted to individual characters;
rather, they serve to depict a composite personality.
Frisch creates an allegory of modern man in the search for
self and for 1dentity. The main poetic images are the
following: Child-, Moth and Flame-, Bird-, Animal-, Battle-,
Blue-, Death-, and Glass-imagery. Child imagery reveals the
theme: The uncertain search for the realized self, the
adulthood of man. Moth and Flame imagery emphasizes the
natural attraction of the goal of self-realization and the
subsequent cessation of the quest. The former signifies
psychic 1life; the latter, psychic death. This imagery
broadens to the Icarus myth and‘the attempt to do the
impossible. Bird imagery clearly points up the flight into
the void, the vast inner spaces of the self, an intimate
part of all creation. Animal imagery generally presents
the negative aspects of a lack of consciousness of self.

Battle imagery reflects the struggle that must take place
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in the attempt to avoid persona-projection. Blue
represents the affirmed goal of the ambivalent in-the-world
self. Death images are employed to give impact to the
lack of life in the person who is not striving. And
Glass imagery depicts the various aspects of the difficulty
of the struggle and the constant nearness of the goal,
keeping alive the hope of attainment.

The pessimistic view of man's search for self-
realization in the midst of the uncertalnties of modern
1ife, the theme of Frisch's work in general, is balanced

in Die Schwierigen by the hope that he yet holds out for

man. Man is "difficult®™ because he so easily finds ways

of avoiding the struggle, and because his task, while
necessary, appears all but hopeless. The significant

note of hope in Die Schwlerigen 1s strengthened by Frisch's
use of poetic imagery and becomes man's counterbalance to

the negative aspects of life in-the-world.
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INTRODUCTION

A, Die Sohwierigen and Frisch's Novels
Die Sohwierigen has its origin in two early versions
of the novel: Jurg Reinhart: Eine sommerliche Schicksals-
fahrt (1934); and J'adore ce qui me brule oder Die

Schwierigen (1943). Die Schwierigen oder J‘'adore ce qui
me brule (1957)1 is the final form given to the adventures

of JUrg Reinhart. The first version concerned the
protagonist in his early years. The literary power that
Prisch has evidenced since then was not clearly evident in
that version. PFrisch himself seems to have viewed it "as
a stylistio anachronism."? The second version is actually
an extension of Reinhart's adventures of the earlier one.
The latter is included in the second version as a short
introduotory section. The third and final version, the
one that concerns us here, omits the introductory section
dealing with Reinhart's early life and begins with a
chapter titled: "Hinkelmann oder ein Zwischenspiel."™ Thus
the final version contains no part of the original.
Previous to this final version Prisch met success
with his major novel Stiller (1954). Stiller brought him
world acclaim. Subsequent to Die Sochwierigen he has
published two more highly-acclaimed novels: Homo faber

(1957), and Meln Name sei Gantenbein (1964). Prisch's

1
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2

reworking of Die Schwierigen ocours in the midst of success

with other novels; it is only reasonable to assume that his
efforts with the reworked version of his first novel would
evidence expressive powers comparable to the novels
surrounding 1it.

Welsstein comments very favorably on Die Schwierigen:
"a novel remarkable for its lyriocal quality, its nostalgioc
mood and a philosophical outlook more suited to a writer's
Altersstil than to the Weltanschauung of a twenty-nine-year-
old artist."3 B&nziger views the work as "nicht besser und
nioﬁt schlechter als Hunderte von &hnlichen Romanen jener
Jahrsehnte.” He finds Die Schwierigen diffiocult to
categorize, however: "sie wirken konventioneller als Ulysses,
hoffnungsvoller als ein Roman Hamsuns, ‘'lebendiger’' als der
Mann ohne Ejgenschaften, birgerlicher als Kafka, Die
Vergleiche sind disproportioniert, erliutern aber vielleicht
doch die Tatsache, dass der Roman eine schweizerische

Mittelldsung darctellt.'u

St&uble repeatedly refers to
Die Schwierigen in his disoussions of the other novels by
Frisch: "Schon dieses frihe Werk weist alle charakterist-
isohen Merkmale der spdteren Werke Prischs auf. Schon
lange vor dem °'Stiller' hat Frisch in diesem Buch die
Tragddie des modernen Menschen gestaltet, schon das
Sochicksal Jirg Reinharts wurde von einem Dichter erzidhlt,
der alle billigen L3sungen verwirft...."> St&uble also
quotes Walter Fischli concerning Die Schwierigen: "'Die

Sprache dieses Romans ist von auserlesener, ausserordent-
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licher Schdnheit und Modulationsféhigkeit, Sie bdndigt die
Vielfalt des Lebens in einer Weise, die auch da helles
Entzlcken verursacht, wo dieses Leben uns im tiefsten
ersohreckt."6 And Welzig, in reference to Die Schwierigen,
calls it "Prischs zu Unrecht weniger bekanntes Prihwerk."’

Hoffmann makes no mention of Die Schwierigen while
praising Frisch's other novels: "in Stiller, Homo faber,
and Mein Name sel Gantenbein he has created three of the
most important novels of the past decade. Taken together,
these books are perhaps the most meaningful recent German
writing in their partiocular genre: the psychological novel, "8
Only the larger works, such as those by Bénziger, Stduble
and Welzig make more than a passing comment on this early
novel. Any concentrated efforts on this one novel are
singularly lacking. I shall analyze Die Schwierigen in
order to show the intent of the author and to focus on
lines of thought that seem to be of importance not only to
this work but to Prisch's works in general.

B. The Novel as a Genre

A view of the art of the novel in general will help
foous on the study of Die Schwierigen.

