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a k s t f £ a o t : "

»Si>ace an d  Symbolism in  th e  R estau ra tio n  Novelle<

With P a rtic u la r  R eference to  Jerem ias G otthelf’s Die 
Schw arze S p in n e . A d albert S t i f te r ’s P e r  Hochwald 

an d  F ran z  G rillp a rz e r’s P e r  Arme Snielm ann

by
Keith Alan B a r tle tt

The s tu d y  looks a t  symbolism, esp ec ia lly  th e  symbolism of space  
and  v isu a lity , in  th re e  R estau ra tio n  Novellen.

G otthelf’s Pie Schw arze S n inne  p re s e n ts  a  re lig io u s  dilemma in 
sp a tia l form. Specific m otifs su ch  a s  ch an g in g  sh ap e  an d  ab sen ce  of 
position  become c o n s is te n t c o rre la te s  of evil. If  th e  g o d less  c h a ra c te rs  
a re  fo re ig n e rs  who have  abandoned  th e ir  fo rm er homes, th e  C h ris tian  
ones affirm  and  re s to re  ex istin g  space , rem ain ing  w here  th e y  w ere  bo rn . 
This c o n tra s t  re la te s  to  th e  o v e r-r id in g  co n cep t o f >Neu-gier4C in th e  
Novelle. G otthelf's  u ltim ate re je c tio n  of a n y th in g  new  is  g iven  sp a tia l 
form an d  placed w ith in  i ts  e th ical, political and  re lig io u s  con tex ts.

As in G otthelf’s Novelle, th e  lan d scap e  d e sc rib e d  in  th e  fram e of 
S t i f te r ’s P e r Hochwald c re a te s  sp a tia l norm s w hich em body e th ica l 
v a lues. By c o n tra s t, th e  rem ain d er of Novelle -  dealing  w ith  C la rissa ’s 
love fo r  Ronald and  th e  Sw edish sack in g  of h e r  f a th e r ’s  c as tle  -  
p o r tr a y s  dev iations. T hese two s tr a n d s  of p lo t a lso  ru n  in  p a ra lle l, w ith  
th e  fall of th e  cas tle  em erg ing  as an  a lleg o ry  of C la rissa ’s  loss of 
innocence. In  o b se rv in g  th is  d is a s te r  th ro u g h  a  te le sco p e  sh e  w itn esses  
h e r  own moral downfall. B ut th e  cas tle  also  a p p e a rs  a s  a  »dice^, th e  
u ltim ate symbol of fa te . The q u estio n  of re sp o n s ib ility  is  th e re fo re  n e v e r  
reso lv ed .

In  G rillp a rze r’s P e r  Arme Soielm ann th e  elem ents of p lace, position  
and  movement have n a r ra tiv e  fu n c tio n s . Above all th e y  develop  th e  
a n tith e s is  betw een Jakob  an d  »das Volk4:. This a n ti th e s is  p o sse sse s  a  
moral dim ension, w ith ab sen ce  of movement g e n e ra lly  convey ing  an  
alleg iance to  th e  p a s t. While c o v e r t form s of ^ th e a tr ic a ls  symbolism 
su s ta in  th e  opposition  of Jakob  an d  socie ty , th e  d e sc rip tio n  of th e  
fe s tiv a l also c re a te s  a  ne tw ork  of analog ies betw een  them . The n a r ra tiv e  
is also  su s ta in e d  on v a rio u s , co n flic tin g  levels  c o n c u rre n tly , p re se n tin g  
a  world which is  d ia lectica l -  s im ultaneously  d isc o rd a n t an d  harm onious. 
This a ll-p e rv a s iv e  re la tio n sh ip  f in d s  its  u ltim ate ex p ress io n  in  Ja k o b ’s 
room.



»Die F re ih e it is t.,.e ig en tlich  d e r  le e re  Raum, den  die 

M enschen mit s ittlic h e n  T aten  e rfiiilen  sollen«.

A d albert S tif te r : >Die O c tro ie rte  Verfassung<3C, in 
PadagQ gische S c h r if te n . (P ad e rb o rn , 1960), 30.
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I. INTRODUCTION

Each in d iv id u a l has his o r h e r  own un ique  p e rcep tio n  of space. 

Size is  re la tiv e  to  o n e’s own s ta tu re , colour a  m ere ^ sen sa tio n  p roduced  
on (th e ) eye b y  ra y s  of decom posed light^^. P r iv a te  experience , social 

cond ition ing  a n d  h e re d ita ry  fa c to rs  combine to  sh ap e  a p e rso n a l 

aw aren ess  in  w hich  c lau s tro p h o b ia  and  ag o rap h o b ia  a re  b u t two of th e  
m ost extrem e re flex es. S im ilarly e v e ry  g en era tio n  has a  d if fe re n t 

u n d e rs ta n d in g  of space. Any m odern re sp o n se  m ust be p a r t ly  defined  

by  a d v an c e s  in  m ic ro -p h o to g rap h y , th e  in v en tio n  of u ltra -so n ic  scann ing  
an d  th e  a,chievem ents of a s tro n a u ts . Such developm ents have a common 
im pact, c o u n te r in g  a n y  p u re ly  in d iv id u a l n u ances. The p e rcep tio n  of 

sp ace  is  th e re fo re  bo th  a  p e rso n a l and  a h is to rica l p ro cess . I ts  l i te ra ry  

p re se n ta tio n  is a  leg itim ate topic fo r an a ly sis  on bo th  coun ts.

A fa sc in a tio n  w ith o rig in s  a ro se  d u rin g  th e  m id -n in e teen th  

c e n tu ry : Darwin was s tu d y in g  h e re d ity , Marx and  Engels in v e s tig a tin g  
th e  im pact of m an’s social ro o ts . S im ultaneously an  in te re s t  in  man’s 

g eo g rap h ica l leg acy  was em erging: museum s sp ra n g  up  a t  an  
u n p re c e d e n te d  ra te  and  local h is to ry  became a  common p u rs u it ,  
te s t ify in g  to  th e  in te r e s t  in space as p a r t  of a  chronological p ro cess . 

L ite ra tu re  took  on a s tro n g e r  to p o g rap h ica l f la v o u r, w ith c re a tiv e  w orks 

be ing  g iv en  a u th e n tic  s e tt in g s  as p a r t  of a new realism . M ajor a u th o rs  
also  b eg an  com piling leg en d s from, o r  w riting  ab o u t, specific  localities: 

th e  y e a r  1841 alone saw S tif te r  w ritin g  his Aus dem Alten Wien. G otthelf 

h is B ilder u n d  S agen  aus d e r Schw eiz. D roste-H ülshoff h e r  B ilder aus 

W estfalen an d  Storm  collecting  local ta le s  n ea r th e  Danish b o rd e r.

This d ecade  also form s a m ajor s ta g in g -p o s t in C en tral E uropean  
h is to ry . The o u s tin g  of th e  F ren ch  a r is to c ra c y  in 1789 and  th e  

Napoleonic Wars e a r ly  th e  next c e n tu ry  had c re a te d  a new political 

tu rb u le n c e , th e  r ip p le s  of which w ere co n tin u in g  to  d is tu rb  an  a lre ad y  

u n s ta b le  equ ilib rium . The tro u b led  ten sio n  betw een political re p re ss io n  

an d  p o p u la r u n e ase  th a t  had ex isted  since th e  C ongress of V ienna of

Cimc.isg-QxfQrd Dictionary.
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1815 su d d en ly  e ru p te d  in to  open conflic t, o v e r tu rn in g  M ette rn ich ’s 
a r is to c ra tic  lead e rsh ip . Such u p h eav a ls  in  th e  political e s tab lish m en t 

had  also  p rom pted  th e  grow th  of nationalism  in bo th  Germany an d  th e  

A u strian  Em pire, ra is in g  fu r th e r  q u estio n s  ab o u t th e  v a lid ity  of ex isting  

g eo g rap h ica l b o u n d arie s . In d u s tr ia lisa tio n  was a lso  ch an g in g  th e  face of 

society : c a p ita lis t v a lues were ga in ing  accep tan ce , th e  pow er of money 

ch a lleng ing  th a t  of a n c e s tra l r ig h ts . C en tres  of population  em erged  and  

fac to rie s  ch an g ed  th e  p rofile  of th e  landscape. The f i r s t  ra ilw ays w ere 

being b u ilt, s h r in k in g  th e  e a r th  and  th re a te n in g  to  rep lace  tra d itio n a l 
v a lues like  »A ngesessenheit«  w ith th o se  re la te d  to  mobility. Political and 

social developm ents th e re fo re  found a  sp a tia l focus, a s  ch an g es  to  m an’s 
env ironm en t m irro red  th o se  in th e  po litical an d  social landscape.

T hese ch an g es  w ere also re fle c ted  in  th e  p o rtra y a l of sp ace  in  
w orks of a r t .  The lan d scap es  p re fe r re d  in th e  f i r s t  two d ecades of the  

c e n tu ry  had  been  open  and  en d less , th e  eye being  draw n c o n s is te n tly  
u p w ard s  an d  in to  th e  d is tance . Any sh ap es  w ith in  them had  been  
g en era lly  random  an d  lacking  co herence , o ften  m erging  w ith one an o th e r. 
Space a p p ea re d  to  be p re se n te d  no t fo r i ts  own sake , b u t a s  a  v is ta  
d esig n ed  to  in tim ate som ething m ystical a t  an  u n defined  p o in t o u t of 
s ig h t. T hese in fin ite  lan d scap es  en co u rag ed , even  dem anded movement, 

movement which was o ften  ind iscrim inate , a r b i t r a r y  and  acc id en ta l. In  a 
c u ltu re  dom inated by  a longing fo r th e  unknow n, space  became a  p re te x t 

fo r a horizon .

By th e  middle of th e  c e n tu ry  th is  ty p e  of lan dscape  had  been  
d isca rd ed . Space was no t only  being  p re se n te d  fo r its  own sake; th e  

m ajestic  and  v a s t  a re n as  favou red  b y  th e  Romantics had y ielded  to  

sec luded  and  lim ited dom estic s e tt in g s . T hese no t only p o sse sse d  a v e ry  

d is tin c t horizon  b u t w ere u sually  segm ented  in  n a tu re  -  d iv ided  up  in to  
specific  an d  c lea rly  delineated  a re a s , each  of w hich had its  own 

p a r tic u la r  c h a ra c te r is tic s . Romantic »W anderlust« had given  w ay to  

p a tte rn e d , re g u la r  movement betw een fixed p o in ts  w ithin lan d scap es  

which im peded motion -  indeed  o ften  to  no movement w hatsoever. The 

closed sp ace  of th e  1840s is as c h a ra c te r is tic  of R es tau ra tio n  c u ltu re  as 

th e  in fin ite  lan d scap e  had  been of th e  p rev io u s  generation^ . This

Compare: »G erade d ieses zen tra le  Raummotiv, d e r  gefiihlvolle Blick 
vom u m fried e ten  Raum au s d u rc h s  F e n s te r , sch e in t mir e inen  
W esenszug d a rz u s te lle n , d e r  Raabe mit v ie len  etw as a lte re n  
Z eitgenossen  v e rb in d e t und w elchen als "b ied erm eie rlich ” zu
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^ in c rea sed  in te re s t  in to p o g rap h ica l d e ta ils  has o ften  been  » w ritten  off
o

as  m ere reg ionalism ^ , b u t re s tr ic te d , en clo sed  a re a s  v e ry  much shape  

B iederm eier c re a tiv i ty , lead ing  to  an  em erg ing  fasc in a tio n  w ith 

a rc h ite c tu re , m an’s most fundam en tal a tte m p t to  define  h is  own space,

German l i te r a r y  sch o la rsh ip  has  been  tra d itio n a lly  in te re s te d  in  

lan d scap e  an d  n a tu re , co n cep ts  w hich -  w ith  th e ir  s tro n g  conno ta tions 

of in d ig en o u s va lue  -  appealed  to a  c u ltu re  seek in g  its  own roo ts . 

D issa tisfaction  w ith  th e se  co n cep ts  was re fle c ted  in  th e  e stab lish m en t of 

th e  l i te ra ry  c a te g o ry  of 3>Raum<K in th e  1960s and  1970s'*. Space, a s  th e  

tra n s la t io n  of »Raum«, em braces n o t on ly  n a tu ra l  lan d scap e , b u t also 
u rb a n  en v iro n m en ts , dom estic in te r io rs , th e  sea  and  th e  v e rtic a l 

dim ension. As th a t  dim ension w hich is p o ten tia lly  exp lorab le  by  v ision  
an d  movement, » space«  fac ilita tes  a  more a b s tr a c t  ap p ro ach  th a n  

» landscape«  and  th u s  th e  inc lusion  of elem ents like sh ap e  and  d irec tion .

Most of th e se  re c e n t s tu d ie s  of sp ace  have  been  la rg e ly , indeed  
o ften  p u re ly , d e sc rip tiv e . D istinctions have  been  ad v o ca ted , c a teg o rie s  
c re a te d  and  space  c lass ified  acco rd ing  to  th e  new typo logy . T hese 
a n a ly se s  have  o ften  had  a b road  base , com paring th e  env iro n m en ts  and  
sp a tia l motifs p re s e n te d  in a ra n g e  of w orks by  th e  same a u th o r . As a  
re s u l t  many of th e se  s tu d ie s  have seem ed ex cessive ly  a b s tra c t ,  and  while 
develop ing  a  va lid  new ap p ro ach , th e y  o ften  a p p e a r  to  » b y -p ass«  th e  

w orks in q u estio n  and  even  th e  a u th o r . In  looking a t  th e  re la tio n sh ip  

betw een sp ace  an d  symbolism, th is  s tu d y  a ttem p ts  to  draw  ou t th e  

p o ten tia l m eaning of specific  locales. I t  seek s  bo th  to  d esc rib e  them  

an d , h av in g  id en tified  th e ir  re fe re n tia l im plications, to  place them  in  th e

beze ich n en  man wohl n ich t a n s te h e n  w ird ...D er Blick vom U m hegten 
in s  (re la tiv )  O ffene is t  eine d u rc h g a n g ig e  R aum vorstellung , u n d  man 
g e h t wohl n ich t feh l, wenn man sie a ls  K o n k re tis ie ru n g  eines 
bestim m ten L ebensgefiih ls  bew ertet< . M eyer, Herman: »Raum und  
Zeit in  Wilhelm R aabes E rzah lk u n st« . In  D eutsche V ierte l- 
■ iahresschrift f u r  L ite ra tu rw isse n sc h a f t und  G e istesg esch ich te  27, 
1953, 237-267, h e re  245-6. Also: »So is t  den  R om antikern im 
G egensatz  zu  S tif te r  d e r  w eite Raum e rfiil lt, sie schw ingen  in  ihm, 
und  se in e  O ffenheit is t die O ffenheit ih r e r  Seele. So e rle b en  sie  im 
Raum au ch  n ich t die U nend lichkeit, so n d ern  ih re  eigene 
U n b e g ren z th e it, sie ken n en  n ic h t den  H orizont, so n d e rn  eine in s  
Blaue verdam m ernde F e rn e t. W olbrandt, C hris tine : Der Raum in d e r 
D ichtung A d a lb ert S tif te rs  (Zürich 1967), 137.

 ̂ P aulin , Roger: The B rief Compass. The N in e teen th -C en tu rv  German 
Novelle (Oxford, 1985), 67-8.

* See, fo r  exam ple, W olbrandt, op. c it., an d  Irm sch e r, Hans D ietrich: 
A d a lb ert S tif te r . W irk lich k e itse rfah ru n g  u n d  G egenstand liche  
D arsteH ung (M unich, 1971), p a r tic u la r ly  p ag es  140-261.
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w ider co n tex t of re la te d  spa tia l an d  v isual m otifs. I t  a ttem p ts  to  an a ly se  

no t only  specific  sym bols b u t a lso  to  sum m arise th e  ten sio n s  inform ing  

th e  sp a tia l dim ension as  a  whole an d  to  u se  th e se  as a  key  to  th e  

in te rp re ta tio n  of in d iv id u a l w orks -  in s h o r t to  make space a s  an  
a b s tr a c t  e n tity  » re lev an t<  to  th e  c re a tiv e  im pulse.

The Novelle, th e  dom inant l i te ra ry  g e n re  in  m id -n in e teen th  c e n tu ry  

Germ any, owes i ts  p re-em inence  as  much to  th e  re d u c tiv e  t r e n d  th a t  was 

seen  in  th e  p o r tra y a l of space as to  th e  p o p u la rity  of l i te ra ry  

pe rio d ica ls  and  alm anachs d u rin g  th e  period . In  i ts  com pactness, ta u t  

s t ru c tu re ,  se lec tiv e  v isu a lity  an d  p re fe re n c e  fo r  intim ation r a th e r  th a n  

a rtic u la tio n , i t  has long been reco g n ised  as  form ing an ideal veh ic le  fo r 

sym bolic illum ination^. Indeed , since  Hey se p o s ited  h is famous 

»Falkentheorie<(, a  v isu a l focus and  symbolic d e n s ity  have o fte n  been  
re g a rd e d  as  a p re - re q u is i te  of th e  g en re . The »Rahm ennovelle«, above 

all, w ith  i ts  sh if t  in  n a rra tiv e  p e rsp e c tiv e , g ives th is  symbolism s h a rp e r  
co n to u rs  and  g re a te r  defin ition.

This th e s is  c o n s is ts  of an a ly ses  of th re e  sh o r t  R es tau ra tio n  p ro se  
w orks: Die Schw arze Soinne by  Jerem ias G otthelf, Der Hochwald b y  
A dalbert S tif te r  an d  Der Arme Spielm ann by F ran z  G rillparzer. A lthough 
none of th e se  w orks w ere in itia lly  d e sc rib ed  a s  »Novellen< b y  th e ir  

a u th o rs , th e ir  form co rre sp o n d s  to  th e  m odern usage. In d eed , th e y  
have o ften  been  view ed as model Novellen. As all of th e se  w orks w ere 

p u b lish ed  in th e  sev en  y e a rs  p reced in g  th e  1848 rev o lu tio n , th e y  also  
p ro v id e  a c o n ce n tra te d  sample fo r  analysis .

Each of th e  Novellen has a  h is to rica l them e. But a lth o u g h  th e y  

d ep ic t rea l e v e n ts  -  th e  m ediaeval p lague in  Die Schw arze S o in n e , th e  

T h irty  Y ears War in  Der Hochwald and  th e  flood of Vienna in  Der Arme 

Spielm ann -  th e  a u th e n tic  con tex t a c ts  as a  fic tio n a l p latform . Each

® This was confirm ed by  F ried rich  Schlegel a s  e a r ly  as 1801 -  »die 
NoveUe is t  s e h r  geeig n e t, eine su b je k tiv e  Stimmung und  A nsich t, 
un d  zw ar die tie fs te n  und e igen tiim lichsten  d e rse lb e n  in d ire k t  u n d  
gleichsam  s in n b ild lich  darzustellen ...M an iso lie re  d iese n a tiir lich e  
E igenheit der. Novelle, man gebe ih r  die h o ch ste  K raft u n d  
A usb ildung , u n d  so e n ts te h t  jen e  oben e rw ah n te  A rt d e rse lb e n , die 
ich die a lleg o risch e  nennen  m ochte, und w en ig sten s , mag man sie  so 
Oder a n d e rs  beze ichnen  sollen, sich  immer a ls d e r Gipfel und  die 
e ig en tlich e  Bliite d e r  ganzen  G attung  bew ahren  wird4:. Schlegel, 
F ried rich : »N achrich t von den po e tisch en  W erken des Jo h an n es  
Boccaccio«, in K ritische  F ried rich -S ch leg e l-A u sg ab e . h e ra u sg e g e b e n  
von E. B ehler, (Munich, 1967), Band II, 393-395.
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Novelle also p o r tr a y s  a  d is tin c t ty p e  of space: G otthelf’s is s e t  w ith in  a  

narrow  Swiss va lley , S t i f te r ’s in  th e  expansive  fo re s te d  reg io n s  of 

Bohemia while G rillp arze r ta k e s  us in to  th e  u rb a n  m etropolis of Vienna. 

In  each  work dom estic space h as th e  same s ta tu s  as  n a tu ra l  lan d scap es , 

w ith hum an c o n s tru c tio n s  p lay ing  a  c e n tra l ro le  in  each  in te rp re ta tio n .

I should  like  to  th a n k  th e  D epartm ent of E ducation  an d  Science 

and  th e  D eu tscher A kadem ischer A u stau sc h d ien s t fo r  th e ir  financial 

su p p o rt; th e  s ta f f  of th e  S taa tsb ib lio th ek  P reu fiisch e r K u ltu rb es itz  in  

B erlin an d  of H am burg U n iv e rs ity  L ib ra ry  fo r  th e ir  a s s is ta n c e  in  m a tte rs  
of re se a rc h ; P ro fe sso r  M artin Swales of U n iv e rs ity  College London fo r 

h is encou ragem en t an d  advice , and  Dr Ian  Roe of R eading U n iv e rs ity  fo r 

h is comments an d  an e a r ly  glim pse of h is fo rthcom ing  book on
I 1 1 1 1 1 1 1 1 1 1 1 “  I r* ( « « < I I t I I I I I I I t I I I I I

G rillparzer; th e  s ta f f  of L e ices te r U n iv e rs ity ’s German D epartm ent; and  

R enate, A nita and  L inda S tapel, th re e  g en e ra tio n s  of one fam ily, who 
su p p o rte d  me in  th e ir  v e ry  d if fe re n t ways. My in te r e s t  in  th e  
R estau ra tio n  NoveUe stemmed from le c tu re s  g iven  b y  my su p e rv iso r , Miss 
P. M. Boswell.
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JEREMIAS GOTTHELF’S DIE SCHWARZE SPINNE

Jerem ias G otthelf’s Novelle Die Schw arze Sp inne  re la te s  th e  e v en ts  

s u rro u n d in g  a  c h r is te n in g  in  th e  Sw iss Emmental. The tra d itio n s , 

ex p ec ta tio n s  and  o b se rv an c es  th a t  th e  occasion em braces a re  d e sc rib ed  

in  d e ta il w ith in  th e  th re e  sec tio n s  of th e  fram e. D uring th e  c o u rse  of 
th e  d ay  th e  b a b y ’s g ra n d fa th e r  n a r r a te s  two leg en d s . J u s t  a s  th e  
c h r is te n in g  o pens up  b r ig h t  p e rs p e c tiv e s  of h is  h o u se ’s fu tu re , so th e se  

two in te rn a l n a r ra tiv e s  ta k e  u s  b ack  to  i ts  som bre an d  d is ta n t p a s t, 

tra c in g  th e  two occasions w hen th e  g o d le ssn e ss  of i ts  in h a b ita n ts  led to  
th e  v a lley ’s d ev as ta tio n  b y  à  p lag u e  of b lack  ispidèrè. A côofding to  th e  

leg en d s  th e  m other s p id e r  is he ld  cap tiv e  in  an  a n c ie n t b lack  window 
p o st. This has  re ta in e d  i ts  p lace  n ex t to  th e  door in  th e  su ccess iv e  
h o u ses  th a t  have been  b u ilt fo r  th e  family on th e  s ite .

The N ovelle’s s e tt in g  is a u th e n tic . The v a lley  is  th a t  of Wasen, to  
th e  N orth  E ast of B erne. A sim ilar b lack  window p o s t w as s till in  
ex istence  in  th e  va lley  a t  th e  tim e of th e  F ir s t  World War.

2.1 MAN AND SPACE IN THE FRAME

Like S t i f te r ’s Der Hochwald an d  G rillp a rz e r’s Der Arme Spielm ann. 

Die S chw arze S p inne  b eg in s  w ith  a  to p o g rap h ica l d e sc rip tio n . T h rough  

th e  medium of g rad u a l, sy stem atic  movem ent G otthelf e s ta b lish e s  h is  

space , g u id in g  h is r e a d e rs  s tep  b y  s tep , s te a d ily  an d  m ethodically , 
to w ard s  th e  focal po in t of th e  ac tio n . He b eg in s  w ith  th e  w idest 

p e rsp e c tiv e , th a t  of cosmic sp ace  and  th e  image of th e  su n  r is in g  o v e r 
th e  walls of the- va lley  of Wasen:

»Ü ber die B erge hob sich  die Sonne, le u c h te te  in  k la re r  
M ajesta t in e in  f re u n d lic h e s , a b e r  en g es  Tal...< [7]*.

All p ag e  re fe re n c e s  to  Die S chw arze  S p inne  a re  g iv en  in  sq u a re d  
b ra c k e ts  and  ta k e n  from Volume XVII of Jerem ias G otthelf: Sam tliche
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Having e s ta b lish e d  th e  e x te rn a l p a ra m e te rs  of th e  action , th e  

p ro g re s s io n  is  co n tin u ed , th e  o u ts k ir ts  of th e  valley  form ing th e  n ex t 
p o r t  of call:

»Aus vergo lde tem  W aldessaume sch m e tte rte  die Amsel ih r  
M orgenlied, zw ischen  fu n k e ln d e n  Blumen in  perlendem  Grase 
to n te  d e r  s e h n sü c h tig e n  W achtel e in to n en d  M innehed, ü b e r  
d u n ke ln  Tannen  ta n z te n  b rü n s t ig e  K rahen ih r  en  
H ochzeitre igen  o d e r  k ra c h z te n  za r tlich e  W iegenlieder ü b e r  
die d o rn ich ten  B e ttc h e n  ih r e r  u n g e fie d e r te n  Jungen<  [7].

The second  p a ra g ra p h  ta k e s  th e  re a d e r  from  th e se  specific  

o u tly in g  a re a s  to w ard s  th e  m iddle -

»In d e r  Mitte d e r  so n n en re ic h e n  Halde h a tte  die N atur einen  
f ru c h tb a re n , b esch irm ten  Boden e in g eg rab en .,.<  [7]

^ w here , n e s tlin g  in  th e  c e n tre  of an  o rc h a rd , th e  H ornbach fa rm house  -  

th e  d a y ’s c e n tre  of o p e ra tio n s  -  ap p ea rs :

» m itten d rin  s ta n d  s ta t t l ic h  u n d  b lank  ein schones Haus, 
eingefaG t von einem  p ra c h tig e n  B aum garten<  [7],

Here th e  well p ro v id e s  th e  in itia l p o in t of re fe re n ce : h o rse s  a re  being  
com bed »in d es B ru n n e n s  NaheC [8]; th e  cows a re  d rin k in g  o u t of th e  
tro u g h ; and  th e  m aids a re  w ash ing  th e ir  faces  an d  collecting  w a ter fo r 

th e  house. The re a d e r  is  th e n  co n d u cted  th ro u g h  th e  fa rm y ard  v ia  th e  
3>rein g e fe g te r  Bank v o r  dem H ause n eben  d e r  Türe< [8] befo re  being  

t r a n s p o r te d  in sid e  th e  b u ild in g  in to  th e  »weite« k itch en  [9], H ere th e  

n a r r a to r  fo cu ses  on sm aller o b je c ts , each of w hich also has i ts  own 
sp a tia l a t t r ib u te s :  th e  »m achtiges<  f ire  [9], th e  »w eite(r)«  pan  [9] and  

th e  coffee-m ill w hich is »zw ischen  den  Knien e in e r  fr isch g ew asch en en  
Magd« [9].

A num ber of schem atic  p rin c ip le s  sh ap e  th is  jo u rn ey . I t  is  

s t r u c tu r e d  acco rd in g  to  a  law of d im inish ing  size  and  also p ro g re s se s  

from  th e  o u ts k ir ts  to  th e  m iddle, s tead ily  m oving in w ard s  from th e  

c e n tre  of th e  u n iv e rse  to  i ts  c o u n te rp a r t  in  th e  valley^. In d eed , as  th e  

jo u rn e y  te rm in a te s  a t  th e  e n tra n c e  to  th e  ce lla r, a  f u r th e r  common 

form ula can  be id en tified : p ro g re s s io n  dow nw ards. System atic  and

W erke in  24 B anden . h e ra u sg e g e b e n  von R udolf H unziker, Hans 
B loesch, K urt G u g g isb erg  u n d  W erner J u k e r  (Munich, B erne, Zurich, 
1911-1977).
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c o n s is te n t d irec tio n  is a  c en tra l fo rce  in th is  p redom inan tly  v isu a l 

p o r tra it .

This sen se  of p a t te rn  th a t  th e  sp a tia l p o r tr a i t  co nveys is 

cem ented  b y  f u r th e r  id en tifiab le  seq u en ces  w ith in  th e  open ing  

d e sc rip tio n . The second sen ten ce  no t only  tra c e s  th e  p ro g re s s io n  from 

m orning to  n ig h t -  »M orgenlied...W iegenlied« [7] - ,  a s  indeed  th e  th re e  

sec tio n s  of th e  fram e do; th e  n a tu ra l p ro g re s s io n  from  love -  

»M innelied^ [7] - ,  th ro u g h  m arriage  -  »H ochzeitreigen< [7] -  to  b ir th  -  

^ u n g e fie d e rte n  Ju n g en <  [7] -  is  a lso  p re s e rv e d . A sim ilar seq u en ce  

u n d e rlie s  th e  in tro d u c tio n  of th e  c h a ra c te rs  who -  a s  m em bers of a 
p a tr ia rc h a l B ern ese  »Grofifamilie<t -  a re  in tro d u ce d  la rg e ly  in  h ie ra rch ica l 

o rd er^ .

In  e s ta b lish in g  th e  geograph ica l co n tex t of Die Schw arze Spinne 

G otthelf is n o t u n d u ly  concerned  w ith  stim ula ting  th e  re a d e r  b u t  more 
w ith  e s ta b lish in g  p a tte rn s . The p rin c ip le s  of c o n s ta n t d irec tio n  and 

re g u la r  re d u c tio n  in  size and  th e  p re fe re n c e  fo r  ty p ica l, even  
s te re o ty p ic a lly  Romantic imagery* can th e re fo re  bo th  be seen  as 
ev id en ce  of a  re je c tio n  of c re a tiv i ty  in fav o u r of p re d ic tab ility . G otthelf 
has  a s e t s ta r t in g  po in t and  a p red e te rm in ed  d estin a tio n . With alm ost 
m echanical, c lockw ork c e r ta in ty  he slowly lead s  th e  r e a d e r  to w ard s his 

goal. T h ro u g h  r e c u r r e n t  motion inw ards an d  dow nw ards G otthelf c re a te s  

and  sa tis f ie s  ex p ec ta tio n s  in  h is re a d e rsh ip . He e s ta b lish e s  norm s by  

e n co u rag in g  th e  re a d e r  to  th in k  in  seq u en ces  and  p a tte rn s .

The im agery  may be Romantic b u t th e  choice of lan d scap e  is not. 
N atu re  is  no lo n g e r th e  focus of a tten tio n . G o tthelf’s lan d scap e  h as 

becom e dom estica ted , dom inated b y  a  hum an a r te fa c t ,  an  edifice. Gone 
a lso  is th e  in fin ite  v is ta , rep laced  by th e  closed  sp ace  of th e  »enges

 ̂ » Je d e r  A bsatz  b r in g t  ein  g esch lo ssen es  Bild, u n d  in gerad H n ig er 
Folge f i ih re n  die B ilder allm ahlich in s  In n e re  des H auses hinein«. 
S a lfin g e r, Theodor: G otthelf u n d  Die Romantik (Basel, 1945), 151.

 ̂ Compare Lindem ann, Klaus: Jerem ias G otthelf. Die Schw arze Spinne. 
Zur b ied erm eierlich en  D eutung von G eschichte und  G esellschaft 
zw ischen  den  R evolutionen (P ad erb o rn , 1983), 188.

* H ughes sp ea k s  of th e  » ra th e r  faded  rom anticism s^ of th e  open ing  
p a ra g ra p h s . H ughes, G.T: »Die Schw arze S p inne  as  F iction^. In  
German Life and  L e tte rs  9, (1955-6), 250. R. E. Keller -  in  h is  e ssa y  
^L anguage  and  S ty le  in  Jerem ias G otthelf’s Die Schw arze S p inne«.
In  German Life and  L e tte rs  (10, 1956-57), 5-6 -  echoes th is  one 
y e a r  la te r . S a lfin g er sees  Die Schw arze Sp inne  as  th e  most Romantic
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TaK [7], »d iesen  Winkel in  diesem  engen  G raben« [25]. In d e e d , th is  is  

no t on ly  c losed , i t  is  com partm entalised  space . The r e s t r ic te d  v is io n  of 

th e  va lley  of Wasen is  h igh ly  s tru c tu re d . Each segm ent w ith in  th e  

va lley  is in tro d u ce d  ind iv idua lly . Each is d if fe re n tia te d  from  its  
immediate s u rro u n d in g s . T hese spaces do n o t flow in to  one a n o th e r . 

They a re  q u ite  d is tin c t e n titie s , each  being  d e sc rib e d  in  seq u en ce  in  a  

s e p a ra te  p a ra g ra p h . The space  is d e livered  in  in s ta lm en ts  a s  p a r t  of a  

h ig h ly  s t ru c tu re d  gu ided  tour®.

The g e o g ra p h y  of Die Schw arze S p inne  is one in  w hich p o sitio n , 

esp ec ia lly  re la tiv e  position , g a in s  s ign ificance . P rep o s itio n s , a d je c tiv e s  
and  e p ith e ts  re la tin g  to  locations abound in  th e  open ing  p a ra g ra p h s .
The su n  r is e s  > i/h e r die Berge<; th e  th ru s h  is  s in g in g  > au s  verg o ld e tem  
W aldessaume^ [7]; th e  quail is  '^zw ischen  fu n k e ld e n  Blumen in  perlendem  
Grase< [7]; th e  crow s e ith e r  dancing  d u n k e ln  Tannen< [7] o r
s in g in g  '!>über d ie d o rn ic h te n  B ettchen  ih re r  u n g e f ie d e r te n  Ju n g en «  [7]®. 
The c h a ra c te rs  a re  also  g iven  th e ir  b ea rin g s . All of th e  m ajor 
c h a ra c te rs  a re  n o t only  d ep ic ted  in  re la tio n  to  space , th e y  a re  id e n tif ie d  

w ith  specific  locations, p laces w here  th e y  e x e r t  pow er. The g ra n d fa th e r  
is  p a tro llin g  th e  fa rm y a rd , g iv ing  in s tru c tio n s  an d  e n su r in g  th a t  
e v e ry th in g  is c lean  and  tid y  fo r  th e  c h ris te n in g . The g ra n d m o th e r h as 

h e r  place » v o r dem Hause n eb en  d e r  TüreC [8], o v e rsee in g  th e  e n tra n c e  

to  th e  fa rm house  and  m aking su re  th a t  all th e  p igeons g e t th e i r  fa ir  

sh a re  of th e  b read cru m b s. The m other of th e  n ew -b o rn  b ab y  is  

id en tified  w ith  th e  k itch en , s tan d in g  h u n te r  d e r  o ffen en  S tu b e n tü re «  

an d  g iv ing  in s tru c tio n s  to  th e  midwife on how to  make th e  coffee. Each

of G o tthelf’s w orks. S a lfin g er, op. c it., 147. For L indem ann th e  
open ing  is  » p a th e tisc h  anm utend«, op. c it., 177.

In  th is  r e s p e c t  i t  is  d iff icu lt to  ag ree  w ith H eufer, who n o te s  a  
»m erkw ürd ige  R aum losigkeit und  feh lende  P e rsp e k tiv ik  d e r  
D arste llung«  in th e  open ing  p a ra g ra p h s . »Dem E rza h le r  l ie g t 
au g en sch e in lich  w enig d a ra n , die O rtsv e rh a ltn is se , D is tan zen ...zu  
k o n k re tis ie ren C . H eufer, Jo rg : Das V aterb ild  a ls  K ennzeichen  
l i te ra r is c h e r  W eltdeutung (Cologne, 1975), 39. The open ing  
d e sc rip tio n  la ck s  in d iv id u a lity , no t sp a tia lity .

T h ere  is  co n sid e rab le  a c tiv ity  »u/n das schone  Hausse [8]; th e  h o rse s  
a re  be in g  combed >in des B runnens Nahe^ [8]. The house  i ts e lf  is 
in  th e  m iddle of th e  ^ fru c h tb a re n , b esch irm ten  Boden< [7], w hich 
its e lf  is » in d e r  M itte  d e r  so n n en re ich en  Halde< [7].
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of G otthelf’s m ajor c h a ra c te rs  has a  d e s ig n a te d  sp h e re  of in flu en ce , a  

p ro p e r  place^. E v e ry b o d y  is w here he o r  sh e  should  be.

The lan d scap e  p re se n te d  by th e  n a r ra to r -g u id e  is  s tab le  and  

en d u rin g . The co n tem porary  valley  of Wasen rem ains c o n s ta n t, its  

a t t r ib u te s  fixed. The p o r tr a y a l  exudes com pactness, so lid ity , c e r ta in ty . 

E v e ry th in g  f i ts  n ea tly  to g e th e r .

The H ornbach  farm house epitom ises th is  q u a lity  o f perm anence. 

W henever th e  house  h a s  become d ilap ida ted  th e  o c c u p a n ts  have  decided  
to  ad o p t th e  adv ice  of a local sag e  -

»ein n eu es  Haus k o n n ten  sie wohl b au en  an  die S te  lie des 
a lten  u n d  n ic h t andersw cK  [96]

-  an d  re b u ilt  th e  house in  its  p rev io u s  p lace. When c o n fro n te d  b y  th e  
same dilemma some c e n tu r ie s  la te r , th e  g ra n d fa th e r  o f th e  fram e -  th e  

n a r r a to r  of th e  two in te rn a l leg en d s  -  em ulated  h is p re d e c e s s o r  an d  
ad o p ted  th e  same co n se rv a tiv e  eth ic:

»Aber a u ch  das a lte  Haus w ard w iederum  a lt  u n d  k le in , 
w urm stich ig  u n d  fau l se in  Holz...Mein V ater h a t te  schon  
b auen  sollen , e r  k o n n te  es  e rw eh ren , es kam a n  mich. Nach 
langem  Z ogern w agte ich  es. Ich  ta t  wie die 
F rü h e rn ...<  [96].

The farm house  its e lf  h a s  th e re fo re  form ed a  c o n s ta n t w ith in  th e  

vaUey of Wasen d u rin g  th e  six h u n d re d  y e a rs  sp an n e d  b y  th e  Novelle.
I t  has  been  re b u il t  tw ice, each  time on th e  same s ite , each  time on i ts  

p re v io u s  fo u n d a tio n s . I t  is a  p e rm anen t f ix tu re , c ra d le d  in  th e  m iddle 
of th e  valley , in  i ts  p ro p e r  p lace.

House an d  s ite  a lso  have  th e ir  own p e rm an en t fe a tu re : th e  

3>schwarzer F e n s te rp o s te n <  o r  »B ysteK  [25]. R eg ard le ss  of an y  o th e r  

c h an g es  to  th e  s t r u c tu r e  of th e  farm house, th is  w indow p o s t h as  alw ays 

b een  re ta in ed . With each  re b u ild in g  i t  has been  rem oved from th e  old 

ed ifice  and  in s e r te d  in to  th e  new one, once ag a in  in  a cco rd an ce  w ith  th e  

s a g e ’s  adv ice . Since th e  in itia l p lague i t  h as  lin k ed  g e n e ra tio n s  of 

h o u ses  and  g u a ra n te e d  th e  perm anence an d  s ta b il i ty  of th e  valley  an d

»Der Mann is t  es, d e r  die Umwelt des Hofes iib e rw ach t; die 
G rossm u tte r g e h o rt schon  n a h e r zum Haus, in  d e sse n  Küche, dem 
M itte lp u n k t d e r F e s tv o rb e re itu n g e n , die ju n g e  F rau  w altet. J e d e r  
M ensch b e ta t ig t  s ich  an  seinem  ihm z u g eh o ren d e n  O rt«. H u b er- 
B in d sch ed le r, B erta: Die Svmbolik in G otthelfs  E rzah lu n g  "Die 
Schw arze S pinne" (Z urich , 1956), 27.
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i ts  community. W hatever else h a p p e n s , th e  p o s t rem ains » fe s t und 

e isen h a rt<  [96]. J u s t  a s  th e  h o u se  has its  p e rm an en t position  in  th e  

middle of th e  valley , so th e  window p o s t also  has  a  norm ative location, 

»gleich  neb en  dem e r s te n  F e n s te r^  [25], by  th e  door. In  th e  

g ra n d fa th e r ’s w ords i t  has a  p ro p e r  place;

»ein B erg  fiel m ir von d e r  Seele, als en d lich  a llés an seinem  
Orte s tu n d <  [96-7].

Not on ly  have th e  house a n d  p o s t ch an g ed  little  d u rin g  th e  p a s t 

c e n tu r ie s ; th e  o c cu p a n ts  have  e ffec tiv e ly  a lso  rem ained  th e  same. 

G eneration a f te r  g en era tio n  of th e  g ra n d fa th e r ’s a n c e s to rs  h av e  lived 

an d  died in  th e  house. The s ite  th e re fo re  lin k s  house  an d  fam ily, bo th  
of w hich a re  p e rm an en t f ix tu re s  th e re . Once ag a in  exp lic it ad v ice  is 

g iven  by  an  old sag e  -  th is  time b y  th e  g ran d m o th e r of th e  f i r s t  legend 

to  h e r  g ra n d c h ild re n  -  who r e je c ts  an  o ffe r to  b u ild  a  new house:
»Die R itte r  w ollten ihnen  bew illigen, ein  n eu es  Haus zu 
bauen ,..A ber die a lte  GroGm utter wollte es  n ic h t tun ...D as 
faflten die K inder, b lieben  im Hause [791.

Like th e  house  th e  window p o s t h a s  its  o ccu p an t, indeed  th e  h o u se ’s 
one tru ly  p e rm an en t occupan t: th e  sp id e r  w hich -  b a r r in g  one b rie f  

excu rsion  -  h as  been  k e p t c ap tiv e  in  th e  p o s t s in ce  th e  time of th e  f i r s t  
p lague. In  re ta in in g  th e  p o s t b y  th e  window th e  g ra n d fa th e r  is 

th e re fo re  rea ffirm in g  th e  s p id e r ’s  e s tab lish ed  position  and  in  reb u ild in g  
th e  house  on th e  same s ite  th e  s p id e r ’s place.

Position  th e re fo re  em erges a s  a  c e n tra l fe a tu re  of G o tthe lf’s 
g eo g rap h y  an d  c h a rac te risa tio n . Each space w as p o r tra y e d  in  re la tio n  

to  i ts  d ire c t env ironm en t, each  c h a ra c te r  in  re la tio n  to  a space . The 

house  h as  its  p ro p e r  position  in  th e  »Mitte« of th e  valley . I t  is  r in g ed  

a s  if co n cen trica lly  b y  th e  ^ f ru c h tb a re n , b esch irm ten  Boden<, th e  
o rc h a rd , an d  th e  m ountains w hich give th e  v a lley  its  sh ap e  an d  id en tity . 

E v e ry th in g  e lse  ta k es  i ts  position  from th is  »M itte«, rev o lv in g  
c e n tr ifu g a lly  a ro u n d  th e  axis sym bol of th e  p o s t. N either th e se  

b o u n d a rie s  n o r th e  »Mitte< ch an g e  th ro u g h o u t th e  action  of th e  Novelle. 

They form fixed c o -o rd in a te s , a  c o n s ta n t s t r u c tu r e  w ith in  and  a g a in s t 

w hich th e  e v e n ts  of th e  Novelle tak e  shape. The family h as  i ts  p lace in
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th e  house, th e  s p id e r  in  th e  p o s t. »Alle Dinge s teh e n  u n v e r s e h r t  an  
ihrem  Ort«®,

In  th e  fram e th e  c h a ra c te rs  uphold  th is  sp a tia l o rd e r , rea ffirm in g  

ex isting  space . T h ro u g h  th e ir  ac tio n s  and  th e  comments of th e  n a r r a to r  

a  notion  of p ro p e r  place is e s ta b lish e d . Each of th e  c h a ra c te rs  h as  h is  

o r  h e r  p ro p e r  p o sition  o r domain an d  a c ts  acco rd in g ly  w ith in  it. The 

s p id e r ’s p lace in  th e  window p o s t an d  th e  fam ily’s in  th e  H ornbach  

farm house become th e  conscious ex p ress io n  of th e  fam ily’s  v a lu es  an d  

belief, a  s ta tem e n t in  space . The house  an d  window p o s t become a  

monum ent to  th is  ph ilo sophy , a  sh r in e  to  th e i r  v a lu es  an d  beliefs.

The m ovem ent of th e  c h a ra c te rs  in  th e  fram e, espec ia lly  b e fo re  th e  
c h ris te n in g , is  d e lib e ra te  an d  fun c tio n a l. C h a rac te rs  move c a re fu lly  and  

e ffic ien tly  from  one p lace to  a n o th e r  fo r  sp ec ific  re a so n s . The 
d e sc rip tio n  la ck s  n e ith e r  hum anity  n o r e n e rg y . But i t  is  im bued w ith  
th e  e th o s  of p u rp o se fu l in s tru m e n ta lity . Movement re f le c ts  th e  in d u s t r y  
of th e  o ccu p an ts , an d  th e ir  » e ilfe rtig e  Emsigkeit<£ [8] m an ifests  i ts e lf  in  
)t>ein re g e s  Leben« [8]. But th e  e n e rg y  expended  is  no t re f le c te d  in  
pace. The g ra n d fa th e r  w alks »langsam < [8] an d  when people move in  

g ro u p s  -  as  th e y  g e n e ra lly  do in  th e  fram e -  th e y  walk a t  h is  pace. In  
th e  open ing  p a ra g ra p h s  e v e ry b o d y  is c a r ry in g  som ething from  one p lace  

to  a n o th e r , u su a lly  som ething heavy®. Human movement is th e re fo re  

de term ined  an d  re g u la te d  by  th e se  o b je c ts . From th e  g ra d u a l r is in g  of

M uschg, W alter: Jerem ias G otthelf. Eine E in fiih ru n g  I n  JSeine W erke 
(B ern, 1954), 207. This no tion  of p ro p e r  place a p p e a rs  to  have  
p layed  a  s ig n if ic a n t ro le  in  th e  G otthelf’s th in k in g . In  Der A rm ennot 
he w rote: Jerem ias G otthelf is  kein  Zelot, ke in  T raum er, a b e r  e r  i s t
e in  S chw eizer, h a t g e rn  je d e s  Ding an  seinem  O rt, n ic h t ums ganze  
Haus herum  d en  Mist, n ic h t b e ie in an d e r S ta ll und  W ohnung, n ic h t in  
einem S ch au sp ie lh au s  den  HimmeK A rm ennot. 412. Quoted in  Godwin- 
Jo n es , R obert: N arra tiv e  S tra te g ie s  In  The Novels Of Jerem ias 
G otthelf (New York, 1986), 9. Sim ilarly » In  d e r  groGen 
W eltenordnung  h a t f u r  ih n  je d e s  Ding se inen  ihm zugew iesenen  O rt, 
je d e s  e in ze ln e  t r a g t  zudem die Zeichen des Allgemeinen an  sich<. 
N eu enschw ander, M artin: Jerem ias G otthelf a ls  D ichter d e r  O rd n u n g  
(Zurich 1966), 55.

The fa rm e r’s lad  is c a r ry in g  a  shovel a n d  broom, th e  maids 
t r a n s p o r t in g  w ater, Benz a  h eav y  p iece of cheese , th e  m essen g e r 
d e liv e rin g  th e  sack  of sa ffro n . The Godm other is hold ing  so m uch 
th a t  sh e  can  h a rd ly  move. Even th o se  c h a ra c te rs  who a r e n ’t  m oving 
have som eth ing  in th e ir  han d s.
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th e  su n  w hich o p en s Die Schw arze S ninne th e  re a d e r  is  im m ersed in  th e  

tem po of p ro g re s s iv e  an d  p u rp o se fu l motion.

All of th is  o ccu rs  w ith in  a co n tex t p re g n a n t  w ith sym bolic 

sign ificance . E v e ry th in g  is th e  ex p ress io n  of some h id d en  sign ificance . 

One of th e  G o d fa th ers  is  w earing  th e  ^Z eichen  d e r  L ed igkeit«  [15]. The 

p h y sica l c lean lin ess  of th e  house  is  »ein Zeugnis„*des k o s tlich en  

E rb g u te s  an gestam m ter R einlichkeit<  [7]. The in h a b ita n ts  a re  

c e le b ra tin g  th a t  day  w hen C h ris t re tu rn e d  to  heaven , »zum Zeugnisy daG 

die L e ite r noch  am Himmel s te h e , au f w elcher Engel a u f -  u n d  
n ied e rs te ig en <  [7]. The flo ra  a ro u n d  th e  house  is »dem M enschen ein  

alle J a h re  neu  w e rd en d es  S in n b ild  s e in e r  e ig en en  Bestimmung< [8].

Even th e  cow s’ co n ten tm en t f in d s  co n cre te  ex p ress io n  in  >die S p u ren  
ih r e r  B ehaglichkeit<  [8]. C arry in g  itse lf  form s p a r t  of th e  c h r is te n in g ’s 

w ider m ythology -  th e  g ra n d fa th e r  » h a t d en  G lauben, daG ein  Kind, 
w elches man n ic h t z u r  Taufe tra g e , so n d e rn  fiih re , tra g e  w erde«  [111 -  
w hile th e  Godm other, acco rd in g  to  local tra d itio n , en d ea v o u rs  to im press 
h e r  male c o u n te rp a r ts  b y  th e  way she  c a r r ie s  th e  ch ild  to  i ts  
c h ris te n in g : )>dem schonen , led ig en  Gotti zu zeigeiiy wie s ta r k  ih re  Arme 
se ien  und  w ieviel sie e rle id en  m ochten< [16].

F or all i ts  p u rp o se  and  fu n c tio n a lity , th e  movement in  th is  model 
com m unity th e re fo re  also  h as a  symbolic dim ension. The m ovem ents and  
ac tio n s  of th e  c h a ra c te rs  may be seen  a s  p a r t  of a w ider perfo rm ance, a  

consc ious d em o nstra tion  w hich is re p e a te d  on d ay s  of p a r tic u la r  

im portance. In  th e  sym bolic p u rif ica tio n  of th e  h o u se ’s s u r ro u n d s , th e  

p re p a ra t io n  of th e  food a n d  d rin k , th e  ro les  ad o p ted  by  th e  d iv e rse  

m em bers of th e  household  an d  th e  g en era l fu lfilm ent of local 

o b se rv a n c e s , th e  re a d e r  is p re se n te d  w ith a  cerem ony e v e ry  b it as  r ig id  

a n d  form al a s  th e  one th a t  ta k e s  place la te r  in th e  c h u rc h . The 
c h a ra c te rs  a re  e ffic ien t a g e n ts , s tag e  h an d s  in  th e  perfo rm ance  of th e  

c h r is te n in g . T hey w itn ess  th e  enactm en t of a  r itu a l, and  th e  w illingness 

to  p a r tic ip a te  in  i t  becom es a  dem onstration  of faith^®.

Sim ilarly Waidson: »all ta k e  th e ir  p a r t  in  th e  occasion w ith decorum  
an d  know  th a t  th e y  have a  ty p ica l, exem plary  ro le  to  play; th e y  a re  
to  su b m erg e  th e ir  p r iv a te  in d iv id u a lity  in  o rd e r  to  become 
p a r tic ip a n ts  in  an  im personal r itu aK  Die Schw arze S o in n e . ed ited  
b y  H.M. W aidson, (Oxford, 1971), page xvi.
Jam ie R ankin goes a s  f a r  as  to  see th is  as a  d e g en e ra te  and  »em pty 
r itu aK . C o n tra s tin g  th e  c h a ra c te rs  of th e  fram e w ith th e  se lf-  
sac rif ic in g  h e ro es  of th e  leg en d s , he tra n s fo rm s  th e  fo rm er in to
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Not on ly  is th e  pace  of hum an movement lim ited in  th e  fram e, th e  

pace of th e  ac tio n  is a lso  p e rs is te n tly  re ta rd e d . The G odm other a r r iv e s  

la te , on ly  to  be com pelled to  e a t an d  d rin k  more th a n  she  w an ts  and  

th e re fo re  k eep s  th e  G o dfa thers  w aiting. The c h r is te n in g  p a r ty  p a u se s  

fo r  a  d rin k  an d  th e  in n k e e p e r’s wife h as to  u rg e  them  to  be on th e ir  

way. On th e  way back  th e y  a lso  » fan d en  m anchen G rund , langsam  zu 

gehn , s tille zu s teh n <  [19], When th e y  a r r iv e  home th e  co n v ersa tio n  

develops »etw as langsam « [20]. They p ra y  >lange u n d  fe ie rlic h ..,Dann 

e r s t  g r if f  man langsam  zum b lech e rn en  Loffel...Das fo lg te  s ich  langsam  

alles< [201]. W henever someone comes, he o r  sh e  has to  b eg in  th e  meal 

from th e  s ta r t .  And w h en ev e r i t  comes to  leav in g  one p lace fo r  

a n o th e r  -  to  e n te r  th e  house  fo r  a  meal o r  to  leave  fo r home a t  th e  

end  -  nobody  w an ts  to  make th e  f i r s t  move: »so wollte doch k e in e r d e r  

e r s te  sein« [97].

In d eed , th e  o v e ra ll im pression  c re a te d  b y  th e  action  of th e  fram e 

in  Die Schw arze S p inne  is one of people w aiting  fo r th in g s  to  h appen . 
In  th a t  sym bolic tu g -o f -w a r  betw een  p re s e n t  an d  fu tu re  th a t  ru n s  
th ro u g h  th e  fram e th e  fo rm er p u ts  up  the  s t i f f e s t  re s is ta n c e . The 
p a s t ’s co ncessions to  th e  fu tu re  a re  few  and  g ru d g in g , ev en  w hen 
u n d e r  th e  g re a te s t  p re s s u re . Slow pace is  a ffirm ed  bo th  by  th e  

n a r r a to r  and  c h a ra c te rs  in  th e  fram e.

2.2 MAN AND SPACE IN THE LEGENDS

T his sen se  of p a t te rn  is  equally  e v id en t in  th e  two leg en d s . If  

th e  sp ace  in th e  fram e is »sta tic<  and  th e  pace w ith in  i t  slow, th e  two 

in te rn a l n a r ra t iv e s  swell w ith  movement and  pace. These leg en d s

m onstrous egom aniacs, each  try in g  to ou tm anoeuvre  th e  o th e rs  
th ro u g h  jea lo u s  on e-u p m an sh ip . The v is ito rs  to  th e  c h r is te n in g  
b ase  m uch of th e ir  b eh av io u r on w hat th e y  w an t o th e rs  to  th in k  of 
them<, he a s s e r ts ,  th e ir  » se lf -c e n tre d n e ss«  p ro v id in g  a  sed u c tiv e  
d is tra c tio n  from  th e  sac ram en ts . Rankin, Jamie: ^ S p id er in  a  Fram e: 
The D idactic S tru c tu re  of Die Schw arze S o inneS in The German 
Q u a rte rly  (61, 1988), 403-418, h e re  p ages 410-13.
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p re s e n t  space w hich is  in  flux and  c h a ra c te rs  who w ant to  ch an g e  it. 

T heir action  c o n s is ts  alm ost exclusively  of people moving o r  th in g s  being  

moved. These in te rn a l n a r ra tiv e s  sh ap e  th e  g ra n d fa th e r ’s v a lu es  and  

legitim ise h is  ph ilosophy .

The f i r s t  legend  re la te s  how Hans von S to ff e in , a  local p o te n ta te  

in  m ediaeval tim es, co erces th e  p e a sa n ts  to  bu ild  him a  co lossal castle . 

Not sa tis fied  w ith th is  Von S toffeln  dem ands an  av en u e  of b eeches to  be 

s e t  up  b eside  th e  castle . This ta sk  is to  be com pleted w ith in  a  month. 

The p e a sa n ts  -  who w ith no time to  h a rv e s t  th e ir  c ro p s  a lre a d y  face 

s ta rv a tio n  -  beg in  to  d e sp a ir , a t  w hich p o in t a  G reen H untsm an o ffe rs  

h is  help. T his devil in c a rn a te  u n d e r ta k e s  to  re liev e  th e  ex h au sted  
p e a sa n ts  of th e  g re a te r  p a r t  o f th e ir  b u rd e n , b u t dem ands in  paym ent 
th e  nex t b ab y  to  be b o rn  in  th e  va lley  -  u n b a p tised . A lthough th e  

menfolk w ant n o th in g  to  do with th e  o ffe r  C h ris tin e , a  midwife liv in g  in 
th e  H ornbach fa rm house  a t  th e  time, e n te r s  th e  p act. The H untsm an 
seals th e  ag reem en t w ith a  k iss  on C h ris tin e ’s cheek .

When th e  p r ie s t  le a rn s  w hat has h ap p en ed  he ta k e s  re sp o n s ib il ity  
fo r  p ro te c tin g  all n ew ly -b o rn  bab ies. But a f te r  th e  f i r s t  b ab y  is 
b a p tised , a  sp o t a p p e a rs  on C h ris tin e ’s cheek  and  g rad u a lly  ta k e s  th e  
sh ape  of a  sp id e r . A fter th e  second a  p lag u e  of poisonous little  sp id e rs  

is  bo rn  from h e r  cheek  and  th e se  p roceed  to  kill th e  p e a s a n ts ’ 
livestock . The p e a sa n ts  th en  co n sp ire  to  sac rif ice  th e  next b ab y , only  

to  be th w a rte d  a t  th e  la s t  moment by  th e  p r ie s t  who reclaim s i t  from 

C h ris tine . At th is  p o in t C h ris tine  m utates in to  th e  m other s p id e r  and  

u n leash es  a  d e v as ta tin g  p lague on th e  valley . When alm ost all of its  
in h a b ita n ts  have  been  killed  a  young m other, like C h ris tin e  an  o ccu p an t 

of th e  H ornbach  farm house, re so lv es  to  sav e  h e r  ch ild ren  a t  th e  co st of 

h e r  own life. She b o re s  a  hole in  th e  window p o st, m akes a  peg  and  

w hen th e  s p id e r  a r r iv e s  she  th r u s t s  i t  in to  th e  p o s t and  ram s th e  peg 

in beh ind  it. With th is  th e  p lague en d s an d  peace r e tu r n s  to  th e  

vaUey.

The second  legend  follows p re c ise ly  th e  same p a tte rn  as th e  f ir s t .  

Some two h u n d re d  y e a rs  a f te r  th e  s p id e r ’s im prisonm ent th e  o ccu p an ts  
of th e  fa rm house  have a new house bu ilt. A gain, as w ith von S to ffe ln ’s 

cas tle , i t  is a  new c o n s tru c tio n  th a t p re c ip ita te s  th e  d isa s te r . The
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s e rv a n ts  who a re  le ft alone in th e  farm house ru n  amok and  th e  s p id e r  

is again  re leased  to  te r ro r is e  th e  valley . T his second ho locaust is also 

en d ed  w hen someone sac rif ic e s  h is own life fo r  th e  sake  of th e  

com m unity and  h is  ch ild ren  an d  again  in c a rc e ra te s  th e  sp id e r  in  th e  
window post.

T h ree  sp a tia l m otifs re c u r  th ro u g h o u t th e se  in te rn a l n a rra tiv e s . 

The f i r s t  is  th e  re je c tio n  of p ro p e r  space; th e  v o lu n ta ry  and  p e rm an en t 

d e se rtio n  by  c h a ra c te rs  of th e ir  tra d itio n a l p laces fo r an o th e r. This 

'^d isplacem ent^  o c cu rs  ch iefly  w hen new b u ild in g s  a re  e re c te d , b u ild in g s  
w hich th e  c h a ra c te rs  co n ce rn ed  th e n  a d o p t as  th e ir  new homes.

The second  re c u r r e n t  motif can  be term ed  replacements^. This 
o ccu rs  w hen som ething o r som ebody is  r e tu rn e d  to  i ts  o rig inal o r  
p ro p e r  places Space is  re s to re d  to  i ts  o rig in a l s ta te , and  th e  in itia l 
» d isp lacem en ts  re v e rse d . The seq u en ce  of ^d isp lacem ents  followed by  

^ rep lacem en ts  is re p e a te d  in  each  of th e  leg en d s , indeed  in v a rio u s  
Novellen of th e  period .

The th i r d  motif in  bo th  leg en d s  is  th a t  of in tru s io n s  -  th e  

u n d e s ire d  in f iltra tio n  of and  p e n e tra tio n  in to  o th e r  peop le’s p ro p e r  

sp aces. The main p e rp e tra to r s  a re  C h ris tin e  and  th e  black s p id e rs  in 
th e  f i r s t  n a r ra tiv e , in  th e  second  legend  th e  head s e rv a n t. In tru s io n  

g en e ra lly  o ccu rs  betw een th e  d isp lacem ent and  rep lacem ent in  b o th  of 

th e  in te rn a l n a r ra tiv e s . The same sen se  of p a t te rn  th a t  we saw in  th e  

open ing  d e sc rip tio n  th e re fo re  also  u n d e rlie s  th e  action  of th e se  two 
leg en d s , w ith  th e  sim ilar seq u en ces  of e v en ts  being  u n d erlin ed  b y  th e  

r e c u r r e n t  cycle  of sp a tia l m otifs. We will look a t  th e se  motifs in  th e ir  
o rd e r  of ap p ea ran ce .

2.3 ^DISPLACEMENT^

The m ediaeval valley , a s  p re s e n te d  a t  th e  s t a r t  of th e  f i r s t  

leg en d , is em inen tly  reco gn isab le . T here  h a ve  been  ch an g es  in th e  six 

c e n tu r ie s  p r io r  to  th e  fram e, b u t  th e  basic  co n fig u ra tio n  is th e  same, 

w ith  th e  fa rm house  s till s tan d in g  in  th e  c e n tre  of th e  valley , th e  cas tle
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on th e  s ite  of th e  m odern hosp ita l. The valley  a t  th e  b eg in n in g  of th e  

f i r s t  legend  show s little  change  from  th e  c o n s ta n t space  we find  in  th e  

fram e.

The s itu a tio n  a lte rs  in  th e  f i r s t  legend  w ith  Von S to ffe ln ’s 

decision  to  bu ild  th e  new castle . U nlike th e  g ra n d fa th e r ’s new house, 

th is  new c a s tle  is  to  be b u ilt in  a  d if fe re n t location -  > d o rt h in te n  au f 

dem B arh eg en h u b eK  [27]. This is in no sen se  an  a p p ro p r ia te  s ite :

3»Sonst b a u ten  die R itte r ih re  S ch lo sse r ü b e r  den 
Stra6en...W arum  a b e r  d e r  R itte r d o r t  a u f  dem w ilden, w ü sten  
Hubei in  d e r  Einode ein SchloG h ab en  wollte, w issen  w ir 
n ic h t...« [27].

This new cas tle  >auf dem n ack ten  GipfeK [36] becom es th e  s u b je c t  of 
sco rn  am ongst th e  o th e r  k n ig h ts . I t  is  n o t p rim arily  th e  decision  to  
bu ild  a  new c a s tle  th a t  is  d o u b ted , b u t i ts  a rb i t r a r y ,  random  and  

w anton position . In  d ire c t c o n tra s t  to  th e  g ra n d fa th e r . Von S to ffe ln  
r e je c ts  th e  c a s t le ’s ex isting  position  fo r  no good rea so n  w h a tso ev e r, fo r 
th e  B arh eg en  is b y  common co n sen t no t a  f it t in g  place fo r  su ch  a  cas tle .

The av en u e  of t re e s  is Von S to ffe ln ’s rem edy  to  h is folly. The 

c a s tle ’s a b s u rd  position  is to be cam ouflaged:

»"Mein SchloG 1st fe r t ig , doch noch e ines fe h lt, d e r  Sommer 
komrat, u n d  d roben  i s t  kein  S ch a tten g an g . In  Zeit e in es  
M onates so llt ih r  mir e inen  p flan zen , so llt h u n d e r t  
ausg ew ach sen e  B uchen nehm en a u s  dem M ünneberg  mit 
A sten u n d  W urzeln u n d  so llt sie  mir P flanzen  au f 
B arh eg en "c  [29].

Again i t  i s n ’t  th e  c o n stru c tio n  of th e  av en u e  th a t  c au se s  th e  g re a te s t  

co n s te rn a tio n  am ongst th e  p easan ts . I t  is th e  fa c t th a t  th e  b eech es  

have  to  be tra n sp la n te d , moved from th e ir  o rig in a l p lace to  a n o th e r  s ite . 

The se n se le s sn e ss  is  h ig h lig h ted  b y  th e  fac t th a t  num erous b eech es  a re  

a lre a d y  grow ing  n ea r th e ir  destination :

> ü b er d re i S tu n d en  weit so llten  sie d u rc h  wilde Wege die 
B uchen fü h re n  mit A sten u n d  W urzeln den s te ilen  Berg 
h in au f, u n d  neben  diesem B erge w uchsen  v ie le  und  schone 
B uchen, u n d  die muGten sie s teh e n  la s s e n t  [30].

Once ag a in  th e  issu e  of p o in tle ss  d isp lacem ent p ro v id e s  th e  

n u c leu s  of th e  action . Von S toffeln  w an ts to  move to  a  new cas tle .
This new c as tle  is  to  be b u ilt in an  a b su rd  position . In  an  a tte m p t to



—  21 —

s p a re  h is  em b arra ssm en t, beech  t re e s  a re  to  be moved from  one side of 

th e  v a lley  to  a n o th e r .

A f u r th e r  elem ent of d isp lacem ent c o n tr ib u te s  to  th e  sea ling  of th e  

p ac t. For C h ris tin e , in  h e r  c u rio s ity , re fu s e s  to  acc e p t th e  tra d itio n a l 

domain of a  fa rm e r’s wife. As she  is

» n ic h t von den  W eibern, die f ro h  s in d , daheim zu se in , in 
d e r  S tille  ih re  G eschafte  zu b esch ick en , u n d  die s ich  um 
n ic h ts  küm m ern a ls  um Haus u n d  Kind< [36]

she  b r in g s  h e r  h u s b a n d ’s p ro v is io n s  h e rse lf  in s te ad  of e n tru s t in g  them  

to th e  maid:
^ C h ris tin e  w ollte w issen , was g ing , u n d  wo sie ih re n  Rat 
n ic h t dazu  geben  k o n n te , da g inge es sch lech t, so mein te  
sie.
Mit, (1er 3pçis,e h a ttp  siç <laher Mag(i g e sa n d t, s o n d e r n , , . ,
d en  sch w eren  Korb au f den  e igenen  Kopf genommen u n d  die 
M anner lan g e  g esu ch t...<  [36].

Again i t  is a  sp a tia l e lem ent w hich G otthelf em phasises. Her p re se n c e  is 

anom alous and  th e  p a c t she sea ls  w ith th e  G reen H untsm an is a  d ire c t 
re s u l t  of h e r  re je c tio n  of h e r  ro le  in  th e  house. Like Von S toffe ln  she

is n o t h ap p y  w ith  h e r  p lace, e ith e r  sp a tia l o r  social.

The m otif of d isp lacem ent o ccu rs  once more w ith in  th e  f i r s t  
leg en d , w hen C h ris tin e  co lludes w ith th e  p e a sa n ts  and  su cceed s  in  

s tea lin g  th e  b ab y  from th e  house. The elem ent of position  th e re fo re  

p lay s  a s  im p o rtan t a  ro le  in th e  f i r s t  legend  as  in  th e  fram e of Die 

S chw arze S o in n e . B ut w hereas th e  fram e fo cu ses  on s tab le  sp ace  

invo lv ing  fixed re la tiv e  p o sitions, th e  f i r s t  legend  deals w ith w ilful 

ch an g es . W hereas th e  c h a ra c te rs  in th e  fram e p e rp e tu a te  ex is tin g  

space . Von S to ffe ln  an d  C h ris tin e  re je c t  it. In s te ad  of th in g s  being  le ft 

w here th e y  a re , th e y  a re  moved.

I t  is  th e  fa ilu re  of th e  p e a sa n ts  to  move th e  t re e s  to  th e ir  new 

s ite s  th a t  lead s  them  to  d e sp a ir  and  opens up  th e  Novelle’s moral 

dim ension. The moral c r is is  is  deepened  w hen C h ris tin e  leaves h e r 

house  to  sea l th e  p ac t w ith th e  Huntsm an. And th e  p e a s a n ts ’

condem nation is  com plete when th e y  collude to  allow C h ris tin e  to  rem ove

a n ew -b o rn  b ab y  from  its  m o ther’s arm s. In  th e  f i r s t  legend  
d isp lacem ent is th e re fo re  th e  so u rce  of th e  p e a s a n ts ’ d e sp a ir , th e  cause  

of th e ir  ag re em e n t w ith th e  devil and  th e  m eans by  w hich th e y  fu lfil 
th e  p ac t.
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In  th e  second  legend  i t  is  no t th e  e rec tio n  of a  new cas tle , b u t 

th e  c o n s tru c tio n  of a  new house  th a t  t r ig g e r s  off th e  action . The 

H ornbach farm house  is  now occup ied  b y  th e  in e p t and  subm issive 

C h ris ten  and  h is  dom ineering  m other and  wife. U ncom fortable in  th e  

farm house , th e  fam ily buUd a  new, e x tra v a g a n tly  sp len d id  one, again  in 

a d if fe re n t location -  » d o rt, o b e rh a lb  des Baumes< [83]. C h ris ten  may 

be u n h a p p y  a t  th e  p ro sp e c t of leav ing  the  s e rv a n ts  to  th e ir  own 

dev ices , b u t ta c i tly  a cc e p ts  it:
>Im a lten  H ause blieb  d as G esinde alleine, leb te , wie es 
wollte, u n d  w enn C h ris ten  dasse lb e  au ch  u n te r  se in e r 
A ufsich t h ab en  w ollte, so d u ld e ten  die W eiber es n ich t, und  
sch a lten  ihn<K [84].

The g ra n d fa th e r  , of th e  fram e p o in ts  to  the, in h e re n t g a n g e rs  of th e  
s e rv a n ts  be in g  le f t  to  th e ir  own devices:

»D aher w ar d ru n te n  keine  O rdnung  u n d  bald  auch  keine 
G o tte sfu rc h t, u n d  wo k e in  M eister is t , g e h t es so du rchw eg .
Wenn k e in  M eister oben am T ische s itz t, kein  M eister im 
Hause die O hren  sp itz t, k e in  M eister drauG en u n d  d rin n en  
die Ziigel h a lt, so m eint s ich  bald d e r  d e r GroGte, d e r  am 
w ü s te s te n  tu t ,  u n d  d e r  d e r  B este, welche die ru c h lo se s te n  
Reden fü h r t<  [85],

Not only  is  th e  fam ily no lo n g er in  i ts  p ro p e r  p lace -  th e  o rig inal 
farm house  -  b u t th e  head  of th e  household  is. Like C h ris tin e , a lso  a b se n t 
from h is  d u tie s . The re s u l t  of th is  is th a t  th e  peg  w hich keeps th e  

s p id e r  cap tiv e  in  th e  p o s t is a lso  rem oved, th e  s p id e r  escap es  and  th e  

p lague  is once again  u n leash ed  upon  th e  valley . Two elem ents of 
d isp lacem ent th e re fo re  combine to  b rin g  renew ed  d is a s te r  upon th e  

vaUey.

2.4 >INTRUSION<

D isplacem ent is lin k ed  c lose ly  w ith th e  m otif of in tru sio n . 

Following th e  sea ling  of th e  p a c t w ith th e  G reen H untsm an and  h is 
t ra n s p o r ta tio n  of th e  b eeches to  B arhegen , i t  is th is  motif which
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dom inates th e  f i r s t  legend . With th e  H untsm an th re a te n in g  to  claim 

paym ent, a tte n tio n  focu ses  on th o se  houses w here bab ies a re  to  be b o rn . 

On th e  f i r s t  occasion th e  p r ie s t  is called to  p re v e n t th e  H untsm an from

b re a k in g  in  and  s tea ling  th e  baby:

»Ums Haus, in welchem das Weib ih re r  S tu n d e  h a r r te ,  zog e r  
den  heiligen  Bann mit geweihtem  W asser, den bdse G eister 
n ic h t iib e rsc h re ite n  d iirfen , seg n e te  die Schwelle ein , die 
ganze  S tube<  [49].

Again th e  a re a  a ro u n d  th e  house  is p u rif ied  and  c lean sed , th is  tim e w ith  
holy  w a ter, cem enting  th e  association  e s ta b lish e d  in  th e  open ing  sec tio n  

of th e  fram e an d  c o n tra s tin g  w ith th e  r e c u r r e n t  image of f ire  in  th e  

leg en d s . The b ab y  can  be safe ly  b ap tised  and  th e  p ro sp e c t of i t  be ing  
s to len  is  s lig h t. But by  th e  time of th e  second b ir th  th e  d ram atic  
co n ten t of th e  Novelle is roo ted  firm ly  a ro u n d  th e  walls and  d o o rs  of

h o u ses . C h ris tin e , to rm en ted  b y  th e  sp id e r  grow ing on h e r  ch eek , has
now become th e  main th re a t  and  th e  men have to  s to p  her:

^ C h ris tin e  wollte h inein  in s  Haus, a b e r  s ta rk e  M anner 
w eh rten  es« [53].

E ven tu a lly  th e  p r ie s t  again  a p p e a rs  in time to p ro te c t th e  h ouse  -

» zu r Zeit noch konn te  e r  das Haus schü tzen<  [53]

-  leav ing  C h ris tin e  im potent and  d e sp e ra te  ou tside:

3>es w urde  das Kind g e tau ft, und  C h ris tin e  u m kre iste  
v e rg e b lich  und m achtlos das Haus« [53].

With th e  th ird  b ir th  th e  th r e a t  of in tru s io n  has grow n 
co n sid e rab ly . With th e ir  m aterial p ro s p e r ity  a t  s tak e  th e  p e a sa n ts  tu r n  

a  b lind  eye to  th e  im pending felony, delay  th e  p r ie s t  and  a g re e  to  le t 

C h ris tin e  s te a l th e  bab y  and  p ay  off th e  H untsm an. Once again  th e  
focus lies on a house, th is  time th e  Horn bach  farm house. With no men 

to  help  h e r, i t  is  th e  p re g n a n t woman’s fra il g ran d m o th e r who t r i e s  to  

p re v e n t  th e  th e ft:

»Sie h a tte  das S tü b ch en  wohl v e rsch lo ssen  und  schw eres 
G erat v o r die T iire  geste llt<  [60].

But C h ris tin e  is  w aiting ex p ec tan tly  o u ts id e , re a d y  to  b re a k  in to  th e  

house -
»F roh lockend  h a tte  C h ris tin e  drauBen au f dem A cker allem 
zu g ese h en ...d a  kann  man sich  d en k en , in w elcher A ngst die
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arm en F rau en  schw am m en...Sie h o rte n , wie C h ris tin e  n ic h t 
von d e r  T üre wich; es fü h lte  das arm e Weib s e in e r  w ilden 
S chw agerin  fe u rig e  A ugen d u rc h  die T üre  h in d u rc h ^  [61]

-  and  w hen th e  ch ild  is b o rn  sh e  dem olishes th e  b a rr ic a d e  e re c te d  by 

th e  g ran d m o th e r and  s tea ls  th e  baby:

»Die T ü re  flog au f von w ütendem , v o rb ere iten d em  StoBe, u n d  
wie a u f  se in en  Raub d e r  T ig er s tü rz t ,  s tü r z t  C h ris tin e  a u f  
die arm e W ochnerin...Zagen u n d  G rauen e rg r if f  die M anner, 
a ls C h ris tin e  mit dem ge ra u b  te n  Kinde herauskam <  [61].

The bab y  s p id e rs  -  like th e ir  m o ther -  a re  also c a s t  in  th e  ro le  of th e  

in tru d e r ,  in f i ltra tin g  th e  s tab les : th e  p e a sa n ts  do n o t h e a r  3>wie d as Vieh 
b rü llfo  und  to b te  im Stalled [54], on ly  la te r  re a lis in g  »wie in  ih re  S talle  

die Not gebrochen<  [55]. J u s t  a s  nobody tr ie d  to  s to p  C h ris tin e  
b re a k in g  in  an d  s tea lin g  th e  b ab y , so i t  p ro v e s  im possible to  s to p  h e r  

o ffsp rin g  e n te r in g  th e  b a rn s :

»Von die sen  S p innen  k o n n te  man keinen  Stall, in  dem sie 
w aren , s a u b e rn ,...k o n n te  k e in en  Stall, in dem sie noch n ic h t 
w ar en , v o r ihnen  b ehü ten<  [55].

However, w ith th e  b a b y ’s re sc u e  b y  th e  p r ie s t  and  C h ris tin e ’s 
m etam orphosis th e  a tte n tio n  is fo cu ssed  on th e  m other sp id e r . She th e n  
tu r n s  h e r  a tte n tio n  to  th e  people, p e n e tra tin g  e v e ry  b u ild in g  in  th e  
valley , and  b re a k in g  in to  th e  new  cas tle  to  kill Von S toffeln  an d  h is  
k n ig h ts . Human ed ifices, even  more th a n  th e ir  o c cu p a n ts , a p p e a r  to  be 
th e  main ta r g e t  of th is  '^e in brechende  Plage« [571,

F ear of th e  H untsm an’s re v e n g e  is a lso  c a s t in  th e  m antle of th e  

in tru d e r .  A fte r h is  dem and fo r th e  u n b a p tised  ch ild  » d ra n g ...d e r  

S ch reck en  in  alle H auser< [33] while th e  cas tle  becomes th e  main ta r g e t  

fo r  th is  fea r: »Die Kunde von diesem  S ch reck en  w ar n a tü r lic h  a lso b a ld  
in s  SchloB g ed ru n g en <  [69]. And w ith  th e  d ea th  of a  Polish k n ig h t, who 

had  s e t  o u t to  kill th e  m other s p id e r , panic t ru ly  c ro s se s  th e  th re sh o ld :

3>Da k e h r te  d e r  S ch reck  e r s t  r e c h t  ein in s  SchloB; sie 
sch lo ssen  sich  ein und  fü h lte n  sich  doch n ic h t 
s icher<  [71]H.

Even d ea th  th ro u g h  th e  s p id e r  is form ulated  in sim ilar te rm s. 
»D urch den Helm h in d u rc h  h a tte n  die FüBe d e r S p inne  s ich  g e b ra n n t  

dem R itte r b is in s  G ehirn h ine in , den  sch re c k lic h s te n  B rand ihm d o r t

Sim ilarly: »Noch w ar es n ic h t Tag gew orden, so w ar die K unde in 
jeglichem  Hause< [88].
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e n tz ü n d e t^  [71] as  i t  » b ran n te  den  Tod ein< [72] and  M hnen ein im pfte 
den fe u rig e n  Tod« [87], This motif fin d s  i ts  m ost v iv id  ex p re ss io n  in 

th e  d e a th s  of Von S toffe ln  and  h is  e n to u ra g e  a s  th e  p lague  an d  
e v e ry th in g  a sso c ia ted  w ith i t  is p re se n te d  in  te rm s of in tru s io n  and  

p e r s is te n t  p e n e tra tio n  inw ards:

:>Da b eg an n  die Glut zu strom en  d u rch  G ehirn u n d  Blut, 
graB lich s c h r ie  e r  au f, f u h r  mit d e r  Hand nach  dem 
K opfe ...e iner nach  dem a n d e rn  sch rie  au f, von Glut v e rz e h r t ,  
un d  von d es P faffen  Glatze n ie d e r g lo tz te  sie in  den  G reuel 
hineizii u n d  mit dem B echer, d e r  n ic h t a u s  se in e r  Hand 
wollte, wollte d e r  Pfaffe den  B rand lo sch en , d e r  lo d e rte  vom  
K opfe h era b  d u rch  Mark u n d  Bern, A ber d e r  Waffe t ro tz te  
die S p inne  u n d  g lo tz te  von ihrem  T hrone  herab  in  den  
Greuei^ [72].

The p a t te rn  of r e c u r re n t  in tru s io n  c o n tin u es  in  th e  second  legend  

w ith  th e  head  s e r v a n t ’s invasion  of th e  s a c re d  space  of th e  b lack  
window p o st. Once again  i t  is th e  idea of p e n e tra tio n  th a t  c h a ra c te r is e s  
h is  lan g u ag e , as  th e  d ru n k e n  head  s e rv a n t th re a te n s  th e  m aids w ith  th e  
sp id e r , »die drinnen«: [85]. He »woUe seh en , was d rin n e n  sei< [85], an d , 
ta k in g  a  d rill to  th e  peg , re leases  th e  s p id e r  from  its  two h u n d re d  
y e a rs  of c ap tiv ity . As w ith th e  th e f t  of th e  un  b a p tised  b ab y  a  p ro c e ss  

of p e n e tra tio n  in w ard s  -  on th is  occasion d rillin g  -  com bines w ith  th a t 
of d isp lacem ent -  th e  removal of th e  peg  -  in  th e  re le a se  th e  sp id e r .

Then, once ag a in  th e  em phasis sh if ts  to  b u ild in g s , w ith th e  sp id e r  

in th e  ro le  of h o u se b re a k e r  -  »die S p inne ...las  z u e r s t  die iip p ig s te n  

H auser s ich  au s«  [88] -  beg inn ing  w ith th e  new house  b u ilt by  

C h ris te n ’s m other an d  wife:

»bald e rsch o ll e in  ah n liches W ehgeschrei au s  dem neuen  
Haus, u n d  C hristen ...m ein te , es  seien  R auber 
e ingebrochen ,„ E r  fand  keine R auber, a b e r  den  Tod« [87-8].

The s p id e r  th e n  » p u n c tu re s«  e v e ry  house, b r in g in g  d ea th  to th e  
in h a b ita n ts :

»Wie sie f r i ih e r  m eist h ie r  e inen , d o rt e inen  g eze ich n e t h a tte  
zum Tode, so verlieB sie je tz t  se lten  e in  H aus, ehe sie alle 
v e rg if te t ;  e r s t  wenn alle im Tode sich  wan den , s e tz te  sie 
s ich  au f die Schwelle und  g lo tz te  sch a d e n fro h  in  die  
Vergiftung<^ [89].
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Like d isp lacem ent, in tru s io n  form s a r e c u r r e n t  motif w ith in  th e  two 

in te rn a l n a r ra t iv e s  of Die Schw arze Sninne a s  G otthelf’s lan g u ag e  an d  

im agery  drum  o u t th e  m essage th a t  d a n g er comes from  o u ts id e . A fte r 

th e  in itia l d isp lacem ent, in tru s io n  also  dom inates developm ents in  th e  

f i r s t  n a r ra tiv e , ch ie fly  th ro u g h  th e  actions of C h ris tin e  an d  th e  s p id e rs . 

In  th e  second  leg en d  i t  o c cu rs  th ro u g h  th e  s e rv a n t  and  th e  m o ther 
sp id e r . If d isp lacem en t in itia te s  th e  c r is is , in tru s io n  ex ac e rb a te s  it. 

Again a  form  of in te rn a l, sp a tia l logic is c re a te d  -  ch an g es  to  
e s ta b lish e d  sp ace , e ith e r  th ro u g h  d isp lacem ent o r  in tru s io n , b r in g  

m isfo rtune, e s ta b lish in g  a sp a tia l seq uence  in  w hich th e  re je c tio n  of 

o n e ’s ex isting  p lace lead s  to  an  unknow n th r e a t  from ou ts id e .

T h ro u g h  th e  f ig u re s  of w ilful in tru s io n  an d  d isp lacem ent a  b ro ad  
sp a tia l a n ti th e s is  can  be id en tified  betw een fram e and  leg en d s . W hereas 

th e se  m otifs a re  a b se n t in th e  fo rm er, th e y  dom inate th e  la t te r .

2.5 ^REPLACEMENT^

The th ir d  r e c u r re n t  form of movement in  th e  leg en d s  is th a t  of 

rep lacem ent. As s ta te d  above, i t  is  found in  th e  leg en d s alm ost 

exclusively  to w ard s  th e  en d s, w hen a ttem p ts  a re  being  made to  r e s to re  

th e  s ta tu s  quo. In  most c ase s  i t  o ccu rs  w hen someone r e tu r n s  to  o r 
som ething is  re s to re d  to  i ts  o rig in a l o r  e s ta b lish e d  position .

The local p r ie s t  is re sp o n s ib le  fo r th e  in itia l re v e rsa l. F o r he 
in te rc e p ts  C h ris tin e , re c o v e rs  th e  u n b a p tise d  b ab y  from h e r  a n d  th e n  

re s to re s  i t  to  i ts  m other and  »das Haus, in  welchem an M utter u n d  Kind 

die F re v e lta t b eg an g en  w orden< [65-6]. The new s sp re a d s  am ongst th e  

p e a sa n ts  of »wie d e r  P fa r re r  das Kindlein zuriickgebTa.cht<  [67]. 

However, in  re sc u in g  th e  bab y  th e  p r ie s t  sac rif ic e s  h is  own life.

Knowing th is , h is  f i r s t  co n cern  is to  r e tu r n  th e  c ro ss  to  i ts  p ro p e r  
p lace -
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>D arauf g ing  d e r  P fa r re r  vo llends helm, s te llte  das 
A lle rh e ilig s te  an seinem  Ort< [67]

-  fo r  th is  is  w here  th e  holy  im plem ents r ig h tfu lly  belong:

>die he iligen  Waffen wollte e r  a ls  g e tre u e r  S tr e i te r  w ied er 
dah in  b r in g e n , wo sie  h ingehorten^  dam it sie einem a n d e rn  
nach  ihm z u r  Hand seien« [66].

I f  th e  second  leg en d  b eg in s  w ith  C h ris te n ’s decision to  move to 

th e  new  house, th e  end  of th e  p lag u e  is p re c ip ita te d  by  h is  r e tu r n  to  

th e  old one. Following th e  d ea th  of h is  wife an d  m other he ta k e s  h is  
ch ild re n  back  to  th e  Horn bach fa rm house , th u s  p av ing  th e  w ay fo r  a  

com plete re s to ra tio n  of e s ta b lish e d  space:

»Da zog e r  h e rab  mit se in en  K indern  a u s  dem n euen  Haus
in s  a lte  H au s,...se tz te  zu den B etten  d e r  K inder s ich  u n d
h a r r te  d e r  ,Spinne< [ 9 0 ] . .........................................................................................

The culm ination of th e  leg en d s  comes w ith  th e  im prisonm ent of th e  

s p id e r  in  th e  b lack  window p o st. In  th e  second  legend  th is  is  c lea rly  
an  a c t  of rep lacem en t a s  C h ris ten  g ra s p s  th e  m o th e r-sp id e r , r e tu r n s  it  
to  th e  p o s t from  w hich th e  head  s e rv a n t  had  re leased  i t  and  ham m ers 
th e  peg  back  in  i ts  p lace. This b r in g s  legend  and  p lague  to  an  end  

an d  re s to re s  peace  in  th e  valley.

The f i r s t  leg en d  comes to  a  sim ilar en d  w ith th e  c a p tu re  of th e  

sp id e r . On th is  occasion  it is th e  m other who sac rif ice s  h e rse lf :

»U n ter ta u se n d fa c h e n  T odesschm erzen  d riick te  sie mit d e r  
e inen  Hand die S pinne in s  b e re ite te  Loch, mit d e r  a n d e rn  
den Zapfen d av o r und  sch lu g  mit dem Hammer ihn  
fe s t«  [74-5].

And th is  too is an  a c t of rep lacem ent. F or th e  s p id e r  is C h ris tin e  

who, hav in g  g iv en  b ir th  to  th e  p lag u e  of s p id e rs  and  th e n  u n d e rg o n e  
m etam orphosis while a ttem p tin g  to  s tea l th is  v e ry  woman’s b ab y , is 

be ing  locked u p  in  h e r  own home. In  th e  a c t  of im prison ing  th e  sp id e r  

in th e  window p o st, th e  m other is  e ffec tiv e ly  re tu rn in g  C h ris tin e  to  

w here  she  be longs. For i t  was th e  fa c t th a t  C h ris tin e  was n o t c o n ten t 

3>daheim zu sein«: [36], unwiUing to  rem ain in  th e  Horn bach  fa rm house , 
th a t  led  to  th e  p a c t w ith  th e  G reen H untsm an being  sea led , and  th u s  to 

th e  c a ta s tro p h ic  decim ation of th e  com m unity. C h ris tin e , in  th e  form of 

th e  sp id e r , is  fo rc ib ly  re tu rn e d  to  h e r  p ro p e r  p lace in  th e  fam ily house.
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The s p id e r  th a t  th e  s e rv a n t  re le ase s  and  C h ris ten  re c a p tu re s  in  
th e  second  leg en d  is th e re fo re  a lso  C h ris tin e . His rep lacem en t of th e  

m o th e r-sp id e r  in  th e  window p o s t is again  th e  symbolic re s to ra tio n  of 

C h ris tin e  to  th e  p lace she  le f t  to  s ig n  th e  ev il pact.

In d eed , G otthelf o ffe rs  h is re a d e rs  ad d itiona l he lp  w ith th e  

in te rp re ta t io n  in  th e  second legend . For C h ris te n ’s rep lacem en t of th e  

s p id e r  in  th e  window p o s t is h in d e re d  by  a  wild woman who h as  g iven  

b ir th  to  a  ch ild  on C h ris te n ’s d o o rs tep . And in  th is  f ig u re  we see  a 

d ire c t  a sso c ia tio n  w ith C h ris tin e  and  indeed  w ith  th e  spider^^. When he 

f i r s t  a r r iv e s  a t  th e  farm house , th e  sp id e r  in  h is  han d . C h ris ten  ac tu a lly  

th in k s  she  is  C hris tine :

>Als sie h e re in s tü rz te  so sch rec k h ch e n  A ngesich tes, da f u h r  
e r  au f, e r  wuBte e r s t  n ich t, w ar es C h ris tin e  in  ih r e r  
u rsp rü n g lic h e n  G estalt<  [91]

an  id en tific a tio n  w hich G otthelf th e n  expands:

» s tec h e n d  u n d  wild, g if tig  s ta r r te n  au s  des Weibes 
v e rz e r r te n  Ziigen d e sse n  A ugen ihn  an , u n d  es w ard  ihm 
immer m ehr, a ls t r e te  die S p inne  au s  ih n en  h e ra u s , als se i  
s ie  e s  s e lb s t^  [92]^^.

The symbolism is  com pleted w hen C h ris ten  ac tu a lly  h as to  d ra g  th e  wild 

woman -  now n o t on ly  hold ing  th e  c a p tu re d  sp id e r  b u t w ith  th e  wild 
woman c lasp in g  h is hands! -  in s id e  th e  house as  he r e tu r n s  th e  sp id e r  

to  th e  hole in  th e  post:

»das W eib...achtete  s ich  se in es  W inkens n ich t, h o rte  n ic h t 
die Worte a u s  s e in e r  k eu ch en d en  B ru s t, s t i irz te  in  seine 
v o rg e s tre c k te n  Hande, klam m erte an sie s ich  an , in 
T o d esan g s t muBte e r  die W ütende sch lep p en  zum Hause

M uschg a s k s  spec ifica lly  »Was b e d e u te t e s ..., daB in  d e r  E rzah lu n g  
vom zw eiten  A u sb ru ch  p lo tzlich  die G ebarende, d e re n  Kind in  
G efahr is t ,  mit dem Ungetiim  e in s  zu sein  schein t..?< . M uschg, 
W alter: »Jerem ias G otthelf Die Schw arze S p inned. In  Pam phlet und  
B ek en n tn is . A ufsatze  u n d  R eden. H erausgegeben  von P e te r  A ndré 
Bloch u n d  Elli M uschg-ZoUikofer, (F re ib u rg  1968), 219-228, h e re  222. 
Compare a lso  Von Wiese: ^W ieder w ird h ie r  die Id e n tita t  e in es  bosen 
Weibes m it d e r  m y th ischen  S p inne sp iirb a r< . >Jerem ias G otthelf. Die 
S chw arze SpinneC. In  Von Wiese, Benno: Die D eutsche Novelle von 
Goethe b is  K afka. Volume I, (D üsseldorf, 1964), 191. S a lfin g er also 
id e n tif ie s  »eine b e so n d e re  B eziehung z u r  Spinne« in  th e  woman’s 
p o r tra y a l, op. c it., 154.

The id en tifica tio n  is a lso  re in fo rce d  by  th e  fa c t th a t  sh e  g iv es  b ir th  
n ex t to  th e  window p o st, and  th ro u g h  th e  w ords >glotzen< an d  
» v e rz e rr t<  [91], w hich link  h e r  w ith th e  sp id e r  and  H untsm an 
re sp e c tiv e ly .
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h e re in ..., ehe es ihm g e lin g t in s a lte  Loch die S pinne zu 
d ra n g e n , mit s te rb e n d e n  Handen den  Zapfen 
v o rzu sch lag en «  [83].

Once in  th e  house  bo th  C h ris ten  and th e  wild woman die. Sym bolically 

C h ris tin e  is rep laced  in  bo th  h e r  form s in  h e r  p ro p e r  p lace an d  a t  th e  
same time. In  th e  d ea th  of th e  woman in  th e  house and  th e  d e ten tio n  of 

th e  s p id e r  in  th e  p o s t, C h ris tin e  and  all th a t  she  en ta iled  fo r th e  

com m unity is b an ish ed  to  th e  p ast.

Not on ly  a re  th in g s  rep laced  in th e ir  o rig in a l position , b u t th e  

lan d scap e  r e v e r ts  to  i ts  o rig in al s ta te  as  well. The new house  b u ilt by  

C h ris te n ’s fam ily m y ste rio u sly  b u rn s  down, so th a t  no tra c e  of i t  is  le ft 

in th e  la n d sc a p e , while Von S to ffe ln ’s new c a s tle  no lo n g e r ex ists  a t  th e  

time of th e  c h r is te n in g . J u s t  as  C h ris tine  is rep laced  in  h e r  p ro p e r  

p lace, so th e  va lley  is  re s to re d  to  i ts  o rig in a l condition .

The notion  of p ro p e r  space, e s ta b lish e d  in  th e  fram e of th e  

Novelle, is  th e re fo re  also affirm ed by th e  ac tion  of th e  leg en d s.
C hanges to  e s ta b lish e d  position  b r in g  d is a s te r , re v e rs io n  to  o rig in a l 
space  th e  rem edy. The leg en d s have a  sp a tia l logic of th e ir  own, th e  
logic of th e  f i r s t  one being  re p ea ted  in th e  second. The sen se  of 
p a t te rn  th a t  G otthelf e s tab lish ed  in  th e  open ing  p a ra g ra p h s  th e re fo re  
pe rm eates  th e  w ork a s  a  whole, as th e  second  n a r ra tiv e  becomes 

p re d ic ta b le  in  th e  lig h t of th e  f i r s t  one. The leg en d s  p ro v id e  th e  

rea so n in g  fo r th e  re s to ra tio n  of th e  farm house on th e  same site . The 
h o u se ’s and  p o s t’s ^rep lacem ent^  am ounts to  a  sym bolic a c t of fa ith , 

w hose s ig n ifican ce  is revealed  only  by  th e  leg en d s  th a t  th e  g ra n d fa th e r  

n a r ra te s .

2.6 FRAME AND LEGENDS

Fram e an d  leg en d s  can g en era lly  be d is tin g u ish e d  from one 

a n o th e r  th ro u g h  th e  c h a ra c te rs ’ a tt i tu d e s  to w ard s  space. If 
d isp lacem ent an d  in tru s io n  a re  un ique  to  th e  leg en d s , c re a tin g  a b road  

a n ti th e s is  betw een  th e  two sec tions of th e  Novelle, th e  th ird  motif -  th a t
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of rep lacem en t -  lin k s  them. F or th e  g ra n d fa th e r ’s decision  to  re b u ild  

th e  d ilap id a ted  house on its  fo rm er s ite  and  to  rep lace  th e  window p o s t 

in  i ts  o rig in a l position  is as  m uch an  a c t of rep lacem ent a s  th e  ac tio n s  

of r e tu rn in g  th e  c ro ss  to th e  c h u rc h  o r th e  bab ies  to  th e i r  m others. 

In d eed , as  h is  action  is  th a t  of rep lac in g  C h ris tin e  in  h e r  p ro p e r  p lace, 

th e  house  w hich she  le ft to  b r in g  d isa s te r  upon  th e  va lley , h is  decision  

is fu n d am en ta lly  th e  same as  th a t  of th e  m other and  C h ris ten  in  th e  two 

leg en d s . AH th re e  re s to re  C h ris tin e  to th e  H ornbach fa rm house . In  

re ta in in g  th e  b lack  p o s t in  th e  new house th e  g ra n d fa th e r  is  e ffec tiv e ly  

e n su r in g  th a t  none of h is  family -  from th e  b ab y  who h as ju s t  been  

b o rn  to  th e  midwife who lived six h u n d re d  y e a rs  e a r lie r  -  leav es  th e  

house. His b eh av io u r -  along w ith th a t  of C h ris ten  and  th e  m o ther in  
th e  f i r s t  leg en d  -  form s th e  s ta n d a rd  a g a in s t w hich th e  d ev ia tio n s  of 

th e  le g en d s  a re  m easured.

The »Raum gefiihl< in th e  fram e d iffe rs  v io len tly  from  th a t  of th e  
n a r ra tiv e s . I f  th e  form er is d is tin c tly  solid , s c u lp tu ra l, in d eed  r ig id , 
th e n  th e  la t te r  is in  p e r s is te n t  flux. And th is  a n tith e s is  is  re in fo rc e d  
b y  fo u r f u r th e r  fa c e ts  of th e  legends: ab sen ce  of position , c h an g in g  
sh ap e , extrem e pace and  v e rtic a l motion. Each of th e se  form s c o n tra s ts  

w ith  th e  p e rm an en t space  and  m easured , p a tte rn e d  movement o f th e  
fram e.

If c h a ra c te rs  like C h ris tin e , Von S toffe ln  and  C h ris te n ’s fam ily 
d iv e rg e  from  th e  norm ative positions of th e  fram e, th en  th e  re le a se d  

s p id e r  goes one s tag e  fu r th e r .  This is c o n s ta n tly  and  re p e a te d ly  

p re s e n te d  in  te rm s of a  com plete absence  o f  position: »So w ar die 

S p inne  bald n irg e n d s , bald  h ie r, bald  d o rt, bald im Tale u n te n , bald  au f 

den B ergen  oben; sie z isch te  d u rc h s  Gras, sie  fiel von d e r  D ecke, sie 

ta u c h te  a u s  dem Boden auf< [69]. I t  a p p e a rs  ev ery w h ere , in  h o u ses , 

s ta b le s  and  fo re s ts  -

»Sie fiel des N achts den L eu ten  in s G esicht, b eg eg n e te  ih n en  
im Walde, su ch te  sie heim im Stalled [69]

-  in  bedroom s -

»Das Kind in  d e r Wiege, den  Greis au f dem S te rb e b e tt  
sch o n te  sie nicht<  [69]
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-  an d  on th e  s t r e e ts  -

»Bald h ie r , bald d o rt, am lieb s ten  u n te n  am K ilchstalden
ta u c h te  s ie  m itten  in den Haufen a u f  o d e r  g lo tz te  p lo tz lich
vom S a rg e  h e rab  au f die B egleitenden<  [89]

I t  is re p e a te d ly  u b iq u ito u s , » a llen th a lb en ...u n d  n irg en d s<  [69], » n irg e n d s  

u n d  a llen thalben<  [69]. »Bald w ar sie z u v o rd e rs t ,  bald  z u h in te r s t  in  d e r  

Gemeinde^ [89] w ith  th e  re s u lt  th a t  »die M enschen k o n n ten  sie  n ic h t 
meiden< [69].

The s p id e r  becomes th e  epitom e of u n p re d ic ta b ility . I ts  p lace is 

unknow n: »Denn wo w ar je tz t  die Sp inne, u n d  k o n n te  sie n ic h t h ie r  se in  

u n d  u n v e rse h e n s  au f den FuB sich  se tzen ?^  [69]^^. In d eed  i t  a p p e a rs  to  
defy  logic, be in g  able to  a tta c k  in  more th a n  one p lace a t  a  time: »au f 

den  B ergen , im Tale e rs c h ie n  sie zu  g le ich er Zeitc [89]. The a p p a re n tly  

m inor ch an g es  to  th e  valley  b ro u g h t ab o u t b y  th e  b u ild in g  of th e  c a s tle  
and  th e  new house  u ltim ately  prom pt th e  com plete b reakdow n  of sp a tia l 
norm s. The s p id e r ’s m ovem ents a p p e a r  to ta lly  random , u su a lly  
inexplicable, o ften  a p p a re n tly  im possible. I t  becom es, in Benno von  
Wiese’s w ords, »eine e igne, alien  Raum u n d  alle Zeit d u rc h k re u z e n d e  
Machtc^^. In  th e  s ta r k e s t  c o n tra s t  to  th e  ro u tin e  an d  r itu a l p re s e n te d  

in  th e  open ing  fram e, th e  on ly  p a t te rn  i ts  m ovem ents form is one of 
com plete u n p re d ic ta b ility . Even g ra v ity  is n e g a te d  as  th e  in itia l 

ch an g es  of p o sition  in  the  leg en d s culm inate in  th e  co llapse of p h y s ica l 

laws. The s p id e r ’s u t t e r  ab sen ce  of position  form s a  co n cep tu a l 

a n ti th e s is  to  th e  g ra n d fa th e r ’s re s to ra tio n  of th e  fam ily house  on th e  
same site .

If ab sen ce  of fixed position  form s a dom inant motif in  th e  le g en d s , 
th e n  th a t  of c h a n ^ in â  sh a ve  is p u rsu e d  even  more v ig o ro u sly . The 

lan d scap e  i ts e lf  c h an g e s , w ith  th e  c o n s tru c tio n  of th e  new c a s tle  an d  

new house. The r iv e r  becomes »aufgeschw ollen  [64]. The p ro file s  of

The same ap p lie s  to  th e  m yste rious c a t -  th e  s p id e r ’s o th e r  
in ca rn a tio n . I ts  position  can n o t be id en tified  e ith e r: »w ah ren d  a lien  
d re ien  Tag en  soil man im ganzen  Hause ein seltsam  S u r re n  g e h o r t 
h aben  wie das e in e r  Katze...Doch die Katze, von  w elcher es kam, 
k o n n te  man tro tz  a llés S uch en s n ic h t finden<  [84]. The H untsm an 
too has >an g a r v ie len  Or ten  zu tu n «  [39].

Von Wiese, op. c it., 187.



-  32 -

th e  c h a ra c te rs  in  th e  leg en d s a re  a lso  c o n s ta n tly  a lte r in g , th e  motif 

being  in tro d u ce d  in  th e  p o r tra y a l of Von S to ffe ln  -

»Da b eg an n  d e r  Zorn des R itte rs  Kopf groB er u n d  groB er zu 
8chwellen< [29]

-  and  ta k e n  u p  in  th e  d e sc r ip tio n s  app lied  to  th e  Green H untsm an.

Here again  G otthe lf’s p o r tra y a l re v e a ls  a rem ark ab le  in s is ten c e . D uring 

th e  f i r s t  m eeting w ith th e  p e a s a n ts  i t  is  th e  fe a th e r  in  th e  H untsm an’s 

h a t w hich is d e sc rib e d  a s  m oving on two occasions:

»Auf dem kecken  B are tt sch w an k te  e ine ro te  Feder<  [30]

and

»G rausig  schw ank te  die F e d e r am Hute< [33]

a s  i t  is  w hen he a p p e a rs  fo r th e  second  ibeeting:

»Und m itten  u n te r  ih n en  s ta n d  mit g rin sendem  G esicht d e r  
G rüne, u n d  lu s tig  sch w an k te  die ro te  F e d e r au f seinem  
Hute« [37] 1®.

L a te r in  th e  Novelle th e  H untsm an is no t d e sc rib e d  a t  all, on ly  th e  
w avering  fe a th e r  on h is h a t, r is in g  u p  above th e  b u sh es  like a  s ig n  of 
th e  p e a s a n ts ’ moral vacilla tions -

»auf dem Hu te  schw ank te  g lu tro t  eine F ed er«  [46]

o r

and

»ein sch w arzes  H aupt, u n d  au f diesem  sch w an k t die ro te  
Feder<  [64]

>auf dem e in e r  Fahne g le ich  die ro te  F e d e r schw ankte<  [64]

-  an d  an tic ip a tin g  th e  trem bling  of th e ir  g u ilty  limbs^^. The H untsm an’s 

s h if tin g  p ro file  i ts e lf  recalls  th e  g ro te sq u e  p u n ish m en t of a  woman who 

w anted  to  m onitor h is  tra n s p o r ta tio n  of th e  beeches: » Als bald we he te  ein

Also: »im schw arzen  G esichte flaramte ein ro te s  B artchen<  [30].
T heir lim bs trem ble  a t  th e  cas tle  [28], th e  womenfolk follow th e ir  

h u sb a n d s  »in z it te rn d e r  N eugierdeC  [33]. »Bebend h o rte  die Menge, 
was die M anner e rzah lten «  [41] a f te r  th e  second m eeting w ith th e  
H untsm an while d u rin g  th e  th ir d  b ir th  th e y  » b eb ten ...in  den  
S ch reck en  des Todes« [67], Sim ilarly  »so s tu n d e n  sie beb en d  
zusam m en und  jam m erten< [68]; » h o rte  doch n ic h t au f zu b eben  in 
u n sa g lic h e r  A n g sts  [68]; » d e r  so sch rec k lic h e  S ch reck , d e r  fo r t  u n d  
fo r t  d u rc h  ih re  G lieder z itte rteC  [94].
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g if t ig e r  Wind sie  an; das G esicht schw oll au f, w ochenlang k o n n te  man 

w eder Nase noch Augen seh en , den Mund mit Mühe finden<  [46],

But i t  is in  th e  f ig u re  of th e  sp id e r  th a t  th e  motif re a ch e s  i ts  

apo theosis. T his beg ins w ith  th e  g ra d u a l g ro w th  of th e  b lack  sp o t on 

C h ris tin e s ’s ch eek  -

»U nm erklich  w uchs d e r  k leine P u n k tc  [51]^®

-  a f te r  w hich i t  slowly b e g in s  to  ch an g e  sh ap e  -

> der sch w arze  P u n k t w ard groB er u n d  sch w arzer, e inzelne  
dunk le  S tre ife n  lie fen  von ihm au s, u n d  nach  dem Munde 
h in  sch ie n  sich  au f dem ru n d e n  F lecke e in  H ocker zu 
pflanzen<  [51]

-  u n til i t  ta k e s  th e  reco g n isab le  form of a  sp id e r;

3>je n a h e r  d e r  Tag d e r  G eburt kam ,...desto  m ach tiger d e h n te  
d e r  sch w arze  P u n k t s ich  a u s , d eu tlich e  Beine s tre c k te  e r  
von  s ich  a u s . P un k  te  u n d  S tre ifen  e rsch ie n e n  au f seinem  
Riicken« [51-2]

The motif co n tin u e s  w ith th e  p ro g re s s iv e  sw elling of th e  p re g n a n t 
sp id e r , confirm ing  th e  asso c ia tio n  betw een a  ch an g in g  facial p ro file  and  
a woman’s c u rio s ity :

»Die S p in n e  a b e r  schw oll an , baum te s ich  au f, u n d  zw ischen  
den k u rz e n  B o rs ten  h e rv o r  quollen  g if t ig  ih re  A ugend [52].

The p lague of li t t le  s p id e rs  is th e n  b o rn  an d  th e  sp o t r e v e r ts  to  its  
o rig in a l sh ap e  -

»die S p in n e  lieB s ich  n ied er, w ard  zum fa s t  u n s ic h tb a re n  
P u n k t w ieder<  [54]

-  befo re  once ag a in  sw elling up  on C h ris tin e ’s cheek  as she  is  »aufs 

neue  von d e r  w ach sen d en  S pinne g e fo lte rtc  [56].

A fter th is  th e  most d ram atic  ch ange  in  sh ape  of all o ccu rs  -  

C h ris tin e ’s m etam orphosis in to  th e  m other sp id e r:

»vom gew eih ten  W asser b e r i ih r t  sch ru m p ft mit en tse tz lichem  
Z ischen C h ris tin e  zusam m en wie Wolle im F eu er, wie Kalch im 
W asser, s c h ru m p ft z isch en d , flam m enspriihend  zusammen b is  
au f die schw arze , hochaufgeschw ollene , g rauenvo ile  S pinne 
in ihrem  G esichte, sch ru m p ft mit d ie se r  zusam m en, z isc h t in  
d iese  h in e in ...< [65].

» seltsam  sa h  man es zu cken  in  ihrem  G esichte^ [50].
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The m other s p id e r  /  C h ris tin e  is  th e n  also re g u la r ly  p re se n te d  as 
sw elling an d  ch an g in g  i ts  shape : dimmer groB er w ird die S p inne , s t r e c k t  

immer w eiter ih re  sch w arzen  Beine iib e r das Kind< [65]. The 
^hochaufgeschw ollene^  sp id e r  [65] » b lah te ...s ich  au f, g if tig  baum te n sich  

die Haare a u f ihrem  R iicken« [67] and  th e n  > sch rak  zusammen« [67] 

w hen c o n fro n ted  by  th e  p r ie s t .  I t  is  »g iftgeschw ollen«  [75] a t  th e  

climax of th e  f i r s t  leg en d , »aufgeschw ollen  im Gif te  von 

J a h rh u n d e r te n ^  [87] on i ts  re le a se  in  th e  second , th u s  confirm ing th e  

im plicit link  betw een  i ts  m u tan t s ilh o u e tte  and  i ts  m u rd e ro u sn ess .

C hanging  sh ap e  is a lso  a  c h a ra c te r is t ic  of th e  w ounds in flic ted  by  
th e  sp id e r . C h ris te n ’s m other an d  wife die w ith  »hochaufgelaufenen<K 

faces [88] w hile th e  w ounds su ffe re d  by  th e  p r ie s t  of th e  f i r s t  legend  

a re  a lso  d e sc rib e d  in  te rm s of u n p le a sa n t sw ellings:

»Kleine schw arze  F lecken  sah  e r  au f d e r  Hand, s ic h tb a rlic h
w u rd en  sie  groB er u n d  schw ollen auf< [66].

A f u r th e r  b ro ad  a n ti th e s is  can  be a s s e r te d  betw een th e  fram e and  
th e  leg en d s. W hereas th e  fo rm er is th e  domain of fixed space -  th e  firm  
s t ru c tu re  of th e  house, th e  c lea r  d iv isions betw een th e  v a rio u s  a re a s  

su rro u n d in g  th e  house  an d  th e  d e fin ite  co n to u rs  of th e  valley  i ts e lf  -  

th e  leg en d s  p re s e n t  sp ace  in  c o n s ta n t tra n s itio n . Perm anence is s e t  
a g a in s t ch an g e , p a t te rn  a g a in s t  u n p re d ic ta b ility , c e r ta in ty  a g a in s t 
in se c u rity . C hanging  sh ap e  em erges as som ething th re a te n in g , a s  a 

form of d ece it and  guile , a s  pu n ish m en t and  as  an  exp ress io n  of 

ev as iv en ess . In  p re v e n tin g  c lea r  iden tifica tio n  i t  c o n tr ib u te s  to  a 

b reakdow n in v isu a l p e rcep tio n . W hereas e v e ry th in g  in th e  fram e can 

be seen  in  i t s  p e rm an en t position , th e  s ilh o u e tte s  of bo th  th e  space  and  

th e  c h a ra c te rs  in th e  leg en d s  change .

The re la tiv e  dram a of th e  in te rn a l n a r ra t iv e s  is also a p ro d u c t of 

th e ir  s ta r t l in g  pace. W hereas th e  movement in  th e  fram e was g en era lly  

s tu d ie d  an d  m easu red , th e  pace in  g en e ra l re ta rd e d , th e  leg en d s  a re  

m arked  by  com pelling sp eed , re fle c tin g  th e  pan ic  cau sed  by  th e  s p id e r s ’ 

p re sen ce . If  th e  motif of d ead lines lin k s  bo th  sec tio n s  of th e  Novelle, 

th e  p re s s u re  in  th e  leg en d s  is f a r  g re a te r . The p e asa n ts  have to 
c o n s tru c t  th e  g ro v e  fo r  Von S to ffe ln  »in Zeit e ines M onates« [29], a
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dead line  en fo rced  b y  th e  th re a t  of dea th , th e  tem po by  th e  b a iliff’s 

whip:

»w enn e in e r  mil de w urde , langsam er sich  r i ih r te  o d e r g a r  
ru h e n  w ollte, so w ar d e r Vogt h in te r  ihm mit d e r  
P e itsch e«  [27],

When th e  H untsm an ev en tu a lly  t r a n s p o r ts  th e  beech es, he does so 
» sch n e ll wie e in  A ugenblick« [46] while th e  m eetings w ith th e  H untsm an 

him self a re  a lso  a sso c ia ted  w ith  dram atic  in c re a se s  in  pace^®. A fte r th e  
second  m eeting we h ea r how th e  p e asa n ts  » s to b en  die Halde a u f  wie 

S p reu  im W irbelwinde< [37], a  f lig h t w hich C h ris tine  la te r  c a s tig a te s  as 
»übereilt<K [42].

C h ris tin e  h e rs e lf  is  also re g u la r ly  asso c ia ted  w ith  g re a t  v elocity .

She a r r iv e s  fo r  th e  m eeting w ith th e  H untsm an » ra sch , dafi es  fa s t
pfiff<  [36], w hile h e r  sp eed  la te r  becomes com pulsive an d  in v o lu n ta ry  -  

»U nw illk iirlich  floh sie den  B erg hinan< [40] -  an d  manic -  
» s t i irz te .. .e in e r  W irbelsinnigen  gleich den  Weg en tlan g , den  d e r  P ries  t e r  
kommen muBte< [53]. These c h a ra c te r is tic s  a re  re ta in ed  a f te r  h e r  
tra n sm u ta tio n  in to  th e  sp id e r. I t  ru n s  »in w u n d e rb a re r  Schnelle«  [68] - 

la te r  »in ih r e r  sch re c k h c h e n  Schnelle4( [72] -  a f te r  p e a sa n ts  who race  

aw ay from i t  »in W indeseile« [68]. The sp id e r  even  gains sp eed  in  th e  

second  legend : » sch n e lle r, g if t ig e r  a ls das e r s te  Mai w ar die S p inne  
je tz t<  [89]. The p e rp e tu a l speed  in  th e  leg en d s  is c o n tra s te d  w ith  th e

p ro g re s s iv e  an d  s te a d y  motion of th e  fram e.

A f u r th e r  fa c e t of th e  space in  th e  leg en d s  is th e  prom inence of 

ver tica l m ovem ent. Almost e v e ry th in g  th a t  is a sso c ia ted  w ith th e  p lague 

and  i ts  c au se s  is p re se n te d  as invo lv ing  motion in  th e  v e r tic a l p lane. 

Von S to ffe ln ’s c a s tle  is  b u ilt h igh  up  on top  of th e  B arhegen. The 

g ro v e  is also  b u ilt  th e re  so th a t  th e  b eeches have to  t r a n s p o r te d  from 

one hill to  th e  to p  of an o th e r. When th e  H untsm an u n d e r ta k e s  th e  work 

th e  t r e e s  fly  »hoch d u rc h  die Liifte ü b e r  alle Egg weg« [46]. In  th e  

second  leg en d  th e  house th a t  C h ris te n ’s family build  is a lso  spec ifica lly  

on h ig h e r  g ro u n d  th a n  th e  H ornbach farm house , being  »am

He d is a p p e a rs  »wie ein g lu tro te r  S tre ifen ^  [65]; »V erschw unden  w ar 
d e r  Griine< [40]. A fter th e  H untsm an’s in itia l dem and th e  p e a sa n ts  
»stoben«  aw ay [33] an d  » s tau b ten ...n a ch  Hause« [33], a r r iv in g  
»dahergestoben4( [33].
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A bhang ...oberha lb  des Baumes« [83]^°. All th e  a c ts  of d isp lacem ent en ta il 
movement u p w ard s  and  th is  again  q u ite  specifica lly  sh ap e s  th e  

»Raum gefiihK  of th e  Novelle. The position  of th e  H ornbach fa rm house  a t  

th e  v e ry  foot of th e  va lley  th e re fo re  also  assum es s ig n ifican ce , form ing 

a sp a tia l norm from which th e  action  of th e  leg en d s d e v ia te s  u p w ard s .

Both th e  H untsm an and  th e  sp id e r  a re  also s tro n g ly  a sso c ia ted  

w ith motion in  th e  v e rtic a l dim ension. The form er is alw ays id en tified  

by  th e  fe a th e r  -  »einem SchloBturm e gleich< [41] -  in  h is  h a t. His 

g e s tu re s  a re  co n s ta n tly  linked  w ith  upw ard  motion -  in  h is  w arn in g  to  

th e  k n ig h ts  he »hob d ro h en d  die lange, m agere, schw arze  Hand gegen  

das SchloB empor< [32] -  while v e r tic a l  movement of h is  b e a rd  form s a  

r e c u r r e n t  motif w ith in  h is descrip tion^^. The s p id e r ’s g ro w th  on 
C h ris tin e ’s cheek  is d e sc rib ed  w ith sim ilarly  v e r tic a l a t t r ib u te s  -

»die S p inne  schw oll noch h o h er auf< [53]; die S p inne  im 
G esichte schw oll immer h o h er auf< [54]; >die S p inne  lieB sich  
n ied er, w ard  zum fa s t  u n s ic h tb a re n  P u n k t wie d e r  < [54];
»b lah te  sie s ich  au f, g if tig  baum ten sich  die H aare a u f  ihrem  
R ücken« [67]

-  as a re  th e  a tta c k s  on i ts  victim s -

»hoch hob sich  die Sp inne als wie zum S prunge<  [92]

-  and  th e  w ounds i t  in flic ts  -

»Hochauf schwoll d e r  Arm, schw arze  Beulen quollen  immer 
h o h er au fc  [66].

The s p id e r ’s home is also a  v e r tic a l c o n s tru c tio n , th e  b lack  window post.

The fo rce fu ln e ss  w ith w hich su ch  motifs o ccu r s u g g e s ts  th a t  

G otthelf’s u se  of space  and  sp a tia l a t t r ib u te s  is h ig h ly  conscious. Not 

on ly  is space  a  c e n tra l fe a tu re  of th e  d esc rip tio n  of c h a ra c te rs  in  bo th  

fram e an d  leg en d s , b u t th e  m otifs a sso c ia ted  w ith specific  c h a ra c te rs  a re  

in v a riab ly  q u ite  c o n sis te n t.

F u rth e rm o re  m otifs su ch  as  chang ing  shap e , ab sen ce  of position , 
h igh  ve locity  an d  upw ard  motion a re  in  no sen se  in d e p e n d e n t of each

E ven tua lly  i t  is » nie d e r g e b ra n n t bis au f den Boden« [94].
» au f- u n d  n ie d e rg in g  das B artchen«  [33]; »wie das ro te  B artch en  

lu s tig  a u f -  u n d  n ied e rg in g  im schw arzen  G esichte^ [37]; »zu den  
W orten zw itze rte  li is te rn  sein  ro t  B artchen  au f u n d  ab« [37].
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o th e r. They a re  g en era lly  com bined in th e  m ajor c h a ra c te rs  of th e  

le g en d s , be ing  above all ty p ica l sp a tia l a t t r ib u te s  of th e  sp id e r ,

C h ris tin e  an d  th e  H untsm an. T hey c o rre la te  to  form a  b road  b an d  of 

a n ti th e se s  to  th e  sp a tia l qu a litie s  p re v a le n t in  th e  fram e an d  also  

c o rre la te  w ith th e  m otifs of in tru s io n  and  d isp lacem ent in  th e  leg en d s. 

The in t r u d e r s  a re  th e re fo re  gen era lly  a sso c ia ted  w ith ch an g in g  sh ap e , 

d isp lacem ent w ith  h e ig h t.

G otthelf c re a te s  a  complex ta p e s try  of in te rw oven  sp a tia l 

a t t r ib u te s  w hich link  th e  c h a ra c te rs  of th e  le g en d s  and  d iffe re n tia te  

them  from  th o se  of th e  fram e. He employs sp a tia l m otifs in  th e  way th a t  

o th e r  w r ite rs  m ight norm ally use lin g u is tic  im agery . The m otifs th a t  

o ccu r in  th e  f i r s t  in te rn a l n a r ra tiv e  a n tic ip a te  th o se  of th e  second.
A gain we fin d  G otthelf c re a tin g  and  fu lfilling  ex p ec ta tio n s  in  th e  minds 

of h is  re a d e rs h ip . The p re d ic ta b ility  of th e  second  legend  ga in s a  
f u r th e r  sp a tia l dim ension, a s  th e  sequence  of d isp lacem ent, in tru s io n  and  

rep lacem en t a n tic ip a te s  th e  action  of th e  second  legend , and  th e  motifs 
of ab sen ce  of position , chan g in g  shape , d ram atic  pace and  v e rtic a l 
motion in  th is  second  n a rra tiv e  reca ll th e  ac tion  of i ts  p re d e c e sso r . A 
f u r th e r  p a t te rn  em erges p u re ly  w ith in  th e  p o r tra y a l of space  in  

G o tthelf’s Novelle.

2.7 THE ETHICAL DIMENSION

T here  is  little  d is tin c tio n  betw een Jerera ias  G otthelf th e  w rite r  and  
A lbert B itzius th e  m oralist. For H unziker »G otthelfs K ü n s tle rn a tu r^  is 

>nach e th isc h e n , n ich t nach  a s th e tis c h e n  P rin z ip ien  o rien tiert^^^ . For 
A n d reo tti »das S ittlich-R elig iose<  is  »wohl G otthelfs  z e n tra ls te s  

d ic h te r isc h e s  A n liegen ...is t die Mitte, von d e r  au s  sein  ganzes 
s c h r if ts te l le r is c h e s  Schaiffen v e rs ta n d e n  u n d  b e u r te il t  w erden  muB...Aus 

ih r  und  n u r  a u s  ih r  h e ra u s  la s s t sich  e rfa s se n , wie s e h r  fu r

In tro d u c tio n  to  G otthelf, Jereraias: Sam tliche Werke in 24 B anden . 
h e ra u sg e g e b e n  von Rudolf H unziker, Hans Bloesch, K urt G ug g isb erg  
u n d  W erner J u k e r  (Munich, B erne, Z urich , 1911-1977),
Volume IX, 510.
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G otthelf...D ich tertum  c h ris tlic h e s  P ries te rtu m  bedeutet^^^. As b e fits  his 

pseudonym , h is  l i te ra ry  a c tiv ity  is an  ex tension  of h is p u lp itry  and  his 

c re a tiv e  w orks a re  u su a lly  o v e rtly  d idactic . The Sw iss p a s to r  holds 
l i te ra ry  serm ons an d  th e  dilemma faced  by th e  h e ro  in  h is  Uli d e r  

K necht -  »Es kam ihm v o r, a ls  ob zwei Machte  s ich  um se ine  Seele 

s t r i t te n ,  f a s t  gleichsam  ein g u te r  und  ein b o se r Engel, u n d  je d e r  ihn  
haben  woUte<24 _ jg th e  p red icam en t th a t  c o n fro n ts  each of th e  

c h a ra c te rs  in  Die Schw arze S o inne . He th e re fo re  view ed life a s  a  

s tru g g le  betw een  th e  fo rces  of good and  evil^®. In  t r e a t in g  »die 

sch reck lich e  L ehre«  [80] of th e  p lague, Die Schw arze S p inne  p re s e n ts  a 

C h ris tian  m essage -  as th e  g ra n d fa th e r  s ta te s ,  »es kan n  s ich  v ie lle ich t 

in  d e r  h e u tig e n  Zeit jem and ein Exempel d a ra n  nehmen< [79]. The 

re a d e r  re a c h in g  th e  en d  of th e  Novelle m ight echo th e  th o u g h ts  of th e  
y o u n g e r G odfather: »es düriké ih n , e r  sei e r s t  au s  d e r  K irche 

gekommenC [97].

G o tthelf’s C h ris tia n ity  comes to  prom inence m ost f re q u e n tly  in  h is  
an th ro p o lo g y . He is no t p rim arily  co n cern ed  w ith  th e  dep ic tion  of 
in d iv id u a lity , n o r w ith  p e rso n a lity  o r a p p ea ran ce , sh a r in g  few of th e  

co n ce rn s  of h is  R ealist con tem poraries  in F ran ce  and  England. For th e  
most p a r t  h is  f ig u re s  a re  ty p ica l, indeed  s te re o ty p ic a l, a rg u a b ly  weak 

an d  faded .

I t  is on ly  in th e  depiction  of moral c h a ra c te r  th a t  G otthelf commits 

him self fu lly . Here th e re  is no f ra ilty , no lack  of c la r ity . In d eed , he 

o ften  sp a re s  h is  re a d e rs h ip  th e  e ffo r t  of se r io u s  in te rp re ta tio n  by  

ju d g in g  th e  c h a ra c te rs  in ad v an ce^ ® . We will b r ie f ly  look a t  h is  

de lineation  of some of th e  more m ajor c h a ra c te rs , b eg in n in g  w ith  th e  

k n ig h ts  of th e  f i r s t  legend . These ty p ify  th e  fo rce fu ln e ss  w ith  which 

he d riv e s  home h is m eaning, th e  re g u la r ity  w ith  which re lig io u s

2® A n d reo tti, Mario: Das Motiv Des Frem den Im Werke G otthelfs (Diss.
Z urich , 1975), 152.

2"̂  Sam tliche W erke in  24 B anden. Volume IV, 44.
25 » F ü r den  E th ik e r G otthelf w ird  die Welt d u rc h  das G eg en satzp aar

Gut u n d  Bose bestim m t; d e r  Kampf w ider das Bose is t  dem M enschen
als se in e  groBte A ufgabe au fg e trag en « . F eh r, Karl: Jerem ias G otthelf
(F re ib u rg , 1979), 55.

2® He o ften  a p p e a rs  to  be n a r ra tin g  from th e  g a te s  of heaven . So fo r 
example: 3>Es w u rd en  re c h tsc h a ffe n e , g o tte s f iirc h tig e  M enschen, die
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term inology co lo u rs  th e  d esc rip tio n . These k n ig h ts  a re  re p e a te d ly  

p re s e n te d  a s  h ea th en :

»ob g le ich  sie e ig en tlich  ge istlich e  R itte r w aren , gew ohnten  
sie  s ich  f a s t  an  ein he id n isch  Leben u n d  g in g en  mit a n d e re n  
L eu ten  um, a ls  ob kein  Gott im Himmel w are, und  w enn sie 
d ann  heim kam en, so mein ten  sie noch immer, sie se ien  im 
H eidenland, u n d  tr ie b e n  das gleiche fort...<% [26-7].

T heir le ad e r, Hans von  S toffeln , know s no th in g  of m ercy o r C h ris tian  
c h a r ity . He inhum anly  coerces th e  p e a sa n ts  to  bu ild  a  new ca s tle  while 

g iv in g  them  n o th in g  in  r e tu rn  -

»Dazu s c h e n k te  e r  keine Z eh n tgarbe , kein  MaB B odenzins, 
ke in  F a sn ac h th u h n , ja  n ich t einmal ein  F asnach te i;
Barm h e r  zi g k e it k an n te  e r  ke ine, die B ed ü rfn îsse  a rm er L eute 
k a n n te  e r  n ich t. Er e rm u n te rte  sie a u f  he id n isch e  Weise mit 
S ch lagen  u n d  Schim pfen< [27],

-  th re a te n s  to  to r tu r e  them  should  th e y  fail to  obey  his commands -

»wenn in  M o n atsfrist die h u n d e r t  B uchen n ich t oben  s te h e n , 
so la sse  ich  euch  p e itsch en , b is  kein  F in g e rlan g  m ehr ganz  
an  euch  is t ,  und  Weiber u n d  K inder w erfe  ich  den H unden 
vor< [29-30]

-  and  has no in te r e s t  w ha tso ev er in  th e ir  sp ir i tu a l  w elfare:

»was g in g en  ih n  d e r B auren  Seelen an , w enn einmal d e r  Tod 
ih re  L e iber genommenK [45]2^.

E qually  unequ ivoca l is  G otthelf’s p o r tra y a l of C hristine . She is 

b ra z en , >ein v e rm essen  Weib< [51] who » fiirc h te te  s ich  n ich t v ie l vo r 
Gott u n d  M enschen< [33]. S p iritu a l co n ce rn s  p lay  no role in  h e r  

th in k in g :

»da die A rb e it f i i r  das SchloB sei, w ürde  es ih re n  Seelen 
n ic h ts  sch ad en , w enn d e r Teufel sie mache< [34].

Gnade bei G ott h a tte n  und  W ohlgefallen bei den  M enschen, die 
S egen im Leben fan d en  und im Himmel noch mehr<( [95].

2̂  »Hans von S to ffe ln  e r s e tz t  die beiden  G ru n d fo rd e ru n g en  des 
C hris ten tu m s, Liebe zu Gott u n d  Lie be zum N achsten, d u rc h  
Ü berm ut u n d  G rausam keit«. F eh r, Karl: Jerem ias G otthelfs Schw arze 
S o inne  a ls  C h ris tlich e r M vthos (Zurich, 1942), 31. »Er laBt keine 
h o h ere  In s ta n z  iib e r s ich  ge lten , so n d ern  will s e lb s t a ls  Gott 
b e w u n d e rt, a ls  Teufel g e f iirc h te t sein . E r le b t im Glauben an  seine 
ab so lu te  Macht«. M uschg, Walter: Pam phlet u n d  B ekenn tn is . A ufsatze 
u n d  R eden. H erausgegeben  von P e te r  A ndre  Bloch und  Elli M uschg- 
Zollikofer, (F re ib u rg , 1968), 219-220.
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In d eed , in  o rd e r  to  re lease  h e rse lf  from th e  to rm en t of th e  s p id e r , 3>sie 
h a tte  a llés im Himmel und  au f E rden  au fg e o p fe r t«  [51]. In  sp ite  of h e r  

adm ission th a t  »ein Kind sei immer ein M ensch, und u n g e ta u f t  e ins au s  

den  H anden geben , das w erde kein  C h ris t tu n «  [38] she  is  th e  c h a ra c te r  

who sea ls  an d  a ttem p ts  to  im plem ent th e  »P ach t mit dem S a tan é  [49].

The same p o la risa tio n  u n d e rp in s  th e  e th ic s  of th e  second  

n a r ra tiv e , w here  G otthelf’s c h a ra c te r is a tio n  is  even  more b ru ta l .  On th is  

occasion th e  c e n tra l  fe a tu re  of g o d le ssn ess  is  p rid e , o rig in a l sin .

»So w u rd en , nachdera v ie le  G esch lech te r d ah in g eg an g en ,
Hochmut u n d  Hof f a r t  heim isch im T a le ,...se lb s t an  die 
he iligen  Zeichen w agte die Hof f a r t  s ich , u n d  s ta t t  daB ih re  
H erzen w ahrend  dem B eten in b rü n s tig  bei Gott gew esen  
w aren , h in g en  ih re  A ugen h o ffa rtig  an  den  go ldenen  Kugeln 
ih re s  R osenkranzes. So w ard  ih r  G o ttesd ien st P ra c h t  und  
Hoff a r t ,  ih re  H erzen a b e r  h a r t  gegen  Gott und  Menschen*
Um G ottes Gebote beküm m erte man s ich  n ich t, se in es  
D ienstes, se in e r  D iener sp o tte te  man...< [81]

C h ris te n ’s m other an d  wife a re  » d e r H offart, dem Hochmute 
e rgeben<  [82], indeed , »beide w aren  gleich h o ffa rtig  u n d  

hochmütig...4: [82]. Such is  th e ir  » h o ffa r t ig e r  U ngeduld< [82] w hen th e y  
bu ild  th e ir  new house  th a t  th e y  >schonten  s e lb s t  die h e ilig en  F e ie rtag e  

nicht<  [83]. When th is  Golden Calf is com pleted th e y  » w u rd e n  alle Tage 

h o ffa r t ig e r ...u n d  an  Gott d a ch te n  sie n icht<  [84] so th a t  » d e r  H offart d e r  

M eisterw eiber ke ine  G renzen m ehr k an n te^  [84-5]. G otthelf c o n s ta n tly  
rem inds u s th a t  he is w riting  n o t only  ab o u t simple B ern ese  p e a sa n ts  

b u t fo r them. He c h a ra c te r is e s  w ith a  b lu n t in s tru m en t.

The th ird  in co rp o ra tio n  of g o d lessn ess  in th e  second  n a r ra tiv e  is 
th e  head  se rv a n t. His » tie r is c h e r  Übermut<K [85], like th a t  of th e  o th e r  

s e rv a n ts , co n s is ts  of »gottlose(m ) L eben, g o ttlo se (n ) R eden u n d  

gottlose(m ) S chan d en  d e r Gaben Gottes« [89]. Life u n d e r  h is  in flu en ce  
th e re fo re  follows a  g ro te sq u e ly  u n c h r is tia n  p a th  -

>Von B eten wuBte man n ic h ts  m eh r...S ie ...h o h n ten  je d e n  
G o ttesd ien st, leu g n e ten  alle h o h ere  Gewalt und  p la g te n  au f 
alle  Weise den  P r ie s te r , d e r  s tra fe n d  zu ihnen  g e re d e t h a tte ; 
k u rz , sie h a tte n  keine F u rc h t m ehr v o r  Gott und  M enschen 
u n d  ta te n  alle Tage w ü ste r«  [84-5]

-  cu lm inating  in a  p a ro d y  of p ries th o o d :

»Da w ard  die Roheit immer graB licher, sie sch a n d e ten  alle 
S peisen , la s te r te n  allés Heilige; d e r  g en an n te  K necht sp o tte te
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des P r ie s te rs , te ilte  B rot a u s  und  t r a n k  seinen  Wein, a ls ob 
e r  die Messe ve rw alte te , ta u fte  den  Hund un terem  
Ofen...< [87].

This same u n equ ivoca lity  can  be seen  in  th e  good c h a ra c te rs  of 

th e  in te rn a l n a rra tiv e s . Each of th e se  is p re s e n te d  as  g o d -fea rin g , 

in n o cen t, o r in  two cases, as reco g n isin g  th e i r  sin  an d  ac tin g  

acco rd in g ly . The p r ie s t  of th e  f i r s t  p a rab le  exem plifies th is . He is » d e r 

fromme Mann< [49], »ein g a r  from m er Mann< [49] -  one of th o se  

c h a ra c te rs  »die go ttgew eih ten  H erzens sind« [65]. The g ra n d fa th e r  can  

say  of him:

»w er au f Gottes Wegen g eh t, kann g e tro s t  G ottes W ettern  
das Seine ü b e rla ssen . Darum s c h r i t t  d e r  P r ie s te r

, , , u n e rsc h ro c k e n  d u rch  die W itte r dem Kilçhst^lc^ep zu , d ie.....................
gew eih ten  heiligen  Waffen t ru g  e r  bei s ich , und  be i Gott w ar 
sein  Herz« [64].

In  sim ilar fash ion , th e  m other whose baby  C h ris tin e  su cc e ss fu lly  s tea ls  
is  d e sc rib e d  a s  a »fromme(s) Weibchen< [73]. Her th o u g h ts  a re  alw ays 

w ith  God as  sh e  tr ie s  to  com bat h e r  fear:

»eine u n n e n n b a re  A ngst lag au f seinem  H erzen, es k o n n te  
sie w ed er mit B eten noch B eichten w eg b ringen«  [57-8].

Of h e r p lan  to  c a p tu re  th e  s p id e r  we hear:

»so v iel K raft w ürde ih r  Gott verle ihen<  [74],

while d u rin g  th e  a c t itse lf  -

»Da d ach te  sie an  Gott und  g rif f  mit r a s c h e r  Hand die
S p in n e ...M u tte rtreu e  u n d  M utterliebe d rü c k te n  die Hand zu, 
u nd  zum A ushalten  gab Gott die Kraft< [75]

-  and  ev en  in  death :

»Die tr e u e  M utter a b e r  f r e u te  sich  noch , daB sie ih re  
K indlein g e re tte t ,  d an k te  Gott fü r  se in e  Gnade, d an n  s ta rb  
sie au ch  den gleichen Tod wie alle, a b e r  ih re  M u tte rtre u e  
lo sch te  die Schm erzen a u s , und  die E ngel g e le ite ten  ih re  
Seele zu Gottes Thron, wo alle Helden s in d , die ih r  Leben 
e in g e se tz t fü r  an d ere , die f ü r  Gott u n d  die Ih re n  allés 
gew agt< [75].

The same is t ru e  of h e r m o ther-in -law , th e  g ran d m o th e r who tr ie s  

to  s to p  C h ris tin e  s tea lin g  th e  baby. She is a lso  d e sc rib e d  as  »eine
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fromme F rau «  [58], a  woman who inv o k es  p ra y e r  to  help  b o th  h e r  

d a u g h te r - in - la w  -

>die GroBm utter verm ochte  den  Jam m er n ic h t zu s tillen  mit 
B eten  u n d  T rosten«  [60]

-  an d  th e  s to len  baby:

» neben  ih r  saB b e ten d  die Alte, sie t r a u te  noch au f Gott, 
daB e r  m ach tiger sei a ls d e r  Teufel bose< [66],

The same p a tte rn  is also found  in  th e  second  n a rra tiv e . Here i t  
is  C h ris ten , whose o rig in a l w eakness c o n tr ib u te d  to  th e  s p id e r ’s 

release^® an d  who la te r  becomes th e  d iv ine ag en t. While o th e r  

c h a ra c te rs  have  re v en g e  on th e ir  mind, h is  th o u g h ts  p e rs is te n tly  r e tu r n  

to  God:

»Er a b e r  b e te te  Tag und  N acht zu G ott, daB e r  das Übel 
w ende, a b e r  es w ard  sch re c k lic h e r  von Tag zu T ag ...E r 
b e te te  zu Gott, b is ihm so re c h t  fe u rig  im H erzen d e r  
EntschluB  em porw uchs, die T a lsch aft zu  re t te n , das Übel zu 
siihnen ...D a saB e r , b e te te  u n d  w achte  u n d  ra n g  mit dem 
sch w eren  Schlaf fe s te n  M utes und  w ank te  nicht<  [90].