The elements of the novel peculiar to this genre in
contrast to poetry and the drama are stated by Schiller in
& letter to Goethe: purpose is found "in jedem Punkt seiner
Bewegung; darum eilen wir nicht ungeduldig zum Ziele,

sondern verweilen uns mit Liebe bei jedem Sohritte."9
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Schlegel comments on epic poetry in relation to lyric and
dramatic poetry: "As form, the epic obviously has
precedence: it is subjective-objective...eplc poetry is
the root of the whole and the exact middle between the
wholly interior lyrical and the wholly exterior dramatic
pcetry.'lo Blanokenburg, in his work on the novel, shows
that he alfoudy understood the developments taking place
toward the prose works of today, the aspects of novel
structure and function that are only today becoming widely
accepted. He emphasizes the function of the novel aa
charsacter portrayal. And Northrop Frye differentiates
between the romance and the novel thus: "The romance does
not attempt to oreate *‘real people' so much as stylized
figures which expand into psychological archetypes...a
subjective intensity that the novel lacks,..."'t

A fruitful study of the novel oconoentrates on small
parts or divisions without losing sight of the salient
theme of the work. A study of an individual novel should
oconslider the importance of the subjeotive-objective
characteristios, allowing neither the subjeotive nor
objective view to predominate, an ambivalent approach. And
the study of character is the unifying base from which to
operate, which will result in finding either °'real people’
or types; but this latter point becomes more difficult in
1light of the modern novel,

The view of the novel as a "world" enables one to

approach this genre of literature with the all-encompassing
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5

view demanded by it. Organization 18 emphasized: "In 1t
inhere such a vast number of traits, all organized in
subordinate systems that funoction under the governanoce of
a single meaningful structure, that the nearest similitude
for a novel is a ‘world.’'*l? Dye shows that Blanckenburg
*"is in the mainstream of thought on the novel - and very
near its source - in asserting the spedial pertinence of
‘das Innre' to the novel form"l3 Thus the "world" under
oconsideration is not the external world of direct
observation, but that internal universe in the soul of man.
Ziolkowskl shows that Kafka and Rilke knew how to
approach the subjective-objective aspect of the novel,
concluding that "in novels where the subject is allowed to
rampage, unocontrolled by an objective view, there can be no
unity of form; and in those where the objeot prevalls,
untempered by subjective feeling, there can be no meanins.'lu
Welzig also emphasizes the concentration on "das Innre” by
pointing out the unimportanée of the external actions: "Das
im konventionellen Sinne 'Erzﬁhlbaro' des Geschehens
umfasst sehr oft nur mehr unwichtige Khslerllohkeiten.'ls
The novel under consideration here is studied for the
inner developments of the main character, the protagonist,
and the balance between the rational and irrational
ohﬁraoteriutloa in the presentation. An intensive
expansiveness that would enable one to view the whole
"world"™ of this protagonist, the "inner world", is sought,
bringing the perspective of the reader into a parallel with
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6

the view of the Bildungsroman as a classifiocation,

While studying this novel, it must be kept in mind
that a too-1limited perspective on the part of the viewer
18 as bad as a too-limited perspective on the part of the
novelist, What the work has to offer us is limited no more
by the powerfulness of the image created for us than by our
ability to perceive this image in its widest possibilities.
Holloway emphasizes this in his discussion of poetics in
the structural aspects of the work of art:

If the great work of literary art has come in

part to offer us what the rituals of other

socleties have offered their members, and has

come to do so through being in some respects

the same thing, from the present point of

view it appears as in the first instance a

source not of pleasure, not of insight

(whether into fact or value), but of experience:

an experience peculiarly comprehensive and

demanding, an experience unified, ordered and

oomposed. This is perhaps the point at which

1t begins to transpire that seeing the great

work as 'an imitation of life' or as ‘a

oritioism of life' is a little like contemplat-

ing an engine, and noticing all its parts, but

not seeing that it works.l
This, then, is no small task. As Richards says: "The
critical reading of poetry is an arduous discipline....The
lesson of all oriticism 1s that we have nothing to rely
upon in making our choices but ourselves., The lesson of
good poetry seems to be that, when we have understood 1it,
in the degree in which we can order ourselves, we need

nothing nore.'17

C. The Modern Novel

There are several reasons why a study of a contemporary
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novel has been undertaken rather than of one found by the
historiocal process and the ravages of time to have lasting
qualities. One of the most important is given by Croce,
who pointed out the importance of the study of oontemporary
writers for all literary oritics. He felt that some study
thus spent would prepare them to treat literature of any
period as if it were literature of the present day, and
thus avoid the pedantry of historical soholars.l® And, too,
the neophyte is often on surer ground with a work that 1s
of his times and speaks of his times than with a work that
would require him to be steeped in the many aspeots of life
of a previous time. The risk of being found wrong is
perhaps greater, but the stimulation of working from a
personally-felt foundation overbalances this.

Beyond this, the novel is a form that has not yet
found its place alongside other forms of art. It has
rather never yet existed in its full potential, rather
than being a form that should be discarded., "Der moderne
Roman steht in vieler Hinsiocht nicht nur niocht vor dem
Abschluss, sondern vor einea Bosinn.'19 Thus a look at
the modern novel in its differences from past understandings
of this genre will help approach Die Sohwierigen from the
correct perspective.

The novel of today is diffiocult to classify according
to the old, accepted schemes., Welzig attempts a new
ordering that concerns itself more with the content as
such rather than with the form that results from the
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8
content: "Was es...an vorwiegend formbezogenen Ismen gibt,
ist vollends ungeeignet, in das Romanschaffen des 20,
Jahrhunderts eine sinnvolle Ordnung zu bringen."20 Most
novels appearing today can justifiably be classified under
several various headings that once signified pertinent
differences, Today, these differences are seen as of
secondary importance.

Welzig refers to Emrich's statement on the destruction
of the old novel that was based on a certainty of reality:
*"W. Emrich hat Die Aufzeiohnungen des Malte Laurids Brigge
den ersten deutschen Roman des 20. Jahrhunderts genannt,
der die Zertrimmerung der epischen Fiktion einer
geschlossenen Wirklichkeit radikal durchfihrte."?l

As in other artistioc fields, the novelist today often
does not attempt to create a flawless work of art: "Es ist
eine wesentliche Eigenart des Kunstwerkes des modernen
Romans, dass es seine kiunstlerische Qualitdt leugnet. Sein
Erzéhler will alles sein, nur kein Diehtor.'z2 Rather, he
is more concerned with oreating a work that opens up
‘possibilities for the reader, among which he is free to
choose, He often attempts to lead the reader through the
imperfect "hero" to the reader's own realization of self.

The poet frequently serves as the mover of soclety,
as above, through the attempt to reach the individual,
This function is too often recognized by politicians as
positive only when it serves their funotional political
purposes. BJ3ll says of this situation, that "when politiecs
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fails or suffers defeat...it is writers who are called upon
to speak the persuasive uord."23 Most first-rank writers
of today, including PFrisch, feel free to oriticize the
existent social order in thelr works of art. Their
methods of doing so, however, naturally vary considerably.

The "typiocal hero of the German novel in the early
sixties presents himself as a pronounced caricature or
distortion of human nature. These heroes are not rounded
charasters, but exaggerations, to the point of absurdity,
of certain traits...that are usually suppressed or at least
balanced by other elements of the personality.'zu Die
Sghwierigen does not wholly exemplify this type, but rather
appears to represent transitional protagonists of this
distorted view, PFrisoh seems to be oreating a link
between "the classical and the modern views of poetry --
the classiocal which thought of it (the funotion of poetry)
as making horrible things pleasing, the modern which sees
in it the acceptance of the horrible as part of a pattern.'25
The protagonist in Die Schwierigen discusses this problem
of "harmonizing the sadness of the world"2® in relation to
his own endeavours as an artist.

Involved in this search for harmony in life is the
view of the psyche as the source of much of what troubles
modern man. Schopenhauer already saw the purpose of the
novel in this light: "Ein Roman...wird desto hSherer und
edlerer Art sein, je mehr inneres und je weniger &usseres

Leben er darstellt....Die Kunst besteht darin, dass man mit
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10

dem moglichst geringsten Aufwand von &usserem Leben das
innere in die stidrkste Bewegung bringt: denn das innere ist
eigentlich der Gegenatand unseres Interesses."27 This early
expression of the goal in no way signifies an early
attainment nor an early pursuit of this goal by artists
since Schopenhauer. This is now the business of the novel,
and will ocontinue to be, because it is on the face of it
unattainable to more than an imperfect degree, and is an
effort that proves to be different for each individual,

The novelists that take on this task of the search for the
self by the protagonist, thanceives become partners in the
search by creating the necessity for the attempt, "sioch
selbst zu finden und die ihnen gestellte Aufgabe zu
orraclon.'zs Thus man, the more-than-animal, attempts to
oreate the possibility of creating his own possibilities:
"Die Fabulierfunktion hat sich vom biologisch zweckmissigen
Erzeugen von Fiktionen zur Schaffung von GSttern und Mythen
erhSht und sich endlich von der religiSsen Welt ganz
abgeldst, um freles Spiel zu werden. 8Sie ist 'die
Fihigkeit, Personen zu schaffen, deren Geschichte wir uns
selbst erzdhlen.’'"?? This "freies Spiel®” is the creation
of possibilities when properly applied and properly received.
The difficulty today is that "the writer is bound to feel
himself to some extent superfluous in a sooiety no longer
granting metaphysical dignity to practitioners of the arts.'3°
The artist must be heard; his efforts, when possible, must
become guides to the goal; the goal must be defined, the
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pathway pointed out. C. G. Jung 18 one who is attempting
to do this,

Jung says that "onoe metaphysical i1deas have lost
their capacity to reocall and evoke the original experience,
they have not only become useless but prove to be actual
impediments on the road to wider development.'3l These
old formulations of 1deas must be replaced by new
formulations, and whereas religion no longer is capable of
fulfilling this role, it falls to the arts, and especially
literature, to do this. The oreation of new experiences
within the reader is the means to the recognition of and
the movement towards the realization of the self as an
autonomous being. The task is overwhelmingly complicated
and difficult, due to the great defenses against this very
thing built up in the person by his development within
social forces that repress individuality. But the
importance of the novel in this endeavour is pointed up by
the faot "that the more numerous and the more significant
the unconscious contents which are assimilated to the ego,
the closer the approximation of the ego to the self, even
though this approximation must be a never-ending process."32
The theatre of the Absurd demonstrates this involvement
in the search for the self, perhaps more readily recognized
there than in the novels that treat the problem on a more-
individualized level. "The Theatre of the Absurd forms
part of the unceasing endeavor of the true artists of our

times to breach this dead wall of complacency and automatism
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and to re-establish an awareness of man's situation when
confronted with the ultimate reality of his condition."33
Hoffmann emphasiges that "the first concern of
Frisch's heroes is the examination of self, and the novels
rest on a series of assumptions that Frisch makes,...about
this examination." Frisch, however, 1s aware of the
diffioculties, the opposing forces that create the necessity
for a tremendous effort on the part of the individual to
discover his self. Hoffmann explains that "until he has
done 80, he has not even begun to be human, for, though
the awareness of self may be what tortures him, it is also

the essence of his humanity.'35

D. The Terminology of Narrative Literature

Since the form of the modern novel cannot be resolved
in absolutes, it stands to reason that the terminology
associated with it must likewise be redefined and stated
in relative terms, "Die Situation des Literaturwissen-
schaftlers 1st damit der eines Physikers vergleichbar, der
in der Terminologle eines Faraday die Erkenntnisse Helsen-
bergs oder Schrddingers beschreiben wollte.'36 The modern
novelist is grappling with psychic situations that are not
yet well understood, and the emphasis on the inner man
results in themes that require comparable treatment in
respect to form. The o0ld terminology will have to be
replaced here and there by terminology that speaks to the
situation of today. Whereas there is no well-established
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body of terminology for the literary scholar, it will be
necessary to use the most helpful terminology at hand.

A hierarchical structure of understanding a literary
work has been shown to begin with the simplest narrative
element -- that of the exterior ﬁlot development -~ and
to culminate in the highest form -- that of the theme,
well understood: "For the simplest auditors there 1s the
plot, for the more thoughtful the character and conflict
of character, for the more literary the words and phrasing,
for the more musiocally sensitive the rhythm, and for
auditors of greater understanding and sensitiveness a
meaning which reveals itself gradually.”37 The next
higher level, of course, never loses sight of the previous
levels., James says: "A novel is a living thing, all one
and contimious, like any other organism, and in proportion
as 1t lives will 1t be found, I think, that in each of the
parts there i3 something of each of the other parts."38
Theme, plot, character and description, the elements under
discussion by James, are all involved one with the other.

Types of presentation within the novel include a
three-way division that at times is clearly seen by the
strict differentiation in the text and that at other times
are all three involved in the same passage: Summary, 3Sgene,
and Desoription. These three control the movement of the
novel: *"Summary moves rapidly; scene moves-in normal time;
desoription is cessation of movement. " The study of

these factors in a novel will help reveal the importance
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the author attaches to the situation being presented. 1In
combination with other aspects of the novel, one can more
easily percelve the intentions of the author.

The search for theme cannot be taken for granted
today. But the difficulty of discovering the theme should
not deter one by the easy implication that there is no
guiding idea, that the guiding i1dea ocan be dispensed with.
"Der kinstlerische Rang eines Romans hingt nicht von der
Tatsache ab, dass er ‘'montiert'’, das heisst aus
verschiedenen Tellen zusammengesetzt 1st, sondern von der
Idee, die diesem Tun zugrunde liegt und bewirkt, dass statt
einer Summe von Teilen ein kinstlerisches Ganzes entstent. "0
Theme gives meaning to the work; it expresses the basic
idea that stands behind the whole work; this 1s so, even
when the basic idea is meaninglessness, or when a terribdle
uncertainty of Weltanschauung is being presented,

Souvage distinguishes between theme and plot: "theme
being a factor of permanent impression, and which creatively
informs the novel, and plot being the chain of causally
related incidents in the novel."*l This helps clarify the
depth of theme in contrast to the shallowness of plot.