T hus, w hen th e  wild woman’s child  is b o rn  on h is  th re sh o ld , he 
ig n o re s  th e  th r e a t  of th e  sp id e r , c a r ry in g  th e  ch ild  to  th e  c h u rc h  fo r 

its  baptism :

»Zur heiligen  Weihe wollte e r  das Kindlein se lb s te n  tra g e n  
z u r  S üh n e  d e r S chuld , die au f ihm lag , dem H aupte se in es  
H auses, das ü b rig e  überlieB e r  G ott...se in  FuB s tu n d  n ich t 
s tille , s t re b te  dem heiligen  Ziele zu< [92].

G o tthe lf’s c h a rac te risa tio n  in  th e  leg en d s  th e re fo re  no t on ly  

invo lves th e  elem ent of p ro p e r  space  b u t  a lso  e th ica l evalua tion . T here  

is no re la tiv isa tio n  of s in , no p ro sp e c t of co llective  g u ilt in  Die 

Schw arze S p in n e . w here th e  ta c it a ccep tan ce  of o th e r  peop le’s m isdeeds 

is little  b e t te r  th an  to  sin  oneself. In  schem atic  fash ion  he p re s e n ts  a 
w orld w hich is po la rised  betw een th e  ex cessiv e ly  ev il and  th e  in te n se ly  

good. His c h a ra c te rs  behave in  an  uneq u iv o ca lly  C h ris tian  o r 
in c o n tro v e r tib ly  h ea th en  fash ion . T here  a re  two possib le  c lass ifica tio n s.

2® »doch v ie lle ich t u n te r  alien d e r  B este, a b e r  sein  Wille lag g eb u n d en  
in  s e in e r  Weiber Willen, und  d ieses  G ebundensein  i s t  a lle rd in g s  eine 
sch w ere  Schuld f iir  jed en  Mann, und  sch w e re r V eran tw o rtu n g  
e n tr in n t  e r  n ich t, weil e r  a n d e rs  is t , a ls  Gott ihn  wilK [90].
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no middle g ro u n d , indeed  no common g ro u n d . G otthelf p laces h is 

c h a ra c te rs  v e ry  firm ly  in  one camp o r an o th e r .

We fin d  th e  same u n eq u iv o ca lity  of p o r tra y a l in  th e  fram ew ork 

w here  th e  o c cu p a n ts  of th e  farm house a re  c a teg o rica lly  c lassed  as  

» b ra v e  L eu te ..., welche G o tte sfu rch t und  g u te  G ewissen im B usen 

tra g e n «  [98]2^. This model community se ts  th e  s ta n d a rd s  a g a in s t which 

th e  p a r tic ip a n ts  in  th e  leg en d s  a re  ju d g ed . G otthelf’s spokesm an, th e  

g ra n d fa th e r , is  a lso  th e  fam ily’s spokesm an. The dualism  of fram e and  

leg en d s  can  th e re fo re  be expanded . In  th e  fo rm er a  re lig io u s  a tt i tu d e  

p re v a ils  w hile th e  la t te r  a re  dom inated by  h e a th e n  g o d lessn ess .

2.8 ETHICS AND SPACE

The h e a v y -h a n d e d  uneq u iv o ca lity  w ith  w hich G otthelf c lass ifie s  th e  
c h a ra c te rs  re c a lls  th a t  e s tab lish m en t of p a t te rn s  seen  in th e  Novelle as 
a whole. We a p p e a r  to  be dealing  le ss  w ith a  fic tion  th a n  w ith th e  
c rea tio n  of c o rre la te s , of an  o v e rrid in g  schem e desig n ed  to  link  some of 
th e  c h a ra c te rs  an d  to c o n tra s t  some of th e  o th e rs . These s t ru c tu ra l  

p ro p e r tie s  h av e  been  id en tified  in  two a sp e c ts  of h is  ch a rac te risa tio n : in 
th e  p a r t ic ip a n ts ’ moral qua litie s  and  in  th e ir  re la tio n s  to  th e  space  th e y  

in h ab it. The g o d -fea rin g  c h a ra c te rs  a re  all linked , all p o r tra y e d  in  

sim ilar te rm s, a s  indeed  a re  th e  godless ones. These g ro u p s  form  th e  

moral poles of th e  Novelle. By th e  same to k en  th e  c h a ra c te rs  who 

p re s e rv e  o r r e s to re  ex isting  space  a re  all c o n tra s te d  w ith th o se  who 

choose to  m odify it. T hese also  form two s e p a ra te  g ro u p s , w ith  th e  

s tab le  space  p ro p a g a ted  by  th e  form er being  c o n tra s te d  no t on ly  w ith 

th e  m otifs of d isp lacem ent and  in tru s io n , b u t a lso  w ith th o se  of extrem e 

pace, ch an g in g  shap e , v e r tic a l motion and  com plete ab sen ce  of position .

2® Waidson sp e a k s  of th e  ^ idealisation  of th e  p e asa n t-fa rm in g  way of 
life«, op. c it., page xv. Sim ilarly Lindem ann: »die id ea lty p isch  
g eze ich n e te  Fam ile...eine exem plarische D arste llu n g  d e r 
p a tr ia rc h a lis c h -a u to r ita t iv  g eo rd n e ten  id e a lis ie rte n  
H o fb esitze rg ese llsch aft« , op. c it., 188.
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More s ig n ific an tly  th e se  s e p a ra te  moral an d  sp a tia l dualism s also  

c o rre la te  to  form  a  w ider a n ti th e s is  w ithin  Die Schw arze S n in n e . The 

g od less c h a ra c te r s  a re  th e  ones who a re  re sp o n sib le  fo r d isp lacem ent. 

Von S to ffe ln  an d  his k n ig h ts  move to  th e  new castle  and  have  th e  

b eeches t ra n s p o r te d . I t  is C h ris te n ’s m other an d  wife who decide  to  

leave th e  H ornbach  farm  fo r th e  new house. In d eed , i t  is  th e  G reen 

H untsm an, th e  dev il him self, who ac tu a lly  t r a n s p o r ts  th e  tre e s .

S im ilarly, th e  fo rce s  of evil a re  a lso  th e  p e rp e tra to r s  of in tru s io n . I t  is  

C h ris tin e  who fo rce s  h e r  way in to  th e  b a rr ic a d e d  house to  rem ove th e  
bab y  from  its  m other. I t  is  th e  head  s e rv a n t  who p e n e tra te s  th e  

window p o s t, rem oving th e  peg an d  re leas in g  th e  sp id e r. And it  is th e  

b lack  s p id e rs , th o se  ultim ate m an ifesta tions of evil in  th e  Novelle, w hich 

in f i ltra te  th e  s ta b le s  to  poison th e  c a ttle  an d  th e  houses an d  c a s tle  to  
kill th é  p a r ish io n e rs  and  k n ig h ts .

N either d isp la ce rs  n o r in t r u d e r s  a re  to  be found  am ongst th e  
cham pions of C h ris tia n ity  in  th e  Novelle. D isplacem ent and  in tru s io n  
th e re fo re  become th e  sp a tia l ex p ress io n  of im m orality, th e  in d ica tio n  of 
g u ilt -  th e  re je c tio n  of e s ta b lish e d  position , p ro p e r  place an d  ex istin g  

space  th e  m an ifesta tion  of an  u n c h r is tia n  way of life. Sim ilarly 
movement u p w a rd s , ch an g in g  sh ap e , sp eed  an d  lack of a  fixed position  

become -  a s  th e  p redom inan t c h a ra c te r is t ic s  of C h ris tine , th e  H untsm an 
and  th e  s p id e r s  -  th e  c o n s is te n t c o rre la te s  of god lessn ess .

The c o n v e rse  app lies  equally . All of th o se  c h a ra c te rs  who a re  

p re se n te d  a s  rep lac in g  som ething -  C h ris ten  and  th e  m other of th e  f i r s t  
legend  who rep lace  C h ris tin e  /  th e  sp id e r  in  th e  H ornbach fa rm house , 

th e  p r ie s t  who r e tu r n s  th e  bab y  to  its  m other an d  th e  c ro s s  to  i ts  p lace  

in  th e  c h u rc h , and  th e  g ra n d fa th e r  who re b u ild s  th e  house  on th e  same 

s ite  an d  re p la ce s  th e  window p o s t in  th e  new  build ing  -  a re  th e  

c h a ra c te rs  who espouse  C h ris tian  v a lues. R eplacem ent becomes th e  
c o n s is te n t sp a tia l c o rre la te  of G o tthe lf’s philosophy .

Sim ilarly th o se  f ig u re s  who t r y  to  p re v e n t  in tru s io n  -  th e  

g ran d m o th e r who b a rr ic a d e s  th e  farm house door, th e  p r ie s t  who p ro te c ts  
th e  h o u ses  w ith  holy w a ter -  em body C h ris tian  v a lues. The p ro p e r  

position  in  th e  fram e -  th e  positions of th e  c h a ra c te rs , th e  p o sition  of 

th e  house  as  well as th a t  of th e  window p o s t -  also becomes an 
ex p ress io n  of a  g o d -fea rin g  way of life, a s  do p a tte rn e d  an d  g ra d u a l
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movement. The leg en d s am plify th e  moral im plications o f th e  fixed sp ace  

in th e  fram e.

A lthough th e  spa tia l dualism  broad ly  c o rre sp o n d s  to  th e  a n ti th e s is  

of fram e an d  leg en d s , th e  two do no t o v e rlap  exactly . The sp a tia l 

dualism  is in  fa c t also a  moral dualism . The acknow ledgem ent of 

e s ta b lish e d  position  and  th e  re s to ra tio n  and  p re se rv a tio n  of ex istin g  

space  a re  th e  sp a tia l ex p ress io n s  of an e th ica l outlook. T h a t cycle of 

moral dev iance  followed by th e  trium ph  of good o v e r ev il -  w hich we 

see in  bo th  leg en d s  -  is ac ted  o u t on an  e x te rn a l level. Moral dev iance  

c o rre sp o n d s  to  sp a tia l deviance, th e  excision of evil from  th e  va lley  w ith  

th e  e ra s u re  of ch ange  from th e  p h y sica l env ironm ent. Space, no t th e  

hum an soul, becom es th e  a re n a  fo r moral dilemmas, a s  re lig io u s  co n flic ts  
a re  ac ted  o u t w ith in  th e  lan d scap e  in  a  r e c u r r e n t  e th ica l pantomime.

2.9 DAS FREMDE

In  th e  open ing  section  of th e  fram e G otthelf p re s e n ts  h is  » b rav e  

Leute< in d u lg in g  in a  v a rie ty  of ind igenous custom s. N um erous B ern ese  

c u lin a ry  tra d it io n s  a re  g lo rified  -  u su a lly  a t  th e  ex p ense  of th e ir  a lien  

c o u n te rp a r ts  -  ju s t  as d ia lect w ords a re  o ften  p re fe r re d  to  th e  s ta n d a rd  

German and  »Frem dw orter« . These local custom s define  th e  ac tion  of th e  

fram e, as  p re p a ra t io n s  fo r th e  c h ris ten in g  follow th e ir  r i tu a l  co u rse  an d  
all m em bers of th e  household  do »was die S itte  fo rd e r t^  [9]®°. A f u r th e r  

a n tith e s is  a lso  em erges h e re  betw een th e  fram e and  leg en d s , fo r  th e  

action  of th e  la t te r  is dom inated no t by  local v a lu es  b u t  b y  fo re ig n e rs . 

The fo re ig n e r  o ccu rs  un ique ly  and  as  a r e c u r r e n t  c h a ra c te r  ty p e  in  th e  
leg en d s  of Die Schw arze S o inne . A ndreo tti, in  h is  s tu d y  of th is  e lem ent

S a lfin g er sees  fu r th e r  elem ents of r itu a l in  th e  meals: »das 
s t i lg e re c h te  W echselspiel zw ischen den  A u ffo rd e ru n g en  zum E ssen  
u n d  dem W iderstand des Gastes< op. c it., 149. For a  de tailed  s tu d y  
of th e  ro le  of custom s see B ausinger, Herm ann: » S itte  u n d  B rauch. 
Zu Jerem ias G otthelfs E rzah lung  Die Schw arze S p in n e«. in  Der 
D e u tsc h u n te rr ic h t (14, 1962), 100-114.
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in G o tthelf’s w orks, a s s e r ts  th a t  th e  Novelle » g e rad ezu  vom 
Frem denm otiv lebt<®^.

This them e of fo re ig n n e ss  is  in tro d u c e d  in  th e  f i r s t  n a r ra t iv e  

th ro u g h  Von S to ffe ln ’s Teutonic k n ig h ts  in  th e  old castle . The ru le r s  of 
th e  c as tle  a re  p re s e n te d  as r e g u la r ly  c h an g in g , b u t as  a lw ays coming 

from a b ro a d  -  »bald  w ar e in e r da a u s  dem S ach sen lan d  u n d  bald  e in e r 

aus dem Schw abenland<  [26] -  w ith  th e  r e s u l t  th a t  »ein je d e r  b ra c h te  

B rauch  u n d  A rt mit au s  seinem  L anded [26]. They a re  n e v e r  in te g ra te d  

in to  th e  local com m unity so th a t  » d a  kam keine  A nhan g lich k e it 

auf< [26]®2. As unwelcome o u ts id e rs  Von S to ffe ln  and  h is k n ig h ts  

combine th e  m otifs of d isp lacem en t a n d  in tru s io n .

The second fo re ig n e r  in  th is  leg en d  is  C h ris tin e , who is  from  
L indau. Unlike th e  g ra n d fa th e r ’s fam ily who rem ain in  th e  same house 
g en era tio n  a f te r  g en era tio n , C h ris tin e  ab an d o n s  h e r  hom eland to  come 

in to  th e  va lley  an d  to  th e  H ornbach  farm house. In  th e  second  leg en d  
we also  fin d  th e  m otif of fo re ig n  women w here  th e  subm issive  C h ris te n ’s 
m other a n d  wife a re  b o th  o u ts id e rs , like  C h ris tin e  »auch  a u s  d e r  
Frem de< [82]. And in  th e  f ig u re  of th e  head  s e rv a n t  th e  m otif f in d s  i ts  

culm ination. He is  no t only a  fo re ig n e r; h is  o rig in s , like  m uch e lse  
ab o u t him, a re  ac tu a lly  unknown®®. All of th e  c h a ra c te rs  who ch an g e  
space  in th e  leg en d s , who d isp lace  o r in tru d e , a re  p re s e n te d  b y  G otthelf 

a s  fo re ig n e rs . In d eed , th e  a c t of e n te r in g  th e  »enges TaK from  o u ts id e  

is i ts e lf  one of d isp lacem ent an d  u su a lly  one of in tru s io n .

Movement from  one place to  a n o th e r  is a  fundam en tal fe a tu re  of 

th e ir  c h a ra c te rs . The people who e n te r  th e  va lley  from  o u ts id e  a re  

th o se  who b reak  in to  o th e r  p eo p le ’s h o u ses  an d  who th e n  move to  

a n o th e r  new location w ith in  th e  va lley . The fo re ig n e rs  a re  th e  
c h a ra c te rs  who b r in g  d is a s te r  in to  th e  v a lley  of Wasen, th e y  a re  th e

®̂ A nd reo tti, op. c it., 65.
®2 The g ra n d fa th e r  c o n tra s ts  th e s e  w ith o th e r  cas tle s: »Die m eisten

a n d e rn  S ch lo sse r g e h o rte n  e in e r  Familie, kamen von dem V ater au f 
den  Sohn, da k a n n te  d e r H e rr u n d  se in e  L eute sich  von J u g e n d  
a u f, u n d  g a r  m anchen w ar se in e n  L eu ten  wie e in  Vater< [26]. Again 
he  p re s e n ts  a  family liv ing  in  one p lace in w holly p o s itiv e  te rm s.

®® 3>Man wuBte n ich t, w oher e r  kam« [85]. Compare A nd reo tti, op. c it., 
92.
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in itia to rs  of th e  c a ta s tro p h e , th e  d ire c t so u rce  of th e  p e a s a n ts ’ 
m isfortune. »D urch  sie  g e sc h ie h t das UnheiK®^.

The same m otifs an d  p a t te rn s ,  th e  asso c ia tio n  of fo re ig n n e ss  an d  

g o d le ssn ess , r e c u r  ev en  in  th e  m inor c h a ra c te rs . The )J>ferner P faffe«  

th a t  Von S to ffe ln  im ports  to  p ro te c t  him self a g a in s t th e  sp id e r  is 

p re se n te d  in  u n c h r is t ia n  term s. He is a t t r a c te d  by  th e  k n ig h ts  w ith  

o ffe rs  of money and  more co n ce rn ed  ab o u t h is  re p u ta tio n  and  stom ach 

th an  w ith f ig h tin g  th e  devil®®. The > ju n g e r  P o le n ritte r«  [70] is  » d e r  

w ildeste  von  a lien , u n d  w en n ’s eine verm essen e  T at ga it, so w ar e r  
VO ra n , e r  w ar wie e in  Heide u n d  fiirc h te te  w eder Gott noch TeufeK  [70], 

The same ap p lie s  to  th e  ^w ilder K üherbub , d e r  Z ieger von d e r  Alp 

geb rach t<  [47]. When e v e ry b o d y  else is  too f r ig h te n e d  he v e n tu re s  to  

th e  B arh eg en h u b e l an d , h av in g  confirm ed th a t  Von S to ffe ln ’s g ro v e  is 

com plete, is  th e  on ly  c h a ra c te r  w illing to  go to  th e  cas tle  and  inform  th e  

k n ig h ts  [47]. S im ilarly  w hile e v e ry b o d y  e lse  rem ains in s id e  th e  c a s tle  i t  
is th e  Polish k n ig h t who v e n tu re s  o u t to  t r y  and  k ill th e  sp id e r .

In  th e  motif of th e  ev il fo re ig n e r b r in g in g  d is a s te r  to  th e  va lley  
th e  asso c ia tio n  betw een  d isp lacem ent, in tru s io n  an d  g o d le ssn ess  re a c h e s  

its  culm ination. G otthelf leg itim ises local tra d itio n  a t  th e  expense  of 
an y th in g  a lien , c re a tin g  a  f u r th e r  lay e r of sp a tia l c o rre la te s  to  re in fo rc e  

th e  moral ta p e s try .  The g o d less  c h a ra c te rs  do no t on ly  p e rp e tra te

®̂* A n d reo tti, op. c it., 65. Also »Das C h ris tlich e , Gute lieg t im
heim ischen; das U n ch ris tlich e , Bose kommt von au ssen . Dabei w ird  
kein  G o tthe lf-K enner im E rn s t  annehm en, daB es s ich  in  d e r  
P re isu n g  des Heim ischen um eine bios se l i te ra r is c h e  F ik tion  han d le . 
G otthelf d e n k t d a fü r  zu s e h r  vom E th isch -D id ak tisch en  aus<K, ib id . 
Sim ilarly 3>Die "G uten" d ie se r  G eschichte s in d  d a h e r die B au ern  u n d  
d e r P r ie s te r ,  die f e s t  im Boden v e rw u rz e lt s in d , w ahrend  die 
L in d au e rin  C h ris tin e  u n d  Hans von S toffe ln  u n d  seine R itte r, die 
au s  dem d e u tsc h e n  O rdenslande  stam m en, a ls  O rtsfrem de u n d  dam it 
T rad itio n slo se  h in g e s te llt  w erden . Die Quelle des U nheils b ild e t 
desh a lb  die maBlose " su p e rb ia ’ d e r  R itte r ...« Herm and, op. c it., 126. 
»Der bdse  S inn  d e r  R itte r  w ird  n ich t z u le tz t d a d u rc h  e rk la r t ,  daB 
sie au s  d e r  F e m e  kommen«. B ausinger, op. c it., 106. » ...da  B osheit 
un d  F rem d h e it im g e is tig en  Weltbild d e r  Novelle a u s ta u s c h b a re  
B egriffe  sind<K. H eufer, op. c it., 52.

®® » er kam u n d  wollte au sz ieh en  mit heiligem W asser und  heiligen
S p rü ch e n  geg en  den  bosen  Feind. Dazu a b e r  s ta rk  te  e r  s ich  n ic h t 
mit G ebet u n d  F as ten , so n d e rn  e r ta fe lte  des M orgens fr iih  mit den 
R itte rn  u n d  zah lte  die B echer n ic h t u n d  leb te  wohl an  H irsch  u n d  
Bar. D azw ischen re d e te  e r  v iel von se inen  g e is tig en  H elden ta ten  
u n d  die R itte r  von  ih re n  w eltlichen , u n d  die B echer zah lte  man sich  
n ic h t n ach , und  die Sp inne  vergaB  man« [71].
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in tru s io n  an d  d isp lacem ent, a re  n o t only  assoc ia ted  w ith su ch  m otifs as 

c h an g in g  sh ap e  and  excessive  pace , b u t th e y  also come from  a  d if fe re n t 

p lace.

The sp ace  in Die S chw arze Sninne m ust th e re fo re  be view ed 

n e ith e r  as p u re ly  cosm etic o r  d eco ra tiv e , n o r as  mere s c e n e ry , b u t  as 

an  e n ti ty  w hich is in v e s te d  w ith m eaning. The notion of fo re ig n n e ss  

tra n s c e n d s  its  p u re  g eo g rap h ica l sign ificance , a s  do th o se  of in tru s io n , 

d isp lacem en t an d  rep lacem en t. Above all th e  motifs of in tru s io n  and  

fo re ig n n e ss  co incide to  c re a te  a  p a r tic u la r  an d  d is tin c tiv e  >Raum gefühK  

w ith in  th e  Novelle, E v e ry th in g  th a t  is u n p le a sa n t is p o r tr a y e d  a s  

com ing from o u ts id e , as an  im port, while e v e ry th in g  s ta t ic  an d  dom estic 

is  idealised ; This >Raum gefühK  has i ts  ro o ts  in  th e  w o rk 's  re lig io u s 

base .

The th e s is  th a t  p ro p e r  position  is a  m anifestation  of C h ris tia n ity  
is  th e re fo re  confirm ed by  i ts  a n tith e s is . Not only  do th e  in itia to rs  of 
ev il ch an g e  th e ir  position , b u t th e  most c h a ra c te r is tic  m an ifesta tion  of 
th is  evil -  i.e. th e  s p id e r  -  lacks any  position  w h a tsoever. A scale of 
va lu e  may th e re fo re  be p o sited  in  which th e  d eg ree  of ev il c o rre sp o n d s  

to  in c re a s in g  ab sen ce  of position . The ab sen ce  of position  of th e  sp id e r  
leg itim ises th e  fixed positio n s  an d  p ro p e r  sp aces  of th e  c h a ra c te rs  in  
th e  fram e. The sp a tia l norm s e s ta b lish e d  in  th e  fram e gain  th e ir  t ru e  

s ig n ifican ce  re tro sp e c tiv e ly  th ro u g h  th e  legends.

The b o rd e rs  of G o tthelf’s moral lan d scap e  a re  as c le a r ly  defined  

as  th o se  of th e  valley . In d eed , th e y  a re  iden tical. The m ountains w hich 

th e  Sw iss p a s to r  in tro d u c e s  w ith th e  open ing  w ords of th e  Novelle, and  

w hich d iv ide  th e  valley  from i ts  su rro u n d in g s , no t on ly  s e p a ra te  i t  from 

i ts  en v iro n m en t b u t also p ro te c t  th e  c h a ra c te rs  of th e  fram e from  th e  

ev il of »das Frem de«. In  G o tthelf’s fic tion  evil has i ts  o r ig in s  o u ts id e  

th e  va lley  of Wasen^®. E n te rin g  th e  valley  from o u ts id e  is tan tam o u n t to

»In G otthelfs  Romanen u n d  E rzah lu n g en  t r e te n  die B erge se lten  aus 
d e r  L an d sch a ft h e rv o r. Im G egenteil, "in s tille r  M ajestat, e h re n fe s t, 
wie A h n en b ild er im groBen R itte rsaa le"  s teh en  sie s te t s  im 
H in te rg ru n d  und  b e g re n ze n  den  w eiten  G esich tsk re is , den  d as Auge 
ermiBt. Sie sind  G renze u n d  genaue Scheidew and zu g le ich ,..H in te r 
ih n e n  jed o ch  lieg t eine u n g as tlich e , freu d lo se  G egend, wo "die 
w ü sten  L eute  w ohnen, die n ie zu fried en  sind  und  immer a llés 
r e g ie re n  wollen"«. N euenschw ander, op. c it., 67-8.
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a ch a llen g e  to  th e  d iv ine o rd e r. A ffirm ation of re lig ious v a lu es  fin d s  

ex p ress io n  in  affirm ation  of ex isting  space. The e s tab lish ed  sp ace  of th e  

house in  th e  fram e becomes a s ta tem en t of th e  in h a b ita n ts ’ s p ir itu a l 

commitment. In  th e  lan dscape  p re se n te d  by  G otthelf a t  th e  o u ts e t  of Die 

Schw arze So inne  we th e re fo re  fin d  th e  cum ulative symbol of th e  

com m unity’s C h ris tian  p a s t and commitments^. Space p ro v id es  G otthelf 

w ith a  moral code.

2.10 THE HORNBACH FARMHOUSE

T h ere  is  an  intim ate bond betw een b u ild in g s  and  th e ir  in h a b ita n ts  

in n in e te e n th  c e n tu ry  co n se rv a tiv e  th o u g h t, w ith th e  notion of »Haus< 
o ften  becom ing a synonym  of »Familie<c as  well a s  dynasty®®.
A rc h ite c tu re  came to  be seen as a  p ro jec tio n  of i ts  b u ild e rs , an d  th e  
fam ily house  a  re flec tio n  of th e  family itself®®. As th e  ex p re ss io n  of 

in d iv id u a lity  bu ild ing  con tains h id d en  d a n g e rs . »Das Bauen i s t  eine 
w üste  Sache, man weiB wohl wie man a n fâ n g t, a b e r  nie, wie man 

au fh o rt...<  [24], th e  g ra n d fa th e r  comments. The house is th e re fo re  no t 
on ly  an  in d ic a to r of p e rso n a lity  b u t  th e  p o ten tia l denom inator of moral 

c h a ra c te r : »Wo viel Geld oder v iel Hof f a r t  is t , da  fa n g t das B auen an , 

e in e r  s c h b n e r  a ls d e r a n d ere ...^  [82]. The motif of bu ild ing  -  w hich

®̂ E specially  as th e  changes b ro u g h t ab o u t b y  godless c h a ra c te rs  a re  
alw ays e rad ica ted . Only th e  b lack window p o s t rem ains, an d  th is  
has s in ce  been  tran sfo rm ed  in to  a sym bol of C h ris tian  fa ith ,

®® Compare G rillp a rz e r’s Ein B ru d e rzw ist in  H ab sb u rg :
»Mein Haus w ird  b leiben  im m erdar, ich  weiB,
Weil es mit e itle r  M enschenklugheit n ic h t 
Dem N euen v o rg e h t o d e r es h e rv o r ru f t ,
Nein, weil es, einig mit dem Geist des All,
D urch  Klug und  sch e in b a r U nklug, ra s c h  u n d  zo g ern d .
Den Gang nachahm t d e r ew igen N ature.

G rillp a rze r, F ranz: Sam tliche W erke. h e ra u sg e g eb e n  von A u g u st 
S au e r, fo r tg e f lih r t  von Reinhold Backmann. (Vienna, 1916 - ) .
Band VI, 246-7, li. 1277-81.

®® Compare »Es is t, ih r  mogt es wollen o d e r n ich t, das Haus das Spiegel 
e u e re r  s e lb s t, eu e res  Inw endigen ; is t  e u e r  Herz z e r r is s e n  o d e r 
h o ffa r tig  o d e r zuch tlos, so w ird  allés d ieses  auch  e u e r  Haus sein , 
w ird  a ls  Zeuge u n d  Spiegel tag lich  euch  v o r  Augen s teh en «  Geld 

t. Sam tliche Werke in  24 Bânden VII, 365ff.
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lin k s  th e  fram e and  both  n a r ra tiv e s  in Die Schw arze So inne -  g a in s  its  

s ign ificance  from th is .

The in fluence  of Calvinism in Sw itzerland  can n o t be 

u n d e re s tim a ted  here . I ts  logic dom inates G otthelf’s w ork, no t le a s t  

th ro u g h  its  v ision  of th e  c rea tio n  of th e  kingdom  of h eaven  on e a r th  

an d  i ts  assum ption  th a t  p ie ty  re su lte d  in  m ateria l rew ard . The bu ild ing  

of th e  house  in  Die Schw arze Sninne is seen  a s  d ire c tly  analogous to  

th e  C reation  -  »Nicht um sonst g lanzte  die d u rc h  G ottes Hand e rb a u te  
E rde  und  das von M enschen H ânden e rb a u te  Haus in re in stem  

SchmuckeK [7], I t  becomes a  s u b s ti tu te  tem ple w ith  th e  h o u se -e ld e r  

assum ing  th e  ro le  of th e  preacher^®. As F e h r has no ted , >Haus< 
becom es a » re lig io se r Be griffs: fo r G otthelf and  i ts  p o r tra y a l in h is  

w orks norm atively  p o ssess  > sak ra le  BezügeC^^.

J u s t  a s  th e  new castle  and  new house of th e  leg en d s  a re  th e  
ex p re ss io n  of th e ir  builders* g o d lessn ess , so th e  house of th e  fram e is  a  
te s tam e n t to  th e  fam ily’s re lig io u s  commitment. I t  is  > s ta ttlich  u n d  

b lank , e in  sc hones Haus< [7], th e  rew ard  fo r  th e  in h a b ita n ts ’ 
d ev o u tn ess . The h o u se ’s b r ig h tn e s s , a  developm ent of th e  sh in in g  of 

th e  su n  th a t  o pens th e  Novelle, re in fo rce s  th e  symbolism -

»Um d as Haus lag ein so n n tag lich e r Glanz, den man mit 
e in ig en  B esen strich en , a n g e b ra c h t Sam stagabend  zw ischen  
Tag u n d  N acht, n ich t zu e rzeu g en  verm ag , d e r ein Zeugnis 
is t  des k b stlich en  E rb g u te s  angestaram ter R ein lichkeit, die 
alle Tage g ep fleg t w erden  muB, d e r  Fam ilienehre g leich , 
w elcher eine einzige unbew ach te  S tu n d e  F lecken b rin g e n  
kann , die B lu tflecken  g leich  un au slb sch lich  b leiben  von 
G esch lech t zu G eschlecht, je d e r  Tünche sp o tten d ^  [7]

-  w ith G otthelf’s in tro d u c to ry  d e sc rip tio n  reca llin g  th e  V ictorian  

sen tim en t th a t  ^c lean liness is nex t to  god liness^ . The H ornbach 
farm house th e re fo re  becomes a  re flec tio n  of th e  m orality of i ts  

in h a b ita n ts  an d  th e  rew ard  fo r  th e ir  C h ris tian  fa ith . If  th e  co n cep t of 

»Haus« en ta ils  bo th  build ing  an d  in h a b ita n ts , G o tthelf’s focus lies  firm ly 

on th e  fa b ric  of th e  build ing . Moral c h a ra c te r  is p ro je c ted  in to  
a rc h ite c tu re .

»das Haus is t  das e rs te  Tempel Gottes gew esen , d e r  H au sv a te r d e r  
e r s te  P rie s te r« . Geld und  G eist. 358.

F eh r, Karl: Jerem ias Gotthelf. Poet und  P ro p h e t -  E rz ieh e r u n d  
E rzah le r (B ern, 1986), 136.
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The farm house  p ro v id es  th e  focus of th e  space  in  Die Schw arze 
S u in n e . » d e r M itte lp u n k t des sym bolischen  Raumes d e r  Erzahlung^**^, I t  

is  above all th is  house  th a t  lin k s  legends an d  fram e. I t  is  th e  house  

th a t  was in h a b ite d  by  C h ris tin e  and  th e  m other of th e  th ird  ch ild  in  th e  

f i r s t  legend , b y  C h ris ten , h is  m other and  wife in  th e  second , an d  by  th e  
g ra n d fa th e r  an d  h is  family in  th e  fram e. In d eed , th is  is  all one an d  th e  

same family. The action  of th e  leg en d s c e n tre s  on th is  house  an d  th e  

ac tio n s  of i ts  in h a b ita n ts  de term ine  th e  co u rse  of e v en ts .

J u s t  as th e  action  of leav ing  and  e n te r in g  th e  va lley  is  sym bolic, 

so is th e  ac tion  of leav ing  and  e n te r in g  th e  house. Here i t  is  n o t th e  

in s id e  an d  o u ts id e  of th e  va lley  th a t  form s th e  sp a tia l a n ti th e s is , b u t 

th e  in sid e  and  o u ts id e  of th e  house. The a re a  th a t  d iv id es  th e  h ouse  
from i ts  s u r ro u n d in g s  is th e re fo re  of p a r tic u la r  s ig n ificance . I t  is  h e re  

»au f C h ris te s  Schwelle< [92] th a t  th e  wild woman g iv es  b ir th  in th e  
second  n a rra tiv e . I t  is a ro u n d  th is  th re sh o ld  th a t  much of th e  
d isp lacem ent an d  in tru s io n  of th e  legends o c cu rs . I t  is th is  p lace which 
th e  g ran d m o th e r of th e  f i r s t  leg en d  b a rric a d es . Above all i t  is  h e re  in 
th e  wall th a t  th e  sp id e r  is im prisoned, re le ased  an d  th e n  re c a p tu re d .

This d iv ision  betw een in s id e  and o u ts id e  is  san c tified  an d  v io la tion  

of i t  -  w h e th e r i t  be th ro u g h  th e  re lease  of th e  sp id e r , th ro u g h  th e  
rem oval of th e  bab y , o r th e  abandon ing  of th e  house  by  C h ris tin e  and  

C hris te n ’s family -  in  C alv in ist te rm s an a c t of g o d le ssn ess . This space  

form s th e  b a ttle g ro u n d  fo r m ost of th e  w o rk ’s e th ica l co n flic ts . Like 

th e  walls of th e  va lley  i t  too is a  moral border^®.

I t  is th e re fo re  no co incidence th a t  th e  walls an d  th e  a re a  

su rro u n d in g  th e  house, th e  space  which d iv id es  th e  dom estic realm  from 
th e  domain of n a tu re , a re  c o n s ta n tly  a sso c ia ted  w ith  p u r ity . The 

S u nday  b r ig h tn e s s  which en velopes th e  house  is re in fo rc e d  b y  num erous 
o th e r  im ages of c lean liness. The bench  by  th e  door is  » re in  gefeg t« . A

H eufer. op. c it., 40.
®̂ Religious commitment has i ts  home a t  th e  tab le  b y  th e  p o s t. The

g ran d m o th e r te lls  h e r  g ra n d c h ild re n : »Hier an  diesem  T ische, h in te r  
ih n en  die S p inne , w erden  sie nie v e rg e ss e n , wie no tig  ih n en  Gott 
u n d  wie m achtig  e r  sei« [80]. C h ris te n ’s fa ith  is also  a t  i ts  
s tro n g e s t  h e re : »wenn e r  h ie r  oben am T ische saB, so sch ien  es 
ihm, e r  konne am a n d a c h tig s te n  beten«  [83]. By c o n tra s t ,  w hen 
C h ris te n ’s m other and  wife »h ie r am T ische saBen, so w ar es  ih n en , 
en tw ed e r a ls  s c h n u r re  h in te r  ihnen  b eh ag lich  die Katze, o d e r a ls 
g inge le ise  d as Loch auf«  [83].
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young  boy is rem oving loose s traw  and  cow d u n g  from  th e  a rea . The 

m aids a re  w ash ing  th e ir  fa ces  and  clean ing  th e  h o rs e s ’ coats . This is 

a lso  th e  a re a  in w hich th e  g ra n d fa th e r  and  g ran d m o th e r -  th e  heads of 

th e  househo ld  -  a re  p re s e n te d  ex e rtin g  th e ir  pow er, an d  th e  a re a  

san c tified  by  th e  p r ie s t  w ith  holy w ater. The in fr in g em en t of th is  space  

th e re fo re  approx im ates to  a  moral defilem ent. As th e  p lace w hich is 
p ro te c te d  by  moral p u r ity , th e  house em erges a s  th e  sac re d  symbol of

th e  d iv ine o rd e r , w hile th e  b lack  window p o s t rem ains n o t on ly  th e

co n cre te  acknow ledgem ent of m an's fall from g ra c e  b u t a lso  of h is  

w illingness to  g ive up  h is  own life fo r o th e rs . The fixed space  of th e  

house  becom es th e  norm a g a in s t w hich th e  ev il of th e  leg en d s  is 

m easured . The house  is th e  moral c o u n te rp a r t  to  th e  evil sp ider^^, its  

walls and  th e  a re a  s u rro u n d in g  th e  house  th e  d iv ision  betw een  good and
' ^ i |  I I I I I I I I I I I I I t I I I I I I t I I I I < I I I I 4 t t t

This a re a  is  a lso  th e  s ite  of th e  window p o st, th e  s p id e r ’s
»K erker«  [79]. Black an d  u g ly  i t  a c ts  a s  a  rem in d er of th e  fam ily’s 
dram atic  h e r ita g e , a  tro p h y  to  C h ris tian  s e lf -sa c r if ic e , a  m onum ent to  
th e  le sso n s of th e  p a st. The g ra n d fa th e r ’s rep lacem en t of th e  p o s t in  
th e  new house  th e re fo re  d em o n stra tes  th e  im portance  he acco rd s  to 
th e se  le sso n s. But i t  is  a lso  a  symbol of g u ilt, of th a t  hum an excess 
th a t  d e s tro y s  b o th  h o u ses  an d  fam ilies, and  a s  su ch  a  m onum ent to  

m an’s fa llib ility . In  re s to r in g  th e  p o st to  i ts  place by  th e  window th e  

g ra n d fa th e r  s ig n a ls  h is  reco g n itio n  of th is , h is  acknow ledgem ent of th e  

h o u se ’s an d  p o s t’s p o sitio n s  w ith in  the  va lley  u ltim ately  re fle c tin g  h is 

accep tan ce  of m an’s position  in  a  th e o ce n trica lly  o rg a n ised  w orld. 

T o g e th e r th e  >good« house  an d  i ts  »eviK  window p o s t a re  analogous to 

a  w orld o rd e r  in  w hich ev il is  im plicit, and  in  w hich th e  

acknow ledgem ent of ev ü  o ffe rs  th e  sa fe s t p a th  to  heaven . J u s t  as  th e  

sp id e rs  a re  p re s e n te d  as  p a r t  of a  w ider w orld  p lan  -  w ith th e  p lague 

be ing  seen  as  d iv ine  p u n ish m en t fo r hum an ev il -  so th e  p o s t is 

in te g ra te d  in to  th e  b u ild in g , again  re in fo rc in g  th e  analogy  betw een 

house  an d  heaven . Like th e  b lack  spo t on C h ris tin e ’s cheek  th e  b lack

Von Wiese too sees th e  house a s  th e  c e n tra l sym bol in th e  w ork and  
as th e  sym bolic a n ti th e s is  of th e  sp id e r . »Die m ythische Spinne 
is t...e in  geheim er B estan d te il des H auses, obwohl g e rad e  das Haus 
a ls U rzelle a lle r  m ensch lichen  G em einschaft ih r  e ig en tlich e r 
sy m b o h sch er G egenpol ist<  op. c it., 188-9.
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p o s t s ta n d s  b y  th e  door of th e  sh in in g  h ouse , a  rem inder of w hat m ight 

come o u t if th e  in h a b ita n ts  tu r n  aw ay from God.

In  i ts  s ta b ility  and  s e c u r ity  th e  fa rm house  form s th e  op p o site  pole 

to  th o se  sp a tia l m otifs id en tified  in th e  leg en d s . Not on ly  is i t  in  a 

fixed p o sition , b u t i t  n e v e r m oves, n o r does i t  ch ange  shap e , w hile on 

i t s  s ite  a t  th e  v e ry  foot of th e  m ountains i t  p ro v id es  a  v e r tic a l norm  

from w hich ev il d iv e rg e s . A q u ite  u n iq u e  re la tio n sh ip  betw een space  

an d  s p ir i tu a li ty  th e re fo re  ex ists  in G otthelf’s Die Schw arze S p in n e .

Space an d  hum an motion w ith in  i t  become in d ic a to rs  of moral c h a ra c te r .

B ut beyond  th is  symbolism th e se  two se p a ra te  dim ensions -  th e  

s p ir i tu a l  an d  th e  m ateria l -  d ire c tly  in te ra c t . Religion is p re s e n te d  a s  
ac tiv e ly  d e term in in g  dom estic space. A lthough th e  s p id e r  is  k e p t 

p r is o n e r  in  th e  p o s t b y  p h y sica l m eans, by  a  wooden peg , an d  a lth o u g h  
th e  peg  is  physicaD y rem oved in th e  second  legend , G otthelf re p e a te d ly  
rem inds th e  r e a d e r  th a t  it  is  a  sp ir itu a l cond ition  th a t  k eep s th e  
in h a b ita n ts  safe. The old g ran d m o th er of th e  f i r s t  p a rab le  th u s  te lls  
h e r  g ra n d c h ild re n  -

» h ie r sei die Spinne g eb an n t d u rc h  G ott V ater Sohn und  
Heiligen Geist; solange die se d re i Namen g e lten  in  diesem 
H ause, so lange in d iesen  d re i he iligen  Namen an  diesem 
T isch  g e g essen  u n d  g e tru n k e n  w erde, so lange  seien  sie v o r 
d e r  S p inne  s ic h e r  und  d iese f e s t  im Loche, und  kein  Zufall 
mac he e tw as an  d e r  S ach e t [79-80]

-  while th e  old man from  H aslebach ad v ise s  th e  g ra n d fa th e r  n o t on ly  to  
bu ild  th e  new h ouse  on th e  old s ite  b u t to  re ta in  two th in g s :

»zwei D inge müBten sie wohl bew ah ren , das a lte  Holz, w orin 
die S p inne  sei, den a lien  S inn , d e r  in s  a lte  Holz die Sp inne 
g e sch lo ssen , dann  w erde d e r a lte  S egen  au ch  im neuen  Haus 
sein«  [96].

I t  is  n o t th e  p eg  th a t  keeps th e  s p id e r  in th e  p o st, b u t th e  in h a b i ta n ts ’ 

commitment to  C h ris tia n ity , »den a lten  S inn , d e r  ins a lte  Holz d ie S p inne  

geschlossen«^®. I t  is a  »Sinn« which k eep s  th e  peg  in p lace, an d  
c o rre sp o n d in g ly  i ts  ab sen ce  w hich th re a te n s  to  rem ove it:

Compare »Da w ard  meine Ü b erzeu g u n g  noch fe s te r ,  daB w ed er ich 
noch meine K inder und  K indesk inder e tw as von d e r S p inne  zu 
f iirc h te n  h â tte n , so lange wir u n s  f iirc h te n  v o r Gott« [97].
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» Ih n en  feh lte  d e r  S inn , d e r  d as Loch v erm ach te , darum  
f i irc h te te n  sie s ich  immer raehr, das Loch mochte s ich  
d ffnen«  [83]4®.

In d eed , u ltim ate ly  th is  »Sinn< becom es a  dom estic p ro c e ss  its e lf  -

»Denn wo so lch er S inn  w ohnet, d a rf  s ich  die Sp inne  n ich t 
re g e n , w eder bei Tage noch bei Nacht. Was ih r  a b e r  fü r  
e ine Mac h t w ird , w enn d e r  S inn  â n d e r t ,  das weiB d e r , d e r  
a llés weiB u n d  jedem  se ine  K rafte  zu te ilt, den S p innen  wie 
den  Menschen<K [98]

-  an d  i t  is  in  th is  dom estication of C h ris tian ity  th a t  th e  re a l s ign ificance  
of Die Schw arze S oinne lies. C h ris tian  value  no lo n g er f in d s  ex p ress io n  

in an  unw orld ly  sp ir itu a lity , b u t in  th e  realm  of co n cre te  re a lity , in a  

house. As a  h is to ric a l docum ent G otthelf’s Die Schw arze Soin  ne 
d em o n stra te s  w ith u n p ara lle led  c la r i ty  th e  re lig io u s  ro o ts  of b o u rgeo is  
m aterialism  th ro u g h  its  ultim ate sym bol -  th e  family home.

2.11 OLD AND NEW

The elem ent of p a t te rn  w hich we id en tified  in th e  two leg en d s has 
a t t r a c te d  th e  a tte n tio n  of most m odern c ritic s . F ehr, in  h is  e a r ly  

c r itiq u e , id en tified  a  r e c u r re n t  seq u en ce , c lass ify in g  th e  c h a ra c te rs  as  
»Frevler<c (von S to ff  ein, C h ris te n ’s m other an d  wife), »A usfiih rende 

F rev le r<  (C h ris tin e , head  s e rv a n t)  an d  »E rloser«  (the  m other an d  h e r  

m o th e r-in -law , C h ris ten  and  th e  young  boy)^^. Von Wiese has since seen  
th e  leg en d s  as »eine zweimalige Variierung^'*®, as  has Lindemann^®.

Sim ilarly  »S onst h a lt sie (the  sp id e r)  s ich  m ausestill da in n en , und  
so lange  man h ie r  auBen Gott n ic h t verg iB t, muB sie w arten  da 
innen<  [94-5]; »Nur w enn bdse G edanken in mir a u fs te ig e n , die dem 
T eufel z u r  H andhabe w erden  k o n n ten , so w ar es mir, a ls  s c h n u r re  
es  h in te r  mir, wie eine Katze s c h n u r re t ,  w enn man sich  mit ih r  
anlaBt, ih r  den  Balg s tre ic h t ,  ih r  behag lich  w ird, u n d  mir fu h r  es 
den  R iicken au f seltsam  und  ab so n d erlich ^  [77].

F eh r; Jerem ias G otthelfs ilSchw arze S oinne a ls C h ris tlic h e r M vthos 
(Z urich , 1942), 64.

Von Wiese, op. c it., 177.48
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H eufer h as p o in ted  to  th e  sequence  of g u ilt, pun ishm ent an d  atonem ent 

w ith in  th e  le g en d s  and  to  th e  form al com pactness of th e  Novelle a s  a  

whole®®. W aidson has fo cu ssed  p a rtic u la r ly  on th e  coloration  of th e  

Novelle, see in g  th e  fram e as dom inated b y  lig h t, th e  leg en d s by  

darkness®^, while H u b er-B in d sch ed le r has id en tified  p a ra lle ls  w ith in  th e ir  

re sp e c tiv e  tempos®^. But i t  was W alter M uschg’s achievem ent to  have  

e s ta b lish e d  th e  s t ru c tu ra l  im portance of th e  motif of baptism  in  th e  

Novelle, an d  th u s  to  have id en tified  fundam ental p a ra lle ls  n o t only  

betw een  th e  two in te rn a l n a r ra tiv e s  b u t a lso  betw een th e  fram e and

»die zw eite S p innenep isode d e r  B innenerzah lung  w iederho lt in  
k o n z e n tr ie r te r  Form d as  G eschehen d e r  e rs ten < . Lindem ann, 
op. c it., 70.

®® »Die B in n en g esch ich te  i s t  in  ihrem  zeitlich en  A blauf d u rc h  das
"m oralisehe" Schéma -  Schuld  -  S trà fë  -  Sühné üiid  V èrgebung  -  
bestim m t«. H eufer, op. c it., 30. >Wir e rk e n n e n  als d u rch g eh en d e  
S t r u k tu r  d e r  ganzen  Novelle eine a rc h itek to n isc h e , s t r a f f  o rd n en d e , 
die E in ze lg lied er in  ih r e r  S e lb s tan d ig k e it h e rv o rh e b en d e , in  D re ie r- 
u n d  Z w e ie rs tru k tu re n  fo r tsc h re ite n d e , k o n tra s tre ic h e , d ram a tiseh - 
s te ig e rn d e  Erzâhlw eise<. ib id ., 28.

®̂ >The w ork as  a  whole may be d iv ided  in to  five  sec tio n s , s ince  each  
of th e  two leg en d a ry  n a r ra tiv e s  is enclosed  by  re fe re n c e  to  th e  
co n tem p o rary  se ttin g ; we have th e re fo re  a  seq uence  of l ig h t- d a r k -  
lig h t-d a rk -lig h t^ ;, Waidson, op. c it., xv. For o th e r  p e rsp e c tiv e s  on 
th e  e lem ent of p a t te rn  see Hdmke, H orst; »Die In te rp re ta tio n  von 
G otthelfs Novelle Die Schw arze Sp inne<. In  W irkendes Wort (9, 1959), 
170-2, an d  Keller op. c it., 258.

®̂ »Langsam es A nlaufen, u n g e h eu re  Z u sp itzung  und E rlosung  g eben  d e r  
B in n en g esch ich te  ih r  Geprage4l. H u b er-B in d sch ed le r, op. c it., 30. 
Compare a lso  H artm ann, Karl-Heinz; W iederholungen im E rzah len . Zur 
L i te ra r i ta t  n a r ra t iv e r  Texte (S tu ttg a r t ,  1979), 58-9; >Deutlich 
k o rre la tiv  s in d  die be iden  Z w ischenhandlungen  v e rk n ü p ft;  Die e rs te  
G esch ich te  iib e r die L eibeigenen des u n b arm h erz ig en  R itte rs  Hans 
von S to ffe ln , die u n te r  d e r  L ast b a r te r  F ron  einen  P ak t mit dem 
T eufel schlieBen und  v e rsu ch e n , den Teufel um sein  E n tg e lt, e in  
u n g e ta u f te s  Kind, zu b e triig en ; ü b e r  die Rache des Teufels in  
G estalt d e r  schw arzen  S pinne, die Tod und V erderben  v e rb re i te t ,  
b is ein m utiges und frommes Weib das U n tie r im Loch eines 
F e n s te rp fo s te n s  e in sp e rr t .  Die zw eite G eschichte, die b e r ic h te t , wie 
nach  J a h rh u n d e r te n  des Glücks und  S egens Hof f a r t  und  
G ottlo sigke it die M enschen zu b e h e rrsc h e n  beg in n en  und  L e ich ts in n  
u n d  Ü berm ut die U rsache  s in d , daB die Sp inne aus ihrem  G efangnis 
entkom m en u n d  in ihrem  v e rh e e re n d e n  T re iben  fo r tfa h re n  kann; wie 
end lich  dank  d e r E n tsch lo ssen h e it e in es  w ackeren  M annes d e r  
Teufel noch  einmal um seinen  Lohn g e p re llt  u n d  die Sp inne w ieder 
f e s tg e s e tz t  w ird ...Mit dem R ahm engeschehen s ind  die e in g e fü g ten  
G esch ich ten  einmal d u rc h  den ErzahlanlaB  v e rb u n d e n , eine Taufe, 
zum a n d e re n  d u rc h  die h u m oristisch  abgem ilderte  "G efahrdung" des 
u n g e ta u f te n  Kindes; denn  die P a tin  Gotte f i i rc h te t  U ngliick, weil 
man ih r  den  Namen des Kindes n ich t g e sa g t h a t und  sie  a u s  
A b erg lau b en  n ic h t zu f ra g e n  wagt«.
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legends®®. S ince th e n  th e ir  re la tio n sh ip  h as  been  seen  a s  com bining 

a n tith e s is  an d  p a ra lle ls , one of » E n tg eg en se tzu n g  und  Verkoppelungc®^.

One of th e  m ost in te re s t in g  of th e se  an a ly se s  stem s from  T heodor 

S a lfin g er an d  is  inc luded  in  h is  s tu d y  G otthelf und  die Romantik of 

1945. W hilst acknow ledging  a  fundam ental d u a lis tic  co n ste lla tio n  w ith in  

th e  Novelle -  »es i s t  i ib e rh a u p t kaum ein g roB erer G egensatz  d e n k b a r  

a ls  d e r  zw ischen  G otthelfs r e in s te r  Idy lle  u n d  d e r  g ra u e n h a fte n  Sage, 

die in  d ieses Bild einbricht<®® -  he also id e n tif ie s  a  complex »Sym m etrie 

des AufbausC®®. On one level th e re  a re  e lem ents of sym m etry  betw een  

th e  two leg en d s  an d  th e  in itia l and  fina l sec tio n s  of th e  frame®’. Next, 
ta k in g  th e  w ork  as a  whole, he sees a  f u r th e r  level of p a tte rn :

»E ingang -  Mahl -  Taufe -  Mahl -  Sage I -  Mahl -  Sage II  -  Mahl -  

SchluB^®®. F inally  he sees s tro n g  para lle ls  betw een th e  ac tio n  of th e  
fram e an d  th a t  of th e  leg en d s , p a r tic u la r ly  th e  f i r s t  one.

The climax of th e  open ing  sec tion  of th e  fram e is  th e  c h r is te n in g , 
w hich follows th e  p re p a ra tio n s  d esc rib ed  on th e  open ing  p ag es  a n d  
p re c ed e s  th e  n a rra tio n  of th e  leg en d s. A lthough th e  Godm other h a s  n o t 
been  to ld  th e  name of th e  b ab y , she r e s is ts  th e  tem pta tion  to  a sk , 
fe a rin g  th a t  th is  would -  a cco rd in g  to  local su p e rs tit io n  -  leave th e  

ch ild  cu rio u s  fo r  life. L ig h t-h e a rted  th o u g h  th e  ep isode is , sh e  ta k e s  
th e  p rin c ip le d  decision to  sac rif ice  h e rse lf  fo r  th e  sake  of th e  baby .

This is n o t an  easy  decision to  make fo r sh e  r is k s  a p p e a rin g  foo lish , n o t 
only  in  f ro n t of th e  whole con g reg a tio n  b u t  a lso  in  th e  ey es  of th e  

unm arried  an d  ev id en tly  n o t u n d es irab le  y o u n g e r G odfather. Her 
decision  th e re fo re  c o n tra s ts  w ith  th a t  of C h ris tin e  in  th e  f i r s t  leg en d , 

who fa r  from  sac rif ic in g  h e rse lf  chooses to  s u r r e n d e r  th e  u n b a p tise d  
child . Faced w ith  tem pta tion  C h ris tin e  succum bs, co u rtin g  th e  

H untsm an’s fa v o u r  and  accep tin g  his k iss .

S a lfin g er goes on to  expand  th e  sym m etry  betw een th e se  two 

c h a ra c te rs , p o in tin g  to th e ir  re la tio n s  w ith o th e r  c h a ra c te rs  an d  

u ltim ate ly  re a ch in g  th e  conclusion  th a t  C h ris tin e  is th e  G odm other’s evil

®® M uschg: Pam phlet u n d  B ek en n tn is . 224-8.
®̂* Von Wiese, op. c it., 177.
®® S a lfin g er, op. c it., 152.
®® ib id .
®’ »Neben d e r  Symm etrie zw ischen  A nfang und  SchluB d e r  G esch ich te  

i s t  u n m itte lb a r e in leu ch ten d  d ie jen ige  zw ischen den  b e id en  Half te n  
d e r  Sage<. ib id .
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a lte r  ego. S a lfin g er ta k e s  th e  p a ra lle ls  so f a r  th a t  th e  f i r s t  leg en d  

a p p e a rs  as  a  h ig h ly  complex v isual a lleg o ry  of w hat m ight have  

h ap p en ed  h ad  th e  G odm other chosen  th e  a lte rn a tiv e  op tion , s p a re d  h e r 

b lu sh es  and  a sk e d  th e  fa th e r  fo r  h is  so n 's  name: »die r ie s ig e  b ild liche 

D arste llung  d essen , was die Gotte e r le b t h a t, u n d  vom en tsc h e id en d e n  

P u n k t ab d e ssen , was ih r  b e v o rs ta n d , wenn sie  s ich  in  d e r  V ersuchung  
mit C h ris tin e , ih rem  bosen  Ich , g le ich g es te llt hatte«®®.

T hese view s of th e  leg en d s have  found echoes in  th is  s tu d y . We 

have also id e n tif ie d  e lem ents of sym m etry  w ith in  G otthelf’s Novelle. In  

p a r tic u la r , we have  seen  re c u r re n t  sp a tia l p a t te r n s  w ith in  th e  two 
leg en d s  of th e  Novelle. To use F e h r ’s te rm s th e  > F rev ler<  all ch an g e  

th e  lan d scap e , th e  »A usfüh rende  F rev le r«  all b re a k  in to  o th e r  peo p le ’s 

sp aces, while th e  »E rloser<  all re s to re  th e  sp ace  of th e  valley  of Wasen 

to  i ts  o rig in a l s ta te . This p a t te rn  of ^d isp lacem en t^ , » in tru sio n < , and  
^ rep lacem ent^  c o rre sp o n d s  to  th e  sym m etry  fo u n d  in  th e  Novelle’s 

re lig io u s  dim ension -  to  th e  seq uence  of g u ilt, p u n ish m en t an d  expiation. 
At th e  same tim e i t  h as  been  possib le  to  d is tin g u is h  a  f u r th e r  
assoc iation  betw een  th e  fram e an d  legends: th e  m otif of ^ rep lacem ent^  
w hich, like  th a t  of baptism , links th e  C h ris tian  c h a ra c te rs  of fram e and 
in te rn a l n a r ra tiv e s . T his again  h ig h lig h ts  th e  re lig io u s  s ig n ifican ce  of 

space in  th e  Novelle, a s  does an o th e r a n tith e s is . The s tab le  an d  
p erm an en t sp ace  of th e  fram e c o n tra s ts  w ith th e  ch an g in g  lan d scap e  in 

th e  leg en d s: th e  c h a ra c te rs  in  th e se  leg en d s can  be ju d g e d  acco rd in g  to  
th e  moral v a lu es  in c o rp o ra te d  in fe a tu re s  of th e  sp ace  of th e  fram e.

In  th e  sen se  th a t  re lig ious co n flic ts  a re  fo u g h t o u t in  sp ace  we 

can a lso  a g re e  th a t  th e  leg en d s in  p a r tic u la r  form  a  rie s ig e  b ild liche 

D arste llung^ . However, we have  also seen  sim ilar elem ents in  th e  fram e, 

w ith th e  commitment to  tra d itio n s  and  moral norm s be in g  dem o n stra ted  

on a  p u re ly  e x te rn a l level. Being up  a t  d a y b re a k  to  tak e  u p  o n e ’s 
position  in  th e  house  an d  p u r ify  th e  fa rm y ard  is  e v e ry  b it as much a 

r i tu a l  as  th e  p r ie s t ’s a r r iv a l  in time to  san c tify  th e  th re sh o ld s  of houses 

w ith holy w a ter. T his s t r i c t  o b se rv an ce  of th e  fam ily h e rita g e  b o rd e rs  

on pantom im e, w ith  each  member know ing w hich p a r t  he m ust p lay , 
which c h a ra c te r is t ic s  a re  ty p ica l of th is  p a r t ,  an d  w hich ac tio n s  and  

codes a re  n eeded  to  com m unicate th e se  fe a tu re s . E v e ry th in g  is

®® ib id , 153.
5® ib id , 156.
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ex te rn a lised . B ut a t  no tim e does G otthelf allow th e  re a d e r  to  fo rg e t th e  
moral s ign ificance . Not on ly  th e  leg en d s  in  Die Schw arze S ninne 

fu n c tio n  on an e x te rn a l level.

This lead s  u s  to  one fin a l elem ent of p a t te rn  w ith in  Die Schw arze 

S n inne . In  th e  in itia l sec tio n  of th e  fram e we have  a lre a d y  w itn essed  

an  unequ ivoca l g lo rifica tion  of a n y th in g  local a t  th e  ex p ense  of a n y th in g  

alien . But th is  also h a s  a  ch ronolog ical a sp e c t, w ith  e v e ry th in g  

tra d itio n a l being  p ra ised  a t  th e  c o s t of a n y th in g  new and  m odern. The 

two G odfathers p re fe r  th e  »Weinwarm, d ie se r  a lte rtü m h ch en , a b e r  g u te n  

B ern ersu p p e<  [13] to  coffee -  >den neum odischen  Kaffee, den  sie alle 

Tage haben  k o n n ten , verschm ahend<( [13], I t  is  th is  homage to  th e  p a s t  
th a t  p e rv a d e s  th e  fram e. For in  th is  C alv in ist id y ll w here  p ie ty  can  be 

m easu red  in  secu la r w ealth  an d  w here  th e  b u ild in g s  of th e  evil fa il to  

su rv iv e , time p ro v e s  th e  t e s t  of all va lues: »man f i i rc h te te  die Sp inne  

n ic h t, denn  man f ii rc h te te  G ott, und  wie es  gew esen  w ar, so soil e s , so 
Gott will, auch  b leiben , so lange  h ie r  ein Haus s te h t ,  so lange K inder den 
E lte rn  folgen in  Wegen u n d  G edanken< [95]. The g ra n d fa th e r  m akes h is  
a t t i tu d e  to  th e  p a s t  c lea r by  b u ild in g  th e  house  on th e  same s ite  and  
re ta in in g  th e  window post. He c o n s tru c ts  th e  house  acco rd in g  to  v a lu es  
developed  and  p ro v en  by  h is  fam ily o v e r su cc e ss iv e  g e n e ra tio n s , and  in  

doing so rea ffirm s th e  p r in c ip le s  e s ta b lish e d  b y  th e  m ajo rity  of h is 
a n ce s to rs : »in d e r  g le ichen  G o tte s fu rc h t u n d  E h rb a rk e it  wie die V ater 

le b te n  au ch  die Sohne von  G esch lech t zu G esch lech t^  [81].

I t  is no ticeab le  th a t  alm ost e v e ry th in g  w hich is v a lued  w ith in  th e  

Novelle is  p re se n te d  as be in g  old o r  from  th e  p a s t. Even th e  

g ra n d fa th e r ’s house, th e  o n ly  excep tion , h as  been  re b u ilt  on th e  s ite  of 

i t s  p re d e c e sso r  and  co n ta in s  th e  old window p o s t w ith  th e  sp id e r . This 

window p o s t is a  m onum ent to  th e  p a s t, p e rm ittin g  th e  house to  be b u ilt 

anew  w ithou t losing  its  tra d itio n a l roots®®. The g ra n d fa th e r  » ta t wie die 

F r iih e rn , f iig te  das a lte  Holz dem n euen  H ause bei, u n d  die Sp inne  re g te  

s ich  nicht<  [96], The new house  may be th e  focal p o in t of th e  va lley

®® » d e r w üste  P fosten  r a g t  ja  au s  d e r  V erg an g en h e it in  die G egenw art 
hinein<. Von Wiese op. c it., 188, S im ilarly, th e  » S ch e ib en tisch ,.,w ard  
a u fb e w a h re t zum A ndenken , daS e in s t n u r  noch zwei D utzend 
M anner w aren , wo j e tz t  an  zwei T au sen d e  w ohnen, zum A ndenken 
dal3 auch  das Leben d e r  Zw eitausende in  d e r  Hand d essen  s teh e , 
d e r  die zwei D utzend gerettet4( [94],
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b u t i t  is »das a lte  Holz4̂ and  » d e (r)  a lte (n ) Sinn4C which g u a ra n te e  th e  
» a lte (r) Segen« [all 96]:

»Sie b a u ten  das neue  H aus u n d  fü g te n  ihm ein mit G ebet 
u n d  S o rg fa lt das a lte  Holz, u n d  die S p inne  r ü h r te  s ich  
n ic h t, S inn u n d  Segen a n d e r te n  sich  n ich t<  [96].

The le g en d s  them selves also te s t i fy  to  th e  in h a b ita n ts ’ commitment to  th e  

p a s t. T hese have b een  k e p t in  th e  family fo r  c e n tu r ie s  in  o rd e r  to  

g u a ra n tee  th e  h o u se ’s ex istence  -

»das e rb te  s ich  vom V ater a u f  den Sohn, u n d  a ls  das 
A ndenken  davon  bei den  a n d e rn  L eu ten  im Tale s ich  v e rlo r , 
h ie lt man es in  d e r  Familie s e h r  heim lich...N ur in  d e r  Familie 
re d e te  man davon, dam it k e in  Glied d e rse lb e n  v e rg e ss e , w as 
ein Haus b a u e t und  e in  H aus z e r s to r t ,  was Segen b r in g t  u n d  
S egen  v e r tre ib t<  [95]

-  so th a t  th e  house betw een th e  m ountains becom es a  liv ing  monum ent 

to  th e  v a lley ’s p a s t  an d  th e  le sso n s  th a t  i t  ta u g h t  th e  in h a b ita n ts . The 
g ra n d fa th e r ’s  a t t i tu d e  to  th e  h o u se  is th e re fo re  a  re fle c tio n  of h is  
a t t i tu d e  to  time, h is  accep tan ce  of p a s t  space  sym bolising h is  accep tan ce  
of tra d itio n a l v a lu es . His ac tio n  of rep lacem en t, like th o se  of C h ris ten  

and  th e  young  m other, is  e ffe c tiv e ly  th e  re s u r re c t io n  of th e  p a s t.

S im ilarly we see how th e  v o ices of a u th o r i ty  in  th e  Novelle all 

belong to  old people. The g ra n d fa th e r  who n a r ra te s  th e  leg en d s  
ty p if ie s  th is , as do th e  g ra n d m o th e r of th e  f i r s t  legend  an d  th e  old man 

who a d v ise s  th e  fam ily to  re b u ild  th e  farm house on th e  same site . All 
of th e  old c h a ra c te rs  a re  leg itim ised .

W hereas old people a re  g e n e ra lly  th e  cham pions of G o tthelf’s 

co n se rv a tiv e  ideals an d  g u a ra n to rs  of th e  com m unity’s s ta b ility , so 

d is ru p tio n  is  p rim arily  a sso c ia ted  w ith  new ness and  you th . All of th e  
fo re ig n  c h a ra c te rs  a re  o b v iously  new  to  th e  valley . The head  s e rv a n t  is 

specifica lly  young , as  a re  th e  P o lish  k n ig h t an d  th e  » K ühersbubC  
F u rth e rm o re , w h ereas  th e  model com m unity of th e  fram e leg itim ises th e  

p a st, th e  ev il c h a ra c te rs  in th e  le g en d s  u su a lly  r e je c t  it. In  th e  f i r s t  

legend  i t  w as Von S toffe ln  who w an ted  th e  » n eues Schlo0« [35] b u ilt and  

th e n  th e  new g rove . In  th e  second  legend  i t  is C h ris te n ’s family w hich 
dem ands th e  'în eu e (s) Haus< [90]. The head  s e rv a n t  re le a se s  th e  sp id e r  

w ith th e  ju s tif ic a tio n  th a t  th e  m aids »müBten einmal auch  was Neues 
sehen< [85]. Again an  o v e rr id in g  p a t te rn  can  be id en tified , w ith  

new ness c o rre sp o n d in g  la rg e ly  to  g o d le ssn e ss , o ld n ess  re f le c tin g  a
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C h ris tian  outlook. The moral sym bolism  th e re fo re  ex ten d s beyond  sp ace  

to  tim e, as  elem ents of time, sp ace  an d  e th ic s  become in te x tr ic a b ly  

in te r tw in e d  an d  G otthelf’s co n serv a tism  fin d s  i ts  most te llin g  sym bols in 

th e  p o r t r a i t  of th e  house.

This chronolog ical p e rsp e c tiv e  opens u p  a  fu r th e r  dim ension of 

p a t te rn  w ith in  Die Schw arze S n in n e . one w hich ag a in  b o th  lin k s  an d  

c o n tra s ts  th e  fram e w ith  th e  leg en d s . The G odm other’s re fu s a l  to  p lace 

th e  u n b a p tise d  b ab y  a t  r isk  b y  a sk in g  i ts  name c o n tra s ts  w ith  

C h ris tin e ’s w illingness to  sac rifice  th e  b ab y  to  save  h e r  own sk in . In  
re je c tin g  th a t  in q u is itiv e n e ss  w hich led  to  th e  p a c t w ith th e  dev il, th e  

Godm other is  s im ultaneously  a ffirm ing  th e  tra d itio n  th a t  sh e  shou ld  no t 
a sk  fo r  th e  b a b y ’s name. A ffirm ation of »S itte«  coincides w ith  th e  

re je c tio n  of g o d lessn ess . She re fu se s  to  a sk  in case th e  b ab y  shou ld  

become » n eu g ie rig «  [17].

This re je c tio n  of »N eu-gier<  can  be seen  as  link ing  all th e  
c h a ra c te rs  of th e  fram e, from th e  g ra n d fa th e r  who re b u ild s  th e  
farm house  on th e  old s ite  to  th e  g o d fa th e rs  who p re fe r  th e  tra d itio n a l 

B ernese  d r in k  to  th e  new -fang led  coffee th ro u g h  to  th e  G odm other who 
re fu s e s  to  le t  h e r  »Neugier< g e t th e  b e t te r  of h e r  w h a tev e r th e  cost. 
C onverse ly  th e  ev il c h a ra c te rs  of th e  leg en d s  a re  linked  by  »N eu-gier<  

w h e th e r i t  be th ro u g h  th e  d e s ire  to  c o n s tru c t new b u ild in g s  on 

d if fe re n t s ite s  o r  th ro u g h  C h ris tin e ’s eq u a lly  ca ta s tro p h ic  c u rio s ity .

We may th e re fo re  expand S a lfin g e r’s in te rp re ta tio n  to  see th e  

G odm other’s se lf le s sn e ss  no t on ly  a s  th e  a n tith e s is  of C h ris tin e ’s 
in q u is itiv e n e ss  b u t  also of th e  god less  c h a r a c te r s ’ d e s ire  to  ch an g e  th e  

lan d scap e . Her decision  to  sac rif ice  h e rse lf  fo r  th e  sake  of th e  b ab y  is 
th e re fo re  th e  same as  C h ris te n ’s and  of th a t  of th e  m other in th e  f i r s t  

fram e. The re je c tio n  of >N eu-gier«  am ounts to  a  symbolic affirm ation  of 

th e  p a s t , v e ry  much like th e  g ra n d fa th e r ’s re te n tio n  of th e  b lack  p o s t 

in  th e  house . G o tthelf’s Novelle can  be seen  no t only a s  an  a lleg o ry  b u t  

as  an  expanded  lite ra l m etaphor w ith a  co n se rv a tiv e  m essage.

B ut a t  th e  same time th e  G odm other’s ac tio n  is a  r i tu a l  one, fo r 

nobody  is firm ly  convinced  th a t  th e re  is  a n y  t r u th  to  th e  tra d itio n . A 

f u r th e r  p a ra lle l w ith  th e  g ra n d fa th e r ’s b eh av io u r th e re fo re  em erges, fo r 

nobody  is t r u ly  convinced  th a t  a  sp id e r  is  k e p t cap tiv e  in  th e  p o s t. 

T hese two a c ts , ev en  more th a n  th o se  of th e  h e ro es  of th e  le g en d s , a re
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th e re fo re  p u re  dem o n stra tio n s  of fa ith , ab so lu te  sym bolic g e s tu re s .

T hey a re  e ffe c tiv e ly  d ep riv ed  of a n y  re a l fu n c tio n . This is  n o t to  

s u g g e s t  th a t  th e y  a re  em pty g e s tu re s . T hey a re  sym bolic r i te s  

d e sig n ed  to  d em o n stra te  a s p ir itu a l commitment w ith in  a  sp a tia l con tex t. 

In  th is  r i te  th e  p a s t  is legitim ised a t  th e  ex p ense  of an  u n c e r ta in  

fu tu re .

T his ch rono log ical im agery  -  th e  s tru g g le  betw een  old an d  new 

th a t  is  g iven  sp a tia l form in th e  va lley  of Wasen an d  sym bolic 

ex p ress io n  in  th e  G odm other’s affirm ation  of th e  p a s t  -  a lso  p o in ts  to  
f u r th e r  lev e ls  of m eaning w ith in  G otthelf’s Novelle.

At a  time w hen lib e ra ls  w ere  cam paigning fo r  an  em ancipation of 
women, C h ris tin e  a lso  em erges a s  a  political f ig u re . Unwilling to  leave  

th e  men to  so lve  th e  com m unity’s problem s, she  ta k e s  i t  upon  h e rs e lf  to  
sea l th e  p a c t -  in  G otthelf’s ey es  a  b la ta n t p e rv e rs io n  of n a tu ra l  hum an 
h ie ra rc h ie s . As th e  sp id e r  she  th e n  a tta c k s  th e  men, sp a r in g  th e  female 
p o pu la tion  -  a  f u r th e r  analogy  to  th e  new po litica l movement. I f  
C h ris tin e  /  th e  s p id e r  is n ’t  ac tu a lly  r e tu rn e d  to  th e  k itc h e n  sh e  is 
re s to re d  p e rm an en tly  to  th e  house, in fu s in g  th e  end  of th e  leg en d s  w ith  

a h is to ric a l dim ension which co n se rv a tiv e  th in k e rs  of th e  m id -n in e teen th  

c e n tu ry  m ust have  appreciated®^. A sim ilar p e rv e rs io n  of G otthelf’s 

social o r  do le ad s  to  th e  s p id e r ’s /  C h ris tin e ’s re lease  in  th e  second  
leg en d , w ith  C h ris te n  -  th e  head  of th e  household  -  n o t on ly  being  

dom inated b y  h is wife and  m other b u t allow ing th e  p a tr ia rc h a l 

»Gro0familie4C to  be d iv ided  and  th e  head  s e rv a n t  to  g o v e rn  th e  family 

house®^. On th is  occasion th e  em ancipation of th e  s e rv a n ts  ag a in  f re e s

®̂ » F riih ro m an tisch e  und  ju n g d e u tsc h e  A nsatze z u r  Em anzipation d e r  
F ra u  a u s  ih r e r  trad itioneU en  G esch lech te rro lle  s te h e n  h ie r  bei 
G otthelf gewiS mit au f d e r  li te ra r is c h e n  A nklagebank<. L indem ann, 
op. c it., 75.

®̂ In  h is l e t t e r  of 30.9.51 to F rau  Sophie N aegeli-Z iegler G otthelf
condem ns th e  ch an g in g  ap p rec ia tio n  of th e  ro le  of th e  family; »eine 
Seite , w elche n ic h t bloB d u rc h  E uropa, so n d e rn  h a u p tsa c h lic h  in  
Am erika, die w unde g en an n t zu  w erd en  v e rd ie n t, es i s t  die 
V e rd e rb n is  d e r  H auser d ad u rc h , daB ke in  G esch lech t m ehr seine  
S telle  einnim m t, die e ig en tlich  Familie z e r s to r t  w ird . Diese Seite  
w erd en  Sie in  all meinen B iichern  b e r ü h r t  f in d en , w enn au ch  
n irg e n d s  b e so n d e rs  behandelt« . Sam tliche W erke in  24 B anden . 
E rg a n z u n g sb a n d  IX, 139ff.
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th e  fo rces of social ch an g e , a s  th e  h ie ra rc h ica l seq u en ce  in  w hich 

G otthelf in tro d u ce s  h is  c h a ra c te rs  in  th e  fram e gains i ts  s ig n ifican ce  

from  th e  p e rv e r te d  h ie ra rc h ie s  of th e  leg en d s .

These som ewhat c ru d e  a t ta c k s  on th e  lib e ra l th in k in g  of th e  day 

a lso  have a re lig io u s dim ension. F or if, as  H ans B ayer h a s  su g g e s te d , 

th e  head  s e rv a n t is in  fa c t a  c a r ic a tu re  of th e  »N eupietist<  p re a c h e r  

Karl von Rodt, th e  second  leg en d  a lso  a p p e a rs  as  an  a tta c k  on re fo rm ist 

elem ents in  th e  church®®. Von R o d t’s p a r tic u la r  appea l fo r  th e  female 

population  is g en era lly  echoed in  th e  s e r v a n t’s re la tio n s  w ith  th e  women 

in  th e  legend  -  »den  M eiste rw eibern  w ar e r  u n te r  alien alle ine  

rech t<  [85]; »Solche sollen  den  W eibsbildern  a b e r  g e rad e  die L ieb sten  
sein4C [85] -  and  i t  is  th e re fo re  no s u rp r is e  th a t  he is th e  one who 

lib e ra te s  th e  female sp id e r . The sym bolism  can  be expanded  w ith  bo th  
C h ris tin e ’s and  Christen*s ev acu a tio n  of th e  H ornbach  farm house  

m irro rin g  th e  d e s tru c tiv e  im pact of p ietism  on th e  Sw iss C hurch  and  
th e ir  r e tu r n  to  th e ir  home a r e v e rs io n  to  G o tthe lf’s o rthodoxy .
C h ris ten ’s w eakness -  he becom es a  »Knecht4: [82], th e  norm al p ie tis t  
designa tion  fo r one of th e ir  male d isc ip les  -  re in fo rc e s  th e  symbolism. 

The second legend  p a r tic u la r ly  -  w ith  th e  h ead  s e r v a n t’s ex h o rta tio n  
th a t  th e  maids »müBten einmal a u c h  was N eues sehen< [85] -  can  easily  

be read  as  an  a tta c k  on th o se  re fo rm is t elem ents w ith in  th e  C h u rch  who 
fav o u red  elem ents of social eq u a lity . This -  along w ith G o tth e lf’s 

p o rtra y a l of th e  house  as  a  s u b s t i tu te  tem ple an d  its  fu n c tio n  a s  a 

sa n c tu a ry  which p ro te c ts  u n b a p tis e d  c h ild re n  -  re in fo rce s  th e  re lig io u s  

symbolism of th e  H ornbach  fa rm h o u se  as  th e  House of God and  th e  
id e n tity  betw een th e  new h o u se  an d  th e  il l- fa te d  re fo rm ist movement.

The Novelle a lso  p o sse sse s  a  more obv ious h is to rica l dim ension.

For in a p e riod  of m ilitary  an d  civ il turm oil th ro u g h o u t C en tra l E urope -  

an age when th e  f i r s t  m ajor u p h eav a l of ex is tin g  pow er s t r u c tu r e s  m ust 

have sen t v io len t shock  w aves in to  th e  m ost sec luded  an d  idy llic  of 

Swiss va lleys -  th e  re la tiv e  m erits  of old an d  new w ere c e n tra l  to  an y  

political agenda.

®® B ayer, Hans: »Theologische Q uellen u n d  ep isch e  G esta ltung . G otthelf’s 
" ideale r P ietism us"« . In  D eu tsche  V ie r te lia h re s sc h r if t  fü r  L i te r a tu r -  
w issen sch a ft und  G e is te sg esch ich te  (54, 1980), 423-463, 460-461.
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In  th is  co n tex t J o s t  Hermand has po in ted  to  th e  h is to rica l im pact 

of Napoleon who had  f i r s t  m arched in to  S w itzerland  in  1798. He 

id en tifie s  p a ra lle ls  betw een G otthelf’s sp id e r  im agery  and  h is  la te r  

c h a ra c te r is a tio n  of th e  in v ad in g  arm ies on th e  one hand  and  betw een 

th e  ro le  of th e  d is ru p tiv e  fo re ig n e rs  -  Von S to ffe ln  and  C h ris tin e  -  and  

th e  F ren c h  d ic ta to r  on th e  o th e r. He th e re fo re  sees th e  two leg en d s  a s  

a lleg o ries  of N apoleon’s a b o rtiv e  a ttem p ts  to  co n q u er C en tra l E urope, 

and  C h ris tin e ’s in c a rce ra tio n  in  th e  p o st a t  th e  end  of each  leg en d  as  

re fe re n c e s  to  h is  tw in  ban ishm ents; »Die zweimalige V erpflockung  d e r  

Sp inne w irk t fa s t  wie e in  Symbol fü r  Elba u n d  St. Helena^®'*.

Sengle  on th e  o th e r  hand  h a s  seen  in  G otthelf’s Novelle »eine 

s a tir is c h e  W endung gegen  das T eufe lsw erk  d e r  Revolution^®®, w ith  th e  
two p lag u es  form ing a llegories  of th e  rev o lu tio n s  of 1789 and  1830, th e  

le n g th s  of th e  leg en d s  re fle c tin g  th e  re la tiv e  d u ra tio n s  of th e  two 

political u p ris in g s .

Lindem ann has expanded  th e  analog ies  to  revolution®®, d raw ing  th e  
them es of m ilitary  annexation  and  p o p u la r u p r is in g  to g e th e r  th ro u g h  

N apoleon’s image as th e  >Vollender d e r  Revolution^:

®̂* » g e ra d e  h in te r  d e r  Schw arzen S n inne (s te h t)  die Ü b erzeu g u n g , daB
d as  Gewaltsame und  B edrohliche in  d e r  Welt d u rc h  die e in g re ifen d e  
T at d es M enschen immer w ieder zu ban n en  is t. Diese Ü b erzeugung  
h a tte  man a u s  dem U n te r gang N apoleons gew onnen, d e r  wie ein 
Damon d u rc h  ganz E uropa gezogen  w ar u n d  sich  schlieBlich doch 
den  a lten  M achten h a tte  b eu g en  müssenC. Herm and, Jo st: Die 
L ite ra risc h e  Form enw elt des B iederm eiers (GieBen, 1958), 135. 
Herm and has also  located  a sim ilar motif in  G otthelf’s Novelle Ein 
Bild au s  dem Ü bergang  in  w hich he d e sc r ib e s  N apoleon’s arm ies as 
a swarm  of bees and  ad o p ts  m any of th e  m otifs u sed  in  Die 
S chw arze S p inne: »Schon lan g e  w ars, daB es  in F ran k re ic h  u n ru h ig  
w ar, sum ste  u n d  brum m te wie in einem B ienenkorbe...Schw arm  au f 
Schwarm  flog au s, es w ar, a ls  woDe F ra n k re ic h  noch ein F ra n k re ic h  
g e b â ren , a ls  solle Himmel u n d  E rde ein  F ran k re ic h  w erden . Endlich, 
im Ja h re  1798, karaen die Schwarm e au ch  iiber  die a lten  B erge  her, 
f ru g e n  n ic h t obs e r la u b t s e i o d er  n ic h t  und  w ehren  half au ch  
nicht< . Quoted in  Hermand, Jo st: »Napoleon im B iederm eier«. In  Von 
Mainz bis Weimar (1793-1919) (S tu t tg a r t ,  1969), 123-128, 125.

®® S engle , F ried rich : B iederm eierze it. D eutsche L ite ra tu r  im
S u an n u n g sfe ld  zw ischen R estau ra tio n  u n d  R evolution 1815-1848. 
(S tu t tg a r t ,  1971-1980). Volume 2, 1037. Compare also Sengle: 
B iederm eierze it Volume 1, 367.

»Die enge B eziehung von T e u fe lsd a rs te llu n g  au f d e r  e inen  u n d  
R ev o lu tio n sk ritik  au f d e r  a n d e re n  S eite  w ird  in  d e r  Schw arzen  
S p inne  noch w eitgehend  d a d u rc h  b e so n d e rs  u n te rs tr ic h e n , daB eine 
Fülle d e r  Merkmale, mit d enen  d e r  E rzah le r se inen  Teufel 
a u s s ta t te t ,  in d e r k o n se rv a tiv e n  L i te ra tu r  d e r  Epoche zug le ich  a ls

66
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» E rs t v o r dem H in te rg ru n d  d ieses Ensem bles l i te ra r is c h e r  
Verw eise und  n ic h t schon  von d e r  W iederholung des 
g le ichen  G eschehens h e r , was auch  im B ereich  des M archens 
se ine  E n tsp re c h u n g  fan d e , e rg ib t  sich  die kaum 
abzuw eisende V erm utung, daB die li te ra r is c h  g eb ild e ten  
Z eitgenossen  G otthelfs in  d e r  re ich en  M etaphor!k d e r  
Schw arzen  S pinne zugleich  auch  immer ze itg esch ich tlich e  
E re ig n isse  g e sp ie g e lt fanden . Dabei lagen  f ü r  sie die 
W iederkehr d e r  R evolution und die G estalt des 
w ied e rk eh ren d en  Napoleon, d e r -  zum M ythos s t i l is ie r t  -  die 
M enschen in d e r  e r s te n  Half te  des 19, J a h r h u n d e r ts  b is 
zum R eg ieru n g s a n t r i t t  se in es  S tiefenkels  u n d  N effen 
p h an tas iev o ll e r re g te , n ic h t allzu w eit au se in a n d e r . Im 
G egenteil haben  sich  beide E re ig n isse  -  zumal Napoleon im 
k o n se rv a tiv e n  E uropa  a ls  "Vollender d e r  R evolution", wie e r  
sich  s e lb s t  b eze ich n e t h a tte , v e rs ta n d e n  w urde  -  f ü r  die 
Z eitgenossen  g eg en se itig  durchdrungen4J®’,

The rev o lu tio n  th a t  came to  Sw itzerland  in th e  form of Napoleon’s 
co n q u es t may well have p ro v ed  th e  stim ulus no t o n ly  to  th e  av e rs io n  to  

»das Frem de« in Die Schw arze Spinne b u t also  to  th e  m otifs of 
d isp lacem ent and  in tru s io n  which dom inate th e  two in te rn a l n a rra tiv e s . 
The in tru s io n  of th e  s p id e rs  becomes th e  invasion  of th e  F ren ch  arm y, 
an d  C h ris tin e ’s d isp lacem ent bo th  th e  in te rn a l in su rre c tio n  w hich 

o c c u rre d  th ro u g h  th e  rev o lu tio n  and  th e  rem oval from pow er of 
N apoleon’s enem ies. C h ris te n ’s ultim ate r e tu r n  to  th e  H ornbach 
farm house co rre sp o n d s  to  th e  re in s ta tem en t of th o se  weak b u t ch as ten ed  

ru le r s  who had  become Napoleon’s »Knechte<, while th e  farm house 
em erges no t only as a  dom estic and  re lig io u s  sym bol b u t a s  a  m etaphor 

fo r th e  House of Europe, th o se  C entral E uropean  d y n a s tie s  who came 

to g e th e r  a t  th e  C ongress of Vienna in o rd e r  to re s to re  th e  pow er th a t  

th e  fo re ig n  in v a d e r had  w rested  from th e ir  g ra sp . In d eed  th e  th re e  

la y e rs  of symbolism a p p e a r  to  m erge in th e  Novelle, w ith th e  th r e a t  to  

C h ris tia n ity  coming from  fo re ig n  in tru d e rs ,  a  f u r th e r  rem in d er of the  

fa c t  th a t  Napoleon was w idely view ed as try in g  to  o v e rth ro w  th e  fo rces  

of C h ris tian ity , th e  Holy Alliance as  th e  ex istin g  pow ers w ere known®®.

68

K ennzeichen und Symbole d e r Revolution a n z u tre f fe n  sind«. 
L indem ann, op. c it., 91. Compare also 102ff.

®’ ib id ., 113.
Compare: »Das g leiche g ilt fü r  den Sieg des C h ris tlich en , d e r  

"Heiligen Allianz", ü b e r  die g e fah rlich  h e re in b re ch e n d e  
S p in n en h eere , in denen  sich  das G arend-C hao tische  d e r  
fran zo sisch e  R evolution m anifestiert^:. Herm and, Jo st: Von Mainz bis 
Weimar, 125.
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I t  is on ly  w hen seen  w ith in  i ts  h is to rica l co n tex t th a t  th e  co n flic t 

be tw een  old and  new in G otthelf’s Die Schw arze Soinne can  be 

a p p re c ia te d  fu lly . The G odm other’s w illingness to  sac rif ice  h e rs e lf  fo r 

th e  sak e  of th e  bab y  can  u ltim ately  be seen  as  a  political s ta tem en t, h e r  

com pliance w ith  a  tra d itio n  s ig n ify in g  an ad h eren ce  to  th e  p a s t  fo r  th e  

sak e  of th e  b a b y ’s -  th e  S ta te ’s -  fu tu re . B ut i t  is in  th e  lan d scap e  

p re s e n te d  in  Die Schw arze Sp inne th a t  th e  con flic t betw een  old an d  new 

is  a c te d  o u t most fo rcefu lly . And w ith in  th is  space th e  old an d  new 

h o u ses  an d  cas tle s  p o sse ss  bo th  re lig ious an d  political s ig n ifican ce . The 

H ornbach farm house, c rad led  in  th e  valley , becomes s tro n g ly  id en tified  

w ith  th e  old o rd e r , th e  a lliance of th e  S ta te  and  C hurch , a  body  w hich 

in  th e  co n tex t of political u n re s t  and  re lig io u s  challenge so u g h t 
sa lv a tio n  th ro u g h  alleg iance to  a  s c a rre d  p a s t  r a th e r  th a n  th e  u n c e r ta in  

fu tu r e  th a t  révo lu tion  m ight bririgi

2.12 CONCLUSION

However s tro n g  th e  political o v e rto n es  of G otthelf’s p o r tra y a l may 

be Die Schw arze Sninne rem ains a p rim arily  d idactic  w ork. This does 
no t p re v e n t  i t  fu n c tio n in g  as a  political s a tire , no r does i t  d e tra c t  from 

i ts  a e s th e tic  value. But th e  Novelle is fundam entally  a  moral t re a t is e  in  

sym bolic form, one which was w ritten  le ss  fo r  th e  l i te ra ry  salons o r 

like-m inded  c o n se rv a tiv e s  th a n  fo r th e  same u n so p h is tica te d  B ernese  

p e a sa n ts  th a t  form ed h is su b je c t-m a tte r .

T his n a rra tiv e  desig n  fu n c tio n s  on a  num ber of levels. T h e re  is 

no sh o rta g e  of open p u lp itry , n e ith e r  from th e  a u th o r  him self in  th e  

fram e n o r th e  g ra n d fa th e r , h is m outhpiece in  th e  leg en d s. T hese 

exp lic it comments a re  b o ls te red  by  ad d itio n a l v e rb a l in d ica tio n s  of th e  

m eaning of th e  leg en d s, m ostly in th e  form  of in d irec t, su g g e s tiv e  

o b se rv a tio n s  on th e  p a r t  of th e  o th e r  p easan ts . But beyond  th is  

G otthelf s te p s  down from his p u lp it and  maps o u t a  re lig io u s  dilemma a s  
a sp a tia l phenom enon.
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He ach ieves th is  no t only  b y  c h a rg in g  th e  lan d scap e  w ith  h idden  

s ig n ifican ce , b u t also b y  in v e s tin g  a sp e c ts  of hum an motion w ith  

m eaning. J u s t  as he c re a te s  seq u en ces  in  th e  th o u g h t of th e  open ing , 

so he e s ta b lish e s  p a t te rn s  in  th e  space  of th e  leg en d s . T hese a re  

p a t te rn s  th a t  can be e s tab lish ed  w ith in  th e  p lo t -  th e  d isp lacem en t and  

in tru s io n  of th e  in itia l legend  is re p e a te d  in  th e  second  one -  and  w hich 

perm eate  th e  language  and  d e sc rip tio n  g en era lly : ab sen ce  o f position , 

ch an g in g  shap e , extrem e pace, v e r tic a l motion an d  fo re ig n n e ss . Each of 

th e se  ind iv id u a l motifs c o n tra s t  w ith th e  s tab le  space  p re s e n te d  in  th e  

fram e. These sp a tia l motifs a re  im bued w ith  re lig io u s  s ig n ificance .

They a re  exclusively  fe a tu re s  of th e  evil c h a ra c te rs  and  a s  su ch  
fu n c tio n  n o t only  as sym bols b u t  as  s ig n s. A bsence of p o sitio n  and  

ch an g in g  sh ape  sig n ify  g o d le ssn ess , becom ing d ire c t  ex p re ss io n s  of 
s in fu ln é ss . G otthelf d réa tès  a  cbdë in  th e  f i r s t  n a r ra tiv e  Which is  th e n  

c o rro b o ra te d  in  its  su ccesso r. The logic of th e  f i r s t  one te lls  th e  

re a d e r  th a t  moving o n e’s home is ev il, th e  second  confirm s th is . The 
ex p ec ta tio n s  th a t  G otthelf c re a te s  an d  fu lfils  th e re fo re  a lso  ex ten d  to  h is  
p o r tra y a l of space. The ultim ate p roo f of th e  v a lid ity  of th is  code is 
found  in  th e  open ing  d esc rip tio n  of th e  fram e w here  th e  two o p p o sites  -  
re fu s in g  to  move and  goodness -  a lso  c o rre sp o n d . The >b ra v e  Leute<K of 
th e  fram e in h a b it th e  H ornbach farm house  w hich n e v e r moves from  its  

p e rm an en t s ite  a t th e  foot of th e  m ountains. The norm s th a t  th e  
open ing  conveys a re  th e re fo re  leg itim ised  n eg a tiv e ly  by  th e  ac tion  of 

th e  in te rn a l n a rra tiv e s . The moral dev iance of th e se  leg en d s  is 

re fle c ted  in  th e ir  movement, as movement from  o n e ’s e s ta b lish e d  place 

co n v ey s th e  d eg ree  of g o d le ssn ess  and  evil becomes m easu rab le  in  

space . The fixed, s c u lp tu re d  sp ace  of th e  fram e th e re fo re  comes to 

em body a  re lig io u s  norm.

The sp a tia l im agery of d isp lacem ent, in tru s io n  and  rep lacem en t 

may well d e riv e  from th e  Novelle’s political an d  theolog ical b a ck g ro u n d , 

b u t th is  fa c t is un like ly  to  have been  re g is te re d  b y  th e  m ajo rity  of h is  

re a d e rs . Nor does G otthelf need  to  explain  an y th in g . Not on ly  a re  th e  

s ig n s  su ffic ie n tly  co n s is te n t and  t r a n s p a r e n t  to  re n d e r  su c h  

ex p lan a tio n s  su p erflu o u s  b u t G otthelf decodes th e  action  b y  te llin g  u s  in 
ad v an ce  w hich c h a ra c te rs  a re  good and  w hich a re  bad.
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But even  th e  re lig io u s  dim ension is occasionally  allowed to  re ced e  
in to  th e  b a ck g ro u n d , most no tab ly  in th e  fram e. And in  G otthelf’s 

S w itzerland  w here  m aterial w ealth  s ig n ifie d  C h ris tian  v a lu es , th e  whole 

of th e  re lig io u s  conflic t -  from  sin  to  pu n ish m en t, p ie ty  to  rew ard  -  can  

be seen  as o c c u rr in g  on a v isu a l level, as  an  e x te rn a lised  d em onstra tion  

of m etaphysica l conflic ts . In  th is  fic tiona l w orld bo th  th e  fa b ric  of a  

b u ild ing  and  th e  a rc h ite c tu re  of th e  s ta te  is  p re s e rv e d  by  orthodox  

Calvinism. The motifs of re s to r in g  th e  house  on its  p re v io u s  s ite  and  

th e  r e tu r n  of C hristine  by  C hristen  to  h e r  p ro p e r  p lace  a p p e a rs  as  a  

reaffirm ation  of tra d itio n a l sexual h ie ra rc h ie s  w ith in  th e  C hurch , 

u ltim ately  an  a c t  of political »R estauration< .

In  th is  sen se  th e  te ch n iq u es  of p e rsu as io n  explo ited  by  th e  Sw iss 
p re a c h e r  v e ry  much an tic ip a te  th o se  of m odern a d v e r tis in g , w ith th e  

em phasis on th e  c rea tio n  of images and  fixed asso c ia tio n s  and  th e  

re p e titio n  of th e  same m essage in  c o v e r t form s. G otthelf is , of c o u rse , 
no e s ta te  a g e n t b u t in a  work which is o s te n s ib ly  ab o u t selling  o n e ’s 
soul he is e ffec tiv e ly  selling  a  house, a  h ouse  w hich, a s  he shows u s , 
every o n e  would be glad to  own. The rew ard  a p p e a rs  in co n g ru o u s , a t  

le a s t fo r m odern re a d e rs , b u t th e  p o ten tia l stigm a a tta c h e d  -  of 

becom ing hom eless, being  s c a r re d  by th e  s p id e r  o r  a s  in  C h ris tin e ’s 

case  of hav ing  a >spotty4: face -  rem ains conv incing . G o tthelf’s aim may 

be to  make th e  p e asa n ts  g o d -fea rin g , b u t he does th is  b y  p lay ing  on 

th e ir  fe a r  of th e  unknow n, by  te r r ify in g  them  w ith  th e  u g ly  p o s t and  

i ts  s u p e rn a tu ra l  in h a b ita n t, by  co n fro n tin g  them  w ith g a rg a n tu a n  v is io n s  

of old te s tam en t havoc should  th e y  dev iate  from  tra d itio n a l form s of 

re lig ion , and  b y  p re se n tin g  an  a lte rn a tiv e  op tion  in  a  fram e w hich 

b re a th e s  optimism and  s e c u rity . G odlessness is im prisoned in th e  p o s t 

and  k e p t c ap tiv e  no t by th e  peg b u t by  a  »Sinn<.

U ltim ately th e  logic of Die Schw arze Spinne te lls  u s  less  th a t  we 
should  be good, th a n  th a t  we should  s ta y  w here  we a re , and  th a t  th e  

immoral should  n o t build  fo r fe a r  of d iv ine  re tr ib u tio n . Space no t on ly  
has g eo g raph ica l, h is to rica l and  social s ig n ifican ce  in  Die Schw arze 

S p inne . I t  a lso  has a  moral dim ension. The good an d  ev il c h a ra c te rs  
a re  c o n tra s te d  th ro u g h  th e  w ays th e y  fu n c tio n  in space , w ith ev il
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m anifesting  its e lf  as  a  d e sire  to  ch an g e  th e  lan d scap e , good as th e  u rg e  

to  affirm  and  re s to re  it. In  an  age w hich w itn essed  rap id  

in d u s tr ia lis a tio n  an d  th e  sp re a d  of th e  ra ilw ays, G otthelf p re a ch e s  

immobility.
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3 ADALBERT STIFTER’S DER HOCHWALD

3.1 INTRODUCTION

S tif te r  is  a  problem  w rite r , fu ll of a p p a re n t c o n tra d ic tio n s  and  
d isc rep an c ies . The m easured , deco ra tiv e  idy lls  th a t  he o ften  d ep ic ts  

ru n  c o u n te r  to  th e  dram atic  e v e n ts  th a t  s tru c k  E urope in  th e  middle of 
th e  c e n tu ry . In d eed  th e  more in tru s iv e  th e  h is to rica l d is ru p tio n  

becam e, th e  more sed a te , m ethodical and  p a tte rn e d  h is w orks grew . His 
own life  sca rce ly  s e rv e s  as  a b lu e p rin t fo r h is  ideals. The poe t who 

sa lu ted  th e  se re n e  perm anence of h ap p y  family life was him self 
condem ned to  a  ch ild le ss , f re q u e n tly  tem p estu o u s and  g e n e ra lly  le ss  
th a n  idyllic  m arriage . In  th is  re s p e c t h is  fic tion  h as o ften  ap p ea re d  to  
ex is t in  a  h is to rica l vacuum , a  conscious c o u n te rp o in t to  th e  po litical 

an d  p e rso n a l tu rb u le n c e  of th e  day.

S t i f te r ’s p o p u la r ity  h as  trad itio n a lly  been  founded  on h is 
lan d scap e  d e sc rip tio n s . B ut w hereas th e  sp ace  in  Die Schw arze S pinne 

is econom ically h an d led  in  n a r ra t iv e  term s, S t i f te r  g ives i t  fa r  g re a te r  
prom inence^. In  w orks w hich he te llin g ly  c lass ified  as  )>S tu d ien < -  a  

term  d e riv ed  from  science an d  p a in tin g  -  i t  is  v e ry  m uch th e  can v as  on 

w hich he p a in ts  h is  s e lf -p o r tr a i t .  In  Der Hochwald elem ents of 

p e rso n ifica tio n  combine to  p re s e n t  th e  fo re s t  as  an  ac tiv e  p a r tic ip a n t in 

th e  s to ry , e ffec tiv e ly  e lev a tin g  i t  to  th e  s ta tu s  of lead c h a rac te r^ . His 

ti t le s  and  c h a p te r-h e a d in g s  o ften  re la te  d ire c tly  to  space , confirm ing 

m an’s re leg a tio n  to a  seco n d a ry  role. But th is  p o r tra y a l of »Dinge<, h is  

co n cen tra tio n  on th e  co n c re te  w orld, has a lso  been  seen  as v e rg in g  on 

th e  o b sess iv e . S t i f te r ’s d e tra c to r s  have tra d itio n a lly  condem ned h is 

lan d scap e  d e sc rip tio n  as  g ra tu ito u s , g ro ss ly  se lf - in d u lg e n t an d  vacuous.

»In  k e in e r D ichtung u n s e r e r  S p rache  is t  soviel g e g e n s ta n d lic h e r  
Raum, sov iel a b sc h re itb a re  Welt, s ind  so v iele Dinge g re ifb a r  
zu g eg en  wie in  S tif te rs  Werk«. H illebrand, B runo: M ensch u n d  Raum 
im Roman. S tu d ien  zu K eller. S tif te r . Fon tane (M unich, 1971), 172.

»Der H ochw ald...ist n ic h t n u r  S chaup latz , so n d e rn  d e r  e ig en tliche  
"Held" d e r  G eschichte^ . M ettler, H einrich: N atur in S tif te rs  F rü h en  
»StudienC . Zu S tif te rs  G egenstandlichem  Stil (Z urich, 1968), 102.
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lack ing  re lev an ce  to  th e  c e n tra l action  -  a d eco ra tiv e  cou lisse  d esig n ed  

to  conceal in s u b s ta n tia l  p lo ts  an d  shallow c h a ra c te rs .

S t i f te r ’s c re a tiv e  w orks p o sse ss  a  f u r th e r  problem atic  dim ension.

If  h is f ic tio n  d id  no t aim to  p ro v id e  3>ein s ittlic h e s  W orterbuch o d e r 
V erhaltensregeln4l®  th e y  w ere » s ittlich e  O ffenbarungen^^, an d  th e  

re g u la r i ty  w ith  w hich he a sc rib e d  a  pedagogic  p u rp o se  to  h is  w ritin g s  

te s t if ie s  to  a n  in s is te n t moral impulse®. Such s ta tem en ts  of in te n t  a re  to  

be fo u n d  d u r in g  th e  1840s above all in  h is letters®  and  th e  ed u ca tio n a l 

and  po litica l e s sa y s  he p ro d u ced  w ith grow ing fre q u e n c y  a s  th e  decade  

p ro g re s s e d ’ . Yet su ch  p ro fess io n s  do no t a p p e a r  g en era lly  re f le c te d  in  

e i th e r  h is  S tu d ie n . w hich he w rote  in th e  1840s o r  even  in  th e  B unte 
S te in e . a  co llection  of la rg e ly  re v ise d  Novellen w hich a p p ea re d  five  

y e a rs  a f te r  th e  March Revolution. I t  is  on ly  in  Der Nachsommer. 

p u b lish e d  in  1857, th a t  c lea r e th ica l va lues a re  e s ta b lish e d  and  a 
c o n s is te n t m oral p e rsp ec tiv e  is m aintained. In d eed , in  m any of h is  o th e r  
w orks th e re  is l ittle  in  th e  way of an  obv ious o r re a d ily  id en tifiab le  
e d u ca tiv e  dim ension.

W hereas ea r ly  S tif te r  c r itic s  so u g h t a  c o rre sp o n d en ce  betw een 

a sc r ib e d  p u rp o se  an d  c re a tiv e  p ro d u c t, m odern s tu d e n ts  have show n f a r  

more in te r e s t  in  th e  d iv erg en c ies . For Tism ar th e  M n sis tie ren d e  
P ro p ag an d a  d e r  O rdnung< in Der Nachsommer p o sse sse s  »einen

® S ti f te r ,  A dalbert: Sam tliche W erke. h e ra u sg e g eb e n  von A u g u st S a u e r  
(P rag u e , 1901-40, XVII, 251-2.

4 ib id ., XVIII, 38.
® S t i f te r ’s  w orks have a pedagogic  dim ension w hereas G otthelf is

ex p lic itly  d idactic . For a  d iscu ssio n  of th e se  c lass ifica tio n s  w ith 
re fe re n c e  to  S tif te r  see K larner, G udrun: Pedagogic D esign and  
L ite ra ry  Form in th e  Work of A dalbert S ti f te r  (F ra n k fu r t, 1986), 
11-21. S t i f te r  w rites  him self in  th e  V orrede to  B unte S te in e : »Es so il 
so g a r  in  d en se lb en  n ich t einmal T ugend  u n d  S itte  g e p re d ig t 
w erd en , wie es g eb rau ch lich  is t, so n d ern  sie sollen n u r  d u rc h  d as 
w irk en , w as sie s ind . Wenn etw as Edles u n d  G utes in  mir is t ,  so 
w ird  es von se lb e r  in  meinen S ch rif ten  liegen; w enn a b e r  d a sse lb e  
n ic h t in  meinem Gemüte is t, so w erde ich  mich v e rg e b lich  bem ühen , 
Hohes u n d  Schones d a rz u s te lle n , es w ird  immer das N iedrige u n d  
U nedle d u rchscheinen< . S tif te r , A dalbert: Werke und  B riefe. 
H isto risch -K ritisch e  G esam tausgabe. H erau sg eg eb en  von A lfred 
D oppler und  W olfgang Frühw ald  (S tu ttg a r t ,  B erlin, Cologne, Mainz, 
1978-), Volume 2, 2, 9.

® See p a r t ic u la r ly  th e  le t te r  to  A urelius B uddheus of 21.08.1847, th o se  
to  G ustav  H eckenast of 25.05.1848 and  6.03.1849, and  to  Jo sep h  
T ü rck  of 28.06.1848.

’ T ypical of th e se  a re  Ü ber S tand  und  W urde des S c h r if ts te l le r s . Was 
i s t  d as  R echt. and  M ittel gegen  den S ittlich en  VerfaU d e r  V olker.
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p a th o log ischen  Unterton<®. S tif te r  » z ieh t...g eg en  das in d u s tr ie lle  

Z e ita lte r eine groBe D ornroschen-M auer au f, h in te r  d e r  die 

p a tr ia rc h a lisc h e  S o z ia lv e rfassu n g  den  auB eren B ed ingungen  id y llisch  

en th o b en  sch e in t. A ber die Mühe t r e ib t  den SchweiB h e rv o r , d e r  auch  

A ngst s ig n a lis ie r t, namlich in  d e r  U n sich e rh e it, ob die schone  O rdnung  

trügt«® . For Swales th e  ^ h ec to rin g  insistences^®  of h is  m oral t re a t is e s  

o ften  a p p e a rs  fo rced  an d  hollow in th e  lig h t of his c re a tiv e  w orks.

To th e  q u estio n  of th e  sign ificance  of sp ace  in  S t i f te r ’s w orks we 

can  th e re fo re  ad d  a  fu r th e r  q u estio n  -  w hat is  th e  m oral re le v an c e  of 

h is  w orks? Can h is fic tion  be re la te d  to  h is v a rio u s  th e o re tic a l 

s ta tem en ts?  And w hat, if an y , connection  ex is ts  betw een th e  moral 
dim ension and  h is lan d scap e  d esc rip tio n ?  Is  th e re  an y  ta n g ib le  

connec tion  betw een S ti f te r ’s p reo ccu p a tio n  w ith th e  c o n c re te  w orld and  
h is  p ro fesse d  l i te ra ry  p u rp o se?

Der Hochwald len d s  its e lf  p a r tic u la r ly  well to  th is  d eb a te . On th e  
one h an d  i t  con ta in s some of S t i f te r ’s  f in e s t lan d scap e  d e sc r ip tio n , be ing  
» fü r  v iele das P a rad estiick  S ti f te r s c h e r  N aturdarstellung< ^^. On th e  
o th e r  i t  p o sse sse s  as  c lea r a  moral dim ension as  an y  of S t i f te r ’s 
S tu d ien . »The e th ica l co n ten t of th is  s to ry  is so b e r an d  s in ce re : it  is 

S t i f te r ’s f i r s t  c o h e ren t ex p ress io n  of th e  connection  betw een  th e  laws 
th a t  g o v e rn  th e  w orld of N atu re  an d  th o se  p rin c ip le s  w hich sh o u ld  

de term ine  th e  life of man«^^. At th e  same time i t  co nveys m uch of th a t  

them atic  po larisa tion  th a t  inform s S t i f te r ’s w ork in  g en era l. The 

c h a ra c te rs  a re  alm ost exclusively  e ith e r  old o r  young: none of th e  main 

c h a ra c te rs  a re  in  th e ir  prim e. The c h a ra c te rs  g en era lly  e i th e r  blossom 

o r die sud d en ly : th e re  is no in d ica tion  of illn ess . The co lo ra tion  is 

e ith e r  d a rk  o r  lig h t, a lth o u g h  th e  m odulations a re  fa r  m ore su b tle  th a n  

in  Die Schwarzg Spinne.

Der Hochwald »w ar u n d  is t  e ine d e r b e lie b te s te n  u n d  

m eistgelesenen  (E rzah lungen ) S tif te rs^ , being  in s tru m e n ta l in

® Tism ar, Jen s : G estorte  Idv llen : Eine S tu  die z u r  P roblem atik  d e r  
id v llisch en  W u n sch v o rs te llu n g en . (M unich, 1973), 58.

® ib id ., 70.
®̂ Sw ales, M artin: The German B ildungsrom an From Wieland To H esse. 

(P rin ce to n , 1978), 74.
P re isen d an z , »Die E rzah lfu n k tio n  d e r  N a tu rd a rs te llu n g  bei S tifte r« .

In  W irkendes Wort (16, 1966) 407-418, 382.
Blackall, Eric: A dalbert S tif te r . A C ritical S tu d y  (C am bridge,

1948), 118.
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esta b lish in g  h is  l i te ra ry  reputation^®. Two in tru s iv e  e lem ents d is tu rb  

th e  tra n q u ill i ty  in  th e  Novelle, One of th e se  is w ar, th e  o th e r  sexual 

p assion ; and  S tif te r  g ives fa r  g re a te r  em phasis to  th e  la t te r .

3.2 STIFTER’S PORTRAYAL OF SPACE

T h ere  have been  illum inating a tte m p ts  to  d raw  o u t th e  s ig n ifican ce  

of sp ace  in  S ti f te r ’s w orks. P re isen d an z , w ith  h is  e a r ly  s tu d y , 

id en tified  i ts  n a r ra tiv e  function^^. For W erner Thomas S t i f te r ’s sp ace  is 

> n ich t bloB Rahmen o d e r M otiv,.., so n d ern  m itg e s ta lte n d e r  

H andlungsraum , ja  b isw eilen e rf iil lte s  H andlungsm om ent selbst4C^®. O ther 

c r itic s  have view ed th e  problem  of v ision  as  a  c e n tra l  fe a tu re , p o in tin g  

to  a  c o n s is te n t developm ent from  decep tion  to  p e rc ep tio n , th e  
>W ahr-nehm en< of sp ace , w ith in  h is  n a r ra t iv e s .  This h a s  led  to  th e  
acknow ledgem ent of S t i f te r ’s u se  of c o n tra s tin g  p e rs p e c tiv e s , h is  
p o r tra y a l of space f i r s t ly  from  one ang le  a n d  th e n  sh o r tly  a f te rw a rd s  

from another^®. S eid ler, w ritin g  on Der Nachsom m er. saw  sp ace  a s  
c e n tra l to  th e  ed u ca tiona l p ro c e ss  of th e  p ro ta g o n is t, h is  g ra d u a l 

developm ent being  th e  p ro d u c t of p a tte rn e d  movem ent -  » E r-fa h re n «  -  

w ith in  a  »R aum struk tur< ^’ . T his idea of sp ace  as a  » s tru k tu re l le

®̂ T ielke, M artin: S an fte s  G esetz und H is to risch e  N otw endigkeit.
A d a lb ert S tif te r  zw ischen R es tau ra tio n  u n d  R evolution (F ra n k fu r t , 
1979), 30.

P re isen d an z , op. cit.
Thom as, W erner: ^ S tif te rs  L a n d sc h a f tsk u n s t in  S p rac h e  und  M alerei; 

B rig itta « in  Der D e u tsc h u n te rr ic h t (1956), 14. Quoted in  M ettler, 
H einrich; N atu r in  S tif te rs  F rü h en  »S tud ien« . Zu S tif te rs  
G egenstandlichem  S til (Zurich, 1968), 139.

®̂ R eddick, John: ^M ystification, P e rsp ec tiv ism  an d  Symbolism in  Der 
Hochwald^. In  A dalbert S tif te r  Heute. L ondoner Symposium 1983. 
e d ite d  b y  Lac h inge r , Jo h an n , S tillm ark , A lexander, an d  Swales, 
M artin (Linz, 1985), 44-74. Oswald, M arcel: Das D ritte  Auge. Zur 
Ciê gnfitaxLdliohgn . Gesta ltun g der Wahrnehmung in Adalbert-iSijfLexa 
W egerzahlungen (B ern, 1988). Compare also  P re isen d an z : op. 
c it., 373-8. »Vielmehr w ird  seine  N a tu rd a rs te llu n g e n  immer w ieder 
zum Index: zum Index  d e r  P roblem atik  m en sch lich er W eltaneignung 
ü b e rh a u p t< , ib id ., 378.

^G esta ltung  und  Sinn des Raumes in  S ti f te r s  " N a c h s o m m e r i n  
S e id le r, H erbert: S tu d ien  zu G rillp a rze r und  S t i f te r . V ienna 1970, 
218-241.
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K onstante<, a  fixed fram ew ork and  po in t of re fe re n c e , is a lso  ta k en  u p  

b y  Enklaar-Ladendijk^®  and  more re c e n tly  b y  Gradmann**.

That p ro p e r ty  of com partm entalisation  -  w hich S e id le r id en tifie s  in  

P e r Nachsommer an d  we saw in  Die S chw arze  So inne -  h a s  also  been  

seen  a s  ty p ica l of S t i f te r ’s S tu d ien  in  g e n e ra l. The sig n ifican ce  of 

A nnelies Ebner*s conclusion  in  h e r  th e s is  o f 1950 -

»Die end losen  Dimensionen des Raumes te ilen  sich  a u f in 
b e g re n z te , meSbare. P e r M ensch v e r l ie r t  s ich  n ic h t in  dem 
Raum, e r  o r ie n tie r t  s ich  in  ihm, f ix ie r t  se ine  Stellung<^®

-  has been e lab o ra ted  b y  Gillespie:

)>Stifter delim its s a fe r  sp aces, n a rro w e r ^ p e rfe c tio n s^  like 
R lsâch’s e s ta te , a  closed cu ltu ra l-fam ilia l u n it, o r  th e  w alled 
p ro p e r ty  in  B rig itta  w here  one can  exclude  th e  w olves.
Some of th e  walls a re  n o t v is ib le  b u t  in s titu tio n a l, esp ec ia lly  
th a t  h av en  w hich th e  family r e p re s e n ts ,  b u t m ost a re  as  
obvious as  th e  g la ss  hou ses  on Risach*s p ro p e r ty  -  th e  
frag ile  s t r u c tu r e s  in w hich he c u ltiv a te s  th e  g a rd e n  of 
life«2i.

But w hereas G otthelf p re se n te d  one g eo g rap h ica l location, S tif te r  u su a lly  
ad o p ts  a  d if fe re n t sp a tia l model. Above all in  th e  w orks of th e  1840s we 

find  him dep ic tin g  two qu ite  s e p a ra te  an d  d is t in c t p laces. With th e  two 
sp aces  o ften  being  p o r tra y e d  sym m etrically  -  th e  s im ilarities betw een 

them  being  developed a t  le a s t a s  s tro n g ly  a s  an y  c o n tra s ts  th a t  d ivide 
them  -  S ti f te r ’s  lan d scap es  g rap h ica lly  re f le c t  th e  d u a lis tic  th o u g h t 

p a t te rn s  of th e  R es tau ra tio n  p e r i o d I n  an  ou tline  of h is  a e s th e tic s

»Man mu(3 e rk e n n en , da0 d e r  Raum bei S ti f te r  nie e ine  K ulisse is t , 
so n d ern  eine s tru k tu re l le  Konsta n te , die u n te rsch ie d lic h e  
F unk tionen  au fw eist. Er is t  n ic h t n u r  S ch au p la tz  des G eschehens 
mit V o rd e rg ru n d  und  H in te rg ru n d , s o n d e rn  e r  bestim m t, fo rm t und  
g lie d e rt das  G eschehen se lb s t, das V erh a ltn is  d e r  P e rso n en  
zu e in an d e r und  d e ren  Geschicke«. E n k laa r-L ag en d ijk , J: A d albert 
S tif te r . L an d sch a ft und  Raum (Alphen a a n  den  Rijn, 1984), 203.

Gradm ann, S tefan : T opographie  /  Text: S t i f te r  u n d  Kafka 
(F ra n k fu r t, 1990).

E bner, A nnelies: P e r Mensch in seinem  V erh altn is  z u r  L an d sch a ft in  
d e r  D ichtiing A d a lb ert S tif te rs  (P iss. G reifsw ald , 1950), 108.

Gillespie, Gerald: »Space and  Time seen  th ro u g h  S t i f te r ’s Telescoped. 
In  The German Q u a rte rly . (37, 1967), 126.

The d u a lis tic  model u n d e rlie s  S t i f te r ’s p o r tra y a l of sp ace  no t only  in  
P e r Hochwald. b u t also  in P as H aidedo rf. A bdias. B r ig itta . Der 
H agestolz. Die Narxfiiiburg, Die..Peghbrennei:» Dex Waldsteig, 
Bergm ilch an d  B er^kristaü»
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S tif te r  id e n tif ie s  h is c re a tiv e  p re s c r ip ts  as  »A hnlichkeit u n d  K o n tra s t, 

G le ichze itigke it und  Reihenfolged^^.

The ac tio n  in  th e  S tu d ien  norm ally b eg in s  in  one of th e se  sp ac e s , 

b e fo re  be ing  rem oved to  th e  second . The en d  of th e  w ork u su a lly  see s  

a r e tu r n  to  th e  in itia l location in  line w ith  th e  ^rep lacem en t^  see n  in  Die 

Schw arze S n in n e . Before p a ss in g  on to  Der Hochwald we will look a t  th e  

lan d scap e  d e sc rip tio n  in  B e rg k ris ta ll. b ecau se  i t  i l lu s tra te s  th is  d u a lis tic  

model more o b v iously  th a n  Der Hochwald. A lthough B e rg k ris ta ll was 
f i r s t  p u b lish e d  in  1853 in th e  B unte S te ine  co llection , i t  is  in  fa c t th e  

re v ise d  v e rs io n  of Der Heilige A bend, w hich S ti f te r  w ro te  in  1845^^. 
B e rg k ris ta ll -  as one of S t i f te r ’s most p o p u la r w orks -  is t r e a te d  h e re  

so lely  on g ro u n d s  of i ts  g re a te r  c u rre n c y .

Like G o tthelf’s Die Schw arze S o in n e . S t i f te r ’s B e rg k ris ta ll ^̂  is  s e t  

in  an  a lp in e , m ountainous lan d scap e . The sp ace  is th e re fo re  by  
defin ition  c losed , th e  only  gen u in ely  h ab itab le  p a r ts  being  th e  v a lley s. 
The ac tio n  of th e  Novelle is r e s tr ic te d  to  two v a lley s  an d  th e  lan d  th a t  

lies be tw een  them , a  s t r e tc h  of ro ck  ru n n in g  betw een  two a d ja c e n t 

m ountains.

The f i r s t  of th e se  va lleys is  th a t  of G schaid. I t  is  d e sc r ib e d  as  

»ein ziem lich w eites Tal, das fa s t wie e in  la n g lic h e r Kreis g e s ta lte t  
is t«  [BK,185]. »Es gehen  keine S tra s s e n  d u rc h  das Tal< [BK,186] w hich 

has » s te ilre c h te  Wande, die die Bew ohner M auern hei0en< [BK,188]. On 
th e  o th e r  s id e  of th e  »Hals< is a n o th e r , b u t v e ry  d iffe re n t, valley; 

» Jen se its  d e s  Halses lieg t ein v iel sch o n e re s  u n d  b lü h e n d e re s  Tal, a ls  
das von G schaid ist<  [BK,192]. T h ere  is  »ein Weg, d e r  eine StraDe

23 Sam tliche W erke. S.W., XIV, 306.
2'* All p ag e  re fe re n c e s  to  B e rg k ris ta ll a re  g iven  in sq u a re d  b ra c k e ts ,

p re c e d e d  by  th e  in itia ls  BE, and  ta k e n  from  S tif te r , A dalbert: W erke 
un d  B riefe. His to r isc h -K ritisc h e  G esam tausgabe. H erau sg eg eb en  von 
A lfred  D oppler und  W olfgang FrUhwald (S tu t tg a r t ,  B erlin, Cologne, 
Mainz, 1978 - ) ,  Volume 2,2.

23 K iipper sees  th e  space  as  geom etrical; »Ehe in  d e r  E rzah lu n g  e tw as 
g e sc h ie h t, w ird  d e r  L ese r g e n au e s ten s  iib e r  die T opograph ie  e in es  
la n d sc h a ftlic h e n  D reiecks u n te r r ic h te t ,  d essen  geom etrische 
G ru n d fig u r man sich  am b e s te n  g le ich sch en k lig  v o rs te llt. Die d re i 
Ecken w erd en  g eb ild e t von einem Dorf, einem N achbardo rf u n d  
einem Berg<. K iipper, P e te r: » L ite ra tu r  u n d  Langew eile. Zur L ek tiire
S tif te rs« . In  A d albert S tif te r . S tu d ien  u n d  In te rp re ta t io n e n . e d ite d
b y  L o th ar Stiehm  (H eidelberg , 1968), 171-188, h e re  182.
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heiBen konn te , lan g s  ih re s  Tals« [BK,193]. T his valley  lies  » b ed eu ten d  

tie fe r ,..a ls  das von G schaid, u n d  auch  um so v ie l w arm er w ar, da0 man 

die E rn te  immer um v ie rz e h n  Tage f r i ih e r  b eg in n en  kon n te  a ls  in  

Gschaid< [BK,206]. The two d iv ided  v a lley s  a re  d if fe re n tia te d  in  te rm s 

of th e ir  clim ate, th e ir  h e ig h t, th e ir  b e a u ty  an d  th e ir  ro a d s , th e  

a t t r ib u te s  of one being  d ire c tly  com pared w ith  th o se  of th e  o th e r.

Within th e se  two v a lley s  a re  two v illag es, Gschaid an d  Mills dorf. 

These a re  also p o r tra y e d  d u a lis tica lly . T hey d iffe r bo th  in  th e i r  size -  

Mills d o rf com prising  »e inen  s ta t t l ic h e n  M ark tflecken , d e r  s e h r  gro0 
is t«  [BK,192] and  G schaid »ein  DorfchenC [BK,185], -  an d  th e i r  re la tiv e  

positions in th e ir  va lley s  -  G schaid is  » g e rad e  m itten^ [BK,185] in  i ts  

vaDey, Mills d o rf >an seinem  E ingange< [BK,192]. The in h a b ita n ts  of 

Mills d o rf a re  a lso  »viel w o h lh ab en d er a ls  d ie  in  G schaid^ [BK,192]. 
F u rth e rm o re , th e  people of G schaid have v ir tu a lly  no c o n tac t w ith  th e  

o u ts id e  w orld, w hereas »die M illsdo rfe r...doch  V erkeh r mit dem Lande 
d rau 0 en  p flegen , u n d  d a h e r  n ic h t so ganz a b g esch ied en  s in d  wie die 
GschaiderC [BK,193]. The v illag es  a re  u t te r ly  d if fe re n t -

»so s ind  doch S itte n  u n d  G ew ohnheiten in  den b e id en  T alern  
so v e rsch ie d e n , s e lb s t  d e r  au 0 ere  A nblick d e rse lb e n  i s t  so 
ung le ich , a ls  ob es  e ine  gro0e Anzahl Meilen zw ischen  ih n en  
lage< [BK,192]

-  and  as ev idence  of th is  d iv e rs ity  Mills d o rf h as in tro d u ce d  m odern 
m achinery  in  its  a g r ic u ltu re , while G schaid »b le ib t immer beim 

Alten< [BK,187]. N ev erth e le ss , bo th  of th e  v illag es  a re  em inen tly  

tra d itio n a l an d  p a tr ia rc h a l;  3>Darin stim m en a b e r  alle ü h e re in , daB sie an  

H erkdm m lichkeiten und  V aterw eise  h an g en , g ro0en  V erk eh r le ich t 

e n tb e h re n , ih r  Tal au B ero rd en tlich  lieben , u n d  ohne dem selben kaum 

leben  konnen« [BK,192]. The two v illag es  in  th e  two v a lley s  may be 

d iv ided  by  c o n tra s ts , b u t th e y  a re  a lso  lin k ed  by  para lle ls .

T here  is  a  f u r th e r  la y e r  to  th e  sym m etry . One c h a ra c te r  is  

fe a tu re d  in  each  of th e se  v illages: th e  co b b le r in  Gschaid an d  th e  d y e r  
in  Mills dorf. T hey too a re  d iffe re n tia te d  b y  d ire c t com parisons: by  th e ir  

ag es , th e  d y e r  .being th e  c o b b le r’s fa th e r- in - la w , th e ir  p e rso n a litie s  -  

th e  cobb ler hav in g  p re v io u s ly  been  a  re n e g ad e  w ith in  his com m unity -  

an d  of co u rse  b y  th e ir  p ro fess io n s . However, in  th e ir  c ase s  th e  

sim ilarities a p p e a r  fa r  s t ro n g e r  th a n  th e  c o n tra s ts . Both th e  co b b le r 

and  d y e r a re  m ate ria listic  an d  am bitious. As th e  lead ing  busin essm en  in
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th e ir  re sp e c tiv e  v a lleys, th e y  en jo y  th e  same s ta tu s  w ith in  th e ir  
com m unities. In d eed , th e y  a re  d raw n  to g e th e r  no t on ly  b y  fam ily lin k s  

b u t  also  b y  a m utual q u e s t fo r  commercial a scen d an cy  in  th e  a rea .

Com parisons th e re fo re  g e n e ra lly  sh ap e  S ti f te r ’s p o r tra y a l of sp ace  

in  B e rg k ris ta ll . Two ad jo in in g  v a lley s  in  an  alp ine s e tt in g  a re  

p re se n te d ; w ith in  each valley  th e re  is  one village; an d  w ith in  each  

v illage  one man is h ig h lig h ted . In  each  case  th e  d e sc rip tio n  is b u ilt u p  

on conscious a n tith e se s . But th e re  a re  a lso  s tro n g  elem ents of 

s im ila rity . The valleys may be d if fe re n t b u t th e y  a re  d e sc r ib e d , a t  le a s t  

on a  form al level, in sim ilar te rm s. Each of th e se  va lley s  on ly  h as one 

v illage. Each of th e  v illages on ly  h as  one dom inant male p e rso n a lity .
The same q u estio n s  and  an sw ers  a re  a sk ed  a b o u t each  of them , 

in form ation  on th e  same a sp e c ts  of each  g iven . Almost e v e ry  s ta tem en t 
made ab o u t one can be re la te d  d ire c tly  -  e ith e r  as an  a n ti th e s is  o r  a  

p a ra lle l -  to  th e  o th e r. F a th e r -  a n d  so n -in -law  a re  p o r tr a y e d  
d u a lis tica lly , e ssen tia lly  being  v a ria tio n s  of each o th e r.

In d eed , th is  a p p e a rs  to hold t r u e  fo r th e  space  as  a  whole in  th e  
Novelle. The two valleys th a t  a re  d iv ided  by  th e  »Hals< a p p e a r  le ss  as  

w holly in d iv id u a te d  e n titie s  th a n  as  s lig h tly  d is to r te d  re fle c tio n s  of one 

a n o th e r . An u n d e rly in g  s t r u c tu r e  pe rm eates  th e  dep iction  of space  in  
th e  Novelle, one which com bines p a ra lle ls  an d  a n tith e se s  an d  w hich may 

m ost a p tly  be term ed d ialectical.

3.3 INTRODUCTION TO DER HOCHWALD

Like Der Arme Snielm ann. S t i f te r ’s Der Hochwald was p u b lish e d  

in itia lly  in  th e  I r i s , a  B u d ap est l i te r a ry  an n u al, th e n  in  i ts  re v ise d  
v e rs io n  in  th e  second volume of h is  S tu d ien  in 1842-32®, Like Die

2® All p ag e  re fe re n c e s  to  Der Hochwald a re  g iven  in  sq u a re d  b ra c k e ts  
an d  ta k e n  from S tif te r , A dalbert: Werke u n d  Briefe. H is to risch - 
K ritische  G esam tausgabe. H erau sg eg eb en von Alf re d  Donnle r  u n d  
W olfgang F rühw ald  (S tu t tg a r t ,  B erlin , Cologne, Mainz, 1978-), 
Volume 1, 4.
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Schw arze S p in n e . i t  is  a  »Rahm ennovelle«, re co u n tin g  a  sem i-fic titio u s  
ep isode  in  th e  h is to ry  of th e  a u th o r ’s hom eland.

In  o rd e r  to  p ro te c t  h is d a u g h te rs  from th e  Sw edish arm y d u rin g

th e  T h ir ty  Y ears War a  Bohemian b a ro n  by  th e  name of W ittinghauser 

d isp a tc h e s  h is  two d a u g h te rs , C larissa  and  Johanna , to  th e  re la tiv e  

s a fe ty  of a sec lu d ed  fo re s t. T hey  a re  to  be p ro te c ted  h e re  b y  G regor, 

an  old f r ie n d  of th e ir  f a th e r ’s. But Ronald, th e  son of th e  King of 

Sw eden, seek s  o u t C larissa  in th e  fo re s t. He fin d s  h e r , w ins h e r  love 

and  h e r  perm ission  to  ap p ro ach  h e r  fa th e r  fo r h e r  hand  in  m arriage . 

However, R onald’s m ission to  m ediate  betw een h is f a th e r ’s arm y an d  th e  

now b esieg ed  W ittin g h au ser en d s  in  d is a s te r . His peacefu l m ission is 

a p p a re n tly  m is in te rp re te d  and  p ro v o k es  a fu ll-sc a le  b a ttle  d u r in g  w hich 

bo th  lose th e ir  lives. At a  time w hen th e  siege  is like ly  to  end

p eacefu lly  sexual p assion  g ives e v e n ts  a  te rm inal tw ist.

3.4 TWO SPACES IN DER HOCHWALD

Der Hochwald epitom ises S t i f te r ’s p reo ccu p a tio n  w ith space . 

O rig inally  to  be en titled  Der W ildschütz. S ti f te r  changed  h is em phasis 
an d  p laced  h is n a tiv e  Bohemia in  th e  c e n tre  of th e  action . S tif te r  

d ev o tes  alm ost th e  whole of th e  f i r s t  two c h a p te rs  to  h is scen e  of 

action . In itia lly  th is  is  a  p u re ly  p h y sica l d e sc rip tio n . The m athem atics 

of th e  lan d scap e  -  dim ensions, p ro p o r tio n  an d  s itin g  -  tak e  p reced en ce  

a s  he e s ta b lish e s  th e  Novelle’s sp a tia l p a ram e te rs . Like G otthelf’s 

Novelle, Der Hochwald beg in s  w ith  th e  w id est geo g rap h ica l p e rsp e c tiv e , 

d e fin in g  i t  in  te rm s of i ts  b o u n d a rie s  and  i ts  re la tiv e  position ;

»An d e r  M itte rn ach tse ite  d es  L and ch en s O ste rre ich  z ieh t ein  
Wald an  die dreiBig Meilen Ian g se in en  D am m erstreifen 
w est w a rts , beg in n en d  an  den  Quelle n des F lu sses  Thaia, u n d  
fo r ts tr e b e n d  bis zu jenem  G renzkno ten , wo das bohm ische 
Land mit O este rre ich  u n d  B aiern  zusam m enstoBt^ [211]2'^.

2"̂ »B ere its  h ie r  ze ig t sich  ein Stilm erkm al S tif te rs : eine
O rtsb e sc h re ib u n g  b eg in n t Im allgem einen mit d e r A b steck u n g  d e r  
G renzen , m eist des H orizontes, mit e in e r  »Panoram aaufnahm e«, d e r 
d an n  e in  S tan d o rtw ech se l fo lg t...D aran  schlieB t sich  n u n  die 
B esch re ib u n g  d e r  H andlung, die je tz t  in n e rh a lb  e in es  U m kreises mit
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This p rim acy  of space o v e r th e  c h a ra c te rs  is  u n d e rlin ed  a s  he fo cu ses  

in  on th e  two a re n a s  of action;

"^Vorerst woUen w ir es k u rz  v e rsu ch e n , die zwei P u n k te  
je n e r  d ü s te rp râ c h tig e n  W aldesbogen dem g en e ig ten  L eser 
v o r  die Augen zu fü h re n , wo die P e rso n en  d ie se r G esch ich te  
leb ten  u n d  h an d elten , ehe  w ir ihn  zu ih n en  se lb e r 
geleitenC  [211].

The f i r s t  of th e  two p laces is in th e  fo re s t  itse lf , more sp ec ifica lly  a 

lake h id d en  on its  slopes. Again its  position  is  defined:

»Der e ig en tlich e  P u n k t a b e r  i s t  ein See, den  sie u n g e fa h r  im 
zw eiten  D ritte l ih re r  Hohe tra g t<  [212].

The second  location is , a t  le a s t nom inally, also  a  so u rce  of w ater:

»Diese i s t  d e r  e ine d e r  obbem erk ten  P u n k te . L asse t u n s  
n u n  zu dem a h d e rn  überg éh eri. Es i s t  àudh ein W àséer, 
a b e r  e in  freu n d lich es , nam lich das leu ch ten d e  Band d e r  
Moldau, wie es s ich  d a rs te ll t  von einem H ohepunkt d e sse lb en  
Weddzuges an g eseh en , a b e r  etw a zeh n  W egestunden g eg en  
Sonnenaufgang4C [214].

B ut th e  sym m etry  is fo rced . Not th e  Moldau its e lf  is th e  a c tu a l scene  of 
th e  action , b u t  th e  castle  from w hich its  p a th  can  be tra c e d , as  i t  

m eanders  th ro u g h  th e  valley  and  woods.

The lan d scap e  is v e rified  op tica lly . The Moldau can  be seen  from 
th e  cas tle , a s  can  th e  position  of th e  lake. The castle  can a lso  be seen  

from  th e  fo re s t, a  motif which ga in s s ign ificance  la te r  in  th e  Novelle.
The g e o g ra p h y  is f u r th e r  a u th e n tic a te d  th ro u g h  th e  medium of human 

movement. S tif te r  p o r tr a y s  th e  sp ace  betw een th e se  two p o in ts  th ro u g h  

a  s e r ie s  of jo u rn e y s  -  W ittinghauser and  h is  two d a u g h te rs  ta k e  one 

ro u te  from  th e  cas tle  to  th e  lake, th e  s e rv a n ts  an o th e r . T hese a re  

com plem ented by  a  se r ie s  of im aginary  jo u rn e y s , w ith th e  n a r r a to r  
becom ing »eine A rt R e i s e f i i h r e r ^ ^ s  an d  exp loring  th e  reg io n  w ith  h is

gen au  a b g e s te c k te n  G renzen v e rlau ft^ . A sse rt, Bodo: Der Raum in 
d e r  E rza h lk u n s t (T übingen, 1973), 85: Quoted in E n k laa r-L ag en d ijk , 
op. c it., 214.

2® P ascal a lso  r e fe r s  to  »die k la re  G eg en stan d lich k e it d e r  S tif te rs c h e n  
S ch ild e ru n g . Diese G enauigkeit des B eobach teten  w ird e rh o h t  und  
u n te r s tu tz t  d u rc h  n a tu rw issen sch a ftlich e  E rk la ru n g en , die an g eb en , 
wie die L an d sch aft s ich  g e s ta lte t  h a t, und  d a d u rc h  b e g la u b ig t s ich  
d e r  E rzah le r a ls z u v e r la s s ig e r  F üh rer« . Pascal, Roy: »Die 
L an d sch a fts sch ild e ru n g  im Hochwald^. In  A dalbert S tif te r . S tu d ien  
u n d  In te rp re ta t io n e n . ed ited  by  L o thar Stiehm  (H eidelberg ,
1968), 57-68, h e re  58-9.
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» lie b e r  W anderer^ [217], th e  re a d e r . The n a r r a to r ’s in itia l d e sc rip tio n  of 
th e  lake is a lso  legitim ised su b se q u e n tly  b y  W ittinghauser and  th e n  by  

th e  s is te r s  them selves, who v a lid a te  its  accuracy^®.

The a re a  in  w hich th e  action  of Der Hochwald develops is  

th e re fo re  e s ta b lish e d  th ro u g h  a  se r ie s  of c ro s s - re fe re n c e s  in  w hich 

v isu a l inform ation is c o rro b o ra ted  b y  p h y s ica l exp loration . O ptical 

p e rsp e c tiv e s  complement each o th e r  to  g ive th e  lan d scap e  sh ap e  and  

body , e s ta b lish in g  sp a tia l re la tio n sh ip s  and  fix ing  re la tiv e  p o sitions.

The v isu a l axis th a t  ru n s  from th e  fo re s t on one s ide  of th e  v a lley  to  
th e  cas tle  on th e  o th e r  d is se c ts  th e  g eo g rap h ica l s e tt in g , p ro v id in g  an 

ad d itio n a l line of re fe ren ce . This level of c la r ity  and  defin itio n  m arks a 

new s ta g e  in  S t i f te r ’s p o rtra y a l of space®®.