Plot is "a vehiole of meaning."'? Without 1t, theme 1s
inexpressible, and "the more completely a novelist assigns
to plot the process of a seoret life evolving between
appearance and reality, the more tenmious his plots will
appear.*'3 This 1s the normal situation of the novelist
today. The plot, although essentially secondary to thenme,



Xl




15

is more difficult to discover in its formal structuring
than it is to oursorily express the theme, The theme,
although expressed, needs constant improvement as the plot
beconmes clearer. As this involves more and more the inner
man with the resultant indefiniteness of postulates based
on inadequate understanding the theme becomes one with the
problem, i.e. an inexpressidble understanding of life, an
uncertainty of approach to life.

The developing understanding of plot brings with it
the gradual revealing of notif:.uu These elemental units,
with the help of which the work of art is created, are each
“eine sich wiederholende, typische und das heisst also
menschlich bedeutungsvolle Situation. In diesem Charakter
als Situation liegt es begrindet, dass die Motive auf ein
Vorher und Nachher woison.'u5 That is, they point toward
the plot development and point out thematic importance.
Motifs find a middle, guiding position between plot and
theme: "Es uUberrascht nicht, dass der Autor, dem ja das
Thema vollig klar ist, seinen Roman beginnt, ohne den
Verlaur der Geschichte zu wissen, ohne eine Fabel zu
haben.'u6

Fast-moving Summary may be seen as the revealer of
surface plot: "It must generally be the work of Summary to
guide the reader down the crooked corridor, or to entertailn
him in the ante-~chambers --- Scene 1s a more precious
effect reserved for more important uses, and liable to
debasement if put to servile tasks like these --- it is
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also 1liable to become artificial or tedious."*?7 Scene will
point up the moments of importance to the theme; Summary
will assist in organizing ideas and maintalining interest,
Scene, as understood here, is dramatic presentation in real
time. This contrasts with the general use of the term for
"eine komplexere, libergreifende Form von deutlichem
Ges1:o,lt:¢:haro.k1:er...""’8
Characterization has been recognized to be of more
importance to a novel than plot: Blanckenburg "recognizes
«eothat viable characters may not automatiocally conform to
the exigencies of plot, and proposes that the writer
resolve the difficulty simply by recognizing the priority
of oharaoter.'u9 Wayne C. Booth says that only the novel
"is 80 well suited to the portrayal of characters who are
complex mixtures of good and bad, of the admirable and the
contemptible."5? Watt carries this one step further,
emphasizing the importance also of Desoription: "the novel
i1s surely distinguished from other genres and from previous
forms of fiction by the amount of attention it habitually
accords both to the individualization of its characters
and to the detailed presentation of theilr emri.romnexrﬁ;."51
And the emphasis on the inner man in the modern novel
creates "nicht Individuen, sondern typische Kraftfelder....
Die geilstige und soziale Situation des Einzelwesens ist
uninteressant geworden im Vergleich zu seiner Reprdsentanz
insbesonders f\ir das Wirken bedrohlicher seelischer
Krifte."52 The study of oharacter 1s the study of the
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human psyche.

The inner moods of man and his own view of these
moods are made perceivable by his recognition of the manner
in which he observes the landscape. The outer world
beoomes & mirror of himself; if he oan learn to observe it
thus, he will gain some control over his own oreation of
mood, Brown explains this as "a strange though familiar
phenomenon of human nature that our inward life tends to
project itself upon the surrounding, thence to be reflected
back as though it came from without. Our sorrows sadden
the landscape and this sadness intensifies our own."53
The desoriptive passages in a novel should point out the
inner man in & way that scene oould never do. A
descriptive passage thus understood could be of more
importance for what it can reveal about the protagonist
than for the beauty that the author is capable of oreating.
Portunately, in Die Schwierigen, the protagonist has a real
sense of beauty, allowing the author to create beautiful
descriptive passages and at the same time keep in step with
the emotional development of the characters.

Certain ideas occur repeatedly on various levels of
an investigation, and some of these ideas and their poetioc
representations are often found to be repeated within one
level, while serving various purposes. Thus repetition in
variation guides the search for the main ideas. Ullmann
says: "The persistant recurrence of certain important

stylistic devices and leit-potivs...1s an unmistakable sign
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of conscious and purposeful artistry.® The same effect 1is
obtained by several different devices when "they all concur
to express the same idea or to produce the same erreot."5u

Discourse restricted to the most evident strong
elements may appear to present an unreal situation, But
the reeader is influenced to unconsciously accept pronounce-
ments of the author through repetition in ordering.
Blanckenburg comments interestingly on this: "zum Thell ist
diese Formung, diese Bildung so unvermerkt zur Wirkliochkeit
gekommen, dass es, uns selbst unbewusst, hat geschehen
konnen. Denn natirlich haben all' die uns zugestossenen
Vorfédlle, sie mdgen nun so klein, so unwichtig scheinen,
wie sie wollen, auf unsre Art 2zu denkon,'zu enpfinden, 2zu
handeln irgend einen Einfluss gehabt....">> Thus order is
sought where it is to be found -- in repetition:
"Repetition is the strongest assurance an author can give
of order; the extraordinary ocomplexity of the variations is
the reminder that the order is so involute that it must
remain a -ystory.'56

Although the end goal of such research as this must
“remain a mnystery", interest is retained in the hope of
making progress from ignorance toward enlightenment. This
Cunliffe sees in Prisch, an imaging of the ocondition of the
"intelleoctual, whose helplessness is satirized....”57 He
concludes that man is “"condemned to exist in a state of
ominous uncertainty, and this unocertainty is the underlying
1ssue in all Prisch's work." C Referring mainly to Stiller,



.
4

.

s o 0 0




19

Cunliffe finds this theme of "Uncertainty" in the novels as
well as the plays, but lends the major effort toward a
study of the plays. Just as Stiller cannot make real
progress toward the realization of self without some
"arrest in trunaoodonoo,'59 so does Reinhart meet this
same difficulty. This is the barrier to self-realization
that appears to be impenetrable, and perhaps unoircum-
navigable., Jaspers comments on this need of modern man
in his reflections on Nietzsche and Kierkegaard, both of
whom appear to have influenced Frisch: "Beide gehen einen
Weg, der nicht auszuhalten ist ohne einen transgzendenten
Halt, 50
Spaethling has simultaneously come to the same
conclusion regarding the thematic import of Uncertainty
in an article on Ginter Grass. As mentioned above, Die
Sohwierigen does not include the explicit presentation of
the fantastic characterizations that are to be found in
Grass and in Prisch's later works, but the implications
of the novel are that the inner man is nevertheless a
character of at least just as mysterious metaphoriocal
implication. When Spaethling chides Pongs for having
chided Grass for a "lack of dialog and theredby a lack of

compassion and hunnnity...,'61

one can readily apply this
discussion to Die Schwierigen, where directly-presented
dialogue plays a very minor role in the amount of text.
Spaethling oriticizes Pongs: "His oriteria are simply not

commensurate with modern reality and contemporary reallsm.'62
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For this same reason, this dissertation has only employed
a few basic terms from among the vast structuring of
imagery and metaphor developed by Pongs.