3.5 THE FOREST, PERMANENCE AND SECLUSION

Like th e  space in  B e rg k ris ta ll th e  lan d scap e  in  Der Hochwald is 

closed: a  va lley  w hich is » v e rg le ich b a r e in e r  a b g esch ied n en  
M eeresbuch t«  [211]. I t  encom passes two v e ry  d if fe re n t w orlds, th e  

3>Hochwald« itse lf , th e  realm  of n a tu re  -  »W ohnungen..., die dem 
M enschen v e r s a g t  sind«  [268] - ,  and  th e  c as tle  w ith in  th e  »L an d er d e r 

M enschen< [268]. Above all th e  va lley  em erges a s  p e rm an en t space . I t  
is  in itia lly  p re se n te d  in  term s of i ts  geological developm ent, an  in d ica to r 

of i ts  extrem e age®^, while a t  th e  end  S ti f te r  -  like  G otthelf a t  th e  end

2® F or in s tan ce : >So w ar d iese Stelle n ic h t u m sonst von dem V ater 
"w undersam  lieb lich  und  an m u tsre ich "  geheiBen< [255].

®® »W ahrend im H aidedorf noch bestim m t b le ib t, wie es von  d e r  Heide in 
die Welt h in au sg eh t, is t  h ie r  d e r  ganze  Wald in  den  w e ite ren  
lan d sch a ftlich en  Zusam m enhang u n d  die eine S telle [i.e. th e  lake] in 
den  G esam tverlauf des Waldes e ingeo rdnet< . M ettler, op. c it., 101. 
Sim ilarly »Im Hochwald w ird  neben  d e r  g ew ittrig en  F a rb ig k e it des 
f ru h e n  S ch rifttu m s ein n e u e r  U n terstrom  fiih lb a r. Die L an d sch a ft 
nimmt h a r te re  AufriBformen anC  Thalm ann, M arianne: ^A dalbert 
S ti f te r s  R aum erlebnis« in  M onatshefte f i i r  D eutschen  U n te r r ic h t 
(1946), 105.

®̂ »D ort, wie o ft die Nadeln bei K ris ta llb ild u n g en , schoB ein Gewimmel 
mac h t ig e r  Joe he und  Riicken g egen  e in an d e r, u n d  schob  e inen  
d e rb e n  G eb irg sstock  em por« [211].
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of Die Schw arze So inne -  r e v e r ts  to  th e  w idest g eo g rap h ica l 
p e rsp e c tiv e  -

»W estlich liegen  und  schw eigen  die unerm eBlichen W alder, 
lieb lich  wild wie ehedem ..X  [318]

-  again  u n d e rsc o rin g  th e  v a lley ’s tim eless im m utability. D uring  th e  two 

h u n d re d  y e a rs  betw een  th e  end  of th e  in te rn a l n a rra tiv e  an d  th e  time 

w hen S tif te r  re te lls  th e  s to ry  th e re  h ave  been  no s u b s ta n tia l chan g es .

As in  G otthelf’s Novelle, space is  p re se n te d  a s  a  f ix tu re , a  norm  a g a in s t 
which th e  main action  can be m easured .

The main scene  of action  in th e  Novelle is th e  fo re s t, th e  

»Hochwald« its e lf  and  p a rtic u la r ly  th e  lake in  i ts  h e a r t  w h ere  th e  s is te r s  
tak e  re fu g e . A >Waldhaus< is  c o n s tru c te d  h e re , as is a  s e p a ra te  

b u ild in g  fo r th e  k itch en  and  b en ch es  fo r  th e  garden., But b y  th e  end  
of th e  in te rn a l n a r ra tiv e  all tra c e s  of th is  have  d isap p ea red , G regor 

hav ing  se t f ire  to  th e  b u ild ing  and  re -so w n  th e  area;

»G regor h a tte  das W aldhaus an g ez ü n d e t, u n d  Waldsamen au f 
die Stelle g e s tre u t;  die A hornen , die B uchen, die F ich ten  
und  a n d e re , die au f d e r  Waldwiese s ta n  den , h a tte  n 
zah lre ich e  N achkom m enschaft und  iib e rw u ch sen  die ganze  
S te lle , so daB wie d e r  die tie fe  ju n g fra u lic h e  WildniB 
e n ts ta n d , wie so n s t, u n d  wie sie noch h eu te  ist4: [318].

If th is  tem p o ra ry  in tru s io n  of man in to  th e  realm  of n a tu re  is to le ra te d  
as a  n e c e s sa ry  evil, an y  p erm an en t in filtra tio n  is  re je c te d . G regor, who 

fu n c tio n s  as g u a rd ia n  of bo th  th e  s is te r s  an d  th e  fo re s t, g iv e s  th e  
following w arn ing  to  Ronald:

»in Allem, was du s a g te s t ,  i s t  V ern u n ft, ich lobe d ich  
deBhalb, n u r  in  einem is t  T orheit, wie du  sie o f te r  h a tte s t;  
baue an  d ie se r  S telle ke in  Haus -  du ta te s t  dem Walde in 
seinem  H erzen dam it wehe, u n d  to  te s t  se in  Leben ab  -  ja  
so g ar, w enn d iese  K inder w ieder in  ih r  SchloB g ehen , dann  
ziinde je n es  ho lzerne  Haus an , s tre u e  Krau te r  same n a u f  die 
S telle , daB sie w ieder so lieb lich  u n d  schbn  w erde, wie sie 
e s  w ar se it A nbeginn u n d  d e r  Wald iib e r  e u e r  Dasein n ic h t 
seu fzen  miisse« [295].

As in Die Schw arze Sn inne th e  new house  d isap p e a rs  from th e  lan d scap e  

by th e  end of th e  Novelle. The lan d scap e  r e v e r ts  to  i ts  o rig in a l s ta te : 

all tr a c e  of th e  in tru s io n  is e rad ica ted . P erm anen t ch an g es  to  sp ace  -  
d isp lacem ent -  a re  not va lid a ted .
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The fo re s t  and  p a rtic u la r ly  th e  lake th a t  i t  h ides a re  ev en  more 
sec lu d ed  th a n  th e  valley  as  a  whole. »Ein G efühl d e r  t ie fs te n  

E insam keit überkam  mich jedesm al u n b esieg lich , so o ft und  g e rn  ich  zu 

dem m arch en h aften  See h in au fs tieg <  [213], th e  n a r r a to r  b eg ins. The 

re a s s u ra n c e s  of o th e r  c h a ra c te rs , a lth o u g h  occasionally  m isplaced, 

r e i te ra te  th is  q u a lity . I t  is » fe rn e  von d e r  Heimat in  d e r  

E insam keit^ [244], » d e r sc hone einsam e P la tz ,...d en  v ie lle ich t ke in  M ensch 

weiB« [244]. The fo re s ts  a re  »unerm eBlich u n d  undui*chdringlich«  [222]; 

»wie schon  u n d  s till und  wie ab g esch lo ssen  u n d  u n zu g an g lich  jen e  

W aldesgarten  s ind«  [226] w here  »kein  Hauch, ke ine  A hnung von d e r  Welt 

drauB en d r in g t hinelii< [227]; »M enschen w e rd e t ih r  die ganze  Zeit e u re s  

A u fen tha ltes  da s e lb s t n ic h t seh en , auBer die zu eu ch  gehoren<  [229].
This wholly s ta tic  q u a lity  of th e  fo re s t  and  i ts  lake is a cc e n tu a te d  by  
th e  n a r r a to r ’s r e c u r r e n t  u se  of th e  v e rb s  »liegen4: and  > ruhen<  as 

S tif te r  p re s e n ts  a  world whose perm anence c o n tra s ts  pow erfu lly  w ith  th e  

dynam ic e v en ts  of th e  w orld o u ts id e  and  th e  tra g ic  fa te s  of i ts  
tem p o ra ry  in h a b ita n ts .

An a r r a y  of leg en d s  a t te s t s  to  th e  ab so lu te  so litude  of th e  fo re s t. 
In  th e se  it is in itia lly  p re s e n te d  as fo rb id d in g , more menace th a n  

s a n c tu a ry . T h ree  Kings have su p p o sed ly  c u rse d  th e  fo re s t, »daB e r  
eine Einode b le ibe au f ewige Zeiten« [267]. I t  is know n as th e  home of 

a  »M brder und  W ildschütze« [229]. The alm ost inaccessib le  lake its e lf  is  
> dunkel und  ernst4: [213], »eine v e rs te in e r te  Trane<  [214], a  

» Z auberw asser..., das Gott mit sch w arze r H ollenfarbe g eze ich n e t u n d  in 

die Einode g e leg t hat4( [262-3]. Nothing ch an g es  in  th is  im p en e trab le , 

n a tu ra l mausoleum as  th e  m yths combine to  legitim ise th e  p o r tra y a l of 

th e  lake as  som ething  beyond th e  hum an sp h e re , as a m agical realm  of 

death®2. A lthough th is  image is p a r t ly  d isc re d ite d  in  th e  co u rse  of th e  

Novelle, th e  ominous shadow  c a s t b y  th e se  leg en d s  is  n e v e r com pletely 

shed .

®2 »D ieser N a tù rsp ieg e l...is t d u n k les , ru h e n d e s  W asser, das wohl am 
u rsp r iin g lic h s te n  erapfundene Todessym bol d e r  M enschen. DaB d e r  
B ereich  d ie se r  s ich  s e lb s t sp iege lnde  N atu r d e r Raum des Todes is t , 
w eist S tif te r  schon w ahrend  d e r  W anderung zum See h in , in d e r  
s ich  die T odesg leichn isse  fa s t  zu au fd rin g lich  haufen« . W olbrandt, 
C hris tine : Der Raum in d e r D ichtung A d albert S tif te rs  
(Zurich, 1967), 36.
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Within th e  fo re s t  th e re  is a  meadow w hich is even  more so lita ry  

and  sec lu d ed , th e  s ite  of th e  »Waldhaus< w here  C larissa  an d  h e r  

y o u n g e r s is te r  Jo h an n a  a re  to s tay . This meadow is on ly  access ib le  by  

one pa th :

»Es lie g t ein P la tz  im H ochwald,...so einsam , so a b se it aUes 
m ensch lichen  V erk eh rs , daB kein  Pfad, kein  F uB tritt, keine 
S p u r davon e rsp ah lic h  is t, iib e r dem u n zu g an g lich  an  alien  
S eiten , auBer e in e r , die zu v e rw ah ren  ist<  [228].

The house has  a  » fe s te  Lage< in  »ganzliche(n) A bgesch iedenheit<  [251]:

> rü ck w ârts  i s t  d ie u nzugang liche  Seew and, links des H auses 
s t i i r z t  d e r  B lockenste in  mit einem v o rsp rin g e n d e n  P feiler 
s e n k re c h t in  das  W asser, und  re c h ts , wo d e r  See um gangen 
w erden  konne, i s t  d e r  PaB d u rch  eine k ü n s tlich e  S eeb u ch t 
a b g eg rab e n , d e r  noch  d u rc h  einen  V erhau d e r  groB ten 
Tannen g e sc h iitz t, so daB d e r  Zugang n u r  iib e r den See 
mbglich is t«  [251].

If th is  is  n o t enough , f u r th e r  a rtific ia l m easu res have been  tak en . The 
on ly  people who know ab o u t th e  house have been  sw orn to 
sec re cy  [228], th e  sole p a th  from  which th e  meadow can be reach ed  
blocked [229]. The e lab o ra te  m aneouvres needed  to  e n te r  th is  sp ace  -  
bo th  b y  th e  s is te r s  and  la te r  by  Ronald -  c o rro b o ra te  th e  v a rio u s  
d e sc rip tio n s  of sec lu sion  and  estran g em en t. R ath er like a  R ussian  doll 

th e  space  of th e  fo re s t  becomes p ro g re s s iv e ly  more iso la ted , le ss  
ch an g in g , more p re s e rv e d  as th e  w an d ere r p ro g re s se s  from fo re s t  to  

lake to  meadow. In  i ts  tim e lessn ess  and  perm anence th e  fo re s t  a p p e a rs  

as  a  c ry s ta ll ise d  re n d e r in g  of th e  valley  a s  a  whole, th e  meadow as  a  

s till f u r th e r  d is tilled  v e rs io n  of th e  sec luded  fo re s t  th a t  s u r ro u n d s  it. 
The c e n tr ifu g a l s t r u c tu r e  of G otthelf’s va lley  fin d s  an echo in  S t i f te r ’s 

fo re s t.

The in te g r i ty  of th e  fo re s t  and  i ts  iso lation  from th e  r e s t  of th e  

w orld a re  re p e a te d ly  u n d e rsc o re d  in th e  Novelle. The siste rs*  re fu g e  

em erges as an  inv io la te  bubb le  of tra n q u illi ty , a  dream  w orld su sp e n d e d  

w ith in  th e  fo re s t  and  immune to  th e  h o rro rs  of th e  T h irty  Y ears War 
beyond  its  b o u n d a rie s , an  is lan d  r is in g  above th e  tid e  of d ea th  and  

destruction®®. '

®® »und  w enn man s ieh t, wie die p rach tv o lle  Ruhe T agere isen  w eit 
immer d iese lbe , immer u n u n te rb ro c h e n , immer freu n d lich  in Laub 
u n d  Zweigen h à n g t, daB das schw achste  G raschen u n g e s to r t  
g ed e ih en  mag, so h a t man schw ere Mühe, d a ran  zu g lauben , daB in
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This c o n tra s t  with th e  w orld  o u ts id e  f in d s  ex p ress io n  in  a n ti th e se s  
and  p a ra lle ls  betw een »innen« an d  »auBen« -  th e  dom inant p e rc e p tu a l 

model w ith in  th e  Novelle. I t  is  p eace fu l in  th e  fo re s t  »obg le ich  sie  r e c h t  

g u t wuBten, daB drauBen, wohin ih r  Blick n ic h t m ehr re ic h e , d e r  Qualm 

des K rieges liege ..« [262]. » Ih r G arten , d e r Wald, unbeküm m ert um das, 

was drauB en v e rg in g , fd rd e r te  se in  Werk f iir  d iesen  Somm er..< [262]. 

> ,..da schon  Tage und  Wochen v e rg a n g e n  w aren , ohne daB s ich  das 
m indeste  Bose e in ste llte , ja  da  drauB en Allés so schon u n d  ru h ig  lag , a ls  

w are n irg e n d s  in  d e r  Welt ein K rieg..< [258].

Above all i t  is  G regor who cem ents th is  w ay of th in k in g . He, more 
th a n  anyone else, is  aw are of th e  u n iq u e n ess  of th e  fo re s t  a n d  lake. He 

is alw ays looking o u tw ard s , c o n tra s tin g  th e  w orld  in s id e  w ith  th a t  
o u ts id e : >DrauBen -  es s ind  wohl e in ige  W egestunden von h ie r  -  d a  habe  
ich auch  ein p a a r Kiihe, viele Z iegen, auch  H afer- und  G e rs te n -  

fe ld e r^  [242], he inform s the  s is te r s .  The lake may be p itc h -b la c k , b u t 
»w are e r  drauBen in  ebenem Lande, so w are e r  so b lau, wie ih re  Teiche, 
au f die n ich ts  a ls  d e r  lee re  Himmel schau t<  [263]. Only »ou tside<  is  th e  
eagle co n sid e red  a  p re d a to r: » "F re ilich  is t  e r  ein  schones T ie r”, 
an tw o rte te  d e r J a g e r , "und  daB s ie  ih n  drauB en ein  R au b tie r heiBen, 
d a ran  i s t  e r  so u n sch u ld ig , wie das Lamm..."« [264]. The p e rc e p tu a l 
a n ti th e s is  of in side  an d  o u ts id e  form s the  co n cep tu a l b asis  in  Der 
Hochwald®̂ . I t  is  a  model in tro d u c e d  by  S tif te r  in  h is d e sc r ip tio n  of th e

d e r  Welt d e r  M enschen schon  die v ielen J a h re  h e r d e r  Lârm des 
K rieges u n d  d e r Z e rs to ru n g  to b e , wo das k o s tb a rs te  u n d  
k u n s tre ic h s te  Gewachs, das M enschenleben, mit so lch er A n g st und  
L e ic h tfe rtig k e it z e r s to r t  w ird , mit w elcher Miih und  S o rg fa ltig k e it 
d e r  Wald die k le in s ten  s e in e r  Blumen h e g t u n d  a u fe rz ieh e t«  [227].

®“* F u r th e r  exam ples confirm  th e  s t ru c tu ra l  im portance of th is  w ay of 
see ing : >”A ber du , Ronald, zu d ir  sage ich  e in  Wort, du  weiBt 
e s ,. ..wie w ir u ns e rg o tz te n , a ls  drauBen die Sage g ing  von  dem 
fu rc h tb a re n  W üdschützen..<  [291]; 3>In dem sc hone n u n d  h e ite rn  
M orgenzimmer, schwimmend im san ften  Glanze d e r V orm ittagssonne, 
gew eih t d u rc h  die A nw esenheit zw eier Engel, und  a n g e s c h a u t von 
d e r  ru h ig e n  N atu rfe ie r d rauB en .,< [230]; »..wie K inder, k e h r te n  sie 
d as Rohr um, und f re u te n  s ich , wenn ih r  Haus, w inzig, wie e in  
S teck n ad e lk o p f meilenweit drauB en lag, u n d  d e r See wie e in  k le ines 
Glasta fe lch en  daneben< [258]; »Man liefl die k lopfende Magd h e re in , 
u n d  d iese b e ric h te te , daB die K nechte e rz a h lt  b a tte n , wie drauB en 
be re  its  K riegsvo lker ziehen« [274]; »"ich weiB n ich t, g e h t von  d ir  
d ie se r  Zauber d e r  V erw andlung au s  o d e r von dem Walde a u s  o d e r 
von dem Walde -  mir is t, a ls  w a r’ ich e in  A nderer, a ls  w are  drauB en 
n ic h t d e r  S turm  und  die V erw üstung , so n d ern , wie h ie r , die s tille  
warme H erbstsonne ..«  [292]; »w enn die S ch w este rn  an  d e r  noch  
immer sonnenw arm en Wand ih r e r  Felsen saBen, die e in ze ln en
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»zwei P u n k te«  in  th e  valley  and  p e rp e tu a te d  by  th e  s is te rs*  re g u la r  

v is its  to  a  local peak  to  o b se rv e  th e ir  home w ith  a te lescope.

S t i f te r ’s p o r tra y a l of th is  »D rinnen« is  in  no way n e u tra l. In  i ts  

c o n s is te n t dep ic tion  as som ething u n to u c h ed , p r is t in e  an d  p u re , th is  
cap su le  of peace a c q u ire s  a  moral dim ension. On th e ir  jo u rn e y  to  th e  

lake, th e  s is te r s  c ro ss  » b ish e r u n b e tre te n e n  Wald^ [229] w here  »kein  
FuB, sch ien  e s , h a t s e it seinem  B eginne d iesen  Boden b e rü h r t ,  a ls etw a 

d e r le ich te  T r it t  e ines Rehes^C [233]. I t  is a  f o r e s t  »in dem se it  d e r  
S chopfung  noch keine Axt e rk lu n g en <  [222-3]. I t  is sp ec ifica lly  in v e s te d  

w ith  m oral p ro p e rtie s :

»Es lieg t ein A nstand , ein A u sd ru ck  von  T ugend  in  dem von 
M enschenhanden  noch n ic h t b e r l ih r te n  A ntlitze d e r  N atu r, 
dem sich  die Seele beu g en  muB, a ls  e tw as Keuschem und  
Gottlichem< [241]®®.......................................................................................................

The fo re s t  em erges as  a moral parad igm  fo r th e  s is te r s  -

>in den  G ewachsen d e r  E rde i s t  kein  T ro tz  u n d  L as te r , wie 
in  dem M enschen, so n d e rn  sie  fo lgen  e in fa ltig  den  G esetzen
des H errn , u n d  gedeihen  n ach  ih n en  zu B lute und
F ru ch t<  [246]

-  a model env ironm en t in w hich th e y  can  su p p o se d ly  »U nschu ld  le rn e n
von d e r  U nschuld  des Waldes« [292].

T hese im ages of p u r i ty  and  m orality  com bine in  th e  v irg in i ty  of 
th e  fo re s t. Here, in s id e , th e re  is  »keine S p u r  von M enschenhand« [213], 

only  » ju n g fra u lic h e s  Schw eigen< [213]. The fo re s ts  w ere  p re v io u s ly  
»noch sch o n e r, noch f r is c h e r , noch  ju n g fra u lic h e r , a ls  je tz t<  [233], 

v ir tu o u s  qu a litie s  w hich even  ex tend  o u ts id e : »kein  S tre ifch e n  n u r  
lin ie n b re it w urde  drauB en s ic h tb a r , d as n ic h t d iese lb e  Ju n g fra u lic h k e it 

des Waldes tru g «  [241]. G regor is  th e  g u a rd ia n  of bo th  th e  s i s t e r s ’ an d  
th e  fo r e s t ’s innocence.

G lanzblicke des Tages genieflend, so w ogte und  w ebte e r  (th e  fog) 
drauB en, en tw ed er S p innenw eben  iib e r den  See u n d  d u rc h  die T aler 
z ieh en d , o d e r s ilb e rn e  In se ln  und  W aldesstiicke d u rc h e in a n d e r  
w alzend, ein w u n d e rb a r Farbengew xihl von WeiB u n d  Grau u n d  d e r  
ro th e n  H e rb s tg lu t d e r W alder..< [297].

®3 In  B rig itta  n a tu re  is specifica lly  d e sc rib e d  as  being
» le id enschaftslo s« . S tif te r , A dalbert: W erke u n d  B riefe. H is to risch - 
Kritische Gesamtausgabfi^H.erausgegeb.e.n. von Alfred Doppler und  
W olfgang F rühw ald  (S tu t tg a r t ,  B erlin , Cologne, Mainz, 1978-),
1, 5, 437.
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The fo re s t, p a r tic u la r ly  th e  meadow b esid e  th e  lake, is p re s e n te d  

as perm anen t, tim eless and  alm ost im penetrab le  space. This 
a rc  he ty p ica lly  closed  space  is » fe s te r  a ls die B urg  e in es  Kônigs<K [284]. 

With i ts  »holzern  Waldschlo0« [231] i t  is a  n a tu ra l  c itad el, e ffec tiv e ly  a  

replacem ent fo r th e  m an-m ade cas tle  w hich th e  s is te r s  have  le f t  to  be 

defended  by  th e ir  fa th e r ; a  s u b s t i tu te  fo r t r e s s  w hich is  d esig n ed  to  

p ro te c t them from  Sw edish a tta c k  and  w hich, being

»eine warme w indstille  Oase, g e sc h ii tz t  von  F elsen  u n d  See, 
und  hew acht von d e r  ringsum  lieg en d en  heiligen  Einode d e r  
Wildnis« [255],

is  also  p re se n te d  a s  ac tiv e ly  g u a rd in g  them®®. Like th e  two v illages in  
Rp-rgkristall th e  cas tle  and  fo re s t  a p p e a r  a s  sym m etrical sp aces , as 
s lig h tly  d is to rte d  re fle c tio n s  of one a n o th e r . The fo re s t  is a lso  in v e s te d  

w ith  moral q u a litie s , p o sse ss in g  p rec ise ly  th e  same a t t r ib u te s  of 
perm anence and  p u r i ty  as th e  house  in  Die Schw arze S n inne  -  a  p lace 

w hich also s e rv e s  to  p ro te c t th e  young.

Movement in Der Hochwald is g en era lly  p re se n te d  as a  g ra d u a l 
p ro cess . As in  Die Schw arze Sn inne th e  p lo t is p e rs is te n tly  re ta rd e d . 
And ju s t  as n o th in g  seem s to  ch an g e  in th e  fo re s t, so n o th in g  moves 

qu ick ly , w ith th e  te r ra in  o ften  in h ib itin g  speed . Human motion is 
norm ally g rad u a l an d  re s tr ic te d . G regor on ly  g o t to  know th e  fo re s t  

slowly, and he has n e v e r been  f a r  beyond it. When in  th e  fo re s t, th e  

s is te r s  » b e g an n e n ...sch ü c h te rn  und  v o rs ic h tig  n ach  und  nach  die 
E n td eck u n g sre isen  in  ihrem  G ebiete und  fin g en  an , f iir  d asse lb e  N eigung 
und  Herz zu gewinnen<« [266]. E v e ry th in g  has  an  id en tified  position  

w ithin  th e  fo re s t  and  th e  c h a ra c te rs  move from fixed p o in ts  of 

d e p a r tu re  to  s e t  d e s tin a tio n s  an d  th e n  back , as in  th e  daily  ex cu rsio n s  
from th e  house an d  re p e a te d  p ilg rim ages to  th e  top  of th e  B lockenstein . 

Human movement follows re g u la r  p a t te rn s  w ith in  th e  rig id  

»R aum struk tu r<  of th e  »Hochwald«.

®® S tif te r  w eaves many of th e  same m otifs in to  h is  d e sc rip tio n  of th e  
lake in Der H agestolz. w here  ro ck s  a re  sp ec ifica lly  d ep ic ted  a s  a  
fo r tre s s ; »Auf d e r  In se l, die sie sich  su c h te n , fan d en  die V ater 
Schütz; denn  ih r  w erd e t e s  schon  e rk e n n e n , daB d iese  S te ine , die 
da  n ie d e rs te ig e n , wie e ine F es tu n g  sind«. Der H agestolz S tif te r , 
A dalbert: Werke und  B riefe. H is to risch -K ritisch e  G esam tausgabe. 
H erausgegeben  von A lfred  D oppler und  Wolfgang F rühw ald  
(S tu ttg a r t ,  B erlin , Cologne, Mainz, 1978-), Volume 1, 6, 66.
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3.6 RONALD

In  th is  p u re  idealised  s e tt in g  w here ev en  th e  b e a rs  a re  like 

pets,®^ S t i f te r ’s p re d a to r  is  ag a in  man. I t  is  Ronald, who in  an n o u n cin g  
him self by  shoo ting  th e  eagle -  th e  f i r s t  rea l in tru s io n  of sp eed  in to  life 

b y  th e  black lake®® -  also  b r in g s  th e  th r e a t  of hum an b loodshed  in to  

th e  se re n e  fo res t;

»siehe, tro p fen w eise  will ich  d ieses  B lut f i i r  d ich  verg ieB en, 
ich  will g u t  w erden  u n d  sa n f t, wie das Lamm des  F eldes, 
daB ich d ich  n u r  v e rd ie n e  -  gehe mit mir in  mein V aterland , 
o d e r b leibe h ie r, ich  will au ch  b le iben  — nimm mir mein 
Leben, nimm mir die Seele au s  dem Leibe, dam it du n u r  
s ieh e s t, wie ich d ich  liebe< [289].

R onald 's m ovem ents, in  th e ir  »Schw arm erei u n d  Wagnis« [285], a re  

g e n e ra lly  c h a ra c te r is e d  b y  extrem e speed . His tra v e ls  have  ta k en  him 
a c ro ss  and  even  beyond  Europe. A lthough a  m ere y o u th  he has been  in 
F ran ce , th e n  3>jenseits des groflen g lan zen d en  M eeres^ [283] in  A frica, 
and  in  th e  Middle E ast -

»dann  sah  ich jen e  schim m ernde S tad t, ich  sah  g ran zen lo se  
W ildnisse des neuen  Landes< [285]

-  a f te r  w hich he renew s h is q u e s t fo r C larissa , and  b eg in s  com bing 

Bohemia:

»D urch alle W alder und  S ch lu ch ten , lebend  von dem, was mir 
meine B üchse e rw arb , g ing  ich  tag e lan g , 
w ochenlang...«  [283].

Given th e  m ethods of t r a n s p o r t  availab le  in th e  e a r ly  s e v e n te e n th  

c e n tu ry , th e  to ta l d is tan ce  co v ered  would be p ro d ig io u s fo r  a lifetim e. 

Ronald, s till a  y o u th , a p p e a rs  to  have been  in  p e rm an en t motion.

With th e se  d e sc rip tio n s  S tif te r  develops an  a n tith e s is  betw een th e  

pace  of R onald’s movements on th e  one hand  and  th e  s ta tic , p e rm an en t

®̂ »wenn ja  e in  Bar sie a n s ic h tig  w iirde, so sei e r  ein zu g u t g e a r te t  
Tier< [252].

®® B lac kail h as p icked  up  th e  »Raum gefiihK  in  th is  con tex t: »This
silence (w hen th e  eagle  is sho t) is th e  climax of th e  whole s to ry  
and  th e  sym bol of i ts  theme: th e  fo re s t  no lo n g e r belongs to  them  
alone, th e re  is someone else th e re , someone who d e s tro y s  an d  
f r ig h te n s  aw ay peace and  innocence , someone from  "ou t th e r e "<.
B lac kali, op. c it., 124.
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peace of th e  fo re s t  and  g ra d u a l movements of th e  o th e r  c h a ra c te rs  on 
th e  o th e r. R onald’s approxim ate more c losely  to  th o se  of a  b ird : »"in 

die ganze Welt wollte ich fliegen , weit u n d  b re it"«  [288]®®. He is like 

th e  eagle w hich c ru ise s  above th e  lake, a  c re a tu re  w hich he k ills in 

sym bolic se lf -d e s tru c tio n . Space has  no m eaning fo r him, ho lds no b a rs  
fo r  him: ^C larissa , nun  a b e r  i s t  allés g u t -  e in  J a h r  hab* ich  g e a rb e ite t, 

e in  m iihselig J a h r ,  b e rg h o h e  Hemmnisse h inw eggew alzt -  Allés is t  

eben< [285]. His m ovem ents d iffe r  u t te r ly  an d  rad ica lly  from th e  spa tia l 

p a t te rn s  and  norm s th a t  a re  e s tab lish ed  in th e  open ing  sec tion  of the  
fram e and  d u rin g  th e  two s i s te r s ’ exp loration  of th e  fo re s t.

This line of a rg u m en t can  be expanded. Ronald is no t on ly
d is tin g u ish ed  from th e  o th e r  c h a ra c te rs  th ro u g h  h is sp a tia l p o r tra y a l -  

he is  c h a ra c te r is tic a lly  an d  system atica lly  p o r tra y e d  th ro u g h  th e  
im agery  of sp a tia l anomaly. Almost e v e ry th in g  ab o u t him n o t only  

re la te s  to  space; it  also p o in ts  to form s of dev iation . He an n o u n ces  his 
p re se n c e  w ith in  th e  Novelle th ro u g h  th e  b u lle t w ith w hich he k ills  th e  
eagle. This » se h r  k leine KugeK [271] is in s ta n tly  reco g n isab le  to  G regor
fo r  i t  is  d if fe re n t in size to  e v e ry b o d y  e lse ’s.

His m ovem ents a t th e  cas tle  again  d iffe r  from th o se  of ev ery o n e  
else. He r id e s  »ungew ohnlich nahe an die M auern« [314] -  an  action  

w hich p re c ip ita te s  his d eath . Sim ilarly th e  song  which he w ro te , when 
su n g  b y  th e  fu r tiv e  C larissa, is like » In se lsp itzen  e in e r 

u n te rg e su n k e n e n  Melodies [219], again  an  image p o in ting  to  a  wholly 
u n u su a l sp a tia l p ro cess . The same p a tte rn  is asso c ia ted  w ith  th e  legend  

of th e  »W ildschütze«. This su p p o sed  po ach er, who is e v id en tly  th e  
p ro d u c t of d is to r te d  rum ours a b o u t th e  Sw edish p rin ce , does n o t have 

to  tak e  aim a t  h is  q u a rry , a lleged ly  alw ays s tr ik in g  his ta rg e t

®® Sim ilarly: » "und  dann  mein e r s te r  Gang -  ne in , es w ar ein Fliegen: 
zu d ir  -  zu d ir , um zu frag e n , ob du  mich h a sse s t -  ob du 
v e rz e ih e s t — ob du noch lie b te s t, zu d ir  g ing  ich z u e r s t ,  dann  
a b e r  m uss ich  meine M utter su ch en ."«  [288]. Even in  old age  
C larissa  can n o t he lp  v isu a lis in g  him in sim ilar te rm s, see in g  him 
fly in g  th ro u g h  th e  a ir  in  an  image ta k en  from S h a k e sp e a re ’s A 
Midsummer N igh t’s Dream: »als den  schonen  e lfigen  b londgelock ten  
K naben au f seinem Wagen d u rch  die L iifte schwimmen, den 
L ilien stan g el in  d e r  re c h te n  Hand, ih r  e n tg eg en , d e r h a rre n d e n  
T itania^ [317]. Also »in den goldenen S te rn e n  sah  sie se ine  H aare, 
in  dem b lauen  Himmel se in  Auge...< [317].
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re g a rd le s s  of th e  d irec tion  h is  gun  is pointing^®. A nxiety ab o u t the  
su p p o sed  p o ach e r d is tra c ts  Jo h an n a  to  such  an  ex ten t th a t  sh e  d is to r ts  

th e  image of th e  rose  on h e r  em broidery : > "Ü ber dem Gewimmel d e in er 

W alder, Seeen, Knochen u n d  J a g e r  h a t d ir  d iese  Rose e in  haBlich Eck 

bekommen"« [223]^^.

Such sp a tia l im agery f in d s  fu r th e r  confirm ation  in  G reg o r’s 

d e sc rip tio n s  of Ronald. These too alw ays in d ica te  an  e lem ent of anomaly. 
»Es is t  g ru n d lo s  to rich t, warum e r  h ie r sein  mag< [271], he comments, 

n o t know ing a b o u t his in te r e s t  in C larissa. »E r b eg eh t la u te r  Dinge, die 
ohne Ziel u n d  Zweck sind , u n d  s t r e b t  nach U nerreichbarem ^  [271-2].

»E r h a t manchmal wollen den S onnenschein  a u f  seinen  H ut s te c k e n , und  
die A bendro te  um arm en..."« [272]. »Er s u c h t den Schimmer u n d  wiU das 
I r r l ic h t  greifen4C [271], he expands. Ronald’s ac tio n s, h is  m ovem ents, 
and  all th e  m otifs and  rum o u rs  assoc ia ted  w ith  him a re  all in ex tric ab ly  

linked  w ith  form s of spa tia l ab e rra tio n . His m ovem ents in  th e  Novelle 
a re  q u ite  un ique . Like G otthelf’s > g rü n e r J a g e r s m a n n ^ ' * ^  th is  

»W ildschiitz« does no t a p p ea r to  be su b je c t to  norm al laws of p h y sics .
In  term s of th e  sp atia l norm s es tab lish ed  by  th e  n a r r a to r  he is wholly 
dev ian t.

We may say  th a t  a  concep tua l dualism  ex is ts  be tw een  Ronald and 
th e  lan d scap e  th a t  is p re se n te d  in Der Hochwald. W hereas th e  fo re s t  is 
u n ch an g in g  an d  perm anen t, u t te r ly  fixed sp ace , th e  epitom e of ^Ruhe^'*®, 
R onald’s m ovem ents, »dem w ilden Hange fo lgendc  [285], a re  com pletely 
random  -  h is p a th  an abandoned , d e s tru c tiv e  scraw l on th e  map of 

Europe. His p e rcep tio n  of space  is wholly u n re a lis tic . W hereas G regor

®̂ »Da0 d ie se r  Mann sein  Gewehr n u r  losschieB en d iirfe , u n d  e r  t re f fe  
doch immer Den, den  e r  sich  denke< [222].

This p a r tic u la r  motif exem plifies S ti f te r ’s su b tle  p ro je c tio n  of 
m eaning in to  space. The ro se  was th e  emblem of th e  W ittin g h au ser 
d y n a s ty . This d is to rtio n  th e re fo re  fo reshadow s its  dow nfall th ro u g h  
R onald’s involvem ent. A dditionally  Jo h an n a  is occupied  w ith  th e  
fo reg ro u n d , which s u g g e s ts  h e r  un fe ig n ed  o p en n ess , h e r  
w illingness to reveal h e r  fee lings. C larissa , on th e  o th e r  han d , is 
w orking on th e  b ack g ro u n d , fo r  she is  h id in g  a  s e c re t , keep in g  h e r  
th o u g h ts  to  h e rse lf. She is » h in te rg riin d ig «  in  th e  sen se  th a t  
Thomas Mann applied  th e  term  to S tif te r . Thomas Mann: Die 
E n ts te h u n g  des Doktor F a u s tu s  (F ra n k fu r t, 1949), 774. Compare also 
Klaui, E lisabeth : G esta ltung  u n d  Formen d e r  Zeit im Werk A dalbert 
S t if te rs  (B erne, 1969), 30.

Die Schw arze S n inne . 29.
®̂ »Die a lte  Ruhe w ar w ieder iib e r dem Walde< [296]. Compare also 

227,257,258,280,296,306.
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p e rs is te n tly  p laces the  fo re s t  in  its  g eo g rap h ica l con tex t, Ronald a c ts  

»als gâbe es g a r  kein  D rau6en« [290].

This same dualism  ex ten d s  to  th e  no tions of p lace an d  position . 

W hereas th e  n a r ra to r  devo tes  two c h a p te rs  to  e s ta b lish in g  th e  locations 

of th e  valley  as  a  whole, th e  castle  and  th e  lake, Ronald’s position  is 
h a rd ly  e v e r  known. Nobody is aw are th a t  he is in  th e  fo re s t ,  a lth o u g h  

he h as  been  th e re  fo r some days. His sh o t r in g s  o u t to  k ill th e  eag le  

b u t »man w isse n ich t woher< [275]. A lthough th e y  have  b o th  know n him 

fo r  y e a rs  n e ith e r  G regor -  »wo s te h t  deine H ütte?"^  [291] -  n o r  
C larissa  -  »ich f ra g  te  n ich t, w oher ih r  kamet< [286] -  know w h ere  he is  
from. Even a f te r  h is  dea th  th e  s ite  of h is  g ra v e  is a  m y s te ry  [315-6]. 
This ab sen ce  of position ex ten d s to  e v e ry th in g  a sso c ia ted  w ith  Ronald 
an d  m ust be seen  as a  basic  d e sc rip tiv e  p rin c ip le . Not on ly  h as  he 

little  aw aren ess  of w here he is; h is  movement am ounts to  c o n s ta n t 
q u e s ts  fo r  som ething whose position  he does no t know. W ithin th e  
co n tex t of Der Hochwald Ronald is c h a ra c te r is e d  by  system atic  
^ sp ace le ssn ess^ , th e  p e rs is te n t  ab sence  of an  id en tifiab le  position  w ith in  
th e  sp a tia l con tex t. He p ro v id es  th e  opposite  pole to  th e  fixed space  
and  th e  fo re s t. A concep tual dualism  in  space  is  e s ta b lish e d  in  w hich 

th e  r ig id  norm s of th e  lake in  th e  fo re s t form  th e  a n ti th e s is  of 
R onald’s p a tte rn le s s  w an d erin g s.

3.7 THE CASTLE

By S t i f te r ’s time th e  cas tle  -  the  second  »P unkt<  in  h is  

lan d scap e  -  has become a ru in  w ith th e  name St. Thoraa. Now fu lly  

assim ila ted  in to  its  n a tu ra l env ironm ent, i t  h as  become -  like th e  
fo re s t  -  th e  h a b ita t of anim als and  p lan ts:

»Ein g ra u e r  v ie re ck ig e r Turm s te h t  a u f grünem  
W eidegrunde, von schw eigendem , zerfallenem  AuBenwerke 
um geben, tau sen d  G raser, und  sc hone W aldblumen, u n d  weiBe 
S teine im Hofraume heg en d , und  von auBen u m rin g t mit 
v ie len  F la tten , Knollen, Blocken und  a n d e re n  w u n d erlich en  
G ranitform en, die a u sg e sa e t au f dem Rasen herum liegen .
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Keine S tu b e , kein Gemach is t  m ehr in  w ohnbarem  Z ustande, 
n u r  se in e  M auern, je d es  M ortels u n d  A nw urfes en tk le id e t, 
s teh e n  zu dem re in e  n Himmel em por, u n d  tra g e n  hoc h oben  
m anche einsam e T h ü r, o d e r e inen  u n zu g an g lich en  Sôller, 
n e b s t e in e r F e n s te r re ih e , die je tz t  in  keinem A b endro the  
m ehr g lânzen , so n d e rn  eine W ildnis sch o n e r W aldk râu ter in  
ih re n  Sim sen tra g e n ..< [215-6].

P aradoxically  th is  ru in  is p re se n te d  as  e n d u rin g , indeed  alm ost a s  

e te rn a l space , being  acco rd in g  to  local s u p e rs ti t io n  a  »HexenschloB« 

w hich »in ta u se n d  J a h re n  n ic h t zusam m enfallen konne, ob a u ch  W etter 

u n d  S onnenschein  d a ran  a rb e ite<  [215]. But w ith in  th e  Novelle’s 

chrono log ical com pass i t  p ro v id es  a  f u r th e r  a n tith e s is  to  th e  fo re s t. F a r 
from being  c o n s ta n t space , i t  is  v u ln e ra b le , ch an g in g , im perm anent; th e  

emblem of hum an tra n s ie n c e  an d  th e  d e s tru c tio n  of th e  T h ir ty  Y ears 
War^^. S tif te r  a cc e n tu a te s  th is  w ith e lab o ra te  ju x tap o s itio n s  of p re s e n t  
an d  p a s t, man and  n a tu re , c o n tra s tin g  th e  two chrono log ical poles of th e  
Novelle in a seq u en ce  of te llin g  im ages:

»Keine Waffen h an g en  an  den  M auerbogen, a ls  die h u n d e r t  
go ldenen  Pfeile d e r  sch ie f e in f a lien  den  S o n n en strah len ; keine 
Juw elen g lanzen  au s  e in e r  S chm ucknische, a ls die sch w arzen  
b efrem deten  Aeuglein e ines b rü te n d e n  R otkeh lchens; kein  
T rag eb a lk en  fü h r t  vom M auerrande  sein  Dach em por, als 
manch ein F ich tenbaum chen , das hoch am Saume im 
D unkelblau sein  g rü n e s  Leben zu b eg in n en  su ch t. -  Keller,
Gange, S tu b en  -  Allés B erge von S chu tt<  [216].

He th e n  c o rro b o ra te s  th e  a n tith e se s  b y  ta k in g  th e  re a d e r  back  two 

c e n tu r ie s  to  th e  time w hen, as  Castle W ittinghausen , i t  was th e  home of 

th e  s is te r s  and  th e ir  fa th e r:

»denke weg aus dem Gemauer die b lauen  Glocken, u n d  die 
Mas lieben  u n d  den  Lowenzahn, u n d  die a n d e rn  ta u se n d  
Krau te r ;  s tre u e  d a fiir  weiBen S and  b is an  die V orm auer, 
se tze  ein tiich tig  B uchen to r in  den  E ingang  und  ein 
s tu rm g e re c h te s  Dach au f den Thurm , sp ieg e ln d e  F e n s te r  in  
den M auern, te ile  die Gemacher, u n d  z iere  sie mit all dem 
lieben  H au sra t u n d  F litte r  d e r  W ohnlichkeit...dann  gehe mit 
mir die m ittlere  T rep p e  h in au f in  d as e r s te  S tock w erk , die 
T ü ren  fliegen  a u f  Gefallt d ir  d as holde Paar?«  [217].

»Zeichen d e r  V ergang lichkeit, d e r  a llés  von M enschenhand 
G eschaffene u n te rlie g t^ . Klaui, op. c it., 27. This same chrono log ical 
c o n tra s t  is conveyed in  th e  c h a p te r-h e a d in g s . W hereas th e  f i r s t  
com ponent »Wald^ rem ains co n s ta n t, th e  second alw ays c h an g e s , and  
u ltim ately  c h a r ts  th e  p ro g re ss io n  from  cas tle  to  ru in . This »flux 
an d  ch an g e  s ta n d s  in  s h a rp  c o n tra s t  to  th e  cease le ss  c o n tin u ity  of 
'’Wald"«. Swales, M artin and  E rika: A d a lb ert S tif te r . A C ritica l S tu d y  
(C am bridge, 1984), 50.
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We experience  th e  h is to ry  of th e  c as tle  n o t as a  continuum , n o t a  

g ra d u a l p ro g re ss io n , b u t as a  s e r ie s  of s ta tic  im ages -  r a th e r  like  a  

slide  show b u t w ith  th e  final slide  shown a t  th e  beg in n in g . The second  
image shown is th e re fo re  h is to rica lly  th e  e a r lie s t, as S tif te r  p o r tr a y s  th e  

cas tle  befo re  th e  Sw edish invasion . And a th ird  seq u en ce  of im ages is 
p re s e n te d  along th e  v isu a l axis betw een fo re s t  an d  castle . On th e se  

occasions th e  s is te r s  climb th e  B lockenfels above th e  lake, s e t  u p  th e i r  

te lescope, an d  gaze ou ts id e  a t  th e  castle . F or th e  most p a r t  th e y  a re  

able to  see th e ir  home, v e rify  th a t  it is s till in ta c t, an d  leave th e  ro ck  

w ith  a  fee ling  of re a ssu ra n ce ;

»klein  u n d  z a r t, wie gem alt, a b e r  zum S tau n en  e rk e n n b a r  an  
M auern, E rk e rn , D achern -  ja  die F e n s te r  m einte man 
d u rc h a u s  sehen  zu m üssen. Jo h an n a  sah  au ch  h inein  -  
b lank , u n v e rs e h r t ,  mit glanzendem  Dache s ta n d  es in  d e r 
Ruhe des Himmels. 0 wie schon , wie freu n d lich !^  [257].

But i t  is from h e re  th a t  th e y  also  w itn ess  th e  fall of th e  c a s tle . 
The w ea th e r is so good on th is  fa te fu l day  th a t  th e y  can  see th e i r  home 
w ith  th e ir  b a re  eyes;

» Jo h an n a  w ar die e r s te  am Gipfel des F e lsens, und  e rh o b  e in  
la u te s  Jubeln ; denn  in  d e r  g la sk la re n  L uft, so re in , a ls w are  
sie g a r  n ich t da, s tan d  d e r  ge lieb te  k le ine W ürfel au f dem 
W aldesrande von keinem Wolklein m ehr v e rd e c k t, so d eu tlich  
s tan d  e r  da, als müBte sie mit freiem  Auge seine  Teile 
u n te rsch e id en ...<  [305].

But th e  image is decep tive , and  w hen th e  s is te r s  look th ro u g h  th e  

te lescope  th e  opposite  is  th e  case. The fo rtif ic a tio n s  have  been  

d estro y ed ;

>Sogleich t r a t  Jo h an n a  v o r d as Glas, d e r  W ürfel s tan d  
d a rin n en , a b e r  siehe, e r  h a tte  ke in  Dach, u n d  au f dem 
M auerw erke w aren frem de schw arze  Flecken« [305].

The tra n s it io n  from fo r tr e s s  to ru in  is c a p tu re d  in  th is  one scen e , in  a 
seq uence  of conflic ting  images w hich convey m an’s e r ra t ic  and  
p re c a rio u s  flim siness in  th e  face of a  p e r fe c t blue sky;

»Aber sie nahm en das Rohr n ic h t weg. C larissa  w arf sich  
n e u e rd in g s  v o r das Glas, und  sah  lange h inein  -  a b e r  
d iese lbe  eine B o tschaft w ar immer d a rin n en , doppelt 
a n g s te n d  d u rc h  d ieselbe stumme E inform igkeit und  K larheit.
Auch Jo h an n a  sah  h in d u rc h , um ihn  n u r  gew ohnen zu 
konnen , den d ro h en d en  unheim lichen Anblick; denn  sobald
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sie das Auge w egw endete, und  den sch o n en  b lauen  W aldduft 
sah , wie so n s t, und  den lieblich  b lauen  W ürfel, wie so n s t, 
u n d  den lachenden  b lauen  Himmel g a r  so p ra n g e n d , so w ar 
es ih r , als konne es ja  ganz und  g a r  n ic h t moglich se in  -  
u n d  wenn sie w ieder in  das Glas sah , so w a r’s, a ls  se i 
s e lb s t das h e itre  Firm am ent d ü s te r  u n d  s c h re c k h a f t, u n d  
das W alddunkel ein rie s ig  h in a u sg e h e n d es  schw arzes 
B ahrtuch«  [307-8].

The fo r tr e s s  is d e sc rib ed  on one fina l occasion in  th e  Novelle, th is  

time a f te r  th e  s i s te r s ’ r e tu r n  home;

»Auf grünem  W eidegrunde s tan d  ein g ew altig er v ie re c k ig e r  
Turm, von zerfallendem  AuBenwerke um geben. E r h a tte  k e in  
Dach, und  seine  R ingm auern h a tte n  ke ine  Tore, g e ra d e , wie 
e r  noch h eu tzu tag e  s te h t  -  a b e r  e r  t r u g  noch n ic h t die 
v e rw itte r te  g ra u e  F a rb e  se in e r  bloB gelegten S te inm auern , 
wie h eu te ; so n d e rn  w ar noch bek le id e t m it A nw urf u n d  
Tünche.,.A uch w ar in dem auBern M auerw erke manch tie fe  
V erw undung ers ich tlich <  [309-10].

One s tr ik in g  fe a tu re  of S t i f te r ’s p o r tra y a l of th e  fo r t r e s s  is  th e  
s ig n ificance  a tta ch e d  to  th e  a rc h ite c tu ra l  e lem ents. In  th e  above 
d e sc rip tio n s  alone th e re  a re  no le ss  th a n  th ir te e n  re fe re n c e s  to  th e  
w alls, six to  th e  roof, five  to  doors o r g a te s , fo u r  to  bo th  spec ific  room s 
and  windows and  th re e  to  th e  tow er. Within th is  Bohemian lan d scap e  
th e se  a rc h ite c tu ra l  com ponents become th e  denom inators of change . The 
walls in p a r tic u la r  become s ig n a ls , e ffec tiv e ly  p ro v id in g  m essages w hich 
can  be decoded b y  th e  tem p o rary  in h a b ita n ts  of th e  d is ta n t fo re s t. The 

a n tith e se s  e s ta b lish e d  a re  th o se  betw een w alls th a t  a re  in ta c t  an d  w alls 
th a t  a re  d e s tro y ed , roofs th a t  keep  o u t th e  w ea th e r and  roofs  th a t  
d o n ’t , windows w ith g lass  and  windows w ith o u t, betw een a c as tle  w ith  all 

i ts  c o n s ti tu e n t p a r ts  and  a  ru in  in  which e v e ry th in g  has d is in te g ra te d  

in to  oneness. A rch itec tu re  becomes th e  in d ic a to r of time.

S t i f te r ’s d e sc rip tio n  of th e  fab ric  of th e  cas tle  is n o t r e s tr ic te d  

solely  to  its  p h y s ica l condition. Twice th e  w alls of th e  c as tle  a re  

d e sc rib e d  as being  » u n v e rle tz t«  [257, 258]; on a n o th e r  occasion  a s  
»unversehrt4C [257]. Ronald’s m ission is to  e n su re  »daB man e u e r  

harm los Haus g a n z  laBt« [294]. In  two f u r th e r  s itu a tio n s  th e y  a re  
d e sc rib ed  as » rein«  [276, 258] an d  »rein lich«  [257]. S t i f te r ’s choice of 

a d je c tiv e s  is q u ite  p rec ise  h e re . He is p o in tin g  beyond th e  m ateria l 
q u a lity  of th e  cas tle  to a sublim inal level of m eaning. In  em ploying 

a d je c tiv e s  which a re  more commonly app lied  to  e th ic s  th a n  a rc h ite c tu re .
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he in v e s ts  th e  walls of th e  cas tle  n o t on ly  w ith  chronolog ical 

sign ificance  b u t also w ith a  moral dim ension. In  doing so he 

c h a ra c te r is e s  th e  castle  w ith  p re c ise ly  th e  same a t t r ib u te s  as  he did th e  

fo r e s t  and  p a rtic u la r ly  th e  a re a  s u r ro u n d in g  th e  lake. Both p o sse ss  a  

v irg in a l p u r i ty  which c o n tra s ts  w ith  th e  sex u a lity  th a t  explodes w ith 

R onald’s invasion  of th e  s i s te r s ’ so lita ry  re fu g e . The sym m etry  of 

p ro to ty p e  and  rep lacem ent fo r t r e s s e s  is  expanded  and  cem ented.

But th e re  is a s ig n ific an t d iffe ren ce . W hereas th e  fo re s t  re c o v e rs  

from  th e  hum an in tru s io n s  -  re g a in in g  i ts  o rig in a l »U nschu ld^  [292] and  

be ing  re s to re d  to  its  fo rm er p r is t in e  cond ition  -  th e  cas tle  does not. I t  
is  storm ed, d e s tro y ed  and  n e v e r  re b u il t ,  i ts  in h a b ita n ts  e v e n tu a lly  

condem ned to  ex tinction . Again th e  im agery  of d e s tru c tio n  p o in ts  to  a  
moral dim ension. A fter i ts  fall th e  c a s tle  is con tam inated , su llied , n e v e r 

to  re g a in  i ts  o rig in a l p u rity :

» n u r w ar d e ren  R einheit b e sc h m u tz t  mit haBlichen
B randflecken<  [309].

The storm ing of th e  c itadel by  th e  Sw edish  arm y th e re fo re  n o t only  
re f le c ts  man’s tra n s ien c e  in  th e  face of tim eless n a tu re . A r ic h  v e in  of 
m etaphors also a lludes to  th e  b u rd e n  of o rig in a l sin  th a t  he c a r r ie s  w ith 
him. Within th e  space of Der Hochwald th e  ru in  s ta n d s  a s  a  monum ent 
to  m an’s fra ilty .

3.8 SYMMETRY

»Zwei Punkte<

Numerous sim ilarities have b een  e s ta b lish e d  betw een th e  
»Hexenschlo6« [215] and »Z auberw asser«  [262], th e  »zwei Punkte4: w hich 

th e  n a r ra to r  id en tifie s  in th e  o p en in g  p a ra g ra p h s  of Der Hochwald.

Both fo r in s tan ce  func tion  as in d ic a to rs  of time and  b o th  a re  d e sc rib e d  

in te rm s of th e ir  v irg in ity . In  th e  co n tex t of th e  Novelle th e y  a lso  

p o sse ss  sim ilar fu n c tio n s , a p p e a rin g  a s  p laces w hich p ro te c t  people.
The tem p o ra ry  house, w ith i ts  alm ost in access ib le  s ite , th e
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» u n zugang liche  See wan d« [251] b eh in d  i t  an d  th e  lake in  f ro n t  of it, is 

as  much of a  fo r t r e s s  as th e  one th a t  th e  s i s te r s  have ju s t  le ft. A 

d eg ree  of conscious parallelism  may th e re fo re  be d isce rn e d  betw een 

them.

S tif te r  develops th is  sym m etry  in  v a rio u s , o ften  d isc re te , w ays. 

A lthough th e  lake is in  th e  m iddle of a »W ildnis^ [255] S tif te r  in v e s ts  i t  
w ith dom estic q u a litie s , a t t r ib u te s  tak en  from  th e  realm  of man. The 
su rro u n d in g  ro ck s  a re  a  » F e lsen th ea te r« , a  » g ra u e  Mauer< w ith  a  

»m achtigen G ran itg iebeK  and  » san f te s  Dach«. The occasional dead  tr e e  

t ru n k s  reca ll an  »a ltertüm liche  Saules. The lake  is com pared to  a  m irro r  

on one occasion, on a n o th e r  d e sc rib e d  as »ein  g e sp a n n te s  T uch ohne 
eine e inzige Falte<, w ith  th e  »W aldbande« its  hem, an d  th e  » z a rte  

S tre ifen  g riin en  Mooses^ [all 213] its  em b ro id ery , a  complex of im ages 

th a t  po in ts  d ire c tly  fo rw ard  to  th e  room in  th e  cas tle  w here C la rissa  
and  Jo h an n a  a re  sew ing. Even th e  t re e s  look like  dom estic p la n ts  w hen 
seen  from h ig h  above -

» S chw arzf6hren , die a b e r  von  so lch er Hohe so klein
h e ra b se h en , wie R osm arinkrautleinC  [213]^®.

-  so w hat from one p e rsp ec tiv e  a p p e a rs  as a  w holly n a tu ra l lan d scap e , a  

w ild e rn ess  u n to u ch ed  by  hum an hand , a p p e a rs  from  a n o th e r  as  a  

dom estic ed ifice, a re s id en c e  »mit all dem lieben  H au sra t und  F li t te r  d e r  
W ohnlichkeit< [217].

This symbolic in te rac tio n  of cas tle  an d  lake  is no t r e s t r ic te d  to  

S t i f te r ’s im agery. They a re  a lso  linked  by  d is t in c t  p h y sica l sim ila rities . 
T here  is , fo r  example, g ra ss la n d  a d ja c e n t to  b o th  »W aldhaus« a n d  castle . 

In  th e  form er case th is  is th e  »Waldwiese< w ith i ts  » liebliches 
R asenland« [248], in  th e  la t te r  th e  » g rü n e s  W eidegrunde [309] w ith  a 

»Rasen< [310]. More a r re s t in g ly , th e  s i s te r s ’ rooms in th e  fo re s t  a re  
id en tica l -  »b is zum E rsc h re ck e n  ahn liche  [249] -  to  th o se  in th e  c as tle , 

being  » g erad e  so g eb au t, und  so e in g e r ic h te t«  [229]. I t  is  as if th e  
s is te r s  and  th e ir  d ire c t env iro n m en t -  room s, w alls, fu rn itu re , m irro r, 

em bro idery  -  have been  tem p o rarily  rem oved to  th e  s e c u r ity  of th e  
fo re s t, and  a re  being  s to re d  in th e  en v iro n m en t of th e  »W aldhaus« u n til

"̂® »Die M etaphern  entstam m en d e r S p h are  d es intim  B ekannten , 
H auslichen«. Pascal, op. c it., 64.
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th e  d a n g e r to  C astle W ittinghausen  h a s  p a ssed . So ju s t  a s  th e  lake 
below a p p e a rs  as  a  » u n g eh eu e rn  sch w arzen  G lasspiegeK  [213] from  th e ir

v an tag e  p o in t on th e  B lockenfels -

»Oft e n ts t ie g  in  mir e in  u n d  d e rse lb e  G edanke, w enn ich  an  
d iesen  G estaden sal3: -  a ls  sei es e in  unheim lich N a tu rau g e , 
das mich h ie r  ansehe ...<  [214]

-  so th e  cas tle  o u ts id e  th e  fo re s t  also  a p p e a rs  a s  th e ir  own im age. The 

two sp aces  -  fo re s t  and  cas tle  -  fu n c tio n  a s  m irro r im ages of one
a n o th e r , w ith  th e  lake com bining elem ents from  befo re  an d  a f te r  th e

c a s tle ’s d e s tru c tio n . Not only  a re  th e  two p laces p re se n te d  as 
com plem entary , a s  c o u n te rp a r ts  in  d if f e re n t  reg io n s  of th e  va lley , b u t 
th e  q u a litie s  th a t  we m ight asso c ia te  w ith  one a re  p ro je c te d  onto  th e  
o th e r. The decisive  b a ttle  is to  tak e  p lace n o t a t  th e  c a s tle  b u t  w ith in

» I j  I I I I I I I I I I I I I I I I I I I I I I I I I I I I I I I I

th e  s ile n t fo re s t.

C h arac te rs

This sym m etry  is in  no sen se  underm in ed  by  th e  c h a ra c te r  
co n ste lla tio n s  in  th e  castle  and  fo res t. The s e rv a n ts  in  th e  s i s t e r s ’ new 
home a re  th e  same as in  th e  old one, h av in g  been  tra n s p o r te d  th e re  a

few d ays befo re . These loyal »K nechte« [274] in  th e  fo re s t  have now
been  rep laced  by  s e rv a n ts  of th e  King -  >ein Haufe K aiserliche« [313] -

in  C astle W ittinghausen . The y o u n g e st g e n e ra tio n  of th e  W ittinghauser

d y n a s ty  is re p re se n te d  no t only  a t  th e  lake  by  th e  two s is te r s  b u t also 

in  th e  cas tle  w here th e ir  b ro th e r  Felix h a s  rem ained.

The sym m etry  of c h a ra c te rs  re c e iv e s  a  fu r th e r  unequ ivoca l 
im pulse th ro u g h  th e  p o r tra y a l of W ittin g h au ser and  G regor, two old 

w idow ers w hose p a th s  have d iv ided  them  s in ce  th e ir  you th . Again 

S tif te r  co nsc iously  p re s e n ts  them  in  a  w ay w hich no t only  d raw s o u t 
th e ir  d iffe ren c es , b u t also form ally em p h asises  th e ir  sim ilarities:

»Es w ar ein sch o n e r Anblick, wie s ie  d a stan d en , Beide so 
u n g e h e u e r  v e rsch ie d e n  und  Beide doch  so g leich ...e in
S tu b en b ew o h n er gegen  den G enossen des M ittag sb ran d es
und  des S turm es; d e r  Eine ein Sohn d e r  W affen,..,der 
A ndere e in  B ru d er des F e lsens n e b en  ihm ...der eine mit dem
A nstande d e r Sale, d e r  A ndere mit dem d e r N atur; a b e r
schon  s in d  sie Beide, u n d  eh rw iird ig  Beide, Beide d e r  
A bglanz e in e r g ro B gearte ten  S eele ...4: [238].
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B andet goes so f a r  as to  see G regor and  W ittinghauser as  p ro je c tio n s  of 

th e  same c h a ra c te r , »un double personnages^® , b u t more c o rre c tly  

G regor m ust be seen  as a  rep lacem en t fo r W ittinghauser, a  s u b s t i tu te  

w ith  a ll th e  same c h a ra c te r is tic s  as h is model. They a re , in  E n k laa r-  

L a g e n d ijk ’s term inology, »Paralle lerscheinungenS^^. G reg o r’s fu n c tio n  in  

th e  fo re s t  is exactly  th a t  of th e  Baron in th e  castle : »Der S ch ü tz  des 
V a te rs ...h ô rte  au f, und  es b eg an n  d e r  des a lte n  Jag e rsS  [240], He is 

exp lic itly  a rep lacem en t fa th e r  fo r th e  s is te r s  in  th e ir  tem p o ra ry  home 

in  th e  fo re s t , assum ing th e  p a te rn a l ro le  a f te r  W ittin g h au se r’s r e tu r n  to  

th e  castle^®. S u b s titu te  p a re n t  in  th is  s u b s ti tu te  fo r t r e s s ,  th is  
»Ebenbild« [288] of h is f r ie n d  has th e  same p u rp o se  as th e  old man a t  

th e  castle : to  p ro te c t th e  W ittinghauser d y n a s ty  from in v a d e rs .

The sym m etry  id en tified  in  th e  p o r tra y a l of th e  two sp aces  is  
th e re fo re  cem ented by  th a t  of th e  c h a ra c te rs . If th e  fo re s t  a p p e a rs  as  
an  in te n s if ie d , d is tilled  image of th e  valley  a s  a  whole, a  microcosm of 
th a t  »W aldesschw enkung< w hich S tif te r  d e sc rib e s  in  th e  open ing  
p a ra g ra p h  of th e  Novelle, th e n  it  also a p p e a rs  as  a  re flec tio n  of th e  
cas tle  o u ts id e . Two sim ilar fo r tr e s s e s  a re  defen d ed  by  fa th e r - f ig u re s  
t ry in g  to  p ro te c t th e  W ittinghauser family from ex tinc tion  d u rin g  th e  
T h ir ty  Y ears War.

The co n ste lla tion  of sp aces, c h a ra c te rs  and  m otifs th a t  was seen  in  
B e rg k ris ta ll fin d s  a  more su b tle  m odulation in  Der Hochwald. Like two 

m atching  m osaics th e  c h a ra c te rs  a re  p lan ted  in th e  two locations, 
c a re fu lly -a lig n e d  d u p lica tes  in  u t te r ly  c o n tra s tin g  se tt in g s .

The Action

In  S t i f te r ’s w orks g en era lly  th e re  is little  in  th e  way of » a c t io n « .  

A tten tion  in  th e se  b ro ad ly  d e sc rip tiv e  w orks is g en era lly  ch an n e lled

®̂ Quoted in  R eddick, op. c it., 73.
»G regor w ird  als s te l lv e r tr e te n d e r  V ater vorgestellt^ :. E n k laa r-  

L ag en d ijk , op. c it., 62.
®̂ S ti f te r  develops th is  them e th ro u g h o u t th e  co u rse  of th e  Novelle. 

G regor is »ein sch o n er a lte r  M ann,...den du bald  so lieben  w irs t, 
wie d e inen  eigenen  V ater« [230]. G regor say s  to  Ronald: » e r h a t  mir 
d iese  K inder gegeben , daB ich ihnen  V ater sei, so lange  sie im 
Walde lebend  [291]. Sim ilarly »"Gute N acht, V ater," sag te  C larissa . 
"Gute N acht T och ter,"  e rw id e rte  d e r Greis« [273]; »G regor fü h r te  
"se ine  K inder" wie v o r u n d  ehe d u rc h  die W alder^ [301].
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away from d ra s tic  re v e rsa ls  to w ards th e  slow p ro c e sse s  of o rg an ic  
g row th , w h e th er th e y  be in  th e  hum an o r n a tu ra l  sp h e re s . T h ere  a re  

how ever two dram atic  s tra n d s  of developm ent in  Der Hochwald. one in  

each of S t i f te r ’s two »Punkte«, These tw in p lo ts , w hich ru n  

sim ultaneously , co n s is t of th e  Sw edish arm y’s ad v an ce  on C astle  

W ittinghausen  an d  Ronald’s a ttem p ts  to win C larissa  as h is  b rid e .

The action  in  th e  Novelle is la rg e ly  confined  to  two sce n e s , w here  

th e se  developm ents reach  th e ir  conclusions. The f i r s t  of th e se  ep iso d es  
shows how Ronald w ins C la rissa ’s love, th e  second  -  w hich is  n a r ra te d  

re tro sp e c tiv e ly  a t  th e  end  of th e  Novelle -  how th e  cas tle  fa lls . T hese 
two scenes d e se rv e  fu r th e r  an a ly s is , as th e y  c a s t  lig h t n o t on ly  on th e  

co n s tru c tio n  of th e  Novelle, b u t also  on th e  re la tio n sh ip  b e tw een  th e  two 
sp aces  d e sc rib e d , an d  u ltim ately  on the  sign ificance  of sp ace  w ith in  th e  
Novelle as  a  whole.

If a c e r ta in  sym m etry can be id en tified  betw een th e  two sp ace s  
and  c h a ra c te r  co n ste lla tio n s  p re se n te d  in  Der Hochwald. th e n  th e  same is 
t r u e  of th e  re sp e c tiv e  s tra n d s  of action^®. On each  occasion  th e  th r e a t  
comes in th e  form of fo re ig n  in tru d e rs .  Ind eed  on bo th  occasions th e y  

a re  Swedes: th e  p rin c e  in  th e  fo re s t, th e  so ld ie rs  a t th e  cas tle . The 
two » fa th e rs<  th e re fo re  find  th e ir  ch ief a d v e rsa r ie s  in th e  two Sw edish  

in v a d e rs . Num erous o th e r  m otifs also a p p e a r  to  link  th e  two s tr a n d s  of 
action , w ith Ronald’s shoo ting  of th e  eagle a n tic ip a tin g  th e  b a ttle  a t  th e  

castle , th e  d isch a rg e  from h is gun  fo reshadow ing  th e  smoke th e  s is te r s  
a re  to  see above it.

But th e  sym m etry  of action  is qu ite  sy stem atic . The two s t r a n d s  

of p lo t ru n  along s tr ic t ly  p a ra lle l lines, a  d e ta iled  an a ly s is  of th e  

en su in g  ev en ts  rev ea lin g  a  bo th  s tr ik in g  an d  su b tle  in tr ic a c y  of 
in te rac tio n .

®̂ Sim ilarly Tism ar id en tifie s  para lle ls  betw een th e  two c r is e s  in  A bd ias. 
two s tr a n d s  of action  th a t  a re  also linked  by  sim ilarities be tw een  
th e  two v en u es: »Beiden K atastrophen  lieg t ein Schema z u g ru n d e , 
das in  d e r  A hnlichkeit d e r  Z u f lu ch tss ta tten  zu tag e  tr i t t . . .D e r  
W iederholungsm anier e n ts p r ic h t  im groB eren E rzah lzusam m enhang , 
daB d e r neue  H and lu n g s-S ch au p la tz  eine R eproduk tion  des e r s te n  
d a rs te llt:  das Haus, das A bdias in dem Tal e rb a u t, w ird  se ine  neue  
H6hle<, op. c it., 44-47.
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1. Both Ronald and  th e  Sw edish arm y e n c o u n te r  th e  s e v e re s t  

d ifficu lties  in  e n te r in g  th e  valley. The a rm y ’s » Ü b ergang  w ar h o c h s t 

schw ierig^  [312], while Ronald, who has to  sca le  th e  d a n g e ro u s  ro ck s  -

»ich kam h ieh e r -  am Rande je n e r  F e lsenm auer 
h e rü b e rk le tte rn d  e rb lic k te  ich  das h o lze rn e  Haus, a u f einem 
F elsen ste ig e  -  G regor weiR ihn  -  euch  w are  e r  td d lich  -  
s tieg  ich  nieder<  [284].