Spaethling emphasizes the modern writer's "inability
to communicate more than one's own moral and aesthetic
unuertainty.'63 He mentions the problem of dealing with
imagery in such a context: "the distortion of language and
center of vision, the obliqueness and ambigulity of image...
appear as an effeotive means of communicating at least one
basic and painful reality of our age, the reality of

unoortainty.'6u

Die Schwierigen does not take part fully
in this break from the solid ground of shared language
perspective; the beginnings of this are, however, evident.
The narrator is yet capable of beautiful and apparently
significant desoriptive passages at the same time that
character portrayal has shifted toward the imaging of the
uncertain stance of modern man.

This study, then, attempts first of all to clarify
the main character-images developed by PFrisch in their
relationships to one another, foocusing on the thematic
import of each as revealed by poetic images. Parallels
drawn with characters in Frisoch's other novels show similar
trends and contrasting developments. The characters reveal
themselves in the several facets that are of foremost
importance in the modern novel: the search for self; the

portrayal of the inner self and of personas; and the

portrayal of characters influenced by others in their
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perception of self. Thus, first the characters are
delineated in these respects, then in Chapter V the main
poetic images are evolved,

The poetic images are not restricted to one person
and are not primarily oconcerned in delineating nuances of
individual character; rather, they serve to depict a
composite personality. These poetic images are allegories
of modern man, as Frisch sees him, in his feverish search
for self and for identity. Thus the study of image and
imagery =-- evolved images of character expressed literally
and symbolically -- serves to reveal the essence of a
modern novel such as Die Schwierigen. When theme and plot
have become nebulous and character ambivalent in a world
of relatives, the evolving images of the characters give
a rewarding insight into man's predicament and his search

for clarity.



CHAPTER I
REINHART AS VISIONARY:
THE ARTIST-SEARCHER
A. Introduction
We begin with the image of Re;nhart, s8ince he
represents the central figure, around whom the novel turns.
In the beginning he projects the image of an artist, As an
artist, he 1s a more complicated person that when he later
projects the image of the office employee. As artist he
hides, as poetic 1life does, his reactions to and involvement
in 1life behind a veil of nalvete, of poetic expression on
the part of the author in the attempt to portray this
portion of Reinhart's being, whereas the office employee
attempts to meet life as a very rational person and to
discover the self through reasoned conolusions based on
faots that he can unoovér, failing to realize that not all
facts can ever be known in their specificity and that all
of 1life is involved in every individual unit of life to
some degree. The poetic imagery of the novel dealing with
Reinhart's irrational period and his late reflections on
precious memories of moments of fusion of rational and
irrational in the realization of self represent the greater
divisions of this search.
The irrational is emphasized in the incipient
discussion of Reinhart's life because the irrational is the

22
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motivating force in the search for the realization of the
self; the very rational man, imaged by the Oberst, for
instance, avoids this loneliness, the barrier, the danger,
and never concerns himself with the true makeup of the
self, never himself creates the possibility of a realized
self, the balance that would be necessary to fully partake
of the great experiences of life. The highly irrational
man, best imaged by Reinhart as an artist, unfortunately
loses contact with the other person's self, which contact
is required for a true-perspective basis for the perception
of his own nature.

The danger of the pursuit of the irrational to the
exclusion of the rational is indicated frequently by the
characters in Die Schwierigen. Relnhart, as painter, says:
"Wenn die Welt niochts anderes wire als schon..., man kdnnte
8ich mit dreissig Jahren in den Sarg legen, denke ich oft,
am hellichten Tage!* (DS 70)%5 Reinhart realizes that
something beyond beauty is necessary, but he cannot
identify it. Yvonne subsequently thinks: "was Reinhart
offenbar vermisste und suchte, was man zum Weiterleben
brauchte, das Umsohwirmerisohe, Eigentliche, Wesentliche,
was uns tiefer erhilt und die Ermichterung erst wieder
auszufiillen hat, wie hitte Yvonne es ihm sagen kénnen?"

(DS 70) Reinhart evidences a lack of balance between the
rational and the irrational, realizing it himself without
knowing what 1t is that 1s amiss. Yvonne realizes what it
is that is lacking but is unable to communicate it to him
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until there is no longer any possibility that she could
remain with him, and then is unable to communicate it
verbally.

Reinhart communicates to Hortense the game that he 1s
playing, carelessly influenocing her toward the carefreeness
of the artist life that he is leading: "'Gehen Sie nach
Paris! Oder nach Griechenland! Oder nach Spanien!' sagte
er leichtsinnig....” (DS 103) When she later attempts to
act on this advice, it is then he who is no longer able to
play that role. Rationallrefleotion at that early moment
would have shown him that she should not be influenced to
change her life pattern, that she should be left to make
such a decision for herself.

The dangers of the averly-irraflonnl approach to 1life,
a situation just as real as that of the overly-rational
approach, are sensed finally by Hortense: "Ahnmung eines
heiteren Mutes, der Abschied ruft von vielen Formen,
Abschied um der Wiedergeburt ihres Geistes willen; Ahnung
von alledem, was jenseits der Enge beginnt, und droht, und
lookt--" (DS 160) Although she fails to consciously
perceive the lack of the rational, her perception of the
possibilities of the irrational approach remain valid,

Two planes of character present themselves: one that
represents the external, visible actions and appearances
resulting from openly expressed emotional states; and one
that represents the internal actions that result from

situations and emotional states that never reach the
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consciousness of the character. These two resemble the
Schein and Sein of modern German terminology. Schein is
the persona, the mask that the person presents to others,
and here, to himself., It is difficult for both the person
himself and others to readily see through the persona to
the self, the actual person as he is. The self may be
being presented to others openly in certain moments when
the individual drops his guard, his mask, It may be seen
oclearly in moments of insight into the other's character.
It is in these two divisions that the modern approach to
character must be carried out: the persona, mask, Schein,
the external foroing of characteristics of a false self
onto the other person; and the self, openness, Sein, the
internal makeup of the individual that is the real person.

Reinhart has not matured socially at the beginning of
the novel, and openly expresses himself without regard for
the naive revelation of the truth of his self, of the
defective characteristios that others might see. He is
yet the youth with no division of self. But we are not
allowed to view this for long. Yvonne quickly brings the
force of her personality, her Turandot-tendencies, to bear
on Reinhart, who begins reacting to this. We thus have
only a glimpse of Relnhart in the naive state of unconcern
for his projected image,

The beginning of the dramatic struggle for the
oonscious realization of self 1s noticed when Reinhart

takes up the suggested profession of an artist, Although
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he perhaps has talent for this, it does not preclude a
comblnation of factors that could make this talent
mediocre in its accomplishments. Thus the first persona
presented to the world is that of an artist, somewhat
successful in his endeavours in the art world, but with
lack of pride and self-oconfidence., His works have weakness-
es that Reinhart is able to see himself, but which he does
not elaborate upon. He lacks the will to carry out
diffioult tasks on his own; he lacks the depth of thought
necessary when a great i1dea is to be presented.

His fallure to meet the demands of the Turandot,
first imaged by Yvonne, results in a forceful rejection of
art and a turn to the occupation of an office employee.
This is also a persona, a mask that gets its inspiration
from & reaction to the sensitive, visionary, "useless"”
world of the artist., He acoepts now the ideas of the
masses that have a medioocre education and low regard for
or lack of insight into works of art, as he himself saw
them in Ammann's supposed view of Reinhart. He also
acoepts the challenge of Yvonne's rejection of him due to
the lack of such characteristios.

Hortense also plays a ocomplicated role here., She is
of a family that Reinhart knows would demand the sober,
rational approach to 1life and that would reject the suitor
who would present himself as an artist without substantial
worldly goods and means. However, she herself is interested

in Reinhart because of the artist in him, because of the
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youthful, spirited approach to life he yet represents.
Reinhart repeatedly sees her as being like a child, which
shows that he recognizes the impetuousness of her endeavour
to fall in love with him, His rejection of the artist role
in reaction to Yvonne does not actually fulfill Yvonne's
image of the husband who has artistic naivete within him

a8 well as practiocal sense., Hortense's romantic view of
the artist who begins anew is also denied. He does

search for the practical and serious approach to life, but

does this to the attempted exclusion of the irrational.

B. Reinhart and Yvonne

Yvonne has the first great impact on the development
of Reinhart's image. She complains that men think her not
quite a woman, because of her intelligence, "weil sie nicht
aufkommen, weil es einfach keine Midnner mehr gibt...." (DS
12) Reinhart, who seems to be different from any other man
she has ever met, 1s able to see her as a person, an
individual. However, he 1is yqt young, and has not assumed
the traits of the average adult. She then cautions him:
**'Bleiben Sie ein Junge....0der nehmen Sie Gift, bevor es
zu spidt ist...das heisst, Sie haben Talent....Mag sein, Sie
haben noch nichts zustande gebracht, ioch weiss., Vielleicht
bringen Sie es auch niemals zustande.'” (DS 12) Reinhart
subsequently becomes an artist, remains unable to assume
practical responsibilities, and has no real success in his

artistic endeavours. Her suggestions are realized, he
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plays the role of the visionary, but this is the cause of
her later rejection of him. Reinhart acts on her sugges-
tions and creates his first persona, his first false
approach to life in search of the full 1life., Yvonne goes
8o far as to introduce Reinhart as a painter, which annoys
him at the time, but which exerts a molding influence on
him., We never view the transformation within him that
allows this occupation to become his, due perhaps to the
ultimate inability of Frisch to desoribe the creative
process.

Frisch descoribes Reinhart's newly assumed occupation
in one sentence introduced before the important walk in
the woods with Yvonne. The sentence clearly shows the
artifioclality of his position: "Reinhart war Maler geworden,
--ohne dass er mit einem Wort oder auch nur mit elner Miene
weiter darauf einging, seine Pfeife stopfend, blickte er
ins Ungewisse hinaus, als wire er taub oder trdume...."
(DS 67) The imagery of uncertainty, as applied to all of
life, gives the feeling that this 1s a very important step
for him, and the references to deafness and dreaming seem
to indicate the total irrationality of the act, the lack of
basis in a perception of his self, a lack of real commitment.

Yvonne's thoughts give us a clue to the lack of
certain characteristios in Beinhagt: "das, was Reinhart
offenbar vermisste und suchte, was man zum Weiterleben
brauchte, das Unschwirmerische, Eigentliche, Wesentliche,
was uns tiefer erhilt und die Erniichterung erst wieder
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auszufillen hat, wie hitte Yvonne es ihm sagen kdnnen?"
(DS 70) She leads him on to & more involved relationship,
hoping for a change in him. She is leading him away from
a search for his inner self simply by being unable to
express to him what it is she wants in him. She oclearly
enough has expressed her desire to have him be the naive
individual who does not lose contact with nature, and he
makes & valiant attempt to do this. However, she isn't
satisfied, due to the falseness that is involved in this
exaggerated, assumed stance, and wishes for some inner
characteristics in him that are difficult for her to
express and for him to attain,

Yvonne senses Reinhart's lack of a father in the way
he talks. He has had feelings about his foster father's
lack of paternal qualities, but he has been unable to think
of the actual possibility of having had a foster father,
His feelings about the real situation are unable to surface
in an unaltered oondition. This is so closely connected
with his view of himself, that the feelings that have been
reinforoed for years cannot be negated without some radical
reaction from his ego. Even though Yvonne says, "Vielleicht
war er gar niocht Ihr wirkliocher Vater...!"™ (DS 79), we get
no indication that he is more than ocasually curious about
what Yvonne meant by this. Only upon being confronted with
the facts by the Oberst in a first-hand report, is he able
to accept this as the truth.