-  faces a  sim ilarly  d au n tin g  jo u rn e y . In  b o th  c a se s  an  » Ü b ergang«  is  
p re se n te d  as  p e rilo u s , th e  d e sc rip tio n  of th e  arm y  being  eq u a lly  

applicable  to  Ronald.

2. Having reach ed  th e ir  d estin a tio n s  Ronald r e g is te r s  h is p re se n c e  to  
C larissa  by  s in g in g  his song, while the  Sw edish fo rce s  e n te r  th e  v a lle y  
»mit k lingenden  L iedern«  [313], In  bo th  cases  th e  m otifs of fo re ig n n e ss  

and  in tru s io n  a re  in te rw oven  w ith th a t of m usic, th e  p h y s ica l invasion  
being  complemented by  th e  d is tu rb a n ce  of th e  v a lle y ’s »Ruhe<.

3. Once in  th e  fo re s t bo th  Ronald and  h is  f a th e r ’s arm y a re  delayed  in  
th e  fulfilm ent of th e ir  aims. In d eed , th e  tim escales a re  g e n e ra lly  
analogous. Ronald and  th e  Sw edish arm y b o th  re a c h  th e  v a lley  a t  a b o u t 
th e  same time. The arm y is u n ab le  to  make an y  im pression  a t  th e  cas tle  
fo r a  period  of some two w eeks, ju s t  as Ronald fa ils  to  make co n tac t 

w ith C larissa  fo r a sim ilar period^®.

4. Given th e se  d ifficu lties  th e  Sw edish arm y »b o t(en ) willig die Hand 

z u r  U n te rhand lung«  [313]. Ronald, fo r h is p a r t ,  w an ts  to  n eg o tia te  w ith  
G regor in o rd e r  to  m eet C larissa; »ich b a t eu ch  um eine 

U nterredung^: [282]. Again th e  d e sc rip tio n  of th e  one in v a d e r  ap p lie s  to  

th e  o th er.

50 He o b se rv es  th e  s is te r s  fo r  some days b e fo re  shoo ting  th e  eagle , and  
it is  six days a f te r  th is  th a t  th e  fa te fu l m eeting ta k es  p lace. The 
m eeting with C larissa  o ccu rs  im m ediately a f te r  G regor an d  Ronald 
nego tia te ; th e  b a ttle  a t th e  castle  one d ay  a f te r  
»W affenstillstandstag«  [314].
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5. However, G regor -  th e  s u b s t i tu te  f a th e r  -  re fu se s  th is  r e q u e s t ,  
no th ing  being able to  p e rs u a d e  him to  re lin q u ish  h is  p a re n ta l d u tie s

»keine Macht d e r  Ü b e rre d u n g  k o n n te  ih n  dah in  b r in g e n , dal3 
e r  euch  von mir eine B o tsch aft b ra c h te«  [283] -

while W ittinghauser equally  can n o t be p e rsu a d e d  to leave th e  

cas tle  [313];

»er v e rw arf  den A n trag  mit E n trü s tu n g , weil ein Haufe 
K aiserlicher u n te r  seinem  B efehle die B urg  b e se tz t 
h ielt«  [313].

S tep  by  s tep  th e  two s tr a n d s  of ac tio n  p ro g re s s  in un ison , re a c h in g  a 

c re scen d o  in th e ir  re sp e c tiv e  clim axes, th e  sto rm ing  of th e  ca s tle  an d  
C la rissa ’s subm ission  to  R onald’s pass io n . Theise too a p p e a r  to  be 

sy n ch ro n ised .

6. The two c ritic a l scen es  begin  in  analogous p laces. In  r id in g  
»ungew ohnlich  nahe an  die Mauern< [314] Ronald is on th e  
»W eidegrund« [309], th e  a re a  of g ra s s la n d  a d ja c e n t to  th e  castle .

Sim ilarly C larissa  a g re e s  to  meet Ronald no t on ly  on th e  »W aldwiese«, th e  
co rre sp o n d in g  place in th e  fo re s t; Ronald is  a lso  to  a p p e a r  by  a  wall,

>an d e r Steinw and< [280]. Ronald’s re la tiv e  p lace is th e  same in  bo th  

in s tan ces .

The time of day  is  also  th e  same in  bo th  cases. Ronald 
ap p ro ach es  th e  cas tle  walls in  th e  m orning  [314] and  w aits fo r  C la rissa  

in th e  fo re s t  »wenn d e r S ch a tten  d e r  T annen  von dem See gew ichen 
ist«  [280]. The sim ilar c h a ra c te r  c o n ste lla tio n s  a t  th e  castle  and  

»W aldhaus« a re  th e re fo re  com plem ented by  e v id e n t p a ra lle ls  be tw een  th e  

c h a ra c te r s ’ movem ents. At th e  b e g in n in g s  of each  of th e  c e n tra l e v e n ts , 

th e  m ajor c h a ra c te rs  ta k e  up  sim ilar p o s itio n s  a t  an alagous tim es.

7. The tw in seq u en ces  of e v e n ts  move on. By th e  lake Ronald rem oves 

h is h a t so th a t  h is  blond h a ir  c ascad es  down on to  h is  sh o u ld e rs  -

»Wie e r  den  Hut a b g e nommen u n d  das A n g esich t mit einem 
schnellen  Ruck ih n en  zug ew en d et, w arf s ich  eine P lu t von 
H aaren, wie e in  g o ld en er Strom  a u f seine  S ch u lte rn «  [281]
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-  while a t  th e  cas tle  h is helm et falls off w ith  th e  same r e s u l t  [314].

8. In  th e  fo re s t  C larissa  gazes a t  h e r  fo rm er su ito r  -

»Auch sie vergafl ih r  d u n k les  Auge a u f  se inen  Ziigen, den 
w oh lbekann ten ...^  [281]

-  a s  does h e r  f a th e r  a t th e  cas tle , ev id en tly  a lso  reco g n is in g  th e  y o ung  

Swede:

»sah  lange u n d  u n v e rw an d t a u f  ihn  hin< [314],

9. C larissa  th e n  su d d en ly  loses co n tro l of h e r  m ovements -

» ...p lô tz lich  h o ch e rro ten d  e inen  un b eh o lfen en  S c h r it t  
se itw a rts  ta t<  [281]

-  while h e r  fa th e r ,  re co g n is in g  Ronald, also f lu sh e s  and  lo ses co n tro l of 
h is  m ovem ents, im petuously  th ro w in g  h is s p e a r  a t  th e  d is ta n t  p rince :

»da sah  ich nach  und  nach  ein  Rot in  seine Wangen s te ig en , 
b is sie d u n k e l, wie in  Z o rn esg lu t b ra n n te n . Ohne eine Silbe 
zu sag en , s ch le u d e rte  e r  mit einem Male seine Lanze gegen  
den  Re i te r  < [314].

10. Johanna , see ing  h e r  s i s te r ’s e v id en t need  fo r  su p p o rt, comes to  h e r  

aid -

» Johanna, blo0 d iese A bsich t v e rm u ten d , w ar ih r  
behilflich« [282]

-  w hile a t  th e  cas tle , th e  g u a rd s  assum e W ittinghauser is try in g  to  

shoot Ronald an d , coming to  h is  aid , k ill th e  Sw edish p rin ce .

11. In  th e ir  fu r y  R onald’s com patrio ts  th en  exac t sev e re  re v e n g e , 

sto rm ing  th e  c as tle  -  »S turm  h ie r, d o rt, ü b e ra lK  [314] -  w hich again  
echoes th e  s to rm s of passion  by  th e  lake.

The in ev itab le  climaxes to th e  two s tr a n d s  of action  in  Der 
Hochwald a re  reach ed . C larissa  succum bs to  R onald’s p assion  and  th e
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cas tle  fa lls  to  th e  Sw edish arm y. The s e p a ra te  p lo tlines a p p e a r  
analogous to  one an o th e r , p ro ceed in g  along p a ra lle l p a th s  to  th e ir  

re sp e c tiv e  conclusions. Motifs a re  in te rw o v en  to  th e  e x ten t th a t  

S t i f te r ’s d e sc rip tio n s  of one a p p e a r  equally  re le v a n t to  th e  o th e r.

The b a ttle  a t  th e  castle  becomes a  sym bolic re flec tio n  of th e  

ren d ezv o u s  by  th e  lake. In d eed , th is  too is  p re se n te d  as  a  b a ttle , a  

s tru g g le  of wills in w hich C larissa  a g re e s  to  m eet Ronald n o t as a 
w illing re sp o n d e n t b u t  as a s te a d fa s t  young  woman who is d e term ined  to  

r e s is t  h is  ap p ro ach es . Having come »gew affnet«  [286] -  » s ta t t  d e r  Lilie 

das S chw ert des H errn  in  ih re r  rech ten <  [279] -  to  meet Ronald she  

w arn s  him: »die Gewalt e u re s  H erzens soil mir d iese  Waffen n ic h t 
ab l6sen« [286], As a t  th e  cas tle , w here » d e r e r s te  s ie g e s tro tz ig e  Anfall 

w u rd e  z u rü ck g esch lag en ^  [313], C larissa  w ith s ta n d s  h is  in itia l 

ad v an ces  [282-285], on ly  th e n  beg in n in g  to  w aver: »Es w ar seltsam  
an zu sch au en , wie die entschlofine Ju n g fra u  zu schw anken  begann<  [285], 
However, like h e r  fa th e r  she  u ltim ately  loses h e r  b a ttle  -  » fü h lte  s ich  
v e rlie re n ^  [287] -  a g a in s t th e  Sw edish  in v a d e r , h e r  defences 
overw helm ed by  h is  wild passion .

The m eeting of th e  two fo rm er lo v e rs  in  th e  fo re s t  em erges a s  a  
h a rb in g e r  of e v e n ts  a t  th e  cas tle  w ith th e  two s tra n d s  of th e  p lo t 

ru n n in g  para lle l. The time, th e  c h a ra c te rs , th e  movements an d  even  a 
c e r ta in  s ty lis tic  c lum siness -  3>bloB d iese A bsich t ve rm u ten d ^  -  all p o in t 

to  a conscious, indeed  fo rced , s tr iv in g  fo r sym m etry. E ven ts  in  th e  
3>Hochwald« m irro r th o se  ou ts id e  it in  th e  va lley  a t  la rge . The m oral 

b a ttle  a t  th e  lake, in  w hich C larissa  ev en tu a lly  s u r re n d e r s  h e r  p u r i ty , 

p re f ig u re s  exac tly  th e  rea l b a ttle  a t  Castle W ittinghausen . The S w edish  

p r in c e ’s c o n q u es t in th e  »Hochwald< is analogous to  his co m p a trio ts ’ 
v ic to ry  ou ts id e . In  th e  two sym m etrical sp aces  w ith  th e ir  sim ilar s e ts  of 

c h a ra c te rs  th e re  a re  two para lle l s tra n d s  of action.

But th e  p o r tra y a l of th e  two climaxes ex ten d s  beyond form al 
sym m etry. T h ere  a re  explicit connections betw een th e  two p lo tlines.
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Ronald’s em ergence a t th e  cas tle  is  a  d ire c t  p ro d u c t of h is su cc e ss  in 

th e  fo re s t. He has come no t to storm  th e  ca s tle  b u t as a m essen g er of 

peace who w an ts  to  ask  fo r C la rissa ’s h an d  in  m arriage  and  to  p ro te c t  

h is  fu tu re  fa th e r- in - la w  and  h is  family. The two c r ise s  th e re fo re  form  

p a r t  of a  seq uence  of e v en ts , lin k s  in  a c au sa l chain . The d e s tru c tio n  

of th e  cas tle  is  th e re fo re  th e  p e rv e rs e  r e s u l t  of th e  m eeting by  th e  

lake®^, fo r  w ithou t Ronald’s in te rv e n tio n  th e  siege  ap p ea re d  to  be 

n ea rin g  a p eacefu l reso lu tion .

As we have seen , th e  connections betw een  th e  two seq u en ces  a lso  
m an ifest them selves in id e n titie s  betw een c h a ra c te rs . Ronald’s ac tio n s  in  
th e  fo re s t  a re  th o se  of th e  Sw edish arm y b e fo re  h is  a rr iv a l. Both fo rce  

th e ir  way in to  p ro te c ted  sp aces, s in g  so n g s , re q u e s t  a  m eeting  an d  
ev en tu a lly , in  scenes of wild emotion, ga in  th e ir  p rize . When Ronald 

ap p ro ach es  th e  castle , he is th e re  in  th e  ro le  of in te rm ed ia ry , th e  same 
ro le  th a t  G regor fu lfilled  in  th e  »Hochwald<. S im ilarly C la rissa ’s a c tio n s , 

espec ia lly  in  th e  m eeting w ith Ronald, a re  g e n e ra lly  those  of h e r  f a th e r  
a t th e  castle . In  h e r  b a ttle  w ith Ronald sh e  tr ie s  to  defend  h e r  
innocence, loses con tro l of h e r m ovem ents, an d  ev en tu a lly  loses 
e v e ry th in g .

As th e  p lo t p ro g re s se s  a f u r th e r  sym bolic p a ra lle l develops in  
im portance. A s tro n g  analogy betw een  C la rissa  and  th e  cas tle  em erges. 

This no t only  ex tends beyond form al parallelism  b u t also  beyond an y  

symbolism, W ittin g h au se r’s p ro tec tio n  of th e  cas tle  also  being  in  re a l 

te rm s th e  p ro tec tio n  of h is d a u g h te r s ’ p ro s p e c ts  in life. As g u a rd ia n  of 
th e  cas tle  he is also g u a rd ian  of th e ir  fu tu re . In  p ro te c tin g  th e  fam ily 

home he is also  defend ing  his d a u g h te r  in  th e  fo re s t. The c a s tle ’s fall 

is th e re fo re  a lso  C la rissa ’s fall, and  a s  su ch  W ittin g h au se r’s tw in ro le s  -  

as so ld ie r and  p a re n t -  begin  to  o v erlap .

If  th e  two para lle l p lo ts  beg in  to  o v e rla p  w ith th e  f ig u re  of 
W ittinghauser, th en  th e y  coalesce com pletely  in  th a t  of Ronald, th e  on ly

»G erade indem Ronald bei d e r B urg  W ittinghausen  e in zu g re ifen  
v e rs u c h t, z ieh t e r  das z e rs td re n d e  S ch icksa l herbei« . Wildbolz, 
Rudolf: A dalbert S tifte r: Langew eile u n d  F aszination  (S tu t tg a r t ,  
1976), 37. As in G otthelf’s Die S chw arze S n inne  an  u n a u th o rise d  
ag reem en t betw een two people p av es  th e  way fo r d isa s te r .
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p a r tic ip a n t in  bo th  s tra n d s  of th e  action . Like W ittinghauser he too has 
a  dual role: on th e  one hand  he fu n c tio n s  a s  a  re p re s e n ta t iv e  of th e  

Sw edish  arm y, on th e  o th e r  a s  su ito r  to  C larissa , W ittin g h au se r’s 

d a u g h te r . In  a ttem p tin g  to  sav e  th e  cas tle  from d e s tru c tio n  he too  is 

sa feg u a rd in g  h is w ould-be b r id e ’s fu tu re . Seen from bo th  
W ittin g h au se r’s and  Ronald’s p e rsp e c tiv e s  C la rissa ’s h a p p in ess  is 

d e p en d e n t on th e  holding of th e  castle . A close id e n tity  is e s ta b lish e d  
betw een  C la rissa ’s h ap p in ess  and  th e  c a s tle ’s san c tity .

I f  th e  p re se rv a tio n  of th e  fo r t r e s s  is in  e v e ry b o d y ’s in te re s t ,  why 
does th e  d is a s te r  occur?  If n e ith e r  W ittin g h au ser -  in  h is  m ilita ry  and  

p a re n ta l ro les  -  n o r Ronald -  in  h is dual ro les  of so ld ie r an d  lo v e r -  
w ant th e  castle  to  be d e s tro y ed , w hy does th e  Novelle end  in  

c a ta s tro p h e ?

The an sw er is to  be fo und  in  th e se  v e ry  dual ro les . For u n til 
R onald’s a r r iv a l  W ittinghauser th e  so ld ie r is su ccess fu lly  ho ld ing  th e  
cas tle  a g a in s t th e  Swedish in v a d e rs , a  s itu a tio n  w hich does no t change  
even  when Ronald in itia lly  a p p ea rs . In d eed , even  w hen Ronald r id e s  

to w ard s  th e  walls th e  castle  g u a rd s  do n o t re sp o n d , even  th o u g h  th e y  
could ev id en tly  have reach ed  him w ith th e ir  gu n s. N either does 
W ittinghauser re a c t  to Ronald th e  Sw edish  so ld ier.

B ut th e  s itu a tio n  ch an g es  d ram atically  w hen Ronald loses h is 

helm et -

»und , wie es m anehmal d e r Zufall will, d e r  Helm en tfie l ihm -  
ein  g a n ze r Wall von b londen  Lock en  ro llte  in  diesem  
A ugenblicke ü b e r  seinen  Nacken« [314]

-  and  th e  ro les  change. The helm etless Ronald no lo n g er a p p e a rs  as  a  
so ld ie r, b u t is reco g n ised  as a  su ito r  to  C larissa . The s itu a tio n  is  

tran sfo rm ed  from  one in which W ittin g h au ser faces an  arm y he can  w ard 
off to  one w here  he is co n fro n ted  by an  enem y o v e r w hich he may have 

no co n tro l -  in d eed  by  an enem y who h as a lre ad y  won th e  b a ttle  beh ind  
h is back. C onsequently  W ittin g h au ser’s ro le  also changes: he no lo n g er 

re sp o n d s  as an  ab le  so ld ier b u t as an  im po ten t and  a n g ry  fa th e r . His 

im pulsive th ro w in g  of th e  sp e a r  is no lo n g e r th e  a ttem p t to  b ea t off th e  

Sw edish a rm y ’s a tta ck , b u t  th e  d e s ire  to  w ard off a  th r e a t  to  h is 
d a u g h te r . W ittin g h au se r’s in te rp re ta t io n  is in  fa c t q u ite  c o rre c t.
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Ronald’s ad v an ce  to  th e  castle  is an  ap p ro ach  fo r  C larissa , fo r he has 
come to ask  fo r  h e r  hand  in m arriage. The moment th a t  Ronald’s helm et 

fa lls o ff th e  co n ste lla tio n s  a t  th e  cas tle  a l te r  com pletely. W ittin g h au se r’s 

p e rc ep tio n  of th e  s itu a tio n  ch an g es , as does h is  re sp o n se . A su d d en  

th r e a t  to  C larissa , th e  d a u g h te r  he had so u g h t to  p ro te c t by sen d in g  

h e r  to  th e  s a fe ty  of th e  fo re s t, comes to  lig h t. A new situ a tio n  

develops and  p rom pts  a  new re sp o n se .

The con flic t th a t  o ccu rs  a t  th e  c a s tle  is  th e re fo re  n o t m ilitary  b u t 

dom estic, th e  co n fu sed  s tru g g le  betw een a  f a th e r  who w ants to  p ro te c t 
h is d a u g h te r  and  a  su ito r  who w ants h e r a s  h is wife. Iro n ica lly  

W ittinghauser an d  Ronald do n o t die becau se  of th e ir  m ilitary  a lleg iances 

b u t becau se  of th e ir  m utual love fo r C larissa . The lone y o u th  who 
n e a rs  th e  cas tle  so con fid en tly  po ses  no th r e a t  to  th e  fo r tif ic a tio n s , on ly  
to  W ittin g h au se r’s d au g h te r . The outcom e is p e rv e rse , b u t th e re  is no 
m isu n d e rs tan d in g . The con flic t betw een jea lo u s  f a th e r  and  his 

d a u g h te r ’s su ito r  is c o h e ren t, b u t i t  ta k e s  p lace in  a  m ilitary , a n d  th u s  
in a p p ro p ria te , con tex t.

In  th e  sto rm ing  of th e  cas tle  th e  two s tr a n d s  of p lo t fin d  a 
common focus, becom ing in ex tric ab ly  in te rtw in ed . What w ere p re v io u s ly  
two p a ra lle l s t r a n d s  of p lo t m erge to  form one m ulti-d im ensional sym bolic 

b a ttle . Ronald’s ap p ro ach  to  th e  cas tle  becom es th a t  of C la rissa ’s lover, 

W ittin g h au se r’s defence  of th e  walls th a t  of a  jealous fa th e r , th e  
sto rm ing  of th e  c a s tle  b y  th e  Sw edish arm y Ronald’s ev en tu a l an d  

d is a s tro u s  c o n q u es t of C larissa. In  th e  co n tex t of th e  w ider p a ra lle ls , 

the  Sw edish  ad v an ce  in to  th e  valley  is n o t m erely  an  analogy  to  e v en ts  
in th e  wood, b u t a  symbolic an d  sp a tia l a lleg o ry  of Ronald’s c o n q u e s t of 
C larissa , one in  w hich W ittin g h au se r’s defence  of th e  fo r tific a tio n s  is 

sim ultaneously  h is  p ro tec tio n  of h is  d a u g h te r ’s innocence and  p u r i ty ,  
and  th e  co llapse  of th e  c a s tle ’s defences th e ir  loss®^. Not only  a re  th e  

cas tle  and  lake p re se n te d  as m irro r im ages of each  o th e r. The same can  
be s ta te d  of th e  ac tion  th a t  o c cu rs  th e re . The tw in s tr a n d s  of ac tion  a t  

th e  »zwei P u n k te«  w hich S tif te r  id en tifie s  on th e  open ing  p ag es  of th e  
w ork a lso  a p p e a r  as  m irro r im ages of each  o th e r. They p ro g re s s  in 

co rre sp o n d in g  s te p s  tow ards th e ir  re sp e c tiv e  climaxes. In d eed , th e  p lo t

This symbolism is cem ented a t  th e  end  of th e  Novelle w hen C larissa  
» b ra c h , be ide  Hânde v o r ih re  Augen d riick en d , in  ein w ildes 
S ch luchzen  a u s , dal3 ih r  g a n z e r  Bau d a ru n te r  e rz it te r te «  [315].
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ultim ately  fu se s  to g e th e r  th e  two p laces, p ro je c tin g  th e  sign ificance  of 

one in to  th e  ac tion  of th e  o th e r. I t  does so th ro u g h  th e  f ig u re  of 

C larissa , whose sp a tia l re p re se n ta tio n  as th e  cas tle  re in fo rce s  th e  

sym bolic id e n tity  betw een th e  two »fortresses4C.

Within S t i f te r ’s conscious sym m etry  th e  cas tle  and  fo re s t  a p p ea r 

to  r e v e r s e  ro les. In  a Novelle w hich deals w ith th e  most d e s tru c tiv e  

E uropean  w ar b e fo re  th e  tw en tie th  c e n tu ry  S tif te r  fo cu sses  a tte n tio n  on 

a  sec lu d ed  fo re s t. Not only does th e  cas tle  ad o p t th e  p u re  an d  v irg in a l 
q u a litie s  of th e  fo re s t, b u t th e  lake in  th e  fo re s t  -  no t, as m ight be 

exp ec ted , th e  cas tle  -  becomes th e  c e n tre  of action . The logic of 
S t i f te r ’s n a r ra t iv e  rem inds th e  re a d e r  time an d  time again  th a t  i t  is  th e  
sym bolic fo r t r e s s  in  th e  >Hochwald<K th a t  n eed s  to  be defended , th a t  th e  
re a l th re a t  is posed  by  an  in d iv id u a l Swede in th e  fo re s t  r a th e r  th a n  

th e  arm y o u ts id e . Like th e  c h a ra c te rs  th e  two p laces e ffec tiv e ly  
exchange ro les. The action  th a t  we m ight norm ally expec t a t  th e  castle  
o c c u rs  by  th e  lake, th e  v e ry  p lace w here  th e  dom estic conflic t a t  th e  
ca s tle  should  more a p p ro p ria te ly  be tak in g  place. This tra n s fe re n c e  of 

m eaning betw een th e  two s ite s  cem ents th e  connection  betw een them , 
c re a tin g  a su b tle  sym m etry and  delicate  in te ra c tio n  w ith in  th e  n a rra tiv e . 

Both s tra n d s  of action  a re  rem oved to th e  p laces w here th e y  a re  le a s t 
a p p ro p ria te .

C larissa  does not exp erien ce  ev en ts  a t  th e  castle  as a continuum , 
b u t  c h a r ts  developm ents th ro u g h  th e  te lescope  as  a  s e r ie s  of s ta tic  

im ages. In  th e  lig h t of th is  symbolism th e  five occasions th a t  th e  
s is te r s  climb th e  B lockenfels and  look o u t a t  th e  castle  gain  in 

im portance and  m eaning. And as she  looks fo r  one la s t  time along th e  
v isu a l axis th a t  ru n s  from th e  lake to  th e  cas tle  and  sees th o se  walls 

th a t  had  been  » u n v e rse h rt<  [257], »unverletzt4 : [257], »ganz« [257] and  
» re in«  [276], she  now sees som ething w hich is contam inated  and  su llied , 

» b esch m u tz t mit haBlichen B randflecken<  [309]. She sees h e rse lf . In  
scen es  rem in iscen t of Snow W hite, th e  image th a t  C larissa  o b se rv e s  in  

th is  »seltsam e(s) S chausp ieK  [299] is v e ry  much h e r  own. As sh e  looks 
o u t a t  th e  cas tle  from th e  B lockenstein  she  sees no t only  th e  s ta in s  on 

th e  walls b u t a lso  th e  re flec tio n  of h e r  c o rru p tiv e  pass io n  fo r th e
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Sw edish  p rince : »Auf dem M auerw erke w aren frem d e  schw arze  
Flecken< [305]. She can no lo n g e r see >das ganze V aterhaus^  [257] 

because  a  p a r t  of h e r  h as d e fec ted  and  been  lost. The image th a t  
co n fro n ts  h e r  on h e r  la s t p ilg rim age to  th e  B lockenstein  is th a t  of h e r  

own lo s t p u r ity . The te lescope  -  th e  » w u n d erb are (s) Glas< [257] -  has 
been  tran sfo rm ed  in to  a sym bolic m irror. The tra g e d y  sh e  w itn esses  

from  th e  top  of th e  B lockenstein  is h e r own, fo r  i t  is th e  image of h e r  

own soul th a t  a p p e a rs  in th e  magical »Glas« [305]®^.

T here  is , how ever, one f u r th e r  level of m eaning em bedded in  th e  
id e n titie s  of th e  c h a ra c te rs . W hereas Ronald had  been  in itia lly  

p re s e n te d  in  simple c lo thes, he a p p ea rs  a t  th e  cas tle  »in p rach tv o llen  
Kleidern< [314]. This motif was a lread y  in tro d u ce d  in  th e  fo re s t, w here  

C larissa  also  d is c a rd s  h e r  norm al a ttire :

^C larissa  h a tte  all ih re n  Schm uck u n d  ih re  s ch o n s te n  K leider 
angetanC  [281].

W hereas th e  Sw edish so ld ie rs  a p p e a r  to  re v e re  th e ir  p rin c e  as a  
su p e r io r  being  -  » s tan d en  eh rfu rch tsv o U  v o r  ihm< [314] -  so C larissa  
a p p e a rs  like a  p rin c e ss : »so daB sie wie eine hohe F rau  w ar, die zu 

einem K onigsfest g e fü h r t  w ird< [281]. G regor » fü h lte  s ich  von 
C la rissen s  S chonheit g e d rü c k t und  fa s t  u n te rta n ig <  [281]. S tif te r  

c re a te s  lin k s  betw een C larissa  in  th e  fo re s t  an d  Ronald a t  th e  castle . 
Again we no te  a  tra n s fe re n c e  of m eaning. W hereas Ronald is th e  p rin ce .

With rem ark ab le  su b tle ty  S tif te r  w eaves num erous a n tic ip a to ry  
re fe re n c e s  in to  h is  n a r ra tiv e  ta p e s try . W ittin g h au se r’s pass io n  fo r 
p re d ic tin g  th u n d e rs to rm s  a lludes d ire c tly  to  th is : »0b e r  h eu te  
solche Symptôme an  dem sp ieg e lre in en  Himmel en tdeck teC  [231]. The 
idea th a t  i t  is  C larissa  see ing  h e rse lf  is  p re f ig u re d  no t only  in  th e  
scene w here she  exchanges c lo thes w ith  Jo h an n a  an d  looks a t  h e r  
in  th e  m irro r [259] and  in  th e  way she  tu r n s  th e  te lescope  ro u n d  
as  if i t  is looking a t  h e r  [258] b u t also in  th e  p o r tra y a l of a  lake 
as an  > u n g eh eu e rn  schw arzen  G lasspiegeK  [213] and  »ein 
unheim lich N atu rauge, das mich h ie r  an seh e ...«  [214] -  n o t le a s t a s  
C la rissa ’s p ass io n a te  eyes a re  like th e  lake » tie f schw arze- »Wer sie 
in  d ie se r  N acht g esehen  h a tte , d e r h a tte  b eg riffen , wie denn  d iese 
san fte  ewig ru h ig e  G esta lt zu den tie f schw arzen  lo d e rn d en  A ugen 
gekommen« [279]. The idea  th a t  som ething is being  com m unicated 
back from  th e  castle  is implied in p h ra s e s  like »gegen  
W ittinghausen  sehen , ob es  noch au f seinem  W aldrande schw ebe, 
und  vom V ater h e rü b erg rü B e<  [252] and  »d iese lbe  eine B o tschaft 
w ar immer darinnen< . This tra n s fe re n c e  of m eaning w hich was a lso
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i t  is C larissa  who is d e sc rib ed  most e lab o ra te ly  as  a princess®**. I f  i t  

was Ronald who was o rig in ally  su rp r is e d  -  » b e tre te n , daB eine ganz  

a n d e re  G esta lt gekommen, a ls  e r  e rw arte t<  [282] -  b y  th e  lake i t  is  now 

W ittinghauser who has to  a d ju s t .

In  th is  sen se  th e  p ro u d ly -a tt ire d  f ig u re  c ro s s in g  th e  g ra s s la n d  
to w ard s  th e  walls of th e  cas tle  may be seen  as  C la rissa  -  th e  C la rissa  

who p roceed ed  a c ro ss  th e  meadow to  th e  wall by  th e  lake in  h e r  f in e s t 

c lo thes. On th is  level th e  conflic t a t  th e  cas tle  is betw een  C la rissa  and  
h e r  fa th e r , betw een em erging sexuality  and  p a te rn a l con tro l. The fa lling  
of th e  walls of th e  »V aterhaus«  becomes th e  fu lfilm en t of h e r  s e c re t  

d e s ire  an d  th e  d e s tru c tio n  of th e  W ittinghauser d y n a s ty  th e  p ro d u c t  of 
a  dom estic b u t tim eless d isp u te , a  m anifestation  of th e  g e n e ra tio n  gap  

w hich a fa th e r  is unable  to  reso lve. In  h e r  r id in g  »ungew ohnlich  nahe 
an  die Mauern^: W ittinghauser would see his d a u g h te r ’s a ttem p t to  

d e s tro y  h e rse lf , and  in h is  a ttem p ts  to  w arn  h e r  o ff -  by  th ro w in g  th e  
lance  -  he sac rif ice s  him self. The b reach  of th e  cas tle  walls sym bolises 

th e  d e s tru c tiv e  pow er of sexual passion , th e  dem olition of th e  p a s t  and  
of th o se  v a lu es  th a t had k e p t th e  in h a b ita n ts  safe  and  co n ten t. Seen 
from  th is  p e rsp ec tiv e  th e  b a ttle  becomes an in n e r  conflict: th e  s to rm ing  
of th e  cas tle  re f le c ts  C la rissa ’s overw helm ing u rg e  to  fo rfe it  h e r  own 
innocence, W ittin g h au ser’s cas tin g  of th e  lance a fu tile  g e s tu re  of 
p a re n ta l w ra th  d irec ted  a t  an  e r r a n t  d a u g h te r  whom he has b a n ish e d  to  

th e  fo re s t  to  save h e r  from h e rse lf .

The fin a l c a ta s tro p h e  th e re fo re  a p p e a rs  as a  m u lti-face ted  sym bol, 

th e  cum ulative ex p ress io n  of all those  te n sio n s , u rg e s  and  n eed s  th a t  
come in to  p lay  in  th e  »Hochwald<K itse lf , a  sp a tia l a lleg o ry  in to  w hich th e  

whole realm  of human ex p erience  is p ro je c ted . W ithin th is  a lle g o ry  th e  
cas tle  a p p e a rs  as th e  symbol of hum an p u r ity  w hen co n fro n ted  b y  

em ergen t sexual passion , a  sp a tia l ex p ression  of th e  sp ir itu a l b a tt le  th a t  

was lo st in  th e  fo re s t, u ltim ately  an a lleg o ry  of th e  fall of man. In  th e

seen  in  th e  two s tra n d s  of action  is c h a ra c te r is t ic  of S t i f te r ’s a r t

®** This m otif is also fo reshadow ed: » Johanna b e re d e te  einmal die 
S ch w este r, ih re n  sch o n sten  K leiderschm uck s ich  g eg en se itig  
an zu leg en  -  und  wie sie es g e tan  u n d  n u n  s ich  v o r den S p iegel 
s te llten , so iiberkam  ein le ich tes  Rot die ed len  fe in en  Züge 
C la rissen s  w egen d ie se r  m adchenhaften  Schw ache« [259].
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fic tion  of P er Hochwald th e  T h ir ty  Years War lo ses i ts  h is to r ic a l 
s ign ificance  an d  is red u ced  to  an  image of »L eidenschaft« .

3.9 THE MORALITY OF SPACE

The co n cep t of »L eidenschaft«  is  c e n tra l to  S t i f te r ’s p e rc ep tio n  of 

e th ic s , co u rs in g  th ro u g h  his th e o re tic a l w orks an d  p ro v id in g  th e  most 

re liab le  b asis  fo r th e  moral in te rp re ta tio n  of h is fic tion . In  Der 
Hochwald. as Klaui h as sum m arised, it  is th is  p ass io n  th a t  lead s  to  th e  
fin a l d isa s te r:

»Im Hochwald z e rb r ic h t das Leben e in ig e r M enschen an  d e r  
L eidenschaft...D ie  schm erzliche E rfa h ru n g , d a ss  L e id e n sc h a ft 
n ic h t zum Leben, so n d e rn  zum Tod fü h r t ,  g ib t S t i f te r  die 
Ü b erzeu g u n g , dass  ein allm ahliches W achsen, wie e s  s ich  in  
mane hen  V organgen d e r N atur vo llz ieh t, die e inzig  m ogliche 
D aseinsform  des M enschen ist<®®.

»L eidenschaft<  is th e  :^se lbstta tige  U b ero rd n u n g  des n ie d e re n  S tre b e n s  

ü b e r  das hdhere<®®. I t  is  a  m alad justm en t w ith in  th e  p e rso n a lity , a  
s ta te  w h ereby  one qu a lity  -  »ein die a n d e ren  S ee len k ra f te  ü b e rra g e n d e s  

S tre b e n  nach  einem Sinnlichen^C®^ -  p redom inates a t  th e  ex p en se  of th e  
o th e rs . The suprem e reg u la tin g  elem ent is »V ernunft« . Man is 
c o rru p te d  w hen »V ernunft«  is c o n s is te n tly  n e g a te d  by  in fe r io r  qua lities:

»Wenn d e r  Mensch irg e n d  e in e r  B egierde die H e rrsc h a ft 
ü b e r  die V ern u n ft a n fan g s  n u r  zeitw eilig  e in raum t, so 
e rk e n n t e r  noch die H errlich k e it d e r  V ern u n ft an , e r  weiB 
noch, daB se in  Tun v e rw erflich  ist...W enn a b e r  die B eg ierde  
d a u e rn d  die H e rrsch a ft ü b e r  die V ern u n ft e r la n g t, so g e h t 
nach  und  n ach  das U n te rsch e id en  zw ischen  S itte  u n d  F e h le r  
v e r lo re n ,...s ie  (die Seele) i s t  n ich t m ehr fre i, so n d e rn  in  d e r  
H e rrsch a ft d e r  B egierde gefan g en , alle a n d e rn  K râfte  m üssen  
d e r  B egierde d ienen , u n d  d e r  M ensch i s t  lasterhaft^^® .

®® Klaui, op. c it., 37. For d iscu ss io n s  of »L eidenschaft«  see  M üller,
Joachim: A d a lb ert S tifte r. W eltbild u n d  D ichtung Halle, 1956, 102-117, 
an d  Irm sc h e r, Hans D ietrich: A dalbert S tif te r . W irk lich k e its- 
e r fa h ru n g  und  G egenstand liche  D arsteU ung (M unich, 1971), 47-55.

5® Sam tliche W erke. S.W., XIV, 307.
Sam tliche W erke XIV, 307.

5® Sam tliche W erke XVII, 247.
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These a re  p re c ise ly  th e  sym ptom s of C la rissa ’s p ass io n  fo r  Ronald. She 
is  u t te r ly  overcom e by  h e r  d e s ire  fo r  th e  Sw edish  p rin c e , w holly unab le  

to  co n tro l h e rse lf . D uring th e ir  m eeting in th e  fo re s t  e v e ry th in g  e lse  in  

h e r  life re c ed e s  in to  th e  b ack g ro u n d ;

»"o Ronald, ich lie be d ich  ja , ich kann  mir n ic h t he lfen , u n d  
h a t te s t  du ta u se n d  F eh le r, ich  lieb te  d ich  doch -  ich  lie b ’ 
d ich  unerm eBlich, m ehr a ls  V ater und  G eschw ister, m ehr a ls  
mich s e lb s t  und  Allés, m ehr a ls  ich b e g re ife n  k an n ..."«  [289].

H er »V ernunft<  g ives way to  »Leidenschaft4C, sh e  is overw helm ed b y  one 

emotion as  th e  r e s t  of th e  w orld is  re le g a te d  to  insignificance®®. B ut 
»L eidenschaft«  is no t a  p u re ly  sexual phenom enon. I t  o c cu rs  w h en ev er 
man loses co n tro l of him self. I t  am ounts to  th e  fa ilu re  to  r e s t r a in  th a t  

» tig e ra r tig e  Anlage<®®, th a t  an im alistic  u rg e , w hich re s id e s  in  all 
mankind®^. I t  is  th e  fa c t  th a t  i t  is  »unerm eBlich«, »m ehr a ls  (sie) 
b eg re ifen  kann<, »m ehr als...ADes<K, th a t  m akes C la rissa ’s fee lin g s  

c o rru p tiv e  and  d an g ero u s. When th is  p e rso n a l im balance o c cu rs  man 
becomes ego istic , com pletely im m ersed in  h is own su b je c tiv e  w orld  a t  th e  
expense of o th e rs . I t  th e re fo re  c o n s is ts  of a  » riick s ic h ts lo se (s )  
G eltendm achen d e r  e igenen  Eigentiimlichkeit<®^, one in  w hich man, like 
C larissa , fa lls victim  to  »die S te ig e ru n g  d e r e ig en en  S e ligkeit^  [298] an d  
a h e a r t  w hich -  »es s e lb s t  u n sag lich  liebend< [285] -  b eg in s  
» se lb s ts iich tig  zu w erden< [298].

S t i f te r ’s most com prehensive  s ta tem en t on hum an m orality  is  h is  

V orrede to  B unte S te in e . a  th e o re tic a l t r a c t  w ith  w hich he p re fa ce d  th e  
collection of s to rie s  he p u b lish ed  in  1853. In  th is  he id en tifie s  th e  aim 

of h is  w riting  a s  pedagogic; »ein K ornlein G utes zu dem Baue des

®® Ronald’s p assion  is equ ally  o b sessiv e : »"ein  K onigreich w arf ich  weg 
um d iese  K inderllppen; n ic h t J a h re , n ic h t E n tfe rn u n g  k o n n te n  sie  
v e rtilg e n  -  und  n u n  bin ich  h ie r , ab g esch lo ssen  mit d e r  Welt, um 
n ic h ts  a u f  der  g a n zen  E rde b itten d , a ls  wie d e r  um d iese 
K inderlippen"«  [287]. Compare C larissa: »Der ganze Wald, die 
lau sch en d en  A hornen, die g lanzende  S teinw and , s e lb s t Jo h an n a  und  
G regor v e rsa n k e n  um C larissa , wie w esenlose F li tte r , n ic h ts  w ar au f 
d e r Welt, a ls  zwei k lopfende H erzen« [289].

®® Z u v ers ich t. Sam tliche Werke XVIII, 492.
®̂ I t  » s t r e b t  nach  T ierischem , sei es die E rfiillu n g  e in e r 

K orperem pfindung (W ollust), se i es die Gewalt o d e r die 
A lleingeltendm achung (H e rrsc h su c h t, E ife rsu ch t...)« . Sam tliche Werke 
XVI, 15.

®2 ibid.
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Ewig en b e izu trag en «  [V,9-10]®^. B ut th e  V orrede ex ten d s  beyond  a  p u re
ex p ress io n  of moral in te n t to  a  b ro ad  program m e of a e s th e tic  va lue . The

choice of s u b je c t-m a tte r  fo r  h is  w orks is  n o t random  b u t based  on a 

conscious p rio r itisa tio n . This app lies  to  th e  n a tu ra l  sp h e re , w here he 

co n s id e rs  co n tin u o u s an d  re g u la r  p ro c e sse s  to  be of g re a te r  im portance 
fo r  man -

»Das Wehen d e r  L uft, das Rieseln des W assers, das W achsen 
d e r  G etre ide, das  Wogen des M eeres, d as G rünen  d e r  E rde, 
das Glanzen des Himmels, das Schim m ern d e r  G estirne  h a lte  
ich  f u r  groB...< [V,10]

-  while th o se  elem ental an d  d ra s tic  fo rces  w hich fa sc in a ted  th e  
Romantics fin d  them selves con sig n ed  to  re la tiv e  in sign ificance :

>das p ra c h tig  e in h erz ieh en d e  G ew itter, den Blitz, w elcher 
H âuSer s p s lte t ,  den  S turm , d e r  die B ran d u n g  t r e ib t ;  den 
fe u e rsp e ie n d e n  B erg, das E rd b eb en , w elches L ander 
v e r s c h ü t te t ,  ha lte  ich  n ic h t fu r  groB er a ls  obige 
E rsch e in u n g en , ja  ich  h a lte  sie f u r  k le in e r...«  [V,10].

This is no t to  say  th a t  th e se  a re  in fe rio r  in  an y  way. I t  is  p u re ly  th a t  
th e y  lack th e  g en e ra l re lev an ce  of th e  f i r s t  ca teg o ry , »Die K raft, 
welche die Milch im Topfchen d e r  arm en F rau  em por schw ellen  und  
ü b e rg e h en  m acht, i s t  es au ch , die die Lava in  dem fe u e rsp e ie n d e n  Berg 
em por t r e ib t  und  au f den F lachen  d e r B erge h inab  g le iten  laBt« [V,10]. 
These dram atic  e v en ts  a re  »W irkungen v ie l h o h e re r  G esetze....S ie  kommen 

au f e inze lnen  S te llen  v o r, u n d  sind  die E rg eb n isse  e in se itig e r  

U rsachen«  (V,10J. They th e re fo re  a t t r a c t  th e  a tte n tio n  of th e  ig n o ra n t, 

»w ahrend  d e r  G eisteszug  des F o rsc h e rs  v o rzü g lich  au f d as Ganze und 
Allgemeine g e h t u n d  n u r  in  ihm allein  G roB artigkeit zu e rk e n n en  
verm ag« [V,10],

H aving d ea lt w ith th e  co n cep ts  of »groB< and  »klein« in n a tu re  -  
w hich he re f e r s  to  as  »die auBere N atu re  [V,12] -  S ti f te r  th e n  c re a te s  
analogies w ith  th e  realm  of hum an n a tu re , »die innere<  [V,12], a s s e r t in g  

th a t  h is  view s a re  equally  app licab le  h e re . G rea tn ess  c o n s is ts  n o t of 
th e  e x tra o rd in a ry  and  excep tional b u t of an  e n d u rin g  acknow ledgem ent 
of norm ality  an d  th e  t r u th s  th a t  i t  te ac h e s  u s  -

All p age  re fe re n c e s  to  th e  V orrede to  B unte S te ine  a re  g iven  in 
sq u a re d  b ra c k e ts , p reced ed  b y  th e  in itia l V. T hey a re  tak en  from 
S tif te r , A dalbert: Werke u n d  Briefe. H is to risch -K ritisch e  
G esam tausgabe. H erau sg eg eb en  von A lfred D opoler und  W olfgang 

(S tu ttg a r t ,  B erlin , Cologne, Mainz, 1978-), Volume 2,2.
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»Ein gauzes Leben voll G erech tigkeit, E in fachheit,
B ezw ingung se in e r s e lb s t, V erstandesgem aB heit, W irksam keit 
in  seinem  K reise, B ew underung  des Schonen, v e rb u n d e n  mit 
einem h e ite re n , ge lassen en  S te rb en , ha lte  ich  f iir  
groB< [V,12]

-  while in d iv id u a l a c ts  -

»m achtige B ew egungen d es Gemüts, fu r c h tb a r  
e in h e rro lle n d en  Zorn, die B egier nach  Rache, den 
e n tz ü n d e te n  Geist, d e r  nach  T a tig k e it s t r e b t ,  urareiBt, 
a n d e r t ,  z e r s to r t ,  und  in  d e r  E rreg u n g  o f t das e igene  Leben 
h in w irft, h a lte  ich n ich t f iir  groBer, so n d e rn  f iir  
k le iner...<  [V,12]

-  a re  a lso  devalued  as  » n u r H e rv o rb rin g u n g en  e in ze ln e r u n d  e in se itig e r 

K râfte ..., wie S tiirm e, feu e rsp e ien d e  Berge, E rd b eb en ^  [V,12].

S tif te r  th e n  develops th e  above in to  a  b in d in g  moral code, h is so- 

called  » san fte s  Gesetz<:

»Es g ib t...K râfte , die nach  dem B estehen  d e r  gesam ten  
M enschheit h inw irken , d ie d u rc h  die E in ze lk ra fte  n ic h t 
b e sc h ra n k t w erden  d iirfen , ja  im G egenteil b e sc h râ n k e n d  au f 
sie s e lb e r  w irken . Es i s t  das Gesetz d ie se r  K râfte , das 
Gesetz d e r  G erech tigke it, das Gesetz d e r  S itte , das G esetz, 
das will, daB je d e r  g each te t, g e e h r t u n d  u n g e fâ h rd e t n eb en  
dem a n d e rn  b esteh e , daB e r  seine h d h e re  m enschliche 
L aufbahn  gehen  konne, s ich  Liebe und  B ew underung  se in e r  
M itm enschen e rw erb e , daB e r  a ls  Kleinod g e h iite t w erde, wie 
je d e r  M ensch ein Kleinod f i i r  alle a n d e rn  M enschen 
is t«  [V,194].

I t  is  th is  »S itten g esetz<  w hich form s th e  c en trep ie c e  no t only  of his 
moral ph ilosophy , b u t also  of h is a e s th e tic  program m e. If m orality  is 

conceived  of a s  p re se rv in g  an  equilibrium  -  bo th  w ith in  th e  p e rso n a lity  
and  w ithin  th e  social env ironm ent -  th e n  h is  m ost basic  c re a tiv e  im pulse 

is to  p o r tr a y  th o se  people and  fo rces  who c o n tr ib u te  to  th is  g en e ra l 

balance. This is S t i f te r ’s moral law, fo r him »das G esetz des R echtes 

un d  d e r  S itte<  [V,195]®**. I t  c o n s ti tu te s  a re je c tio n  of th e  »viel h o h e re r  
Gesetze<: of in d iv id u a l passion .

®** Compare H ahn’s ea r ly  defin ition  of »Leidenschaft< : »Die
Leiden sc h a f te n  s ind  g e rad e  das Regellose, das U ngese tz liche , das 
F reie  und  Wilde, das vom M enschen s e lb s t  G eschaffene. Es i s t  die 
H ybris des M enschen, die n u r  sich  se lb s t b e frie d ig e n  will. Die 
L e id en sch a ft su c h t eine fa lsch  v e rs ta n d e n e  F re ih e it zu allem und  
jedem  zu gew innen und  lo c k e rt so alle B indungen  an  das 
Ü berindividueU e«. Hahn, Karl J; A dalbert S tif te r . Religioses 
BewuBtsein und  D ich terisches Werk (Halle, 1938), 221.
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In  th e  V orrede to  Bunte S teine S tif te r  p re s e n ts  one model m ember 

of society . T his is th e  s c ie n tis t  who a p p a re n tly  makes p o in tle ss  

o b se rv a tio n s  a t  re g u la r  in te rv a ls  o v e r a  p e rio d  of years:

»Wenn e in  Mann d u rc h  J a h re  h in d u rc h  die M agnetnadel, 
d e ren  e ine S p itze  immer nach  Norden w eist, ta g ta g lich  zu 
fe s tg e s e tz te n  S tu n d en  b eo b ach te te  u n d  sich  die 
V eran d e ru n g en , wie die Nadel bald m ehr bald  w en ig er k la r  
nach  N orden zeig t, in  einem Buche a u fsc h rie b e , so w urde  
bestim m t ein  U n k u n d ig er d ieses  B eginnen f iir  e in  k le ines 
u n d  f iir  S p ie le re i ansehen ...<  [V,10].

However th e re  may be h idden  sign ificance  in  th is  a p p a re n t tr iv ia lity . I f  
i t  t r a n s p ire s  th a t  o th e r  s c ie n tis ts  have been  ta k in g  sim ilar m easurem ents 
in o th e r  p a r ts  of th e  globe, an d  th a t  th e  collation of all th e  d a ta  re v e a ls  
id en tifiab le  p a t te rn s , th e n  i t  becomes possib le  no t only  to  p e rce iv e  

ind iv idua l e v e n ts  b u t also th e  u n d e rly in g  laws. While each  sc ie n tis t  c an  
on ly  c o n tr ib u te  »ein Kdrnlein«, th e  s c ie n tis ts  a s  a  body look beyond  th e  
w orld of ind iv id u a l phenom ena to  th e  u n iv e rsa lly  valid  »Gesetze<.

This is p re c ise ly  w hat S ti f te r  hopes to  do in  his c re a tiv e  w orks.
He can n o t hope to  change th e  w orld, no r can he hope to  p e rce iv e  o r 
p re s e n t  »das Ganze und Allgemeine^ [V,10]. However he is ab le  to  
d ep ic t »gew ohnliche M enschen« [V,9] in  a  w ay th a t  po in ts  away from 
excep tionality  to  those  g en era l laws w hich u n d e rlie  re a lity , and  th u s  to  
rev ea l th e  h id d en  sign ificance  of th e  a p p a re n tly  triv ia l.

A lthough th e  V orrede to  B unte S te ine  may be said  to  be a  
p redom inan tly  e th ica l tra c t ,  con ta in ing  a  m oralistic  a e s th e tic  program m e, 
th e  language  c o n s is te n tly  d e riv e s  from th e  d e sc rip tio n  of space. S ti f te r  

d is tin g u ish es  betw een  in n e r  and  o u te r  n a tu re . Those p r iv a te  an d  

p e rso n a l u rg e s  w hich ru n  c o u n te r  to  th e  n eed s  of th e  community a re  

no t -  as  m ight be expected  -  term ed  bad , b u t  »klein<; th a t  moral q u a lity  
w hich sac rif ice s  ind iv idua l d e s ire  fo r  th e  sak e  of th e  social whole is 

called »groB«®^. These two te rm s rin g  o u t th ro u g h o u t th e  e ssay .
Sim ilarly th e  e a r lie r  term  »L eidenschaft«  is rep laced  by th e  notion of 

»E inseitigkeit« , po in ting  to  th a t  psycholog ical im balance w hich th e

®® The V orrede was w ritten  in  re sp o n se  to  H ebbel’s critic ism  th a t  
S tif te r  was unaw are  of »das GroBe^.
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su b o rd in a tio n  of »V ernunft<  produces®®. O ther sp a tia l a t t r ib u te s  gain  

moral s ig n ifican ce  th ro u g h  th e ir  re p e a te d  u se  w ith in  th e  tr a c t .  Even 

th e  model member of society , th e  sc ie n tis t, is  an  ex p lo re r of space  

c h a r tin g  th e  d irec tio n  of m agnetic fie lds.

So while th e  co n ten t of th e  V orrede h as  little  connection  w ith 

space , i ts  lan g u ag e  does. I t  a p p e a rs  th a t  w hen S tif te r  tu r n s  h is  mind 

to  m orality , he th in k s  of space®^. This is b y  no means th e  on ly  

ev idence  of su ch  an  association , S t i f te r ’s u se  of »groB« an d  »klein< as 

moral term inology sp an s  th re e  decades. »Die groBen T aten d e r  M enschen 

s in d  n ich t die, welche larm en, obgleich zuw eilen die W under des 
A ugenblicks, z, B. p lo tzhche A ufopferung , H ingebung u n d  d e rg le ich e n  

groB sein  kdnnen; a b e r  in d e r  Regel sind  die E in g ebungen  von  A ffekten , 
die eben  so g u t und  so g ar m eistens Schw ache se in  kdnnen; das GroBe 
g e sch ieh t so sch lich t, wie das R ieseln des W assers, das FlieBen d e r  L uft, 
das W achsen des G etre ides -  darum  is t  irg e n d  eine H elden ta t u n en d lich  
le ic h te r  und  au ch  of t e r  da, a ls  ein ganzes Leben voll S e lb stb ezw in g u n g , 
u n sch e in b a re n  Reichtum  und  fre u d ig e n  S te rb en ^ , he w rote in  1847®®. 
Sim ilar view s and  term inology inform  th e  e ssa y  Aus dem B av risch en  
Walde w hich he w rote sh o rtly  before  h is d e a th  -

»Und wie e in d rin g lic h e r und  e rw eck en d er w irk t es e r s t ,  
w enn man irg e n d  ein  Ding zum G egenstande  se in e r 
B e trach tu n g , o d e r w issen sch aftlich en  F o rsch u n g  m acht, se i 
es  das Leben d e r  Himmelsglocke mit ih re n  F a r ben  u n d  
Wolken, o d e r sei es das Leben m ancher T ie rg a ttu n g , o d e r  
se ien  es n u r  die v e ra c h te te n  Moose, die mit ih re n  
v e rsch ie d e n en  B lattchen  o d e r den d ü n n s te n  goldenen 
S eiden faden  den S tein  iiberk le iden .
Da ze ig t s ich  im K leinsten die GroBe d e r  Allmacht<®®

®® Compare: »Wer a b e r  in  se in e r  A rm ut n u r  eine L e b e n sk ra ft e in sp a n n t, 
um n u r  eine einzige F o rd e ru n g  zu s tillen , etw a g a r  die des 
H ungers, d e r  is t  f iir  s ich  se lb e r  in e in e r  e in se itig en  u n d  k lag lichen  
V erriick u n g , und  e r  v e rd irb t  die, die um ihn  sind«. Der 
Hag.es.toIZi Werke und B riefe . 1, 6, 122.

®̂ Compare Sw ales, Martin: »L itanei und  L ee rs te lle . Zur M odern itat 
A d albert S tiftersC . In  A dalbert S t i f te r - I n s t i tu t  des L andes 
O b e ro s te rre ich  V ie r te lia h re s sc h r if t 36, 1987, 71-82, 73.

®® A lbum blatt f i ir  das Album des F re ifra u le in s  Emilia von S ch lech ta . 
Sam tliche Werke XVII, 214.

®® Sam tliche Werke XV, 328. Compare also »Es g ib t n ic h ts  GroBes u n d
n ich ts  Kleines. Der Bau des d u rc h  M enschenaugen kaum s ich tlich en  
T ierch en s is t  b ew u n d ern sw ert und  unerm eBlich groB, die e in fache  
R undung  des S iriu s i s t  klein: d e r  A bstand  d e r  Teilchen e in es  
S to ffes u n d  ih re  g eg en se itig e  S te llung  u n d  B ew egung k an n  in 
H insich t ih re s  D urchm essers so groB se in  a ls  d e r A bstand  d e r



—  114 —

-  while in th e  V orrede to  Bunte S te in e . as in  all of S t i f te r ’s th e o re tic a l 

w ritin g s , moral g row th  and  d eg en era tio n  a re  re p e a te d ly  d e sc rib e d  in 

te rm s of v e rtic a l space:

»Die K unst i s t  mir ein so Hohes u n d  E rh ab en es , sie i s t  
m ir...nach  d e r  Religion das Hochste au f E rden«  [V,9]; >so 
sanken  die einzelnen  E rsch e in u n g en  immer t ie fe r , u n d  es 
e rh o b  sich  das Gesetz immer hoher<  [V,12]; »weil d as Ganze 
h d h er s te h t  a ls  d e r  Teil, weil das Gute groB er i s t  a ls d e r  
Tod< [V,14]; »Wie es mit dem A u fw artss te ig en  des 
m enschlichen G eschlechtes is t ,  so is t  e s  au ch  mit seinem 
A bw artsste igen . U n te rg eh en d en  V olkern v e rsch w in d e t 
z u e r s t  das MaB< [V,15]^®.

Spatia l term inology no t only  dom inates th e  ex p ress io n  of e th ic s  in  
S ti f te r ’s fic tion  -  »Vor d e r F e s tig k e it  d e r  P flich t, wie s in k t  je d e s  a n d e re  
Ding d e r E rde zu S chanden  n iederH  exclaims A u g u stin iu s  
c h a ra c te r is tic a lly  in  Die Manne H eines Û rg ro B v a te rs *̂ -  b u t  a lso  g a in s  in  
prom inence w h e rev e r co n se rv a tiv e  moral v a lu es  a re  ex p re ssed  d u rin g  
th e  period . R u stan ’s conclud ing  speech  in  G rillp a rz e r’s Der Traum  Ein 
L eben . a  sp eech  w hich along with S t i f te r ’s V orrede h as  o ften  b een  seen  
a s  th e  seminal s ta tem en t of B iederm eier e th ic s , a lso  b e a rs  w itn ess  to  th e  
connection  -

>Breit es au s  mit deinen  S trah len ,
S e n k  es  t ie f  in  jed e  B rust:
Eines n u r  i s t  Gluck hieniedenj 
E ins des In n e rn  s tillen  F ried en  
Und die sc h u ld b e fre ite  B rust!
Und die GroBe i s t  g e fah rlich  
Und d e r  Ruhm ein leeres  Spiel..

H im m elskorper von e in an d er. Wir M enschen heiBen das u n s  
V erg le ichbare  das von u n s  E rre ich b a re  k lein  -  d as A ndere groB; 
a b e r  n ic h ts  i s t  u n s  vdlUg v e rg le ic h b a r  o d e r e r re ic h b a r , u n d  allés 
is t  groB, o d e r lib e r  allés kdnnen  w ir mit b e sc h ra n k te n  A ugen 
v e rg le ich en  u n d  ric h te n , und  dann  i s t  u n s  n ic h ts  w ichtig  u n d  groB 
als w ir -  das A ndere is t  n u r  da. Gott h a t  das Wort groB u n d  klein 
n ich t, f iir  ih n  is t  es n u r  das Richtige<. Sam tliche Werke XVIII, 206.

Similarly: »so w erde  ich mich v e rg eb lich  bem lihen, Hohes u n d  
Schdnes d a r z u s t e l l e n <  [V,9]; »wenn so g a r d e r  e inzelne  o d e r ganze 
G esch lech ter f iir  R echt u n d  S itte  u n te rg e g a n g e n  s in d «  [V,14]. 
Compare a lso  »AuBer d e r immer s te ig en d e n  G enuBsucht, die u n s  von 
e in an d e r a b so n d e rt, f u r  das Geraeinwohl unem pfind lich  m acht und  
u n s in  H absuch t und  W eichlichkeit stiirzU  s in d  noch a n d e re  Zeichen 
v o rh an d en , die zeigen, daB w ir u n s  a u f  dem Wege zum U ngllicke 
und  Verfalle  befinden ...E ines d e r  t r a u r ig s te n  Zeichen i s t  die 
Abnahme und  das Versinken  d e r  Religion^. S.W. XVI, 121.

Quoted in  Blackall, op. c it., 167.
Lines 2648-54. G rillparzer, F ranz: Sam tliche W erke. h e ra u sg e g e b e n  

von A u g u st S au er, fo r tg e f lih r t  von Reinhold Backmann. (Vienna,
1916 - ) ,  I, V, 135-6.
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-  so th a t  an  im plicit, p ro b ab ly  unconsc ious link  betw een sp ace  an d  

co n se rv a tiv e  e th ic s  can  be leg itim ately  p o sited . Space, i t  m ight be said , 

no t only  defines a moral parad igm  in  S t i f te r ’s V o rred e ; i t  a lso  p ro v id es  

th e  im agery of m orality  in B iederm eier th o u g h t an d  fic tion . T his is 
p rec ise ly  w hat we saw in th e  p o r tra y a l of Ronald. S pa tia l norm s 

co rre sp o n d  to  e th ica l norm s, sp a tia l anomaly to  m oral a b e rra tio n .

The connection  betw een sp ace  an d  m orality  th a t  we h ave  seen  in 

Der Hochwald and  Die Schw arze Sn inne th e re fo re  form s p a r t  of a  w ider 

con tex t. In  b o th  Novellen fixed sp ace  comes to  in c o rp o ra te  m oral value, 

while th e  d e s tru c tio n  of th e  lan d scap e  eq u a te s  w ith  im m orality, sp a tia l 
anomaly becomes ev idence  of moral dev iance  and  p a ss io n a te  
»E inseitigkeit<  becomes com pletely »spaceless«^®.

Given i ts  conserva tism , i t  is  no s u rp r is e  to  fin d  th e  notion  of time 
g iven  a p rom inen t ro le in S t i f te r ’s V orrede to  B unte S te in e . His moral 
code has a  p u rp o se , th e  p e rp e tu a tio n  of hum an ex istence . The fo rces  
beh ind  th e  » san fte s  GesetzC a re  th o se  w hich >nach dem B es teh en  d e r 
gesam ten M enschheit h inw irken , die d u rch  die E in ze lk ra fte  n ic h t 
b e sc h ra n k t w erden  d iirfen , ja  im G egenteil b e sc h ra n k e n d  a u f  sie se lb e r 
einw irken< [V,12]. I t  is a  law »das will, daB je d e r  g e ac h te t, g e e h r t  und  

u n g e fâ h rd e t neben  dem a n d e rn  bestehe^  daB e r  se in e  h d h e re  m enschliche 

L aufbahn  gehen  kdnne,...daB  e r  a ls  Kleinod g e h iite t w erde«  [V,13]. J u s t  

as th e  n a tu ra l s c ie n tis t  is no t d is tra c te d  by  th e  excep tional b u t 

co n ce rn s  him self w ith »das Ganze u n d  A llgem eine..., weil es a lle in  das 

W elterhaltende  ist<  [V,10], so th e  hum an s c ie n tis t  alw ays re c o g n ise s  th e  

gen tle  law »weil es  das e inzige Allgemeine, das e inzige  E rh a lten d e  und 
nie E ndende  ist<  [V,13]. The » san f te s  G esetz^ is  »so wie das d e r  N atur 

das w e lte rh a lten d e  is t , das m en sch en erh a lten d e^  [V,15], an d  a s  su ch  

p ro v id es  th o se  fo rce s  w hich su s ta in  life; » s ich e rn  den  B estand  des  Einen 
u n d  d a d u rc h  den  Aller< [V,12].

Like C la rissa ’s »V erheiB ungsbogen, d e r  so schdn  schim m ert u n d  den 
man nie e rre ic h e n  kann< [220]. Compare a lso  »ein Herz, groB er als 
die ganze Welt, miisse man sey n  mit e in e r  L iebe, die ohne G renzen 
is t, -  ich  habe es  mir g e su c h t, es e rk a n n t  -  u n d  n u n  la sse  mich 
tau ch en  in den A bgrund , Seel um Seele, Herz um H erz, daB r in g s  
keine Welt sey , n ic h t einmal die S te rn e r . Die Mappe Meines 
U rgroB vaters S.W.IV, 133.
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Not on ly  is th e  p e rp e tu a tio n  of ex is ten ce  th e  aim of th is  law. All 
th e  examples of moral g re a tn e s s  a re  a sso c ia ted  w ith ex tended  form s of 

time. The n a tu ra l  paradigm s all ex is t o v e r a  p ro longed  period . T hey 
them selves p o sse ss  »Bestand4C. They a re  n o t e v e n ts  b u t g ra d u a l or 

c o n s is te n t p ro c e sses  -  th e  b reeze  which blow s e v e ry  day , th e  w a te rs  
w hich flow c o n s ta n tly  : the p lan ts  w hich grow  e v e ry  s p r in g , th e  sun  

w hich r is e s  e v e ry  m orning and  th e  s ta r s  w hich alw ays sh in e  a t  n ig h t. 
Sim ilarly th e  hum an model is also  a sso c ia ted  w ith  p ro tra c te d  p e rio d s  of 

time. I t  is »ein ganzes Leben voll G e rech tig k e it^  and  »ein gan zes  L eben 

voll S e lb stbezw ingung^  which S tif te r  re v e re s ,  th e  s c ie n tis t  who co llects  

d a ta  a t  th e  same time each  day  > d u rch  J a h r e  hindurch<(. »B estand<, th e  

p e rp e tu a tio n  of ex istence, is g u a ra n tee d  b y  th o se  Mn U nzahl 

w ied erk eh ren d en  H andlungen d e r  M enschen, in  denen  d ie ses  G esetz am 
s ic h e rs te n  a ls  S ch w erp u n k t lieg t, weil d iese  H andlungen die d a u e rn d en , 

die g rü n d e n d e n  s in d , gleichsam  die M illionen W urzelfasern  des Baumes 
des Lebens< [V,14].

If »Bestandee is th e  c e n tra l co n cep t of a  m orality  w hich see s  i ts  
ju s tific a tio n  in  p re se rv in g  hum an ex isten ce , th e  »A ugenblick^ p ro v id e s  
i ts  logical a n tith e s is . For S tif te r  th o se  e v e n ts  which do n o t c o n tr ib u te  
to »Bestand4( a re  no t ro u tin e , do no t form  p a r t  of n a tu ra l p ro c e sse s  o r 

re g u la r  seq u en ces . They a re  random , d ra s tic , su d d en , u n p re d ic ta b le  

o ccu rren ces: lig h tn in g , sto rm s, e a r th q u a k e s . All of th e se  a re  
u n co n n ec ted  ep iso d es  w hich »kommen a u f e inze lnen  S tellen  vor<  [V,10].
In  th e  human w orld i t  is th e  m om entary ac tio n  -  »W under des 
A ugenblicks« [V,14] su ch  as »m achtige B ew egungen des Gemüts, 

f u r c h tb a r  e in h erro llen d en  Zorn, die B eg ier nach  Rache, den  e n tz ü n d e te n  

G eist, d e r nach  T a tig k e it s t r e b t ,  umreiBt, a n d e r t ,  z e r s to r t ,  u n d  in  d e r  
E rre g u n g  o ft das eigene Leben hinwirft<% [V,12] -  which th e  V orrede 

r e je c ts  in fav o u r of >Bestand«.

S t i f te r ’s moral code th e re fo re  p o sse sse s  a  b road  chronolog ical 
b asis , seeing  m orality  as  th e  prom otion of » das M enschenerha7tende« 

th ro u g h  re g u la r  and  con tinuous a c tiv ity , im m orality as a  d is ru p tio n  of 
»B estand« th ro u g h  man’s su d d en  and  m om entary exploits. In  th is  
r e s p e c t  S t i f te r ’s V orrede to  B unte S te ine  can  be seen  as  a  tre a t is e  on 

time w ithin w hich h is co n cep ts  of »GroB« an d  »Klein< em erge as 
chronological va lues. If m orality  becomes »Bestand4: an d  im m orality 

^ d is ru p tio n s , th e n  »das GroBeS, in S t i f te r ’s in v e rs io n , is e ffec tiv e ly  * d as
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LangeS and  »das KleineS its  opposite , »das K urzfris tigeS . Moral 

g re a tn e s s  fo s te rs  perm anence and  evolu tion , moral w eakness lead s  to  

d e s tru c tio n  and  revo lu tion . In  a t r a c t  ab o u t m orality  an d  time S t i f te r ’s 

im agery d e riv e s  from th e  realm  of space , a  connection  w hich can n o t be 
unex p ec ted  g iven  the  g en era lly  sp a tia l co n cep tu a lisa tio n  of time in  

German c u ltu re  and  th e  fundam ental conserva tism  of S t i f te r ’s th o u g h t. 
Time, space  an d  m orality  become one in ex tricab le  them atic  complex in  

S t i f te r ’s V orrede .

If S t i f te r ’s w orks of th e  1840s g en era lly  p re s e n t  »B estand«  -  »in 

den  ”S tu d ien ”...is t  ein warmes Gefiihl, i s t  S ittlich k e it, i s t  m enschlich  
d a u e rn d es  Benehmen<^^ -  Der Hochwald deals n o t only  w ith  w ar b u t  w ith  

th e  d e s tru c tio n  g e n e ra te d  by  hum an passion . I t  p re s e n ts  th e  re v e r s e  
side  of th is  law,, w ith %hç se lfish  upgp pf .sçxual passipn, Ipading n p t tp  » 
p e rcep tio n  of an y  laws b y  th e  c h a ra c te rs , b u t to  u ltim ate ex tin c tio n . In  

a  w ork in w hich th e  p o rtra y a l of space p o sse sse s  qu ite  d is tin c t  

chronological o v e rto n es  -  th e  s i s t e r ’s experience  a  »Heimwehgefiihl nach  
d e r  V ergangenheit«  [298-9] in a  fo re s t  w here  »all ih r  f r ü h e r  Leben is t  
abgeschnitten4( [250] -  th e  moral tone  also p rev a ils . The d e v as ta tio n  
th a t  re s u lts  from  C larissa’s n eg lec t of h e r f a th e r ’s adv ice  cu lm inates in 

th e  sack ing  of th e  castle .

As in  th e  Die Schw arze S n in n e . w here th e  co n fro n ta tio n  betw een  
old and  new is ac ted  o u t no t only  in  th e  mind of th e  G odm other b u t  in  
th e  lan d scap e  w ith its  old and  new b u ild in g s , Der Hochwald p re s e n ts  a  

lan d scap e  in  which »Bestand< and  tra d itio n  -  in  th e  form of th e  

»V aterhaus«  -  fall victim  to  th e  tra n s ie n c e  an d  »E inse itigke it«  of sexual 

d esire . A lthough it  is le ss  c lea rly  defined  th a n  in G o tthelf’s Novelle, th e  
sp a tia l p ro c e ss  in  Der Hochwald re f le c ts  a  chronological ten s io n  th a t  h as 

i ts  roo ts  in  S t i f te r ’s » san fte s  Gesetz«.

The logic of both  Die Schw arze Soinne and  S t i f te r ’s Novelle is  th e  

same. Im m orality, how ever it may be conceived , is p u n ish ed . The new 

cas tle  and  new house in G otthelf’s leg en d s do n o t en d u re . In  Der 
Hochwald th e  cas tle  does no t su rv iv e  th e  in tru s io n  of »L eidenschaft< , 

while G regor rem oves all t ra c e s  of th e  s i s te r s ’ invasion  of th e  fo re s t. 
G otthelf’s Calvinism may have little  in  common w ith S t i f te r ’s » sa n f te s  
Gesetz« b u t th e  conviction ex p re ssed  in th e  V orrede to  B unte S te in e  -

■̂4 S tifte r: Sam tliche W erke. XVIII, 48.
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th a t  im m orality has no »B estand« -  is  confirm ed b y  th e  sym bolism  of 

bo th  S t i f te r ’s cas tle  and  Gtotthelf’s new b u ild in g s .

This in  tu rn  p ro v id es  a  v ita l c lue to  th e  s ig n ifican ce  of sp ace  in 

th e  fic tion  of th e  time in  general. If  im m orality has no »B estand«  it 

leaves no tra c e  of itse lf in  th e  lan d scap e . By c o n tra s t  th e  r e s u l ts  of 
moral ac tion  a re  en d u rin g  an d  th e re fo re  form  p e rm an en t fe a tu re s  of 

space . Given th is  logic th e  p h y sica l w orld  becomes a  cum ulative  

ex p ress io n  of an  e th ical p a s t, a  p e rm an en t, se lf-re n ew in g  an d  s e lf -  

p u rify in g  monument to  la s tin g  v a lu es  -  in  s h o r t  th e  sym bol of 

»Bestand<.

And as a  moral symbol i t  th e re fo re  fu n c tio n s  as  a  parad igm , 
em bodying all of those  e th ica l qua litie s  th a t  most of th e  c h a ra c te rs  in  
G otthelf’s an d  S ti f te r ’s re sp e c tiv e  le g en d s  re je c t . I t  is  fo r  th is  re a so n  
th a t  space  fu n c tio n s  as a  moral norm. The lan d scap es  p re s e n te d  a t  th e  
b eg in n in g s  of bo th  G otthelf’s and  S t i f te r ’s Novellen em body moral v a lues 
a s  the  n a r ra to r  com bines th e  tw in -  a n d  u ltim ate ly  id en tica l -  ro le s  of 

g u id e  to  th e  landscape and  moral m entor.

I f  th e  co n ten t of th e  V orrede to  B unte  S teine c a s ts  l ig h t on th e  
s ig n ificance  of space and  time in  th e se  Novellen, i ts  form al s t r u c tu r e  
also  po in ts  to  a  fu r th e r  level of symbolism. For in  th is  t r a c t  th e re  is 
a lso  a  s t r ic t  u n d e rly in g  sym m etry betw een  th e  realm s of p h y sica l n a tu re  

and  of hum an n a tu re . This sym m etry  e x ten d s  no t only  to  p a ra lle l lines 
of a rg u m en t in re la tion  to  th e  two s p h e re s  of n a tu re  -  S ti f te r  d e fin es  
w hat is »gro0« and »klein« f ir s t ly  in  th e  n a tu ra l  w orld be fo re  following 

p rec ise ly  th e  same p ro ced u re  fo r  th e  realm  of man -  b u t  a lso  to  th e  
lan g u ag e  and  sy n tax  of in d iv id u a l s e n te n c e s . »So wie es in  d e r  auB eren 

N atu r is t, so is t  es auch  in d e r  in n e re n , in  d e r  des m ensch lichen  
G eschlechtes<  [V,12], a  them e w hich ru n s  th ro u g h o u t h is  logic. The 

sen ten ce  »ha lte  ich n ich t fiir  groB er..., ja  ich  h a lte  sie f iir  
k le iner...<  [V,10] occu rs  no t only  in  re la tio n  to  »auBere Nature: b u t 

alm ost v e rba tim  in th e  section  on man.

»So wie< is th e  p rin c ip le  w hich lin k s  th is  form ally m ost p e r fe c t  

th e o re tic a l s ta tem en t w ith th e  space  an d  ac tion  of Der Hochwald ®̂. Here

®̂ »So wie in  d e r N atur die allgem einen G esetze s till u n d  u n au fh o rlich  
w irken , u n d  das Auffallige n u r  e ine  e inzelne  AuBerung d ie se r
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too it is a com parison of »innen< an d  »auBen«, »d rinnen<  an d  »drauB en«, 

w hich p ro v id es  th e  them atic  co n tin u ity . »So wie< is th e  g u id in g  

p rin c ip le  of th e  two sym m etrical s t r a n d s  of plot: w h a tev e r h ap p en s  

o ccu rs  bo th  in  th e  fo re s t  >so wie<K a t  th e  c as tle , a s  th e  a lleg o ry  

»outside<  keep s pace w ith th e  re a lity  »inside< , an d  th e  c o n c re te  re a lity  

a c ts  as a  sp a tia l m etaphor fo r C la rissa ’s s p ir i tu a l  b a ttle . The aw aren ess  

of bo th  » innen« and  »auBen< becomes a  m oral a tt i tu d e , th e  v e ry  

p e rsp e c tiv e  advoca ted  by  G regor, S t i f te r ’s spokesm an in th e  Novelle. I t  

is  when c h a ra c te rs  lose s ig h t of th is  »DrauBen< -  Ronald, » v e rg e ssen d  

se in e r  s e lb s t und  se in e r  U m gebung« [287] a c te d  »als gâbe es g a r  kein 
DrauBen< [290] -  th a t  th e y  lose s ig h t of th e  moral law, a re  consum ed by  

se lfish  »L eidenschaft«  and  b rin g  d e s tru c tio n  upon  th e  w orld. A p h y sica l 
3>Innen4( c o rre sp o n d s  to » Inn igkeit<  and  »Innerlichkeit4 :, to  th e  w orld of 

th e  »Ich<. Involvem ent w ith  space -  a s  in  farm ing  -  com pensates fo r 
th e  d a n g e rs  of overw een ing  in d iv id u a lity , allow ing all of m an’s facu ltie s  

to  develop in  harmony^®. The fa ilu re  to  p e rc e iv e  th e  »DrauBen< in  space 
c o rre sp o n d s  to an  o b session  w ith th e  se lf a t  th e  expense  of e v e ry th in g  
else , in o th e r  w ords to  th a t  p reo ccu p a tio n  w ith  o n e’s own 
»E igentüm lichkeit«  th a t  S tif te r  term s ^L eidenschaft^ .

C onverse ly  th a t  sim ultaneous aw aren ess  of bo th  an  » innen«  and  an  
»auBen« w hich is ce leb ra ted  bo th  by  G regor an d  in  th e  V orrede to  B unte 

S teine h as a  sym bolic moral dim ension. A w areness of space  in ad d itio n  

to  th e  self o ffe rs  an  an tid o te  to  »L eidenschaft« , p ro v id in g  bo th  a  moral 

paradigm  and  a  d is tra c tio n  from  m an’s d e s tru c tiv e  in tro sp e c tio n . The 
fa ilu re  to  p e rce iv e  a  sp a tia l »DrauBen« c o rre la te s  w ith  human 
»E inseitigkeit« .

This in  tu r n  po in ts  back to  th e  s ig n ifican ce  of S t i f te r ’s dom inant 
sp a tia l model in  th e  1840s -  th a t  of two sim ilar locations. The c h a ra c te r

G esetze is t ,  so w irk t das S itten g e se tz  s till u n d  see len b eleb en d  
d u rc h  den  u n en d lichen  V erk eh r d e r  M enschen, u n d  die W under des 
A ugenblickes bei v o rg efa llen en  T aten  s in d  n u r  k leine Merkmale 
d ie se r allgem einen K raft. So is t  d ieses  Gtesetz, so wie das d e r  N atur 
das w e lte rh a lten d e  is t , das m en schenerhaltende<  [V,14-5]; »Wie in 
d e r G eschichte d e r N atur die A nsich ten  ü b e r  das GroBe sich  s te ts  
g e â n d e r t haben , so is t  es au ch  in d e r  s ittlic h e n  G eschichte d e r  
M enschen^ [V,15].

®̂ Compare: »Ich meine, du so lls t ein L an d w irt se in , wie es au ch  die 
a lten  Romer g e rn e  gew esen sind , die r e c h t  g u t gewuBt hab en , wie 
man es an fan g en  soli, daB alle K râfte  r e c h t  u n d  gleichmâBig 
a n g e re g t w erden^. Der H agestolz. Werke u n d  B rie fe , 1, 6, 124.
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co nste lla tions and  d esc rip tio n  of th e  two s ite s  in  w orks like  B e rg k ris ta ll 
convey  th a t  v e ry  same sym m etry w hich p erm eated  bo th  th e  action , sp ace  

and  c h a ra c te r isa tio n  in  Der Hochwald and  th e  form  an d  logic of th e  

V orrede to B unte S te in e . In  each  of th e se  Novellen th e re  is  a  nominal 
»Drinnen< and  »DrauBen< -  th e  two locations. In  each  case  th e  

re la tio n sh ip  betw een them  is a  »so wie<; in  B e rg k ris ta ll th e re  is a  va lley  

on each side of th e  r id g e , a  v illage in  each  of th e  va lley s  and  a  

su ccessfu l businessm an  in  each  of th ese . S tif te r , un like  Ronald, is 

alw ays aw are of two locations and  th is  p a r t ic u la r  balance, th e  p o r tra y a l 

of bo th  an  >innen< and  an  »auBen<, can be seen  as a  sym bolic s ta tem en t 

of m orality  -  th e  con tex t a g a in s t w hich th e  »L eidenschaft<  of th e  p lo t is 
m easured , an  equ ilib rium  in  whose lig h t th e  > E inseitigkeit<  of th e  

c h a ra c te rs  may be ju d g e d . U ltim ately th e  sym m etry  of sp ace  re f le c ts  
th a t  moral equ ilib rium  of p e rso n a lity  in  w hich >V erhunft<  prom otes 
» s ittlich e  O rganisierung«^^, k eep s  in d iv id u a l p a ss io n s  in  check  an d  does 
n o t su b o rd in a te  a p e rso n a l o r  social whole to  th e  in d iv id u a l com ponent.

3.10 THE LEGENDS

The assoc ia tion  betw een space and  m orality  in  Der Hochwald is 

cem ented in th re e  leg en d s  which G regor re la te s  d u rin g  th e  s i s te r s ’ s ta y  

in th e  fo re s t. These fo lk - ta le s , w hich all r e fe r  to  e v e n ts  from  th e  
d is ta n t p a s t, a re  u ltim ately  ra tio n a lised  an d  d isc re d ite d  by  G regor, th e ir  

n a r ra to r . N ev erth eless  -  like th e  leg en d s  in  Die Schw arze S n inne  -  
th e y  do form an  in te g ra l p a r t  of th e  fic tion , ga in ing  th e ir  s ig n ifican ce  
p a r tly  from th e ir  s tra te g ic  in tro d u c tio n  sh o r tly  b e fo re  Ronald’s in tru s io n  

and  p a r tly  from  th e  re fle c tio n s  th e y  c a s t  in  o th e r  p a r ts  of th e  work. 

S t i f te r ’s » san fte  s G esetz« p lay s  no p a r t  in  th e se  m yths, th e  u n d e rly in g  
s p ir i t  being  f a r  c lo ser to  G otthelf’s Calvinism.

On th e  in itia l jo u rn e y  to  th e  lake G regor n a r ra te s  th e  m yth of th e  
a sp e n - tre e , whose leaves c o n s ta n tly  trem ble  ev en  w hen th e re  is  no w ind.

Sam tliche W erke. XVII, 248.
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C larissa  a sk s  him; »warum denn  g e ra d e  d ie se r  Baum nie zu e in e r  Ruhe 

g e langen  konne« [247]. The old man g iv es  th e  following answ er;

>als noch d e r  H err au f E rden  w andelte , s ich  alle Baume v o r 
ihm b eu g ten , n u r  die Espe n ich t, darum  w urde  sie g e s t r a f t  
mit ew iger U nruhe, daB sie  bei jedem  W indhauche e r s c h r ic k t  
und  e r z i t te r t ,  wie je n e r  ew iger Ju d e , d e r  nie ra s te n  k an n , 
so daB die Enkel u n d  U renkel je n e s  ü b e rm ü tig en  Baumes in 
alle Welt g e s tr e u t  s in d , e in  z ag h a ft G eschlecht, ewig 
bebend...4: [245].

Again, two form s of sp a tia l abnorm ality  c h a ra c te r is e  th e  a s p e n - t r e e ’s 

su p p o sed  g o d lessn ess . In itia lly  it  re fu se d  to  acknow ledge God by  

re fu s in g  to  bow down, th u s  s e tt in g  its e lf  a p a r t  from all o th e r  tre e s . 

S u b se q u en tly  i ts  leaves w ere condem ned to  q u iv e r  e te rn a lly , even  when 
o th e r  t re e s  a re  m otionless. Crime an d  p u n ish m en t fo r  th e  t r e e ’s 

su p p o sed  g o d le ssn ess  a re  form s of sp a tia l abnorm ality . D eviance in 

space  becomes th e  ex p ress io n  of a  moral dev iance.

The second  legend  -  w hich G regor re la te s  beside  th e  lake  -  te lls  
of th e  »Heidenwand4C, th e  name g iven  to  th e  ro ck  beh ind  th e  s i s te r s ’ 

house. In  th e  d is ta n t p a s t  nobody e v e r  came in to  th e  fo re s t because  
th e y  saw it  as bew itched. When som ebody did e n te r  th is  fo rb id d en  
te r r i to r y  i t  was a  king tak in g  re fu g e  from a n  enemy:

>"Vor v ie len  h u n d e r t  und  h u n d e r t  J a h re n  h a t ein 
h e id n isch e r Konig au s  S achsen , d e r  v o r dem frommen K aiser 
Karl floh, s ich  und seine Schatze  in d iese  Felsen 
v e rg ra b e n " «  [265],

Again we fin d  a  co rre la tio n  betw een  g o d le ssn ess  and  sp a tia l dev iance, 

w ith  th e  h ea th en  king  being  th e  on ly  p e rso n  to  e n te r  th e  fo re s t .  On 
h is death  he h id es  his t r e a s u r e  in a  cave in  th is  »v erw u n sch en e  g rau e  

S teinw and« [265]. He c a s ts  a  spell on th e  ro ck  w h ereb y  th is  cave 

rem ains in v is ib le  -  »daB man w eder Tor noch E ingang sehen  

kann«  [265] -  on all b u t one day  of th e  year:

» n u r w ahrend  d e r P assio n sze it, so lange  in irg e n d  e in e r  
K irche d e r  C h ris te n h e it noch ein  W ortlein davon ge lesen  
w ird , s teh e n  sie offen  -  da mag je d e r  h in e ingehen  u n d  
nehm en, was e r  will; a b e r  i s t  die Zeit um, dann  sch liessen  
sie sich  u n d  b ehalten  Jed en  inn en , d e r  sie versaum t«  [265].

Some y e a rs  la te r  a  man climbs up to  th e  cave  to  s tea l th e  tre a s u re . 

Again th e  man is godless -  »ein Mann, d e r...v ie l F luchens u n d  a rg e  
Werke trieb<  [265]. Again, un like  e v e ry b o d y  e lse , he v e n tu re s  in to  the
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fo re s t  to  th e  rock; indeed , he does so a t  a  time w hen e v e ry  good 
C h ris tian  is in  c h u rch  -  »am K arfre itag , a ls  alle C h ris ten  v o r  dem Grabe 

des  H errn  beteten<  [265]. In  h is  g re e d  th e  > u n se lig e r V ater^ [266] is 

t ra p p e d  in s id e  th e  cave while h is  son, an  » u n sch u ld ig  Kind« [265], 

rem ains o u ts id e  and  is  sp a red . Both h ea th en  k ing  an d  g o d less  fa th e r  

in tru d e  in to  th e  fo re s t  w hen th e y  shou ld  be o u ts id e , ag a in  re in fo rc in g  
th e  link  betw een e th ic s  and  space.

These two leg en d s c a s t re fle c tio n s  in  th e  main action  of th e  

Novelle. The u t te r ly  re s t le s s  Ronald who re fu se s  to  accep t God’s moral 
law is like th e  leaves of th e  a s p e n - tre e . The a ttem p t to  b reak  in to  th e  

cave  and  s te a l th e  »Schatze« c o rre sp o n d s  to  Ronald’s in tru s io n  in to  th e  

fo re s t  in  h is  q u e s t fo r Clarissa^®. However, a f te r  th e  m eeting in  th e  

fo re s t  i t  is C larissa  who is condem ned to  »ew iger Unruhe<^®.

The th ird  legend , on th e  o th e r  h an d , can  be app lied  to  all of th e  

c h a ra c te rs  in  th e  fo re s t. This te lls  of th e  follow ers of th re e  fo re ig n  
k in g s  who also p e n e tra te  th e  fo re s t:

>da geschah  es, dass  d re i M anner zu dem See g e rie ten , u n d  
im Mutwill v e rsu c h te n , F ische  zu fan g en .«  [266].

The »MutwilK in th is  » u ra lte n  H eidenzeit<  [266] cu lm inates in  th e  

b reakdow n of all spa tia l norm s. The t r o u t  swim in to  th e ir  h an d s, 
o ffe rin g  to  be cau g h t. However w hen th e y  t r y  to  f r y  th e  fish , th e se  
become > lu s tig e r und lu s tig e r«  [266] in  th e  pan  -

»und  au f einmal e n ts ta n d  ein  S au sen  und  ein  B rau sen  in 
den Baumen, dass  sie m einten, d e r  Wald falle zusam m en, und  
d e r  See ra u sc h te , als w are Wind a u f  ihm, u n d  doch r i ih r te  
sich  kein  Zweig u n d  keine Welle, u n d  am Himmel s ta n d  keine 
Wolke« [267]

-  upon  which th e  in tr u d e r s  h e a r  th e  m urm uring  »es s in d  n ic h t alle zu 

Hause -  zu Hause< [267] and  th ro w  th e  fish  back  in to  th e  w ater. Calm

®̂ In d eed , th e  image may be more spec ific , w ith »Schatze«  re fe r r in g  
d ire c tly  to C la rissa ’s innocence. Compare H eine’s R ham psenit:

3>Ich bin keine  s ta rk e  P fo rte  
Und ich hab  n ic h t w id e rs tan d en ,
S ch â tzeh ü ten d  d iese  N acht
Kara ein S ch a tz le in  mir abhanden .<

Heine, Heinrich: Werke -  B riefw echsel -  L eb en szeu g n isse .
S ak u la rau sg ab e . (Berlin, 1979-), Volume 3, 9.

^C larissa  w ar n ich t m ehr ru h ig <  [296] a lth o u g h  »die a lte  Ruhe w ar
w ieder ü b e r  dem Walde« [296].
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is  re s to re d , b u t th e  men re p o r t  back  to th e ir  k in g s  who im m ediately 
leave th e  area . N either th e  s is te r s  no r Ronald a re  »zu Hause« an d  i t  is  

th is  th a t  b r in g s  ab o u t th e  fina l c a ta s tro p h e .

D iscred ited  th o u g h  th e y  may be, th e se  leg en d s  re in fo rce  th e  

^R aum gefühK  e s ta b lish e d  in  th e  main action , cem enting in  p a r tic u la r  an  
a sso c ia tio n  betw een in tru s io n  and  immorality th a t  was seen  m ost v iv id ly  

in  Die Schw arze S n in n e . an d  th u s  th e  connection  betw een space  an d  

e th ic s  in  genera l. In  th e ir  eq u ation  of g o d le ssn ess  and  th e  b reakdow n  

of p h y s ica l norm s, th e y  also  confirm  a connection  which was seen  in  th e  

f ig u re s  of Ronald an d  th e  hun tsm an  and  s p id e rs  in G otthe lf 's  Novelle®°.

3.11 PERCEPTION AND SEEING

In  th e  open ing  of Der Hochwald S tif te r  scan s  his eye o v e r h is 

hom eland b e fo re  focusing  in on th e  tw in scen es  of th e  action . The 
p o r t r a i t  of th e  lan d scap e  is alm ost exclusively  v isual. For th e  
»Augen-mensch<K S tif te r  sound  is g en era lly  absent®^. The a u th o r  
im plores th e  re a d e r  to  o b serv e  as  v ision becomes th e  p rin c ip a l medium 

of com m unication w ith in  th e  work®^. The same app lies  to  th e  c h a ra c te rs .

®® F or more on th e  motif of in tru s io n  in S t i f te r ’s S tu d ien  in g en e ra l 
an d  Der Hochwald in  p a r tic u la r , see H ertling , G iin ter, H: 
»G renziibergang  u n d  R aum verletzung: Zur Z entra lthem atik  in  
A d albert S tif te rs  '’S tud ien"^ . In  V ie r te lla h re s sc h r if t  des A d a lb ert 
S t i f te r - In s t i tu ts  des Landes O b ero ste rre ich  (16, 1967), 61-77, and  
Irm sch e r, op. cit.

®̂ T u n n e r, E rika: »Zum Sehen G eboren, Zum S chauen  B estellt.
Reflexionen z u r  A ugensym bolik in S tif te rs  S tu d ien C In  E tu d es  
G erm aniques (Ju ly -S ep tem b er 1985), 336: » S tif te r  w ar in  hohem Mal3e 
e in  A ugen-M ensch«. Compare also  S ch n e id er, F ranz: »Sehen und  
Sein  bei S tif te r^ . In  A dalbert S t i f te r - In s t i tu t  des Landes 
O b e ro s te rre ic h  V ie r te lla h re s sc h r if t  (1955, 4) 15-31, 17. Also »Indem  
so die L an d sch a ft von ih re r  F a rb ig k e it leb t, fa llt es, b e so n d e rs  in 
einem V ergleich mit E ichendorff, au f, dafl in ih r  so g u t wie niem als 
L aute  w ahrgenom m en w erden ...S o  is t  es beze ichnend , dafi S t i f te r  die 
Welt f a s t  ausschlieB lich  mit dem Auge aufnimmt. Die Atmos p h a re  
b e s te h t f u r  ih n  a ls  Bild, n ich t...a ls  Wind o d e r das Gefühl d e r  
Sonnenw arm e, a ls  G eruch o d e r a ls Klang«. W olbrandt, op. c it., 43-4.

®2 So ty p ica lly : »Dann w ende den  Blick au ch  n o rd w arts ...U n d  n u n ,
lie b e r W anderer, w enn du d ich  s a t t  g e seh en  h a s t, so gehe je tz t  mit 
mir zwei J a h rh u n d e r te  zu riick ...«  [217].
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G regor show s  th e  s is te r s  th e  w onders of n a tu re , ex h o rtin g  them  to  look 
w ith a  p re fa to ry  »Sehet«  o r »Schauet«®®. Seeing becomes th e  m eans of 

ed u ca tio n , th e  co n cre te  world th e  so u rce  of know ledge, w ith  G regor 

te llin g  h is  c h a rg es  » Ih r  w erdet, wenn Ih r  la n g e r  h ie r b le ib t, schon  au ch  

e t was le rn en , denn  E ure Augen s in d  schon  und  klug< [243]. The motif 

of o b se rv a tio n  fin d s  its  culm ination in  th e  re p e a te d  u se  of th e  te lescope  

on th e  Blockenfels®^, Even lis ten in g  a p p e a rs  to  be a  v isu a l p ro c e ss  in 

Der Hochwald:

^C larissa  mit halb  geoffnetem  Munde, atem los, mit g e sp a n n te n
d ü rs te n d e n  A ugen h o rch te  hin< [314].

Life in th e  fo re s t  is  fo r bo th  s is te r s  an d  re a d e rs  a p ro c e ss  of 
see ing . E v e ry th in g  in  th is  p u re  and  moral w orld is v is ib le  if one knows 

how to  look. Sim ilarly, e v e ry th in g  ou tside  can  be seen , if on ly  w ith th e  
a id  of a  te lescope. The c h a ra c te rs  a re  alw ays v isib le . G regor is 

d e sc rib e d  as being  » b e re its  alien  Augen s ich tb a r<  [237], W ittinghauser 
a s  »eine d e r  w enigen damais noch s ic h tb a re n  F ig u ren  des a b g e b lü h te n  
R itte rtum s«  [225] on th e ir  in itia l a p p ea ran ces  in  th e  Novelle.

However th e re  is a  dram atic  re v e rsa l in  th e  second  h a lf of the  

Novelle w hen, th ro u g h  a  com bination of fa c to rs , th e  pow er of s ig h t  loses 
i ts  e ffec tiv en ess . From th e  p o in t of Ronald’s in tru s io n  in to  th e  fo re s t  

v isu a l p e rcep tio n  b eg ins to  b re a k  down, u ltim ate ly  becom ing one cause  
of th e  final d isa s te r .

Ronald in itia lly  s ign ifies  h is  p re sen ce  th ro u g h  th e  sh o o tin g  of th e  

eagle, a  b ird  th a t  th e  s is te r s  had  c h a ra c te r is tic a lly  been  o b se rv in g  o v e r 
th e  lake®®. In  th is  one dram atic  moment th a t  fa c u lty  on w hich th e  

s is te r s  had become so d ep en d en t su d d en ly  loses i ts  power. G rego r

®® > "seh t,"  sag te  e r , "das is t  das Ziel u n s e re r  Reise, u n d  w ir m iissen 
h e u te  noch fa s t  bis au f zwei D rittel g eg en  seine  S cheidelin ie  
h in au f..,d ie  Sonne n e ig t s ich  d e r  Wand zu , und  w ir m iissen 
w eiter.«  [242]; »denn seh t, ich habe mir immer m ehr u n d  m ehr ein 
g u te s  Gewissen aus dem Walde heim getragen«  [243]; » seh t, in  e in e r  
F e lsen ritz e  g ed u ck t, o ft in  Eis und  Schnee g e fro re n , i ib e rd a u e r t  
d ieses  z e rb rech lich e  Wesen den h a rte n  W inter des Waldes, und  
e r le b t  dann  seinen  v e rsp ro c h e n e n  F riih lin g "c  [299-300]. Compare 
T u n n er, E rika, op. c it., 337.

®'* For S ti f te r ’s u se  of te lesco p es  see G illespie, op. c it., and  Selge, 
M artin: A d albert S tifte r: Poesie au s  dem G eist d e r  
N a tu rw issen sch a ften . (S tu t tg a r t ,  1976) 22-36.

®® »Der Geier w ar noch immer in d e r  L uft s ic h tb a r«  [266].
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» sch au te  s t a r  re  n Auges h in iib e r, a ls  wollte e r  die h a r te  Wand 

durchbohren<K [269]. But he sees  nothing:

» "S eh t ih r  etw as?", f l i is te r te  Johanna  mit z it te rn d e r  Stimme. 
"Nein", an tw o rte te  d e r J a g e r , -  "d e r SchuB kam d o r t  von  
den  Stammen, die von d e r  See wand g eb ro ch en  sind  u n d  am 
U fer liegen , a b e r  ich  sehe  Niemanden"< [269]®®.

From th is  p o in t onw ards e v e ry th in g  changes. W hereas b e fo re  
e v e ry th in g  in  th e  fo re s t had been  v isib le , now » n ich ts  w ar d o r t  

e rs ich tlich «  [270]. »Nicht das g e r in g s te  Zeichen eines M enschen w urde  

s ic h tb a r^  [270] th e  n a r ra to r  re i te ra te s ,  em phasising  th e  s u d d e n  

tran sfo rm a tio n . In deed , i t  em erges th a t  Ronald has been  in  th e  fo re s t  
fo r some d a y s , concealing him self am idst th e  ro c k s  and  b u sh es .

When he does announce him self d ire c tly  to  C larissa , he  is  again  
u n seen , s in g in g  a song outsiide th e  house in th e  d a rk n e ss . In d eed , th is  

was th e  v e ry  song th a t  had  in itia lly  ap p ea red  a s  » In se lsp itze n  e in e r 
u n te rg e su n k e n e n  Melodies [219], a lso  su g g e s tin g  som ething in v is ib le  and  
p rom pting  Jo h a n n a ’s complaint:

»Ein Lied muO bei mir lieb und  hell se in , wie d e r h e u tig e  
Tag, kein  Wolkchen, so w eit du schauen  magst<K [220].

FoDowing R onald’s d e p a r tu re  fo r th e  castle , c louds o b scu re  v isu a l 

p e rc ep tio n  -

»zu ih r e r  U nruhe d a u e r te  schon die V ersch le ie ru n g  d es 
Himmels iib e r v ie rzeh n  Tage, so da6 man n ich t g egen  
W ittinghausen  sehen  konnte<  [302]

-  an d  w hen th e  sk y  does c lear, th e  s is te r s  r e tu r n  w ith th e  te lesco p e  to  

th e  B lockenstein . However, th e y  s till can n o t see  th e  cas tle  b ecau se  a 
sing le  small c loud, th e  on ly  cloud in th e  sk y , is h id ing  it:

»end lich  e rk la r te  sich  das Ratsel: wenn auch  n ich t am 
g an zen  Himmel, so lag doch an  dem fe rn e n  W aldessaume ein  
k le in es  Wolklein g e rad e  da, wo sie das V aterhaus seh en  
sollten ...N och d re i, noch v ie rmal sahen  sie d u rc h  das R ohr, 
a b e r  ohne Erfolg< [304]®^.

®® The su d d e n n e ss  of th is  reca lls  th e  scene in B e rg k ris ta ll w here  
S anna, h av in g  said  »Ja, K onrads some s ix teen  tim es, s u d d e n ly  
in te r r u p t s  h e r  sequence.

®̂ The motif of seek ing  is re p e a te d ly  asso c ia ted  w ith Ronald. He does 
n o t know w here h is m other is , as  he te lls  C larissa  tw ice [288, 294]. 
N e ith er does he know w here C larissa  is: »ich su ch te  e u e r  SchloG, es 
i s t  b e d ro h t, ih r  seid  g e flü c h te t, Niemand weil3 w ohin ....ich  su c h te  
G reg o r’s H utte , e r  is t  n ic h t da« [283]. C larissa  p lays th e  song
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The motif of o b scu rin g  reach es  a  climax d u r in g  th e  s to rm in g  of th e  
castle . Not on ly  does a cloud of smoke h an g  o v e r th e  c a s tle , b u t w ithin 

th e  walls its e lf  no th ing  can be seen  -  »Rauch, dal) kein  A n tlitz  au f d re i 

S c h rit te n  e rk e n n b a r  war< [314] -  a s  th e  arm y  sto rm s th e  cas tle .

B ecause th e y  can no lo n g e r see, lite ra lly  o r  sym bolically , 
c h a ra c te rs  lose th e ir  sen se  of space. In  a  moment of 

»V erb lendung^ [314] W ittinghauser th ro w s h is  lance  a t  th e  d is ta n t  

Ronald, unab le  to  ap p rec ia te  th a t  h is  ta r g e t  is  h o p e less ly  o u t of ran g e . 

In  h is c razed  fu r y  he, like Ronald, » s tr e b t  n ach  U n e rre ich b a rem ^  [272]. 

C larissa , overw helm ed by  sexual d e s ire  fo r  Ronald, n eed s  he lp  to  find  a 

b ench  to  s it on. The th ie f in  th e  second leg en d  -  > d iesen  h a tte  d e r 
hose Geist g eb lende t«  [265] -  does no t see th e  cave  d o o rs  c losing .

The e n try  of »L eidenschaft<  in to  th e  p u re  w orld  of th e  fo re s t  is 
th e re fo re  a sso c ia ted  w ith a  p ro g re s s iv e  b reak d o w n  of v isu a l p e rcep tio n . 
In v is ib ility  is assoc ia ted  w ith th e  fo rces  of im m orality w ith in  th e  Novelle, 
a s  if the  c h a ra c te rs  a re  b linded  by  evil. The moral w orld  of th e  fo re s t
is a  v is ib le  world. In  th e  fic tion  of Der Hochwald p e rc e p tio n  an d
m orality  co rre la te .

Again th is  association  f in d s  s tro n g  echoes in  th e  V orrede  to  B unte 
S te in e . Here S tif te r  a p p ea rs  to  have found  a  new w ay of see in g . »Wir 
wollen das san fte  Gesetz zu e rb lick en  su ch e n , w odurch  d as m enschliche 
G esch lech t g e le ite t w ird« [V,12], he a s s e r ts .  He looks back  on those  

tim es when m ank ind 's  » g e istig es  Auge von d e r  W issenschaft noch n ich t 
b e r i ih r t  war< [V ,ll] , when man was fa sc in a te d  by  th o se  »augenfallige<  

phenom ena w hich »reiBen den Blick des U n k u n d ig en  u n d  

U naufm erksam en...an  sich< [V,10] and  ad v o ca te s  >de(n) Blick au f den  
Zusammenhang< [V,12]. M orality is le a rn in g  to  see. In  th is  m atu re  

e th ica l s ta tem en t, e ffec tive  see ing  goes h an d  in  han d  w ith  a  moral

Ronald com posed -  again  »man wufite n ic h t w oher« [260]. The motif
also lin k s  him with C larissa; she  is p re s e n te d  as  » su ch e n d  e inen  
F rem den, u n d  su chend  die S te ig e ru n g  d e r  e ig en en  Seligkeit<  [298]. 
In  th e  opening  d e sc rip tio n  she  is p re s e n te d  as  looking  fo r 
p a p e rs  [218], a  fo rew arn in g  of w hat is to  come. At th e  time of th e  
b a ttle  C larissa  canno t find  th e  cas tle  w ith  th e  te lesco p e . This 
sp a tia l d iso rien ta tio n  comes to  c o rre la te  w ith  a loss  of moral 
d irec tion . In  th is  sen se  G reg o r's  ro le  as  gu ide  assu m es sym bolic 
m eaning.
Compare Der H agestolz; V ictor does n o t know  w here  to  fin d  game to  
shoot. The rec lu se  rep les; »Du w irs t sch o n  fin d en , n u r  mu8 man das 
S uchen  v e rs teh en ^ . Werke und  B riefe . 1, 6, 111.
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p e rsp ec tiv e . In  Der Hochwald th e  b reakdow n  of v ision  co incides w ith 
moral deg en era tio n . Im m orality may th e re fo re  g en e ra lly  be sa id  to  

m anifest itse lf  in a fa ilu re  of v isu a l p e rcep tio n .

We have a lre ad y  seen  th e  logic beh ind  th is . If  » L e idenschaft«  is 

»das riick s ich ts lo se  G eltendm achen d e r  e ig en en  Eigentümlichkeit<®® th e n  

v ision , th e  p e rcep tio n  of space, is  b o th  th e  p ro p h y la c tic  an d  th e ra p y  -  
p ro v id in g  a h ea lth y  d is tra c tio n  from  th e  d a n g e rs  of e g o c e n tr ic ity  and  

co u n te rb a lan c in g  th e  »E inseitigkeit<  of hum an passion . S pace d raw s th e  
in d iv id u a l o u t of him self and  le ad s  him aw ay from  p o ten tia l excesses. 

P ercep tio n  of space, th e  »Draufien«, allows c h a ra c te r s  to  develop  in  
harm ony w ith them selves and  th e  com m unities th e y  live w ith in  -  to  tu r n  

away from th e  d a n g e rs  of th is  immoral »E igentiim lichkeit«  th ro u g h  

contem plation of th e  moral norm s th a t  th e  lan d scap e  em bodies. Seeing , 
th e  p e rcep tio n  of »Dinge<, becom es a moral a c t, ev idence  of a  w illingness 

to  su b o rd in a te  th e  se lf  to  th e  com m unity, th e  p a r t  to th e  whole. V isual 
»W ahr-nehm en« becomes assim ilation  to  th e  > san fte s  G esetz«, th is  
p e rcep tio n  of a  »Drau6en« in S t i f te r ’s fic tion  p ro v id in g  co nclusive  
ev idence th a t  a  c h a ra c te r  is n o t » le id en sch aftlich « . C onverse ly  
c h a ra c te rs  canno t see  because th e y  a re  im m ersed in  them selves. T h e ir 
in ab ility  to p e rce iv e  -  p a r tic u la r ly  to  a p p re c ia te  a  sp a tia l context®® -  
in d ica tes  a  moral b lin d n ess  w hich n e g a te s  »Bestand4( and  u ltim ate ly  lead s  

to  death . I t  is  th is  symbolic logic th a t  m akes v ision  su ch  a p o te n t motif 
in  S t i f te r ’s w orks. The v isu a l d e sc r ip tio n s  th a t  beg in  no t on ly  Die 

Schw arze Sninne and  Der Hochwald b u t m any w orks of th e  p e rio d  may 
be seen  as an  in v ita tio n  to con tem plate  moral norm s. Those s h if ts  in 
p e rsp ec tiv e  th a t  have  fa sc in a ted  m any re c e n t S ti f te r  c r i t ic s  th e re fo re  

p o sse ss  a moral dim ension.

®® Sam tliche Werke XVI, 15.
®® Compare »C larissa , sch a u t n ic h t so s c h re c k h a f t  au f e inen  P u n k t

h inaus!^ [306]; » ab er in  d e r  GroBe d e r  Welt u n d  des Waldes w ar d e r  
Turm se lb s t n u r  ein P u n k t. Von K riegsgetiim m el w ard  man g a r  
n ich ts  inne , u n d  n u r  die lach e ln d e  sc hone Ruhe s ta n d  am Himmel 
und  iib e r d e r  ganzen  Einode< [306].
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3.12 CONCLUSION

In  th e ir  re c e n t s tu d y  of S t i f te r ’s w orks M artin an d  E rik a  Swales 
ag ree  th a t  Der Hochwald can  be view ed as  »a m oralistic  fa te - t r a g e d y  in 

which p ass io n  is  p u n ish ed  as a  Fall from  Graced®®. C larissa  id e n tif ie s  

h e r  own g u ilt, d e sc rib in g  h e rse lf  as  » s iin d h a ft v e rg e s se n d  m einen V ater, 

meine M utter, m einen Gott< [286]. U ltim ately sh e  re g a rd s  h e rs e lf  as 

cu lpab le  fo r  th e  d eath  of h e r  fa th e r  an d  b ro th e r:

>"Und ich", r ie f  C larissa  z u riic k s in k en d , "w ar es , ich , die
V ater u n d  B ru d e r e rsch lag en ."<  [315]®^.

And y e t th e  above s tu d y  is also  r ig h t  to  conclude  th a t  th e  two lo v e rs

a re  no t m orally  qopdemned®^. Qp ono pcqasion G regor ^ c t p ^ l l y .................
legitim ises C la rissa ’s love fo r  Ronald: »"es i s t  in  dem G anzen ke in  Arg; 
denn  es i s t  so d e r Wille G ottes -  darum  w ird  d e r  M ensch V ater und  
M utter v e rla sse n , und  dem Weibe an h an g e n  -  es is t  schon so N a tu r -  

b e ru h ig e t euch  nu r"<  [290]®®. The notion th a t  e v e ry th in g  » s teh e  in 
G ottes Hand< is e x p re ssed  re p e a te d ly  th ro u g h o u t th e  work®^. So 
w hereas e v en ts  sometimes seem to  be th e  r e s u l t  of hum an vo lition , th e  
final d is a s te r  th e  p ro d u c t of g u ilt, th e  logic is  s im ultaneously  
d e te rm in is tic  w ith  th e  p e rv e rse  hand  of F ate  in te rv e n in g  an d  g iv ing  th e  
p lo t a p p a re n tly  a b su rd  tw ists: »War es V erhangn is, das s ich  e rfü lle n  
muBte?<K [314], B runo a sk s  of th e  d is a s te r  a t  th e  castle?  In  th e ir  s tu d y  
M artin and  E rika  Swales have seen  th is  f lu c tu a tio n  as ev idence  of a 

^concep tua l u n c e r ta in ty ^  w ith in  Der Hochwald®®.

®® M artin and  E rika  Swales op. c it., 57.
®̂ The c h a ra c te rs  in  Der Hochwald a re  g en e ra lly  aw are of th e ir

o b lig a tio n s , a  g e n e ra l p resu m p tio n  th a t  th e y  a re  re sp o n sib le  fo r 
th e ir  ac tio n s  u n d e rly in g  th e ir  beh av io u r. »Hat Gott d e r  H err dem 
M enschen groB ere Gaben gegeben ,«  G regor say s , »so f o r d e r t  e r  
auch  m ehr von ihm -  "< [268] while W ittin g h au se r sees  i t  a s  h is 
d u ty  to  p ro te c t h is  d a u g h te rs : »Es g e sch ah ...zu  eurem  S ch u tze , wie 
es ja  Gott zu m einer lieben  v a te r lic h e n  P flich t gem acht« [228].

®̂ Swales, M artin and  Erika; op. c it., 55.
®® Sim ilarly: »"ich  sag e  euch  ja , e s  is t  n ic h ts  g esch eh en , w eil’s zu 

u n v e rn ü n f tig  w are"< [307].
®'̂  252, 253, 307.
®® Swales, M artin and  E rika, op. c it., 54. This s tu d y  has id e n tif ie d

n a rra tiv e  irre so lu tio n  as a  fundam en ta l p rin c ip le  of S t i f te r ’s work. 
Der Hochwald is an  im m ature flaw ed w ork b ecause  th is  ir re so lu tio n  
is n e v e r u ltim ately  re so lv ed  o r  cem ented in to  ^ su s ta in ed
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This u n re so lv ed  ten sio n  betw een  g u ilt an d  fa te  is e lab o ra ted  in  
a n o th e r  work th a t  S tif te r  p u b lish ed  e a r ly  in  th e  1840s. The pream ble to  

Abdias o u tlin es  a v e ry  sim ilar dichotom y. T here  is on th e  one hand  -  

»den  A lten Fatum , fu rc h tb a r  le tz te r ,  s t a r r e r  G rund des G eschehenden , 

iib e r  den  man n ic h t h in a u ss ie h t, u n d  je n s e i ts  d e sse n  au ch  n ic h ts  m ehr 

ist«®®. And y e t

»mag es w eder ein  Fatum geb en , a ls  le tz te  U n v e rn u n ft des 
S eins, noch au ch  w ird  das e inze lne  a u f  u n s  g esen d e t; 
so n d e rn  eine h e itre  B lum enkette  h â n g t d u rc h  die 
U n end lichkeit des Alls u n d  se n d e t ih re n  Schimmer in  die 
H erzen -  die Kette d e r U rsach en  u n d  W irkungen -  u n d  in 
d as H aupt des M enschen w ard  die sch o n s te  d ie se r  Blumen 
gew orden , die V ernunft, das Auge d e r  Seele, die K ette d a ra n  
a n zu k n iip fen  u n d  an  ih r  Blume u n d  Blume, Glied um Glied 
h inab  zu zah len  b is z u le tz t zu je n e r  Hand, in  d e r d as Ende 
ru h t .  Und h ab en  w ir d e re in s te n s  r e c h t  g ezah lt, u n d  konn en  
w ir die Zahliirig übe i’sôhàuèn : dahri v/ird f i i r  u h s  kèirt Zufall 
m ehr e rsch e in e n , so n d e rn  Folgen, kein  U nglück m ehr, 
so n d e rn  n u r  Verschulden^:®^.

Is , th e n , Der Hochwald a  s to ry  of fa te  o r of gu ilt?  Have we been  
able to  co u n t th e se  flow ers, to  id e n tify  a  logic of cau sa lity ?  Is  C larissa  

re sp o n sib le  fo r h e r  ac tions o r is sh e , as a  hum an being , p re d e s tin e d  to  
d e s tro y  h e rse lf , h e r  family and  h e r  lover?  Is  th e  c a s tle ’s sack in g  th e  
p ro d u c t of b lind  fa te , th e  r e s u lt  of a  s e r ie s  of m isu n d e rs tan d in g s  an d  
m is in te rp re ta tio n s  o v e r which th e  c h a ra c te rs  have  no co n tro l?  Or is i t  

th e  self-w illed  ru in  of a  family, C la rissa ’s own sac rifice  of h e r  w orld fo r  
th e  sak e  of rom antic love? In  o rd e r  to  an sw er th is  q u estio n  we need  to  

look a t th e  f ig u re  of G regor.

Those sp a tia l motifs w hich s ig n ify  ev il in  G otthelf’s fic tion  a p p e a r  
in  a  f a r  more am bivalen t lig h t in  Der Hochwald. This eq u iv o ca lity  f in d s  

i ts  focus in G regor. For like Ronald an d  all of th e  evil c h a ra c te rs  in  
Die Schw arze S n in n e . he is u ltim ately  an  in tru d e r .  This 
»W aldsohn« [243] has also found  h is  way in to  th e  fo re s t. The n a r ra to r  

a p p e a rs  bo th  to  ju s t ify  and  ev en  g lo rify  th is  »invasion< in to  th e  

kingdom  of n a tu re  -  »Seinen g anzen  L ebenslau f, se ine  ganze Seele h a tte  

e r  dem Walde n ach g ed ich te t, u n d  paBte u m g ek eh rt auch  w ieder so zu

am bivalence, in to  th e  te n s io n s  of a  c o n s is te n t d ia lectica l 
illum ination^, ib id ., 57.

®® S tif te r : W erke u n d  B riefe . Vol 1, 5, 237-8. 
ib id .
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ihm, daB man s ich  ihn  au f einem a n d e rn  S chaup la tze  g a r  n ic h t d en k en  

k o n n te <  [259] - ,  w hich m akes i t  h a rd  to  condem n Ronald fo r  doing th e  

same.

These lin k s  betw een G regor and  Ronald a re  v e ry  s tro n g , once 

ag a in  u n d e rlin in g  th a t  ^co n cep tu a l u n c e r ta in ty ^  re fe r re d  to  above. I t  

may be Ronald th a t  shoo ts  th e  eagle b u t G regor has a lre ad y  o ffe red  to  

k ill i t  so th a t  th e  s is te r s  can  look a t its  fe a th e rs . If  Ronald is a 

fo re ig n e r  G reg o r’s th o u g h ts  a re  »wie ein se ltsam er a u s la n d isc h e r  
F rüh ling<  [244]. In d eed  Ronald is e ffec tiv e ly  G reg o r’s p ro teg e ; i t  was 

G regor who ac tu a lly  took th e  y o u th fu l Ronald to  th e  lake, in itia tin g  him 
in to  its  s ile n t b eau ties . And i t  is  because  of th is  th a t  Ronald is  ab le  to  

locate C larissa; u ltim ately  G regor leads Ronald to  C larissa. In  in v ad in g  
th e  fo re s t  and  th e n  lead ing  th e  young Sw edish p rin ce  to  i ts  h e a r t , 

G regor s e ts  o ff a  cau sa l chain  in  w hich th e  d ea th  of h is  old f r ie n d  
W ittinghauser is th e  ultim ate re su lt. But i t  is d iff icu lt to  sp eak  of 
»V erschulden<  h e re . Both Ronald and  G regor a re  e ssen tia lly  la te -  
Romantic f ig u re s , th e  la s t  p ro d u c ts  of an  im ag ina tiveness th a t  S ti f te r  
was qu ick ly  sh ed d in g  as  he tu rn e d  more an d  more to w ards th e  co n cre te  
w orld. The w eakness of a  p u re ly  moral in te rp re ta tio n  of Der Hochwald 
lies in  the  fa c t th a t  S t i f te r ’s e th ica l spokesm an has done many of th e  
th in g s  th a t  he a p p e a rs  to  c r itic ise  in  Ronald.

This seq u en ce  of e v en ts  also fin d s  sym bolic re p re se n ta tio n  in  th e  

space  o u ts id e  th e  fo re s t. B runo su d d en ly  and  inexplicab ly  o ffe rs  th e  

following lum bering  exp lanation  fo r th e  d is a s te r  th a t  befell C astle 

W ittinghausen;

»"Ein Wald," b eg an n  e r , "w ar das e ig en tlich e  U nglück. -  
E uer Haus — kein  F in g e r h a tte  es a n g e rü h r t ;  w eit lin k s  
davon soUte d e r  Zug g ehen  -  a b e r Gallas h a tte  Volker 
g e sa n d t, mich au f e ig n es  A nsuchen mit, um in jenem  Wald 
(e r z ieh t sich  re c h ts  von h ie r g egen  das M oldautal ab)
S chanzen  au fzu w erfen , und  den  Feind zu rü ck zu w erfen .
F r ie d b e rg s  u n g lück liche  Bew ohner, die g ra b e n  muBten, 
w erden  ze itleb en s  an  den  Schanzw ald d en k en , u n d  den 
Namen ih re n  Enkeln  u n d  U renkeln  e in p rag en ; denn  e r  w ar 
ih r  und  u n s e r  Unglück"^: [313].

The d e fences in  th e  fo re s t  -  th e  »Waldschanze4: -  have  c lea rly  

been  c o n s tru c te d  to  p ro te c t th e  a rea , indeed  th e  »W aldesschw enkung^ as 

a  whole and  i ts  in h a b ita n ts . B ut th e y  have th e  iron ic  e ffe c t of 
d iv e rtin g  th e  Sw edish arm y d ire c tly  to th e  c as tle , as th e  in v a d e rs
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p u rsu e  th e  Bohemian so ld ie rs  m aking fo r it. G regor too has th is  
p e rv e rs e  im pact. As th e  c h a ra c te r  e n tru s te d  w ith  de fen d in g  th e  fo re s t  

an d  s is te r s ,  he is in a d v e r te n tly  th e  one who lead s  Ronald to  C larissa , 

th e  in v o lu n ta ry  cause  of h e r  be ing  found. Ronald is d iv e rte d  to  th e  

»Hochwald« b y  G regor in  th e  same way as th e  Sw edish arm y ch an g es  its  

co u rse  following th e ir  sk irm ish  in  th e  »Schanzwald<K [313].

G regor, like C larissa , is th e re fo re  also id en tified  w ith  a  p lace 
ou ts id e  th e  »Hochwald«. He is e ffec tiv e ly  th e  »Schanzw ald«. In d eed , 

th e  term  »Schanzwald4: a lludes v e ry  s tro n g ly  to  h is fu n c tio n  in  th e  
Novelle; he is v e ry  much a hum an »Schanze< in  th e  fo re s t, one w hich is 

d esig n ed  to  p ro te c t th e  s is te r s  in rea lity . The fo rced  sym m etry  h e re  

a p p e a rs  to  confirm  th e  p a ra lle ls  betw een th e  two s tra n d s  of th e  p lo t and  

th e  a llego rical s ign ificance  of th e  e v e n ts  a t  th e  castle . At th e  same time 
th e  p h ra se  »"Ein W ald...war das e ig en tlich e  U ngliick« p o in ts  back  to  th e  
m eeting betw een Ronald an d  C larissa  b y  th e  lake, h ig h lig h tin g  th e  chain  
of c au sa lity  th a t  began  a t  th e  »ung liick liche  Waldwiese< [316] an d  
k n ittin g  th e  two th re a d s  of th e  p lo t more tig h tly  to g e th e r .

But th e re  a p p e a rs  to  be no question  of g u ilt h e re . I t  is  an  
»Unglück4(, one of those  ironic tw is ts  of fa te  in  w hich e v e ry th in g  in  th e  
n a r ra tiv e  is re v e rse d . D estiny an d  volition  th e re fo re  in te ra c t  in  a  
c o n s ta n t flow of sh if tin g  dram atic u n c e r ta in ty .

This again  ta k es  us back  to  th e  c e n tra l moral is su e  fo r  th is  

s tu d y . Is  C larissa  g u ilty ?  Once again  th e  q u estio n  is le ft u n an sw ered , 
w ith  two con flic ting  p o ssib ilitie s  being  c a p tu re d  in th e  sym bol of th e  

castle . Should  we, as if th ro u g h  th e  te lescope, see in th e  ca s tle  

C la rissa ’s p u r i ty , th e  contam ination of i ts  walls co rre sp o n d in g  to  th e  

h id d en  g u ilt of man? Or should  we -  as C larissa  does -  lay  th e  

te lesco p e  asid e  and  look again , see ing  no t th e  image of h e r  own g u ilt, 

no t th e  m issing lin k s  in  a  p e rv e rse  chain  of c au sa lity , b u t th e  
»Wiirfel« [305] -  a  dice, th e  u ltim ate symbol of fa te  on th e  edge  of the  

forest®®? Fate  o r gu ilt, dice o r volition -  no an sw er is g iven  an d  th e  
re a d e r  is  le ft to  decide fo r him self. C la rissa ’s »L eidenschaft<  may 

a p p e a r  » s iin d h aft«  [286] in th e  co n tex t of th e  V orrede to  B unte  S teine 
b u t in th e  sh if tin g  lig h t of Der Hochwald i t  also em erges as  th e  re s u l t  

of a  g ro te sq u e  Fate. A Romantic d esire  fo r fulfilm ent, a  v o lu n ta ry  and

®® O ther re fe re n c e s  to  cas tle  a s  »W ürfeK, 256 and  307.
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d e s tru c tiv e  abandonm ent to h e r  own d es tin y  gazes back  a t  C la rissa  in 
th e  form of > der g e lieb te  k leine W ürfeK [305]. The am bivalence th a t  

pe rm eates  th e  whole n a rra tiv e  s t ru c tu re  f in d s  a  common fo cu s  in  th e  

p o r tra y a l of th e  castle , as th e  re a d e r  is in v ite d  to  s i t  back  an d  

a p p re c ia te  th e  r ic h  p o ten tia l of m eaning in  Der Hochwald.

N ev erth e le ss , th e re  is  a  moral dim ension w ith in  Der Hochwald. If 

S t i f te r ’s w ork lack s  th e  co g en t u n eq u iv o ca lity  of Die S chw arze  S o in n e . i t  

does p o sse ss  a  s tra n d  of logic w hich -  while ru n n in g  c o u n te r  to  o th e r  
th re a d s  in  th e  n a rra tiv e  ta p e s try  -  can n e v e r th e le s s  be tra c e d  from 

b eg in n in g  to end . And w ithin th is  s tra n d  th e  Sw edish  ad v an ce  in to  th e  

valley  and  th e  fall of th e  castle  become a  p o te n t a lleg o ry  of th e  im pact 
of p assion  on hum anity . The b a ttle  a t  th e  c a s tle  becom es a 

sp a tia lisa tio n  of man’s Fall, of h is  su p e rb ia , th e  model fo r  w hich o ccu rs  

in  th e  so litude  of th e  fo res t.

The lan d scap e  th a t  S tif te r  lay s  o u t b e fo re  th e  r e a d e r  in  th e  
open ing  two c h a p te rs  of Der Hochweild th e re fo re  g a in s  its  s ig n ifican ce  

re tro sp e c tiv e ly  from th e  action  of th e  in te rn a l narrative®®. I t  p o sse sse s , 
beyond  its  geo g rap h ica l v a lid ity , a  concep tua l dim ension. I t  is  on th e  
one hand  a moral landscape, a  symbolic and  sp a tia l re p re s e n ta t io n  of th e  
Novelle’s two moral poles -  g u ilt and  innocence. The v isu a l ax is th a t  

ru n s  betw een lake and  cas tle  encom passes th e  whole of th e  moral 

sp ec tru m  -  a  d ialectic  fro zen  in  space. In  th e  lake we see  e te rn a l 

p u r ity , in th e  » ze rfa liénés AuBenwerk« [215] of th e  f o r t r e s s  th e  
c rum bling  of C la rissa ’s defences -  a  tim eless m onum ent to  m an’s Fall 

from  Grace in th e  face of th e  p e rfec tio n  of th e  n a tu ra l  w orld. And y e t 

man is n o t p re s e n te d  as gu ilty . The moral a lleg o ry  th a t  o c cu rs  a t  th e  

cas tle  may no t be of th e  c h a ra c te r s ’ own choice. Doomed -  like 

»M itspieler in  ein  b u n te s  Marc hen  gezogen< [250] -  to  re a c h  th e  v e ry  

opposite  of th e ir  a sp ira tio n s  th e y  become unw illing p a r tic ip a n ts , 

m ario n e tte s  in  a  pantomime o v e r w hich th e y  have no control^®®.

®® As i t  does more generally . The in te rn a l n a r ra tiv e  of Der Hochwald 
re c o u n ts  th e  ev en ts  th a t  tran sfo rm  th e  cas tle  in to  th e  ru in  th a t  it  
was in  S t i f te r ’s day.

®̂® Compare T ism ar’s a llegorical in te rp re ta tio n  of A bdias. »Die E rzah lu n g  
A bdias e n th a lt somit eine em inent sym bolische H andlung. Der 
(sexuell-sym bolische) Hohlenraum  w ar d e r  O rt, in  dem die 
In k a rn a tio n  d e r  »Liebe<K s t i rb t ,  und  die p a ra d ie s isc h e  Talw iege is t
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No one in te rp re ta tio n  is su s ta in e d  in  A d a lb ert S t i f te r ’s Der 

Hochwald. only  th e  ten sio n  w hich fin d s  i ts  focus in  th e  d is ta n t  c as tle  as 

seen  from above th e  lake. Guilt and  fa te , s in  an d  innocence , sym bolic 

an d  co n cre te  re a lity  -  th e se  a re  u n reso lv ed  complexes of m eaning th a t  
in fu se  th e  Novelle w ith n a rra tiv e  p o ten tia l. And now here is  th is  w ealth  

of m eaning more c lea rly  p ro je c ted  th a n  in th e  two sp aces  w hich th e  

action  of th e  Novelle span s. The space  th a t  S ti f te r  p re s e n ts  in  th e  
opening  sec tion  of Der Hochwald is th e re fo re  in  no sen se  g ra tu ito u s , b u t 

p o sse sse s  a  sym bolic, moral and  -  in so f a r  a s  i t  re f le c ts  e lem ents of 

p lo t -  n a rra tiv e  func tion . Space and  m orality  may be m utually  re le v a n t 

b u t th e  u ltim ate paradox  of man is  n e v e r re so lv ed .

3.13 COMPARISON WITH DIE SCHWARZE SPINNE

Both G otthelf’s Die Schw arze S oinne an d  Der Hochwald p o sse ss  
s tro n g  moral dim ensions. In  bo th  cases th e  c le a re s t s ta tem e n t of m oral 

va lue  is found in leg en d s n a r ra te d  b y  an old c h a ra c te r . In  Die 
Schw arze Soinne too th e  co rre sp o n d en ce  betw een  see ing  an d  e th ic s  

em erges v ig o ro u sly , w ith moral d eg en e ra tio n  re s u lt in g  in  a  re d u c tio n  in 
v isu a l power. The god less c h a ra c te rs  a re  n e v e r  ab le to  see , w ith  th e  
r e s u l t  th a t  e y e s ig h t o ffe rs  no p ro tec tio n  a g a in s t  th e  sp id er:

3>wer am v o rs ic h tig s te n  n ie d e r tra t  u n d  mit den  A ugen am 
sc h a rfs te n  sp ah te , d e r  sah  die S p inne  p lo tz lich  s itz en d  au f 
Hand o d e r Fu0« [G,69]^®^.

d e r  O rt, in  dem die A llegorie d e r  Poesie zu Tode kommt. B leibt man 
in d ie se r S ym bolausdeu tung , kann  man die G eschichte  so v e rs te h e n ; 
Die »Poesie4: is t  die »Tochter4( d e r g e s to rb e n e n  3>Liebe<, die »Poesie< 
w ird zum O bjek t e in e r v e ra n d e r te n  L ieb e sse h n su c h t^  [51]. T ism ar 
expands th e  in te rp re ta tio n , po in ting  to  th e  b io g rap h ica l p o ten tia l of 
th e  plot. A bdias is A dalbert S tif te r , D eborah S t i f te r ’s beloved  F an n y  
G reipl, who also died in c h ild b ir th . His a llegorical in te rp re ta t io n  is 
th e re fo re : »Nach dem Tod d e r  G eliebten e n ts te h t  die Poesie, die 
nach  einem p lo tz lichen  B litz ...au fb lü h t u n d  eb enso  p lo tz lich  
a b s te rb e n  kann . Nach dem Tod d e r Poesie b liebe dann  n u r  noch 
Schw eigen u n d  W ahnsinn^ [51].

The Polish k n ig h t r id e s  » sch a rfen  A uges sp ah en d  um u n d  iib e r 
sich< [G,71], b u t can n o t see  th e  sp id e r  b ecau se  i t  is  on h is head . 
Von S toffeln  sh a re s  th e  same fa te . All re fe re n c e s  to  Die S chw arze 
Soinne a re  tak en  from Volume XVII of Jerem ias G otthelf: Sam tliche
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In d eed , all th e  in co rp o ra tio n s  of evil in th e  Novelle a re  regularly- 
a sso c ia ted  w ith in v is ib ility . The H untsm an’s m outh is » fa s t u n s ic h tb a r  

wie eine Hdhle u n te r  überhangendem  Gesteine< [G,30]. Two of Von 

S to ffe ln ’s k n ig h ts  a re  found in  a  d itch  )>wohin eine u n s ic h tb a re  Hand sie 

g e sch leu d e rt<  [G,46], A cu rio u s  woman is p u n ish ed  b y  a  h o rr ib ly  

c o n to rte d  face: »w ochenlang konn te  man w eder Nase noch A ugen sehen , 

den Mund mit Mühe finden< [G,46]. The sp id e r  itse lf  n o t only  
re p e a te d ly  s te a ls  up  on c h a ra c te rs  u n seen , b u t  s ta r t s  life  a s  a  » fa s t 

u n s ic h tb a re n  Fleck< [G,51]^®^. Black -  th e  co lour of d a rk n e ss  and  
in v is ib ility  -  is  th e re fo re  th e  co lour of evil in  th e  Novelle, n o t on ly  

th ro u g h  th e  b lack n ess  of th e  sp id e r , i ts  w ounds and  window p o s t, b u t 
a lso  th ro u g h  th e  d a rk  h an d s an d  face of th e  H untsm an an d  th e  

»S cha tten g an g <  [G,29] th a t  Von S toffeln  demands^®®.

The symbolism is expanded th ro u g h  th e  motif of ey es . Almost all 
of th e  ev il c h a ra c te rs  a re  d e sc rib e d  a s  hav ing  som ething u n u su a l ab o u t 
th e ir  eyes. C h ris tine  and  th e  »Kühersbub4C have black eyes. The wild 
m other in  th e  second legend  is  d e sc rib ed  as  »das g lo tzende 
Weib« [G,92]^®^, re in fo rc in g  th e  association  w ith  th e  sp id e r , w hich is also 
p e rs is te n tly  c h a ra c te r is e d  as >glotzend<K^®®. When Von S to ffe ln  o rd e rs  
th e  p e a sa n ts  to  build  th e  g rove , h is eyes swell like cart-wheels^®®. The 

s e rv a n t  who re lease s  th e  sp id e r  in  th e  second  legend  has »ung le iche  
A ugen, a b e r  man wuBte n ich t, von w elcher F a r be, u n d  beide haBten 
e in an d e r, sah en  nie den g leichen  Weg< [G,86], The old house  in  th e  
second  legend  becomes »ein Dorn im Auge< [G,82] fo r C h ris te n ’s m other

Werke in  24 B anden. h e ra u sg e g eb e n  von Rudolf H unziker, Hans 
Bloesch, K urt G ugg isberg  und  W erner J u k e r . (M unich, B erne,
Zurich, 1911-1977). They a re  g iven  in  sq u a re d  b ra c k e ts , p reced ed  
by  th e  in itia l G.

®̂̂  » fa s t u n s ic h tb a re n  P unk t«  [G,54]. »immer von neuem f ru g  C h ris tin e , 
a b e r  niem and sah  etw as, u n d  bald mochte niem and m ehr mit dem 
S pahen  au f den Wangen die L u st sich  v e rk iirz e n ^  [G ,50-l]. 
T h ro u g h o u t th e  Novelle evil is  also p re se n te d  as  be ing  u n seen : 
» ab er kein  Hans, keine C h ris tin e  g eseh en  w orden< [G,67]; >seine 
T iere sah  e r  n ich t w ieder< [G,71]; »Aber wie es zu g in g , h a t niem and 
g esehen«  [G,73].

®̂® We do no t ag ree  w ith Keller when he say s  th a t  » su ch  na ive  co lour 
symbolism as  ex ists  in  Die Schw arze Sp inne is  d ire c ted  to w ard s  th e  
c rea tio n  of a tm osphere  r a th e r  th a n  tow ards p ro v id in g  a lte rn a tiv e  
la y e rs  of meaning«. Keller, op. c it., 257.

®̂̂  » stech en d  und  wild, g iftig  s ta r r te n  au s  des Weibes v e rz e r r te n  Ziigen 
d e sse n  A ugen ihn an« [G,92].

105 p q j , example: »g lo tzte  in g if t ig e r  L u st iib e r  die F re v le r  hin« [G,87].
®̂® »Augen m achte wie P flu g srad e r<  [G,29].



-  135 -

and  wife. Once again  we can o b se rv e  an  elem ent of p a tte rn  in  G o tth e lf’s 

u se  of im agery. The fo rces  of evil a re  all d e sc rib e d  in  te rm s of th e ir  

ey es , and  p a rtic u la r ly  in  te rm s of abnorm al eyes o r ey es ig h t. These 

motifs c o rre la te  w ith th e  sp a tia l motifs a sso c ia ted  w ith evil: d isp lacem ent, 

in tru s io n , chang ing  sh ap e , ab sen ce  of position , extrem e pace an d  v e r tic a l 

motion. On th e  o th e r  hand  the  good c h a ra c te rs  who p re s e rv e  ex is tin g  

space  and  re -p la c e  C h ris tine  in  th e  Horn bach  farm house a re  n o t 

d e sc rib e d  as hav ing  u n u su a l eyes. They all see q u ite  n a tu ra lly  an d  
norm ally. They a re  th e  ones th a t  can  see an d  th e re fo re  c a p tu re  th e  

spider^®^.

This p a tte rn  ex ten d s to  th a t  p a r t  of th e  body  w ith  th e  c lo se s t 
etym ological lin k s  w ith ey es ig h t in  German: th e  »G esicht^. U nlike th e  
faces  of th e  C h ris tian  c h a ra c te rs , th o se  of th e  god less  a re  alm ost 
in v a riab ly  a ffec ted  b y  evil. The p ac t w ith  th e  devil is sea led  b y  th e  

k iss  on C h ris tin e ’s cheek  and  i t  is  from h e re  th a t  th e  p lague of s p id e r s  
is  born . The cu rio u s  woman’s face swells u p  u n reco g n isab ly . The p r id e  
in th e  second legend  m anifests itse lf  in  »viel iib e r tr ie b e n e s  Wesen a u f 
den  G esichtern<  [G,94]. Von S toffe ln , h is p r ie s t  and  k n ig h ts , C h r is te n ’s 
family, th e  evil s e rv a n ts , and  C h ris tin e ’s h u sb an d  all die w hen th e  
sp id e r  a tta c k s  th e ir  faces. By c o n tra s t,  th o se  c h a ra c te rs  who sac rif ic e  

them selves fo r  th e  good of th e  community -  th e  m other and  p r ie s t  in 

th e  f i r s t  legend . C h ris ten  in  th e  second  -  all die from  w ounds to  th e ir  
h an d s  and arm s: not w ith »hochaufgeschw oU ene< [G,65] faces b u t, like  
C h ris ten , who has > F rieden  und  F reu d e ...au f seinem  Gesichte< [G,93].