A postoard reproduction of Michelangelo's work, Adam,
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is compared to works in sculpture seen around the studilo,
and 18 found to be more than a "Verzierung des wirklichen
Lebens.../ es_/ tont hier die Geburt, das Wunder, die
Erweckung des Menschen....” (DS 82) Reinhart himself 1s
taking part in this oreative awakening; he 1s observing
life in a richer harvest of impressions than most achileve
after physiocal maturity. His work and efforts would
indicate that Reinhart wishes to continue this emotional
growth; however, his art works remain shallow. In order
to improve, Reinhart will have to develop the sensitivity
that will enable him to delve deeper and deeper into the
nystery of 1life with full knowledge of his abilities and
limitations and a will that is strong enough to withstand
the vicissitudes of earthly existence., We see that he is
able to attain some of these insights and to produce some
acoceptable art work at the expense of retaining an immature
approach to his surroundings. His works lack depth,
however, partly due to the lack of oconfidence in himself,
whioch 1s necessary to produce powerful, lasting works that
help explain life. For the most part, "Reinhart glihte in
Begeisterung,” (DS 82) rather than actually creating a true
work of art. Understanding is a distant cousin to creating.
The question of whether Reinhart has the inner ocapacity to
oreate a truly poetic work is academic. The faotors of

his life and his patterns of response to life in general
determine his ultimate failure., His life is doomed to

mediocrity, falseness, even absurdity as he continues
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without a congruent situation that must exist between his
true self and his degree of the unavoidable persona, 1f he
18 to be productive artistically. His assumption of the
artist persona temporarlly avolds the struggle of finding
out for himself the nature of his sgelf,

Reinhart shows Yvonne his atelier, and comments on
the works left behind by his soulptor friend: "Die haben
Zeit...Nicht wie unsereiner...Drum machen sie auch keine
gekrdnkten Gesichter, wenn sle einmal ein Jahr oder zwel
in eine leere Eoke blicken.” (DS 81) This sensation of
looking into a corner for such a long stretoch of time is
what Reinhart has been doing with his attempt at being an
artist of more than average accomplishment, He feels that
he has been peering into an empty possibility for accom-
Plishing the supernatural. Yvonne has guided him into this
occupation, and it is his lack of inner necessity to
produce a work of art that expresses deeply perceived truth
that causes the welling up of a sensation of uselessness,
He does not have the drive to producej; through his views
of nature given in the desoriptive passages, we know that
he can recognize and enjoy the experience of beauty that
is truth, but he observes rather than creates,

The soulptured works left in the atelier appear to
have a 1life of their own, to be imbued with vitality.
Reinhart selected one statue of a standing girl to unveil.
The desoription of this statue, understood to be that given
by Reinhart to Yvonne, expresses the infusion of an artistic
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element that he can see in works other than his own: "/ es_/
tont hier die Geburt, das Wunder, die Erweckung des
Menschen, die Michelangelo einmal malte: wie Gott ihn mit
dem Finger berihrt...." (DS 82) He then shows Yvonne the
card with Michelangelo's picture of Adam, the first man,

"der gerade den Kopf nach seinem Schopfer dreht,

nicht bittend eigentlich, nicht dankend fur das

empfangene Leben, nur staunend. Und wie schwer

lagtet der Korper noch auf dem Vordergrund aus

gruner Erde, dumpf und plump, als habe der Strom

des tragenden Lebens nooch nicht den ganzen Leid

erfasst. Nur im Blicke glénzt Erwachen!" (DS 82)
What we find out later, is that what Reinhart sees in Adam
is himself. He has difficulty becoming & full man; he is
able to see the beauty and vitality of life, but he is so
affected by these powerful insights into the life-foroce
as expressed in art that he loses his psychic balance; his
emotional development does not keep pace with the intellect.

Reinhart has now had the insights necessary to be able
to ocarry on and produce work of his own that also entails
such depth of expression. The movement of this seotion
nears a highpoint, having brought Reinhart and Yvonne
together and shown the progress that Reinhart has made in
his artistic endeavours. But he has lost the balancing
worldly oconcern for Yvonne's welfare, his naively rational
sensitivity to emotional needs. On the second walk together
she was not cautioned by him to wear proper shoes; she
suffers quietly as he fails to notice her predicament.
She attempts to 6njoy the evening, trying to forget the

pain her shoes cause., Reinhart is too absorbed in the
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experience of the moment. They get lost in a swampy area
and find themselves in the midst of a beautiful landscape.
Yvonne is also vulnerable to the mood Reinhart experiences,
and they "kehrten zurick in die zdrtliche Entdeckung ihres
Du."” (DS 84) The tension of possibilities of self-
acoceptance is inoreased; for a moment they meet psychically
in an ascceptance of the irrationality of the situation,
imaging the irrationality that is a part of themselves,

The following passage ocontrasts with the above loss
of worldly conocerns by Reinhart, It is summer, the high-
point of the seasons, and Reinhart is shown to have made
progress toward mastering his worldly affairs. He has
stopped living with his foster mother, and lives alone
in the atelier; he has been commissioned to paint a
portrait., Yvonne has no job, and Reinhart whistles the
whole day long. He recognizes his progress and is satisfied
with himself, not realizing the amount of progress yet
necessary to become the full man, that one viotory does
not win the war, The descriptive passage fits in with all
of this, pfecoding it: maturesoence in abundance and
references to coming events through symbols of mutability
and of catabolism,

Yvonne has some hope that Reinhart will ocome up to
standard, and they gayly make plans for the future. The
balance that Reinhart is reaching for 1s expressed in the
passage desoribing the quiet, timeless sensation produced
by still air, eto. in the days preceding the storm.
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»Jberall hatte die Zelt ihr Gefdlle verloren.® (DS 88)
Reinhart and Yvonne know that something must happen to
make their lives full, but their approach is simplistio,
and incapable of dringing success,

A rainstorm during Hortense's visit to Reinhart
expresses the turmoil going on within him., Hortense 1s
deftly mede a part of this scene, presaging the role that
she plays later. The turmoil is to a degree everybody's:
Reinhart's, Yvonne's and Hortense's, After the rainstornm,
"leuchtete der kindliche Zauber eines Regenbogens." (D3 102)
An emphasis on the naive irrational helps prepare the
»reader for the rich desoriptive passage to come as well as
for the strong move Reinhart makes toward the sensitive
artist,

This passage, 80 full of poetioc imagery and
expressive of Reinhart's sensitiveness to the artistioc
values in nature, also indicates his ocarefree approach to
recording it on ocanvas: "Er summte und pfiff, er stieg in
weglose HShen wie eine Ziege, von Wechselnden Anblicken
weiter und weiter verfuhrt...er malte, zeichnete, trunken
von Welt...." (DS 106) The words, "Yerfuhrt" and “trunken®,
give the feeling of the instablility he is evidenocing; his
inability in producing works of depth results from his
shallow approach to life. It is Prisch who carries out
the task with words, oreating the image that Reinhart ocan
only perceive.

The fall from this height of perceptiveness does not
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ocour suddenly. Reinhart and Yvonne both live through
moments of vision before Reinhart's loss of mood and his
embarrassing predicament with the cart.,

!vonng'a headscarf, desoribed preceding the "trial
of the letter", gives the appearance of a butterfly: "wie
ein Schmetterling sass es obenaufr.” (DS 118) This colncides
with the flightiness she will exhibit in leaving Reinhart
without warning. Although no words of genuine affection
reach our ears, her actions have been such as to lead
Reinhart naturally to assume her acceptance of him and a
certain amount of attachment in depth of feeling. But she
is a riddle, a Turandot!

The sudden break to Yvonne's apartment is unprepared
for the reader; he is made to feel the reaction that
Reinhart experienced. A descoriptive passage oreates the
sense of lostness in the reader. It begins with a
reference to another man in a dream of hers, without
orienting the reader as to time and place. The reader 1is
still at the lake with Reinhart, realizing only halfway
through the paragraph that Yvonne is now in her apartment
and entertaining Hauswirt. Hauswirt is desoribed as Yvonne
sees him, the antithesis of Reinhart. Three passages show
him to be aggressive, tough, and impassive; he will make 1t
a point of pride to furnish Yvonne with her heart's material
desires., Thus we know that she has rejected Reinhart.

C. Reinhart and Hortense

The dangers of Reinhart's overly-irrational approach,
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as shown in his relation to Yvonne, are the step into
ultimately unproductive loneliness and the easier pitfall
of using the irrational as an escape from the rational of
life in-the-world. Contrastingly, Hortense images the
dangers of carelessness with the self in response to the
call to the irrational in others, i.e. her attraction to
Reinhart as painter, and the attrascétion of external
rational foroes as an escape from the responsibility of
determining one's own life, 1.6. her submission to the
dictates of the materialistic life imaged by her father,

Reinhart's endeavour to discover and realize self
in his rationsl being results in few moments of balance in
harmony with self. In the midst of these false attempts
he suddenly thinks of a child of his own "das ihn iuber-
dauert, und will es, ohne Verstellung.” (DS 158) His
assocliation with Hortense and its induced recognition of
the confliot of rational and irrational, as personified by
himself and her father, triggers natural thoughts of
preservation of the self in his oconcern for a child of his
owm. This would be incongruent with Hortense without the
further development of a confrontation with the rational
forces as personified by the Oberst. But Hortense
represents the rational to a degree that 18 not consonant
with Reinhart's true self,

The highpoint in poetic imagery in relation to
Hortense ocours midway through the third chapter. This is
an isolated passage describing the sudden arrival of spring
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and attempting to create a sense of the vitality of the new
gseason in 1ts orderly reawakening from the dead ashes of

the past autumn. This fittingly occurs between Reinhart's
irrational proposal of marriage to Hortense and his
unsuccessful attempt to rationally figure the costs of
providing for a family. The irrational is having its way
with him for a time in the midst of his attempts to lead the
rational life.

One sentence from the middle of this passage shows
the piling on of images ocouring here: *ber dem Gurgel der
Quellen, noch in den Minteln des Winters, gehen die Paare
auf grunendem Teppich der Wiesen, mitten durch die
bluhenden Teiche des Feuchten, durch Lachen von Schlussel-
blumen.” (DS 182) Reinhart's heritage is too strongly
based in the irrational to be denied. His real mother's
vitality and his real father's dullness give him no solid
basis for leading a mainly rational 1ife. The oconstant
return to a sensitive acceptance of the flow of the
irrational as a positive foroce in life kéepa him from
making steady progress toward the life of the full, middle-
class citizen, And the dull status of the subjugated
intrudes consciously here in his attempt to lead the life
of an office employee,

The last passages in this chapter on the office-
employee role create a feeling of finality, a sense of the
conorete reality that Reinhart has faced and will live with,
without further attempts to develop a relationship with a
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woman., The reader has no reason to suspect that the
relationships will be taken up again. Yvonne has been out
of Reinhart's life all during this time, and the finality
of the situation with Hortense is emphasized by the
repetition in almost the same words of the last sentence in
the chapter: after Reinhart leaves the Oberst's presence;
"So ging auch das wieder zu Ende.” (DS 220) and again at
the end; "So war auch das wieder zu Ende." (DS 227)

The sense of finality, of the end of the attempt to
incorporate the irrational in existence, seen at the end of
this chapter, 18 not equal to that felt at the denouement
of novels of a former day that left all confliots resolved.
The rational-irrational oconflicts remain; but the characters
have progressed to a conclusive departure from one another.
This 1nablility to fuse two lives into a full, unitary
relationship results in the tragedy (reality?) of suspended
existence. PFrisch follows this with a final chapter which
shows the hiddenness of the vital qualities in the lives of
the characters after the irrational in their lives has been
soundly “defeated” by the "fire",

D. Ammann as Sounding Board
In the sessions during which he 18 painting Ammann's
portrait, Reinhart has difficulty getting Ammann to strike
a natural pose. Ammann is always somewhat affected, due to
his concentration on the desire to present a "good" pose

rather than to be natural, i.e. his attempt to present his
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persona as well as possible., Ammann poses to be only
natural, and it is natural for him. Relnhart, who notices
this in Ammann, cannot see that he is doing the same thing
himself. His occupation as a painter is a persona and not
& realization of a recognized self.

As 30 often happens in this novel, a character
expresses truths that he is unable to apply to himself,
Reinhart says: "Was Sie da machen, -- alles, was man macht,
ist Pose -- und zum Kotzen, gelinde gesagt, zum Kotzen!"
(DS 96) He then makes a statement, a page later, that
could well apply to himself and his problems in the later
portions of the novel: "Ich meine, Sie sollten mehr
Vertrauen haben, nur da, Vertrauen zu sich, zum lieben
Gott, was weiss ich! Vertrauen zu seinem Gesohdpf, zu dem,
was man so Mensoch nennt --" (DS 97) Thus th§ image of
striking a pose is again fundamental to the novel. People
have diffioulty being themselves.

A lengthy monologue that Reinhart delivers to Ammann
at the next sitting ocours after Reinhart's break with
Yvonne, and shows his strong reaction to the events and
his subsequent grasping at straws of ready-made solutions
to his dilemma. He mentions Turandot again, but this time
he relies on a rational approach,'usins the intuited truth
to reach an end through rational means. The movement away
from the contact with the elusive grounds of truth-
peroception rising from the suboonscious causes him to veer

away from the contact with the path that may have led to
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the revelation of further truths. Such images as the
following indicate a reliance on cliches: "die Frau als
Kamerad....Am Ende zeigte es sich als<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>