As in Der Hochwald th e  v is ib le  w orld is asso c ia ted  w ith m orality , 

in v is ib ility  w ith a  collapse of e th ica l value. In  G otthelf’s Novelle a  

p a r tic u la r ly  t ig h t  and  pow erfu l them atic complex co n sis tin g  of ey es , 
v isu a lity , v is ib ility  and  m orality  is  e s tab lish ed . His developm ent of th is  

complex p o sse sse s  none of S t i f te r ’s am bivalence. N ev erth e le ss  th e  same 
basic  p a tte rn  can be o b serv ed  in b o th  w orks.

In  h is e ssa y  »Die E rzah lfu n k tio n  d e r  N a tu rd a rs te llu n g  bei S tif te r«  

Wolfgang P re isen d an z  shows how S ti f te r ’s p o r tra y a l of n a tu re  is o ften  
sim ultaneously  a d e sc rip tio n  of p e rc e p tu a l ability^®®. In  exam ining a

®̂̂  C h ris ten , fo r  example, » h a tte  die Kapelle im Auge< [G,92] w hen he 
sees th e  sp id e r , and  »be te te  fo r t  und  fo r t ,  h ie lt Gott f e s t  v o r 
Augend [G,93] as  he c a r r ie s  i t  to  th e  house.

10® P re isen d an z , op. c it.
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p assag e  from  K atzensilber. one of th e  B unte S te ine  co llection , he show s 
how space  is p o rtra y e d  th ro u g h  th e  eyes of c h ild re n , n o t th ro u g h  th o se  

of an  om niscien t n a rra to r :

> S tifte r,..im p liz ie rt d e r  D arste llung  von N a tu re rsc h e in u n g en  
die W ahrnehm ung d ie se r  E rsch e in u n g en , u n d  d iese  
W ahrnehm ung is t  h ie r  das G eschehen se lb s t. A ller d in g s  ein 
minimales Geschehen<^®®.

B ut th is  p ro c e ss  of p e rcep tio n  gains s ig n ifican ce  w hen th e  same ch ild re n  

experience  its  breakdow n la te r  in  th e  work:

»Aber d ieses minimale G eschehen w ird  im gesam ten  Kontext 
d e r  E rzah lung  h o ch st bedeutsam , w enn d iese lb en  beiden  
K inder im w eiteren  V erlauf die E rfa h ru n g  des B efrem denden, 
U nbekann ten , U n g eheu ren  m achen m iissen..

The in itia l d esc rip tio n  gains in  sign ificance  re tro sp e c tiv e ly .

This same line of a rgum en ta tion  can  be app lied  to  th e  in itia l 
d e sc rip tio n s  in both  Der Hochwald and  Die Schw arze S n in n e . T hese too 
p o r tr a y  space h igh ly  v isually , b u t space in  w hich th e  c h a ra c te rs  
su b se q u e n tly  u n d erg o  »die E rfa h ru n g  des B efrem denden , U nb ek an n ten , 
U ngeheuren^ . And as  th e  breakdow n of v ision  th a t  o c cu rs  h e re  is 
asso c ia ted  w ith a  deg en era tio n  of moral c h a ra c te r , th e n  th e  in itia l 

v isu a lity  of th e  open ing  d esc rip tio n  gains in  s ig n ifican ce  re tro sp e c tiv e ly . 
I t  comes to  em body trad itio n a l moral va lu es , th u s  cem enting  th e  
connections th a t  we have a lre ad y  o b se rv ed  betw een  space  -  th e  v is ib le  
w orld -  time, and  e th ics. This o ccu rs  n o t on ly  th ro u g h  th e  conscious 

in v estm en t of th e  lan d scap e  w ith moral q u a litie s  b u t also , a s  if by  
defau lt, th ro u g h  th e  p e r s is te n t  proxim ity of sin  an d  » sp ace lessn ess« .

The p h o to g rap h ic  q u a lity  of th e  lan d scap es  h as in i ts e lf  moral 

conno tations. The v isu a l d e sc rip tio n s  can  be seen  as moral s ta tem en ts  

on th e  p a r t  of th e  a u th o rs .

I t  is reaso n ab le  to  assum e th a t  th e se  conn ec tio n s  betw een sp ace  

and  m orality  a re  no t co incidental. They o c cu r in  th e  w orks of two 
a u th o rs  from d iffe ren t p a r ts  of Europe. We may see  th is  a s  ev idence  of 

an  em erging , g en era l view of space, one w hich tra n s c e n d s  in d iv id u a ls  
and  national b o u n d aries  w ith in  th e  G erm an-speak ing  c o u n trie s .

1®® ib id ., 409. 
11® ib id ., 410.
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We can o b se rv e  o th e r  p a ra lle ls  w ith in  th e se  two N ovellen, para lle ls  

w hich po in t even  more decisive ly  to  a  u n ified  p e rc ep tio n  of space . For 

th e  sp ace  th a t  is p re se n te d  a t  th e  b e g in n in g  of b o th  is  n o t on ly  moral, 

b u t also  fixed an d  perm anent. In  b o th  Novellen u n ch an g in g  space  comes 

to  have  th e  same sign ificance . F u rth e rm o re  a  hum an ed ifice  dom inates 

each  of th e se  lan d scap es  -  th e  house  in  Die Schw arze S n inne  an d  th e  

cas tle  in  Der Hochwald. Both a u th o rs  focus a tte n tio n  on th e  w alls, and  

in g en e ra l on th e  fab ric  of th e  b u ild in g s . In  each  case  th e  o u ts id e s  of 

th e  bu ild ing  a re  in v e s ted  w ith q u a litie s  of innocence. In  each  case  th e

dam age to  th e  co n stru c tio n s  c o rre sp o n d s  to  a  loss of p u r i ty ,  w ith  th e  
window p o st be ing  b roken  open b y  th e  god less  s e rv a n t  in  G o tthelf’s 

Novelle and  th e  fo rtif ica tio n s  being  bom barded  by  th e  Sw edes in  P e r  
Hochwald^^ .̂ D arkness on th e  walls of th e se  ed ifices comes to  re f le c t 

hum an gu ilt, w h e th er i t  be th e  d a rk  s ta in s  of th e  c a n n o n -f ire  in  
S t i f te r ’s Novelle o r  the  b lack p o s t in  Die Schw arze S n in n e^^ .̂ 
A rch itec tu re  comes to  be th e  denom inator of moral c h a ra c te r  in  b o th  

w orks.

If fixed space is th e  realm  of m orality , th e n  p re s e rv in g  i t  becomes 
th a t  of th e  good. G otthelf’s C h ris tian  c h a ra c te rs  re -p la c e  C h ris tin e  in 
th e  H ornbach farm house. G regor r e s to re s  th e  fo re s t  to  i ts  v irg in a l self 

a f te r  th e  s i s te r s ’ d e p a r tu re . But more th a n  th is  th e  moral c h a ra c te rs  

a re  alw ays p re se n te d  as defend ing  sp aces. They th e re fo re  tak e  u p  

s tra te g ic  positions a t th e  o u ts id e s , by  th e  doors and  walls^^®. T hese 
c h a ra c te rs  a re  all old. These old c h a ra c te rs  p ro te c t th e  in te g r i ty  of 

th e ir  sp aces, much as th e  p r ie s t  in  G o tth e lf’s Novelle san c tif ie s  th e  

th re sh o ld  of th e  farm house w ith holy  w ater. They p ro te c t  sp aces  from 

in tru d e rs .  They a re , we may say , p ro te c tin g  th e  p ast.

This app lies  re g a rd le s s  of th e  sym bolic in te rp re ta tio n  developed  
above. For th e  im m orality of » je n es  S cheusa l Krieg« see  M üller, 
op. c it., 35-6 and  115-16.

See also th e  quo ta tion  b eg in n in g  »Um das Haus lag ein so n n tag lich e r 
Glanz...4C Cited above, page 50.

G rego r’s room is nex t to  th e  door of th e  »W aldhaus«, while 
W ittinghauser tak es  u p  h is position  on th e  walls of th e  fo r t r e s s .  In  
Die Schw arze Sninne th e  g ra n d fa th e r  is  in itia lly  show n p a tro llin g  
th e  a re a  a ro u n d  th e  house, w hile th e  g ran d m o th e rs  of th e  fram e 
and  th e  f i r s t  legend  a re  b y  th e  doors.
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This is no t to  s u g g e s t  th a t  th e  m otifs of in tru s io n  an d  
d isp lacem ent a re  as s tro n g  in  Der Hochwald a s  in  Die Schw arze S n inne . 

In tru s io n  and  d isp lacem ent a lso  become th e  c h a ra c te r is t ic  form s of 

m ovement of th e  immoral c h a ra c te rs  in  Der Hochwald^^ .̂ In d eed , both  

a re  ag a in  found  com bined in  th e  f ig u re s  of fo re ig n e rs . Ronald, th e  
Sw edish  p rin ce , in f i l tra te s  th e  fo re s t  and  overw helm s C larissa  w ith  his 

passion . The Sw edish arm y in v ad es  th e  v a lley  and  sto rm s th e  walls of 
Castle W ittinghausen . The ev a lua tion  of fo re ig n n e ss  lacks th e  

u n eq u iv o ca lity  of G otthelf’s fic tion . And y e t th e  re fe re n c e s  to  »das 

Fremde< a re  p redom inan tly  n eg a tiv e  and  o ften  a sso c ia ted  w ith 

>Leidenschaft<^^®. A b road  c o n tra s t  betw een  old people d e fen d in g  
sp aces  a g a in s t young  fo re ig n  in t r u d e r s  can  also  be draw n in  S t i f te r ’s 
Novelle. As in G otthelf’s w ork th e  space  in  Der Hochwald is  
com partm entalised  an d  th is  assum es m eaning in  th e  co n tex t of th e  work 

a s  a  whole.

One f u r th e r  p a ra lle l be tw een  th e  two Novellen d e se rv e s  a tte n tio n  
h e re . In  bo th , th e  moral c h a r a c te r s ’ m ovem ents a re  slow an d  g rad u a l.
I t  a p p e a rs  re g u la r , m ethodical an d  p a tte rn e d  w ith in  th e  s tab le  an d  
p erm an en t space  th e y  in h ab it. By c o n tra s t  R onald’s m ovem ents in  Der 
Hochwald a re  p re c ise ly  th o se  of C h ris tin e , th e  sp id e rs  and  th e  Green 
Huntsm an in Die Schw arze S n inne . All of th e se  move a t  extrem e speed , 

and  a re  asso c ia ted  w ith fly in g  o r a  lack of g ra v ity . They a re  all 
th e re fo re  linked  by  th e  motif of h e ig h t. And w h ereas  th e  space  in both  
Novellen is in tro d u ce d  th ro u g h  th e  m otifs of re g u la r  d irec tio n  -  ch iefly  

th ro u g h  th e  medium of jo u rn e y s  -  th e ir  m ovem ents lack a n y  k in d  of 

d irec tio n  o r p a tte rn . W hereas e v e ry th in g  in  th e  lan d scap e  has i ts  

allocated  p lace, th e y  have no id en tifiab le  position . All of them  come 
from beyond th e  b o u n d arie s  of th e  space  defined  in th e  in itia l p ag es  of

Blackall r e fe r s  to  Ronald’s » ru d e , u n g rac io u s  in tru s io n  from th a t  
o th e r  w orld of evil and  pain<, op. c it., 117.

115 p j j i s  i s  p a r tic u la r ly  t ru e  of C larissa: »ein sch w eres  süBes Gefuhl t ru g  
sie im H erzen, h inw eggehend  von den  zwei G esta lten  an  ih r e r  Seite, 
den so n s t G eliebten, und  su ch en d  einen  F rem den , u n d  su ch en d  die 
S te ig e ru n g  d e r  e ig en en  Seligkeit«  [298]; »denn  e in  frem d e r Geist 
lag au f d iesen  so n s t so ru h ig e n  Zugen, u n d  goss eine Seele 
d a ru b e r  h in au s , a ls g lu h e te  und  wallete sie in  L eidenschaft<  [278]; 
»Sie wuBte es n ich t: a b e r  es w ar da, je n es  Frem de u n d  
U n zu stan d ig e , das sich  wie e in  Todtes in  ihrem  H erzen 
fo r tsc h le p p te«  [298].
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th e  Novellen. All of them b reak  in to  sp aces  w hich a re  p ro te c ted  an d  

which a p p e a r  to  be im penetrab le.

We may say  th a t  a  concep tua l dualism  is  e s ta b lish e d  w ith in  bo th  

Die Schw arze S n inne  and  Der Hochwald. In  b o th  cases fixed, p e rm an en t 

space is c o n tra s te d  w ith ch an g es  to  space a n d  random  movement. In  

bo th  case s  th e  fo rm er is a sso c ia ted  w ith a  m oral s tan ce , th e  second  w ith  

g o d lessn ess  o r im m orality. While i t  m ight be w rong to  s u g g e s t  th a t  

space fu n c tio n s  as  a  g en era l code in  th e  1840s in  C entral E urope, 

enough  p a ra lle ls  an d  asso c ia tio n s  can be e s ta b lish e d  to  a s s e r t  th a t  th e  
co n cre te  w orld and  m orality  a p p e a r  to  have  been  concep tua lly  lin k ed , 
and  th a t  conn ec tio n s  a p p e a r  to  ex ist be tw een  specific  sp a tia l a t t r ib u te s  
and  moral c h a ra c te r is t ic s . A k in d  of em bryonic , p o ssib ly  su b co n sc io u s, 

system  of s ig n a ls  may th e re fo re  be posited , a  code which g en era lly  
holds good fo r Der Hochwald and  Die Schw arze S n in n e . Specific form s 
of movement an d  space  a p p ea r to  p o sse ss  m eaning, as S tif te r  p o r tr a y s  
th e  fixed space  of th e  fo re s t  a s  an  a t tra c t iv e  a lte rn a tiv e  to  th e  
»schw ebende S a c h e t [228] of w ar.
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FRANZ GRILLPARZER’S DER ARME SPIELMANN

4.1 INTRODUCTION

T here  was little  d ire c t exchange of id eas  in  l i te ra ry  B iederm eier 

and  n o th in g  of th e  coU aboration th a t  sh ap ed  m ovem ents like C lassicism  
a n d  Romanticism. This new g en era tio n  sees  i ts  re p re se n ta tiv e s  o p e ra tin g  
indepçnç iep tjy  of pn^ ^ n p th e r in d iv e rse , o ften  rem ote, localities, The 
in d iv id u a lity  of th e ir  c rea tiv e  im pulses is g e n e ra lly  more a p p a re n t th a n  

a n y  a ffin ity .

G rillp a rze r’s w ork is w id e r-ra n g in g  th a n  S t i f te r ’s, h is them es 
o fte n  c lassica l and  s e tt in g s  political -  in  no w ay p rov incia l. He show ed 
little  en thusiasm  fo r p ro se , th e  p rev a ilin g  form of l i te ra ry  ex p ress io n  
d u rin g  th e  R estau ra tio n  and  G otthelf’s an d  S t i f te r ’s chosen  medium.
P ro se  and  a r t  w ere no t only  q u ite  d is tin c t, th e y  w ere incom patible: in 
h is  eyes a ttem p ts  to  couple them p ro d u ced  only  »S chw einefu tter«^,

Even h is own a p p ra isa l of Der Arme Snielm ann as »eine a n sp ru ch s lo se  

Erzahlung«^ c o n tra s ts  consp icuously  w ith  S t i f te r ’s , who e x p re ssed  an  
in s tin c tiv e  adm iration  and  paid homage to  i t  in  h is  K alkstein -  a  Novelle 

w hose o rig in a l t itle , Der Arme W ohltater. b e a rs  w itness  to  its  p ed ig ree .

More ev en  th a n  S tif te r  h is  w ritin g s  a re  h au n ted  b y  th e  s p e c tre  of 
h is own p ro v is io n a lity . G rillp a rz e r’s life s tre tc h e d  from th e  end  of th e  

F ren c h  R evolution r ig h t  th ro u g h  to  German un ifica tion  in 1871, sp an n in g  
th e  tum ult of th e  Napoleonic w ars and  th e  two u p ris in g s  of 1830 an d

3>Poesie und  P ro sa  sind  von e in an d e r u n te rsc h ie d e n  wie E ssen  und  
T rinken . Man muB vom Wein n ic h t fo rd e rn , daB e r  auch  den H unger 
s tillen  soli, u n d  w er, um das zu e rre ic h e n , e k e lh a ft B rot in  se in en  
Wein b ro c k t, mag das S ch w e in efu tte r s e lb s t a u s fre s se n c . F ran z  
G rillparzer: Sam tliche Werke ( re fe r re d  to  h e re a f te r  as HKA). 
h e ra u sg e g eb e n  von A ugust S au er, fo r tg e f i ih r t  von Reinhold 
Backm ann, (Vienna, 1916 -  ), Abt.2, IIX, 72.

HXA, Abt.2, XI, 174.
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1848, As an  u rb a n  c re a tu re  th is  child  of tra n s it io n  was c o n fro n ted  by- 
social tu rb u le n c e  an d  ideological d o ub t fa r  more acu te ly  th a n  S t i f te r  w as 

in h is  childhood m onastery  a t K rem sm ünster. He was u n c e r ta in  of 

e v e ry th in g , a man whose d e ep e s t convictions could  a p p e a r  as th e  most 

cap ric io u s  of whims; th e  fo u r v ig o ro u s po litical ap p ea ls  th a t  w ere 

c a re fu lly  form ulated  a t  th e  time of th e  1848 R evolution -  docum enting  

bo th  in itia l en th u siasm  and  su b se q u e n t re v u ls io n  -  rem ained in h is  

d raw er. I f  S t i f te r ’s s te rn  f in g e r  was dem o n stra tiv e ly  w edged in  th e  

R estau ra tio n  dyke, G rillp a rze r’s re sp o n se  rem ained  u n c e r ta in , a n y  
defection  u ltim ate ly  only  h in d e red  by  fe a r  of th e  en joym ent th a t  i t  

m ight b rin g .

G rillp arze r a sse sse d  th e  re la tio n sh ip  betw een  a r t  an d  e th ic s  

d iffe re n tly  from bo th  S tif te r  and  Gotthelf. A rt is  n e ith e r  ed u ca tiv e  -  
>"Die w ahre  D arste llung  h a t ke inen  d id ak tisch en  Zweck", s a g t irgendw o  
Goethe, und  w er e in  K iinstler i s t  w ird  ihm beifallen<® -  n o r  does i t  
p o sse ss  a  p u rp o se  beyond its  own existence. I t  dem ands ab so lu te  
freedom : »die so g en an n te  moralise he A nsicht i s t  d e r  groBte Feind d e r  
w ah ren  K unst, da e in e r  d e r  H auptvorziige  d ie se r  le tz te rn  g e ra d e  d a rin  

b e s te h t, daB man d u rc h  ih r  Medium auch  jen e  Seite d e r  m ensch lichen  
N atu r genieBen kann , welche das M oralgesetz mit R echt au s  dem 

w irk lichen  Leben e n tfe rn t  halt<*. U ltim ately i t  m ust rem ain autonom ous, 

» s ittlic h  gleichgiiltig^®, fre e  of th is  u n accep tab le  c o n s tra in t an d  b a r r ie r  
to  th e  suprem e hum an value of in sp ira tio n .

B ut G rillp arze r is no Heine. T here  is no d e lig h t, n o th in g  
g ra tu ito u s ly  am oral a b o u t his a r t ,  n o th in g  e a sy  in  a  life fo r  w hich each  
day  was a new ordeal. His e x p re ssed  view s g en e ra lly  re f le c te d  th a t  

e th ica l co n serv a tism  w hich h as been seen  as  ty p ica lly  » re s ta u ra tiv « . 

»Doch S itte  h a lt ih r  u n v e rr iic k b a r  MaB /  S tre n g  zw ischen a llzuw enig  u n d  

zuv ieK , he w rite s  in  Ein T reu e r D iener Seines H e rrn ®. th e  co n seq u en ce  
of w hich is d raw n  in  th e  poem E n tsag u n g  -  »Des M enschen ew’ges Los, 

es heiBt: en tbehren< ^ . In d eed , th is  re jec tio n  of extrem ism  in  fa v o u r of a  
cau tio u s  m oderation and  acknow ledgem ent of o n e ’s own lim itations form s

I HKA, A b t.l, XIV, 32.
;  HKA, Abt.2, IIX, 369.I HKA, Abt.2, IIX, 180.
°  HKA, A b t.l, III, 200 , l in e s  2 9 5 -6 .
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ai c o n s is te n t philosophical axis w ith in  m any of G rillp a rz e r’s la te r  w orks. 

D er Arme Soielm ann may n e ith e r  be o v e rtly  d id ac tic  -  like  Die S chw arze  

S n in n e  -  no r b ro ad ly  ed u ca tiv e  -  like Der Hochwald -  b u t  i t  does 
p o r t r a y  one in d iv id u a l’s moral c ru sa d e , h is a tte m p t to  im pose h is  v a lu es  

o n  th e  socie ty  in  w hich he lives. But i t  is  a lso  v e ry  m uch a 
>K iinstlernoveU e«, dep ic tin g  th e  p ro ta g o n is t’s q u e s t to  re so lv e  th e  

p a rad o x  of a r t  and  m orality , in d eed  h is  a b o rtiv e  s tru g g le  to  u se  h is  

v io lin  as an  in s tru m e n t of education .

G rillp arze r em barked  upon Der Arme Snielm ann as  e a r ly  a s  1831, 
com pleting i t  a f te r  a  long in te r ru p tio n  in  th e  e a r ly  1840s an d  u ltim ate ly  

re le a s in g  i t  fo r  pub lica tion  in  1847. Like th e  o th e r  w orks t r e a te d  in  
th is  s tu d y  i t  is a  ty p ica l »Rahm ennovelle«, w ith  th e  in tro d u c to ry  sec tio n  
o f th e  fram e c o n s titu tin g  ab o u t a q u a r te r  of th e  com plete w ork. T his 
fram e d e sc rib e s  th e  d ra m a tis t-n a r ra to r ’s an n u a l p ilg rim age to  a  fe s tiv a l 
c e le b ra te d  by  th e  V iennese e v e ry  Ju ly , th e  » B rig itten k irch tag <  [37]. I t  
is  h e re  th a t  he f i r s t  e n co u n te rs  an  incom peten t old b eg g a r-m u s ic ia n  by  

th e  name of Jakob  -  th e  c e n tra l f ig u re  in  th e  s to ry . He s u b se q u e n tly  
v is i ts  th is  :*>Spielmann4( in h is lonely g a r re t .  On th is  occasion  h is  h o s t 
re c o u n ts  an au to b io g rap h y  w hich form s th e  Novelle’s in n e r  n a r ra tiv e .

T h rough  num erous academ ic and  p ro fess io n a l fa ilu re s  th e  y o u n g  
Jakob  su cceed s only  in hum iliating and  in  ex asp e ra tin g  th e  am bitions of 

h is  su cc e ss fu l po litic ian  fa th e r . His life is  tra n sfo rm e d  w hen he m eets 
B arb ara , a  sh o p k e e p e r’s d a u g h te r  w hose love of fo lk so n g s aw akens h is 

la te n t a ff in ity  to  music. However, a lia ison  w ith  a  g ir l from th e  low er 

c la sses  m ust invo lve social d a n g e rs , and  w hen Jakob  is  d isco v e red  in  
th e  shop one ev en in g  he is ban ish ed  b y  h is fa th e r  from  h is  fam ily 
house. A lthough n o th ing  rem otely  ap p ro ach in g  a  sexual re la tio n sh ip  

develops betw een  th e  two, B arb ara  does u ltim ate ly  con tem plate  m arriag e , 

and  w hen Ja k o b ’s fa th e r  dies -  leav ing  h is  on ly  rem ain ing  son a 
su b s ta n tia l e s ta te  -  th e  basis  fo r su ch  a  union  seem s a s s u re d . H ow ever, 

th e  young man se ts  up a b u s in ess  only to  be d e fra u d ed  b y  h is  f a th e r ’s 

fo rm er s e c re ta ry . In  f ru s tra t io n  an d  u n d e r  p re s s u re  from  h e r  fa th e r ,  
B arb ara  m arries  a b u tc h e r  whose ad v an ces  sh e  had  been  re s is t in g  fo r 

some time. Emotional fa ilu re  th e re fo re  follows academ ic d isg ra c e  an d

HKA, Abt.1, X, 159.
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p ro fessio n a l d is c re d it  as J a k o b ’s n a r ra t iv e  t ra c e s  h is g ra d u a l socia l 
decline. A bandoned and  a lien ated  from th e  m ainstream  of so c ie ty  he 

re so lv es  to make h is way a s  a  v io lin is t, p u rs u in g  a  life of d ev o ted  

ab stin en ce  and  fina lly  ek ing  o u t a  m eagre ex isten ce  a s  a  s t r e e t  m usician 

fo r  th e  r e s t  of h is life.

Some m onths la te r , following th e  d e v a s ta tin g  flood of th e  V iennese 

L eopo ldstad t in  1830, th e  n a r ra to r  re so lv e s  to  p ay  th e  Spielm ann a 
second v is it. His a rr iv a l co incides w ith  th e  old b ach e lo r’s fu n e ra l. 

Having re sc u e d  h is la n d lo rd ’s ch ild re n  an d  some of h is  p ro p e r ty  from  

th e  r is in g  w a te rs , th e  poor m usician h as  d ied  of exposu re .

4.2 SPACE IN DER ARME SPIELMANN

If  th e  p u rp o se  of G rillp a rz e r’s c re a tiv e  o u tp u t is d if fe re n t, th a t  
u se  of space an d  v isu a lity  seen  in  G otthe lf’s and  S t i f te r ’s Novellen has  
long been  re g a rd e d  as a c e n tra l  fe a tu re . The a u th o r  him self re p e a te d ly  
em phasised th a t  a r t  should  no t c o n s is t of id eas  b u t im ages, p re fe r r in g  
w hat he called »A nschauungspoesie<  to  »W ahrnehm ungspoesie<  -  »Zum 
p o e tisch en  G ehalte i s t  es e rfo rd e rlic h , daB es Id een ..., die iib e r  das 

ird isc h e  Dasein h in au sg eh en , in s ich  ab sp ieg le  u n d  b ild lich  z u r 

A nschauung  bringe^® -  an d  condem ning th e  re fle c tiv e n e ss  of bo th  p ro se  

and  co n tem p o rary  German literature® . C o n sequen tly , ad m ire rs  have  o ften  
draw n o u t th e  u se  of g e s tu re  and  movem ent in  h is  dram as, in d eed  th e  

g en e ra lly  ex p re ss iv e  and  p ic to ria l q u a lity  of A u s tr ia ’s na tional 

d ra m a tis t’s w ork. »Im V erschm elzen d es S inn lichen  und  des S eelischen  

is t  e r  M eister; e r  wollte das Seelische  d ire k t d u rc h  das S inn liche geben. 

Das m acht au ch  die E inzigkeit s e in e r  A sth e tik  aus<^®, H ofm annsthal 
comments, while acco rd in g  to  von M att, G rillp a rze r » s te llt...d as

^ HKA, Abt.2, XII, 88.
^ »Es b e s te h t namlich die Poesie a u s  zwei Teilen: Poesie d e r

A uffassu n g  und  Poesie d e r D arste llu n g , d e r  Roman is t  desh a lb  auch  
n u r  h o c h ste n s  halbe PoesieC  HKA. A bt.2, IX, 156. »Das is t  das 
p ro sa isc h e  Element d e r  n e u es te n  d e u tsc h e n  Poesie: sie b e sp r ic h t die 
G egenstande, s ta t t  sie  d a rzu ste llen « . HKA. Abt. 2, X, 156.

H ofm annsthal, Hugo von: Gesammelte Werke. P ro sa  2 (F ra n k fu r t ,
1959), 78.
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vorw iegend  see lisch e  G eschehen nach  a u sse n , v e rw an d e lt es  in  g re ifb a re , 
v o rw a rtsd ra n g e n d e  H a n d l u n g . . H e n s i n g  n arro w s th e  a rg u m en t w ith  

th e  co n ten tio n  th a t  G rillp a rz e r’s » zu g ru n d e lieg en d e (n ) "p o e tisch e(n ) 

Id een "  sch e in en  v o r allem rau m licher A rt zu sein  und  au s  w enigen  
G ru n d m u ste rn  zu b e s teh en , die dann  in  d e r  jew eiligen  A u sa rb e itu n g  ih re  

V ariation und  sp ez ifisch e  E n tfa ltu n g  erfahren<^^.

Broad b ru s h -s tro k e s  g en e ra lly  su ffice  fo r th e  space  p re s e n te d  in  

th is  de licate  Novelle. R eferences to  co lour o r  te x tu re  a re  g e n e ra lly  
a b se n t as  th e  re a d e r  is a cq u a in ted  w ith sh ap e  and  ou tline , to  some 

e x ten t w ith  th e  dim ensions. This »m athem aticaK  lan d scap e  is  re la tiv e ly  
easy  to  v isu a lise , d ifficu lt to  »sense< , to  experience . C h arac te rs  a re  

p re s e n te d  w ith in  a  fram e -  more shell th a n  env ironm ent. T heir 

m ovem ents a re  d e sc rib ed  in  te rm s of its  c o n to u rs . R a th er th a n  be in g  

em bedded w ith in  a  »w orld^, man a p p e a rs  to  re s id e  on it, a s  if on a  
s ta g e  which is  s tra n g e ly  d e tach ed  from i ts  p e rfo rm ers .

Der Arme Spielm ann also  p o sse sse s  cinem atic q u a litie s. The p lo t is 
ep isod ic , th e  n a r ra tiv e  in te r s p e r s e d  w ith fla sh b ack s . Panoram a 
a lte rn a te s  w ith  close up and  th e  eye  p a sse s  a ro u n d  th e  scene  r a th e r  
like a  cam era, a s  th e  v isu a l image gains p a r t ic u la r  prominence^®. But 
G rillp arze r was a d ram a tis t a t  h e a r t  and  i t  is  th e re fo re  no s u rp r is e  to  
fin d  him u s in g  sim ilar te ch n iq u es  h e re  to  th o se  in  h is  th e a tr ic a l w orks. 
T h ree  scen es  p ro v id e  ample illu s tra tio n  of th is  and  will s e rv e  a s  an  

in tro d u c tio n  to  h is  g en era l u se  of space. Jak o b  h as all b u t been  
re d u c ed  to  th e  level of a  b e g g a r , d e p en d e n t no t on h is m usical a b ility  

b u t on th e  c h a r ity  of th o se  sy m pathetic  p a s s e r s - b y  who ta k e  p ity  on 
h is  p lig h t; b u t he  stoicaU y re fu s e s  to  acknow ledge th is . C onsequen tly  

th e  Spielm ann can  only  acc e p t th e  n a r r a to r ’s donation  if i t  is d ep o sited  
in  th e  a p p ro p r ia te  p lace -

»"Bitte! B itte!", r ie f  d e r  a lte  Mann, wobei e r  mit beiden
Hânden a n g s tl ic h  ab w eh ren d e  B ew egungen m achte, "in den

Von Matt, P e te r: Der G ru n d riss  von G rilln a rze rs  B ilh n en k u n st 
(Zürich, 1965), 150.

H ensing, D ieter: »R aum lichkeiten als M ittel d e r  G rillp a rze rsch en  K unst 
d e r  D arste llung^ . In  G rillp a rze r Forum F o rch ten s te in : V ortrage  
F o rsch u n g en  B erich te  1973. (E isen s tad t, 1973), 44-62, 45.

» d iese  ep isch en  Werke (haben) in m anchen P assagen  mit Film novellen 
o d e r au ch  mit D reh b u ch p assag en  eine A hnlichkeit<. F ritz , W alter: 
3>Der Film B egegnet dem Werk F ranz  G rillparzers< . In  Modern 
A u strian  L ite ra tu re  (3, 1970), 13-17, 13.
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Hut! In  den  Hut!" -  Ich  le g te  das G eldstück  in  den v o r ihm 
s te h e n d e n  Hut< [43]^^

-  even  th o u g h  he im m ediately re tr ie v e s  i t  and  p la n ts  i t  in  th e  s a n c tu a ry  

of h is  pocket. T h ro u g h  th e  r itu a l of rece iv in g  th e  c o n trib u tio n  in  th e  
h a t, th e  old man can  uphold  th e  conviction  th a t  i t  is  an  

»Honorarium ^ [45] fo r a  se rio u s  m usician and  n o t alms fo r a  d e re lic t.
The h a t becom es a  symbol of re sp e c ta b ility  -  as i t  g en era lly  is  in  th e  

Novelle -  an d  th e  on ly  legitim ate place fo r  th e  coin is in  it. The h a t 
th e re fo re  assum es m eaning and  th e  co in’s position  re fle c ts  social 

condition  an d  s ta tu s . B ut bo th  coin and  h a t also  p o in t to  th e  
d isc rep a n c y  betw een  Jak o b ’s and  th e  n a r r a to r ’s p e rcep tio n  of th e  

s itu a tio n , d e fin in g  an  iron ic  ten sio n  th a t  is to  su s ta in  th e  n a r ra t iv e  
p ro c e ss  fo r  th e  rem ain d er of th e  Novelle.

I t  is Ja k o b ’s iso lation  th a t  th e  second  illu s tra tio n  am plifies. On 

th is  occasion th e  old m usician makes h is w ay home »in e n tg e g e n g e se tz te r  
R ich tu n g ...a ls  E iner d e r  he im kehrtc  [41] to  th e  m asses head ing  fo r  th e  
c a rn iv a l p ro p e r . Here no t position  b u t movement is u sed  to  convey  

social s ig n ifican ce , as Ja k o b ’s re je c tio n  of common v a lues -  h is  s t ru g g le  
a g a in s t th e  p rev a ilin g  t r e n d s  -  f in d s  ex p ress io n  in  a re fu sa l to  w alk in  
th e  same d irec tio n  a s  th e  m ajority . His b eh av io u r h e re  ep itom ises th e  
g en e ra l p e rcep tio n  of h is  social con trib u tio n ;

»Klein wie e r  w ar, und  d u rc h  das N otenpu lt in  se in e r Hand 
nach  alien  S eiten  h in  s to re n d , schob ihm E iner dem A ndern  
zu, u n d  schon  h a tte  ihn  das A u sg a n g sg itte r  aufgenom m en, 
in d es  ich  noch in  d e r  Mitte des Dammes mit d e r  e n tg e g e n -  
s tro m en d en  M enschenwoge kam pfte< [42].

In  h is re la tio n s  w ith  bo th  th e  m asses and  w ith  th e  r ic h  d ram a tis t th e  

poor m usician  a p p e a rs  to  be co n s is te n tly  » en tg eg en g ese tz t< . In  h o ld ing  
his m usic s ta n d  he also a p p e a rs  v e ry  much to  be b earin g  h is own c ro ss , 

cem enting  th e  b ib lical im plications of »als E iner d e r  heim kehrt<  [41]^®.

B ut G rillp a rz e r’s u se  of sp a tia l an d  v isu a l te ch n iq u es  has been  

no ted  most o ften  by  c r itic s  in re la tio n  to  th e  th ird  illu s tra tio n , th e  

Novelle’s final scene . This sees  th e  n a r ra to r  v is itin g  B a rb a ra ’s h o u se  on 

th e  p re te x t  of o b ta in in g  th e  d e p a r ted  a r t i s t ’s v io lin  as a  so u v en ir .

All re fe re n c e s  to  Der Arme Spielm ann a re  tak en  from F ranz  
G rillp arze r: Sam tliche W erke. h e ra u sg e g eb e n  von A ugust S a u e r, 
fo r tg e f i ih r t  von Rein hold Backmann, (Vienna, 1916 -  ), Abt. 1, Band 
XIII, an d  a re  in c luded  w ithin  th e  te x t in  sq u a re d  b ra c k e ts .

®̂ Compare G enesis. 31-35.
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F ind ing  th e  family to g e th e r  »ohne S p u r e ines zu riick g eb lieb en en  
b eso n d e rn  Eindrucks<K [81] he looks up  and  rem arks;

»Doch h in g  die Geige mit e in e r A rt Sym m etrie g e o rd n e t
n eben  dem Spiegel und  einem Kruzifix g e g e n ü b e r  an  d e r
Wand« [81].

The n a r r a to r  does no t spec ify  th e  im portance of th e  violin  on th e  wall. 

He sim ply p re face s  h is  o b se rv a tio n  w ith a  »doch«, in d ica tin g  th a t  th e  
conste lla tion  of o b jec ts  c o n tra d ic ts  h is in itia l im pression  of in d iffe ren c e . 
Again space co nveys m eaning, w ith th e  s ig n ificance  being  in h e re n t  in  

th e  re la tiv e  positions of th e se  dom estic o rnam en ts. P o litze r has 
in te rp re te d  th e  re la tio n sh ip  betw een  c ruc ifix  and  violin  as  a  para lle l: 
»Seltsam  is t  n u r  das A rrangem ent d e r  G egenstande, die da, v e rm u tlich  
d e r  E in g an g s tü r g eg en ü b e r, an  d e r  Wand han g en . Dem K reuz i s t  n u n  

die Geige g le ich g eo rd n e t, so a ls  sp ie lte  d e r  Spielm ann au f dem 
verstum m ten  In s tru m e n t noch immer den  lieben  Gott. B a rb a ra  sc h e in t 
ihn  am Ende doch v e rs ta n d e n  u n d  ihrem  V erstan d n is  ein  Denkmal 

g e se tz t zu haben<^®. Hodge, by  c o n tra s t ,  d raw s o u t th e  elem ent of 
a n tith e s is  w ith in  th e  co n fig u ra tio n . The v io lin ’s position  o p p o site  th e  
c ruc ifix  may be »an exp ress io n  of p ious rem em brance, d ed ica ted  to  
Jak o b ’s p u rs u i t  of th e  ideaK^^, b u t » the  m irro r b eside  th e  vio lin ... of fe r s  
a  ru th le s s  re flec tio n  of th e  rea l. T ogether, th e  m irro r an d  v io lin

Compare a lso  Nicolai who n o tes  th a t  » d e r sich  im Spiegel 
b e tra c h te n d e  M ensch so zu sag en  f la n k ie r t is t  von zwei 
G egenstanden , denen  au f G rund ih re r  A nordnung  d e r  g le iche  W ert 
zu g esp ro ch en  schein t« . Ralf R. Nicolai: » G rillp a rze r’s Der Arme 
Spielm ann: Eine DeutungC. In  L ite ra tu rw issen sc h a ftlic h es  J a h rb u c h  
(19, 1988) 63-84, 82. B arb ara  had  ^ ca re fu lly  h u n g  J a k o b ’s  violin  on 
th e  wall in  h e r home in a  p lace of honor o p p osite  th e  C h ris tian  
C ross« [263]. L indsey , B arbara: »Music in  Der Arme Spielm ann w ith  
Special C onsidera tion  to  th e  Elem ents of th e  S acred  an d  th e  
Profaned. In  B ernd , C lifford A lb rech t (ed ito r): G rilln a rz e r’s Der 
Arme Snielm ann. New D irections in  Criticism  (Columbia, 1988), 
273-286. R eferred  to  below a s  B ernd: NDTC.

Hodge, Jam es L: » Sym m etry an d  Tension in  Der Arme Snielm ann<. In  
German Q u arte rly  (47, 1974), 263. Compare a lso  Po litzer: »Die 
S ym bolkraft d ieses  A rrangem en ts  i s t  ü b e rzeu g en d . Der Sp iegel, das 
S innbild  des NarziB, d e u te t au f die S e lb stb ezo g en h eit, d en  E igen - 
S inn des to ten  M usikanten , d e r  seinem In s tru m e n t n u r  Tone 
abzugew innen  verm ochte, die fü r  ihn  allein  Wohllaut u n d  Fülle 
besaBen. Zugleich a b e r  h â n g t die F iedel au f g le ich er Hohe wie das 
K reuz ih r  g eg en ü b er. Der A bstand , d e r  s ich  zw ischen d e r  Welt des 
G laubens und  dem Reich d e r  K unst au fg e tan  h a t, w ird  im Raum 
o ffen b a r. Die ganze B reite  des Zimmers t r e n n t  die eine von  dem 
an d eren « . Politzer: F ranz  G rillp arze r o d e r das a b g rü n d ig e  

(Vienna, 1972), 388.
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e x p re s s  th e  to ta l re a lity  of Jak o b ’s life -  th e  dichotom y betw een  hum an 

a sp ira tio n  and  hum an capability<^®. H overland, on th e  o th e r  h an d , see s  

in  th e  position  of th e  violin a  symbolic m ediation betw een d iv ine  

p e rfe c tio n  and  hum an fallibility^® while Sw ales, c a s tin g  h is n e t more 

b ro a d ly , a rg u e s  th a t  th e  violin has » the im portance  of a  s a c re d  relic<K^®. 

In  locking i t  aw ay in  th e  cu p b o ard , as B a rb a ra  im m ediately does, » she  

a s s e r t s  po ssess io n  of th e  violin no t sim ply a g a in s t  h e r  fam ily an d  th e  

n a r r a to r ,  b u t  u ltim ately  a g a in s t th e  rea l w orld , w hich in i ts  u n y ie ld in g  

m ateria l ex istence  m akes a  m ockery of h e r  invo lvem ent w ith  th e  "ideal" 

w orld  of th e  Spielmann<^^. The sym m etry of re lig io u s  sym bol an d  violin  
a lso  re s ta te s  th a t  image of Jakob  ^b ea rin g  h is  own cro8s< -  th e  m usic 

s ta n d  -  p ro v id in g  an  oblique b u t uncerem onious re fe re n c e  to  h is  

c ruc ifix ion  of th e  music i t  holds^^.

In  th e se  th re e  ep isodes th e  sp a tia l m otifs of movement, p lace  and  
re la tiv e  position  a re  employed to  convey  c h a ra c te r is t ic s  of th e  poor 
m usician. G rillp a rz e r’s space may a p p ea r n e i th e r  em otionally c h a rg e d  

n o r  p e rso n ally  su g g es tiv e  b u t in  each in te rp re ta t io n  one common 
conclusion  r in g s  th ro u g h . In  th is  » th e a tr ic a l Novelle<^® n o t th e  
m athem atical m easurem ents b u t th e  human dim ension is  im portan t.

Hodge, op. c it., 82.
H overland, Lilian; »Speise, Wort und  M usik in  Grill p a r  z e rs  Novelle Der 

Arme Spielm ann. Mit e in e r B e trach tu n g  zu K afkas H u n g e rk ü n stle r« . 
In  J a h rb u c h  d e r  G rillo arze r-G ese llsch aft (13, 1978), 63-83, 75. 
Compare F e tze r , John  F rancis: »Jakob: G uard ian  of th e  Musical 
T h resh o ld s . In  B ernd: NDIC. 254-272, 271.

Swales, M artin: ^G rillparzer: Der Arme Spielm annS, in  The German 
Novelle (P rin ceto n , 1977), 126. Compare H overland , op. c it., 77.

Swales, ib id .
See also L indsey , op. c it., 286. See a lso  W ittkowski, Wolfgang:

»Grenze a ls  S tufe: Jo se p h in isch e r G radualism us und  b a ro ck es  
W elttheater im Armen Soielm annS. In  A u ro ra  (41, 1981) 135-160, 
155-157.

Yates, W.E: In tro d u c tio n  to  G rillparzer: Der Traum  Ein Leben 
(Cam bridge, 1968), 194.
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4.3 VERTICAL SPACE

G rillp a rz e r’s u se  of sp a tia l a t t r ib u te s  tra n s c e n d s  bo th  in d iv id u a l 

scenes and  c h a ra c te rs , form ing system atic  an d  c o h e re n t p a t te rn s  w ith in  
the  Novelle as  a  whole. These p a t te rn s  a re  p a r tic u la r ly  well developed  

in re la tio n  to  th e  p ro ta g o n is t. J a k o b 's  m ovem ents (and  th o se  asso c ia ted  

w ith him) p o sse ss  a d is tin c t un iform ity .

He is , fo r  example, re p e a te d ly  linked  w ith  th e  v e rtic a l dim ension: 

almost w hen ev er he is d e sc rib ed  o r  m entioned a  v e rtic a l p e rsp e c tiv e  is  

estab lish ed . T his sometimes o ccu rs  on a p u re ly  op tica l level, a s  on h is 
in itia l ap p ea ra n ce  in  th e  Novelle -  »B arh au p tig  u n d  k ah lkopfig  s ta n d  e r  

da, nach A rt d ie se r  L eu te , den H ut a j s , Sam m elbüçhse, v o r , s ich  ^u f dem , 
Boden* [40] -  o r w hen he fin ish es  p lay ing  s h o r tly  a f te rw a rd s  -  
» e r.,.b lick te ...n ach  dem Firm am ent, das schon  die S p u ren  des n ah en d en  
Abends zu zeigen  an fin g , d a ra u f ab w arts  in  se in en  Hut< [41]. On each  
occasion th e  eye is d raw n from one v e rtic a l pole to  th e  o th e r.

More o ften  th e  association  is  betw een Jak o b  and  su d d e n  o r rad ica l 
movement up  o r  dow nw ards. »Ich sank  b e sin n u n g s lo s  zu Boden< [64], 

he s ta te s , on h ea rin g  th e  news of h is  f a th e r 's  death ; »Ich  fiel au f die 
Knie und b e te te  laut<  [55] on re d isco v e rin g  h is  violin. »Der a lte  Mann 

fu h r  zusammen, seine  Knie z i t te r te n , kaum k o n n te  e r  die zum Boden 
gesen k te  Violine halten<  [49], th e  n a r r a to r  o b se rv e s  w hen th e  v io lin is t 

re g is te r s  h is  a rr iv a l. Even in d ea th  th e  assoc ia tion  is m aintained: Jakob  

» rich te te .,.s ich  p lo tz lich  ira B ette  a u f..., san k  zu riick  und  w ar to t...D er 

Sarg w ard e rh o b en , h in ab g eb rach t...D a  fin g en  a b e r  u n te n  die P osaunen  

an  zu b lasen , u n d  zug leich  e rsch o ll die Stimme des F le isch e rs  von d e r 
S trifle  h e r  au f4; [79-80].

One o th e r  c h a ra c te r  in th e  Novelle is re p e a te d ly  id en tified  w ith 

v e rtica l space. B arb ara , along w ith Jakob  th e  only  p a r tic ip a n t w hose 
physical h e ig h t is  d e sc rib ed , also c o n s is te n tly  moves up  an d  down, 

especially  in  h e r  dealings w ith him. C ritical p o in ts  of th e ir  re la tio n sh ip  
a re  o ften  asso c ia ted  w ith dram atic v e r tic a l movement. She »stiefl zorn ig  

m it dem Fufle au f den Boden, u n d ...z u ck te  sie mit d e r ih re n  (Hand) halb 
em ior< [73] on h ea rin g  of Jak o b ’s ru in o u s  v e n tu re  in to  th e  w orld  of 

commerce, 3>fuhr vom S tu  hie empor<K [81] a s  th e  n a r ra to r  t r ie s  to  b u y
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th e  Spielm ann’s violin  -  so th a t  a  sp a tia l asso c ia tio n  is u sed  to  cem ent 

th e  emotional link  betw een them^**. Indeed  a n y  p ro n o u n ced  anim ation in 

th e  v e rtic a l dim ension a lso  ex ten d s  to  th a t  e lem ent w hich d raw s them  

to g e th e r  -  music. J a k o b ’s perform ance a t  th e  fe s tiv a l is m arked by  

ex ag g e ra ted  movement u p  and  down -

»so b e a rb e ite te  e r  eine a lte  v ie lz e rsp ru n g e n e  Violine, wobei 
e r  den T ak t n ic h t n u r  d u rc h  A ufheben u n d  N iederse tzen  des 
Fufles, so n d ern  zug leich  d u rc h  iibereinstim m ende Bew egung 
des ganzen  g eb ü ck ten  K drpers  m ark ierte<  [40-1]

-  while B a rb a ra ’s song is alw ays su n g  to th e  accom panim ent of v e rtic a l 
motion, w h e th e r in s id e  h e r  f a th e r ’s shop [68], in  th e  c o u r ty a rd  -

»denn  imraer fo r ts in g e n d , h o rte  ich mit h o lze rn en  G erâten  
sc h a rre n , wobei die Stimme einmal d u rap fer u n d  einmal h e lle r

, , , k lang  wie e ines, das sich  b ü ç k t u n d  in  e ine H o h lu n g ..........................
h in e in s in g t, dann  w ieder e rh e b t und  a u f re c h t  d asteh t<  [56]

-  o r  a t th e  ch an cery :

»Ach, das w ird  wohl das sein! sag te  sie , s e tz te  den Korb 
w ieder ab , se tz te  den  Fufl au f den Schemmel, u n d  san g  n u n  
mit ganz le ise r  und  doch k la re r  Stimme d as  Lied, wobei sie 
das H aupt d u ck te , so schon , so lieb lich , dafl, ehe sie zu 
Ende w ar, ich nach  ih re r  h e ra b h ân g e n d en  Hand fu h r«  [59].

The assoc iation  fin d s  f u r th e r  v ivid  echoes in  th e  im agery  app lied  
to  music. Ja k o b ’s p lay ing  » sen k te  sich , v e rk la n g , um gleich d a ra u f  
w ieder b is zum la u te s te n  Gellen em porzuste igen ..«  [46]^®. When he p lays, 
he is »ganz in  sein  Werk v e rtie f t«  [41]. B a rb a ra ’s song  » s te ig t g leich  

an fan g s  in die Hohe< [59]^®. V erticality  becom es a  p ivo ta l d e sc rip tiv e

25

26

See also: » se tz te  s ich  au f einen  S tuhl«  [74]; »die F rau  
kniete4: [80], also 72.

Jak o b ’s d e sc rip tio n  of m usic is also fu ll of su ch  term s: 
» h inau fste igen<  [55], » h e rab g eb eu g t«  [55].

P o litzer on symbolism of song: »Er a h n t n ic h t, dafl e r  sich  die Bahn 
se in es  Lebens v o rze ich n e t, wenn e r  dem M adchen die Melodie 
b e sc h re ib t, die e r  von ih r  w ied erh o ren  will. Sie s te ig t, s a g t  e r, 
"g leich  an fa n g s  in  die Hohe, k e h r t  dann  in (ih r) Inw end iges 
zu riick , und  h o r t  ganz le ise  auf"« . P o litze r, Heinz: F ranz  
G rillp a rz e r’s Der Arme Soielm ann (S tu t tg a r t ,  1967), 30. Reeve sees 
in th e  th re e  p h a se s  Jak o b ’s sea rc h  fo r th e  h ig h e r  realm , h is  
w ithdraw al in to  him self and  an  intim ation of h is  death . Reeve; W.C:
>P ro p o rtio n  and  D isp roportion  in G rillp a rz e r’s Der Arme Soielm ann^. 
In  The Germanic Review (53, 1978), 41-49, 46. L indsey: »The 
Spielm ann’s fo r tu n e  and  s ta tu s , new ly -found  a f te r  h is  f a th e r ’s 
d ea th , followed ju s t  as qu ick ly  by  h is p o v e r ty  and  m isfo rtu n e , and  
fina lly  h is  q u ie t demise p a ra lle ls  th e  m usical p ro g re ss io n  in  
B a rb a ra ’s song<(, op. c it., 279.
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p rin c ip le  w ith in  th e  Novelle. Like G otthelf, th e  d ram a tis t G rillp a rze r 

a p p e a rs  to  be em ploying sp a tia l m otifs in  th e  way th a t  a  n o v e lis t m ight 

norm ally u se  im agery  o r  m etaphor. B arb ara  an d  Jakob  a re  lin k ed  by  a  

common and  c o n s is te n t sym bolic a ff in ity  to  th e  v e rtic a l dim ension. 
G rillp arze r o pens u p  a  sp a tia l axis w ith in  th e  Novelle an d  p laces Jak o b , 

B arb ara  and  th e ir  m usic firm ly w ith in  it.

G rillp a rze r develops th e  im agery  w ith  a  f u r th e r  d is tin c tio n . Jakob  

is c o n tra s te d  w ith  bo th  B arb ara  an d  th e  v a s t  m ajo rity  of h is  n e ig h b o u rs  

in  term s of h is  norm al v e r tic a l position^ being  c o n s is te n tly  p o r tra y e d  as 

being  sp a tia lly  e leva ted . When d e sc rib ed  in th e  c h an c e ry  he is alw ays 
u p s ta irs . W herever he lives he a p p e a rs  to  be p h y sica lly  h ig h e r  th a n  

h is  n e ig h b o u rs : he now in h a b its  th e  only  room in  th e  s t r e e t  w hich is 
no t on th e  g ro u n d  floor, lived in  th e  » b e sse re  W ohnung< [67] on one of 
th e  u p p e r  floo rs  a f te r  h is  f a th e r ’s  d ea th , as indeed  he did in  h is  family 
home -  w hen he f i r s t  h e a rd  »das Lied un ten  im Hofe< [54], S ta irs  have 

a s tra te g ic  position  on th is  s tag e . »Eine v o r  E rs ta u n e n  fa s t  sp ra ch lo se  
G a rtn e rs fra u  wies mich eine B o d en treppe  hinauf<K [48], th e  n a r ra to r  
re la te s  on h is in itia l v is it. »Sie d ra n g te  mich die ste ile  T reppe  h in au f 
b is  z u r  D achstube...<  [79] he re p o r ts  a f te r  Ja k o b ’s d ea th , one occasion  

w hen B arb ara  is a t  th e  same h e ig h t: »Gehen Sie n u r  h in au f, e r  h a t  o ft 
von Ih n en  g esp ro ch en . Die Madame is t  auch  oben< [79]. But s ta i r s  n o t 

only  d iv ide Jakob  from th e  m ajo rity  of socie ty , th e y  also  norm ally 
se p a ra te  him from B arb ara . A fter she  leaves th e  c h an c e ry  following 
Jak o b ’s re q u e s t  fo r  th e  song , she  w alks do w n sta irs  while Jakob  rem ains 

a t the  top  -

»H ierauf nahm  sie ih re n  Korb u n d  g ing , wobei ich ih r  das 
Geleite b is  z u r  S tiege  gab. Auf d e r o b e rs te n  S tu fe , die 
le tz te  V erbeugung  m achend, ü b e rra sc h te  mich d e r 
K an z le iv o rs teh e r, d e r  mich an  meine A rbe it gehen  
hie(3« [59] - ,

a co n fig u ra tio n  th a t  is  re p e a te d  on B arb a ra ’s farew ell v is it  to  h is  room:

»Ich  eilte  ih r  nach , und au f dem T rep p en ab sa tze  s teh e n d , 
r ie f  ich  ih r  nach: B arbara! Ich  h o rte , dafl sie au f d e r S tiege  
s teh en b lieb . Wie ich a b e r  die e rs te  S tu fe  h in ab s tieg , sp ra c h  
sie von u n te n  h erau f: B leiben Sie! und  ging  die T reppe  
vo llends hi nab und  zum Tore h inaus«  [75].

I t  is c h a ra c te r is t ic  of G rillp a rz e r’s n a rra tiv e  te ch n iq u e  in Der 
Arme Soielm ann th a t  he h a rd ly  e v e r ig n o res  an  o p p o rtu n ity  to  define
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h is  space  more c lea rly , to  re in fo rce  th e  p h y s ica l im plications of a  scene 

o r  s itu a tio n . This tech n iq u e  is n e ith e r  o b tru s iv e  no r w holly sublim inal. 

When th e  g a rd e n e r  can  no lo n g er to le ra te  Ja k o b ’s music he com plains by 

sp ec ifica lly  calling  up  to  him -  »em porrief«  [47]. D uring th e  flood 

»w ohnte e r  doch hoch oben am Dache, in d es  u n te r  den Bew ohnern d e r 

E rd g esch o sse  s ich  d e r  Tod seine n u r  zu h au fig en  O pfer a u se rs e h e n  

h a tted  [78], s i t t in g  >da oben sicher<  [79] as  h is  lan d lad y  la te r  confirm s. 

C h a rac te rs  a re  uniform ly p re se n te d  in te rm s of specific  sp a tia l 

a t t r ib u te s ,  w ith th e  r e s u lt  th a t  a  c o n s is te n t an d  com prehensive  p ic tu re  

of th e  se tt in g  is  cum ulatively  e s tab lish ed  an d  system atically  re in fo rced . 

Jakob , above all, is  in v a riab ly  p re se n te d  in  te rm s of th e  v e rtic a l 
dim ension and  p a rtic u la r ly  as  being  a t a  p h y s ica lly  e leva ted  level. He 
a p p e a rs  to  have  a  » p ro p e r placed. This is  n o t a  fixed p o in t in  a  
defined  a re a , b u t a  re la tiv e  position  which he  p o p u la tes  w h e rev e r he is, 
a norm al p lace v is -a -v is  th e  r e s t  of socie ty . I t  defines his re la tio n sh ip  
w ith h is env ironm en t, d em o nstra tes  a ffin itie s  and  a n tith e se s , den o tes  
ten sio n s  and  harm onies, a ttra c tio n  and  d isaffec tio n  in a w orld w hich is 
p re s e n te d  like a  th e a tre . Jak o b ’s p o r tr a it ,  above all, te s tif ie s  to  th e  eye 
of a p lay w rig h t.

What, th e n , does v e rtic a l space  connote in  th e  Der Arme 
Spielm ann? Dramatic v e rtic a l g e s tu re s  becomes an ind ica tion  of emotion, 

a th e a tr ic a l s ig n  w hich is espec ia lly  closely linked  w ith a n g e r  -  in 
B a rb a ra ’s case  -  and  d is tre s s  -  in Ja k o b ’s. R a th er like th e  fa lling  of 

th e  c u r ta in , i t  d iv ides th e  s to ry  in to  hom ogeneous segm ents, form ing a 
v is ib le  c a e su ra  -  a  loyal a t te n d a n t of th e  tu rn in g -p o in ts  in  th e  

S pielm ann’s au to b io g rap h y . H eight also p o sse sse s  im plications of social 
c lass  an d  s ta tio n  in  the  Novelle. Jakob  lives on th e  f i r s t  floor, »im 

S tockw erke  d e r  Vornehmen« [45], and  in rem ain ing  th e re  he may be 

try in g  to  re ta in  th e  v e s tig e s  of h is  fam ily’s e lev a ted  social s ta tu s ,  the  

la s t  hope of re s to r in g  a social h ie ra rc h y  w hose d esc rip tio n  inform s the  
Novelle’s open ing  p a ra g ra p h s . This e levation  sh ap es  Jak o b ’s view  of 

him self and  B a rb a ra ’s a p p ra isa l of him as a  p o ten tia l h u sb an d . Her 
social a sp ira tio n s  -  »denn  d ienen  mag ich  nicht4: [71] -  a t t r a c t  h e r  to  

him, fo r un like  th e  b u tc h e r  Jakob is no t one of th e  »groben  Leute«  [49]. 

Jakob  re p re s e n ts ,  fo r bo th  B arb ara  and  fo r  him self, su p e r io rity ; h is 
position  in  space  re fle c ts  h is social o rig in s. B a rb a ra  -  like R ustan  in
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G rillp a rze r’s Der Traum Ein Leben -  seek s  som ething from  »above«. In  
bo th  cases th e se  am bitions a re  m easured in  upw ard  movement, th e ir  

d isappo in tm en t and  re s ig n a tio n  conveyed  in  a  r e t r e a t  down to th e ir  

re sp ec tiv e  »hienieden<^^.

V erticality  also conno tes re lig ion , bo th  in  th e  th o u g h t of th e  

period  g en era lly  and  in  Der Arme Soielm ann. The sh ap e  of Ja k o b ’s room 

u n e rr in g ly  reca lls  th e  sp ire  of a  c h u rc h  an d  p o in ts  to  a  tra d itio n a l 

v e rtic a lity  in  C h ris tian  a rc h ite c tu re . The re lig io u s  asso c ia tio n  is 

re in fo rced  b y  th e  »genuflection<( re q u ire d  to  p a ss  th ro u g h  h is  low 

door^®. Jak o b ’s room re s ta te s  a  sp ir itu a l image seen  m ost v iv id ly  in  Des 

M eeres und Der Liebe Wellen. w here  th e  p r ie s te s s  Hero in h a b its  a  rem ote 
tow er.

The re g u la r  movement a sso c ia ted  w ith th e  song  a lso  confirm s a  
g en era l id e n tity  betw een v e rtic a lity  and  a r t  in  th e  Novelle. J a k o b ’s 
room recalls  » th e  s ta tu s  of Romanticism’s u p p e r  s to ry  a r t i s t s  "betw een  
heaven and  e a r t h T h e  motif of th e  a r t i s t  being  d raw n  dow nw ards 
is  also an tic ip a ted  in  G rillp a rze r’s Saooho®®, S appho fee ls  th a t  Phaon, 
h e r  lover,

»war bestim rat, in se in e r Gaben Fülle,
Mich von  d e r  D ich tk u n st w olkennahen Gipfeln
In d ieses Lebens h e itre  B lü ten ta le r
Mit s a n f t  bezw ingender Gewalt herabzuziehen<®^.

B ut when, like Jakob , she d isco v e rs  th a t  she can n o t h av e  a  norm al 

h u n a n  re la tio n sh ip  w ith som ebody of th e  opposite  sex, sh e  th ro w s 
h e rse lf  from a  cliff. Her m entor Rhamnes concludes th a t  sh e , th e  g re a t  

poetess , is r e tu rn in g  to h e r  sp ir itu a l home:

».....G onnt ih r  das Grab,
Das sie, verschm ahend  d iese fa lsche  E rde,
Gewahlt s ich  in des M eeres he il’gen F lu ten!...
 Es ist! -
V erw elkt d e r  Lor b ee r und  das S a itensp ie l v e rk lu n g en !

2'^ M A , Abt. 1, V, 135-6.
^Because th e  doorw ay is so low, i t  can be assum ed th a t  c ro ss in g  th e  

th re sh o ld  m ight cause  some d ifficu lty , and  would n e c e ss ita te  a  
pause  an d  th e n  a s lig h t bend ing  of th e  head and  u p p e r  body, as  if 
one w ere making a k ind  of obeisance o r  gen u flec tio n  sim ilar to  th a t  
made upon  e n try  in to  a tem ple of w orship^. L indsey , op. c it. ,81, 

F e tzer, op. c it., 259.
S appho . V, 89-92. EKA, Abt. 1, I, 268.
Sappho . V, 89-92.
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Es w ar au f E rd en  ih re  Heimat n ic h t -  
Sie is t  z u rü c k  g e k e h re t zu den  Ihren!4:®^.

Sappho’s fa ta l d e sc e n t in to  th e  w ater, like  Ja k o b ’s d e sc e n t from  h is safe  
r e t r e a t  above th e  flooded L eopoldstad t, th e re fo re  re i te ra te s  th e  

symbolism of h is  a r t is t ic  »Heirakehr«. J a k o b ’s v e r tic a l position  co nveys 

h is social o rig in s , h is re lig ious outlook an d  h is a r t is t ic  ideals.

G rillparzer in fu se s  h is  s e t  with m eaning.

T here  a re  many re so n an ces  of S h a k e sp e a re ’s Romeo an d  Ju lie t in 

G rillp a rze r’s Novelle. Like S h a k e sp e a re ’s hero , Jak o b  u ltim ate ly  has to  

make a choice betw een h is family and  h is love, fo r  in  co llecting  th e  

sh ee t music to  th e  song Jakob  is d isobey ing  one of h is  f a th e r ’s 
in s tru c tio n s . Like h is E lizabethan  p re c u rs o r  he is  th e n  b an ish ed . 

B arb a ra ’s fa th e r  a lso  reca lls  S h a k e sp e a re ’s N urse. Both of th e se  comic 
f ig u re s  a re  c ru d e  an d  basic, and  bo th  ch ange  th e ir  m inds c o n sta n tly . 
Above all th e y  b o th  ab u se  language -  esp ec ia lly  w hen th e y  assum e 
a r is to c ra tic  a irs . B arb ara , who sh a re s  J u lie t’s p ragm atism , is  a lso  to  be 
m arried  a g a in s t h e r  will.

These echoes reach  a c re scen d o  in  an  ep isode  which a p p e a rs  to  be 

based  on Act II, Scene 2 of S h a k e sp e a re ’s tra g e d y  of e r ro r s .  Jakob  
walks in to  th e  shop one even ing , s u rp r is in g  B arb a ra  who is s in g in g  
w hat has now become » Jak o b ’s< song:

»stan d  sie eben  au f den Z ehensp itzen  e m p o rg e rich te t, den  
Riicken mir z u g e k e h rt und  mit den e rh o b en en  Handen, wie 
man nach  etw as su ch t, au f einem d e r  h o h e ren  S te l lb re t te r  
he rum ta s  ten d . Und dabei san g  sie leise in  s ich  hinein . -  
Es w ar das Lied, mein LiedK [68].

In  th e  con tex t of h e r  emotional condition , th is  g e s tu re  of re a ch in g  
upw ards while s in g in g  » the ir«  song a p p e a rs  a s  a d em onstra tion  of 

B arb a ra ’s d e s ire  fo r  th e  young Jakob . She is seek in g , s tr iv in g  fo r 
som ething h ig h e r , reach in g  and  s tre tc h in g  u p w ard s , u n c e r ta in  w here  to  

find  it, no t q u ite  su re  th a t  it  is th e re  to  be re a ch e d  -  a ^ d ec la ra tio n  of 
love4: which u n d e rs ta n d a b ly  p ro v o k es  an am orous re sp o n se  from th e  

o therw ise  p ru d is h  young man. And like Ju lie t B a rb a ra ’s d ec la ra tio n  is 
made in ig n o ran ce  th a t  i ts  o b jec t is lis ten in g : J u lie t  th in k s  sh e  is 

ta lk ing  to h e rse lf , B arb ara  » sang ...le ise  in  s ich  h inein«  [68]. J u l ie t’s

32 ib id ., 372-3, lines 2035-41.
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ap p ea l to  Romeo -  3>Deny th y  fa th e r  and  re fu s e  th y  narae!« -  could ap p ly  
equally  well to  Jak o b , fo r th is  is  p re c ise ly  w h a t he does in  v e n tu r in g  to  

th e  shop  a g a in s t h is  f a th e r ’s w ishes. Above all i t  is  S h a k e sp e a re ’s

image of th e  lo v er as  ^m erchand ise^  th a t  seem s to  have form ed th e

in sp ira tio n  fo r G rillp a rze r’s scene  -
»I am no p ilo t, y e t w ert th o u  as fa r
As th a t  v a s t  sh o re  w ashed w ith th e  f a r th e s t  sea,
I should  a d v e n tu re  fo r su ch  merchandise^®®

-  while Romeo’s dream  of p lacing  h is  hand  on J u l ie t’s cheek  -
»0 th a t  I w ere a  glove upon  th a t  han d ,
T hat I m ight to u ch  th a t  cheek!<®^

-  fin d s  a  comic re v e rs a l  in th e  p ro d ig io u s  th u m p  th a t  G rillp a rz e r’s h e ro  

rece iv e s  from B arbara . The scen e  becomes a k in d  of B iederm eier v a r ia n t 

of th e  Romeo and  Ju lie t them e, a  re s ta te m e n t of m otifs ta k e n  from 
S h a k e sp e a re ’s balcony scene4(. The s in g in g  sh o p k e e p e r’s d a u g h te r  
exchanges ro les  w ith th e  a r is to c ra tic  man, rom antic  V erona is tra n sp o se d  

to  p e tty  Vienna an d  th e  top ra c k  in  th e  g e n e ra l s to re  becom es th e  
to u ch in g  rep lacem en t fo r J u lie t’s balcony -  a  rem in d e r th a t  in  common 
folk like B arb ara  »liegen als Em bryo die Ju lien<  [39] of th is  world®®.

This scene  also  exem plifies th e  c o v e r t n a r ra t iv e  fu n c tio n  of 
G rillp a rze r’s space. Few w ords a re  sp oken  in  th is  scene , b u t  th e  
im plications of B arb ara  reach in g  to w ard s  J a k o b ’s norm al e lev a ted  
position  id en tifie s  a  dim ension of symbolism w hich th e  re a d e r  may n o t 
r e g is te r  consciously®®. The same app lies  to  th o se  scen es  w here  Jakob  
rem ains a t  th e  top  of th e  s ta irs . When B a rb a ra  te lls  him n o t to  follow 

h e r  down th e se  s ta ir s  -  »Bleiben Sie!4: -  she  is  acknow ledg ing  th e  fac t 

th a t  th e  Spielm ann lives in a n o th e r  w orld to  h e r , a  world in  w hich a r t  
and  re lig ion  a re  all im portan t, a  domain w hich is incom patib le w ith  th e  

m ercenary  h u r ly -b u r ly  of R es tau ra tio n  Vienna. The v a lu es  w hich 

se p a ra te  him as an  a r t i s t  from th e  o th e r  c itiz en s  of V ienna fin d  sp a tia l 

ex p ress io n  in  th e  s ta ir s  th a t  s e t  him asid e  from  th e  m asses. Ambition

33 Romeo and  J u lie t . Act II, Scene 2.
3"̂  ibid.
3^ The im agery  of b ird s  and  h eav en ly  bod ies a lso  lin k s  th e  two

ep isodes, as  do untim ely in te r ru p t io n s  b y  th e  N urse an d  B a rb a ra ’s 
fa th e r .

3^ Compare also: Jak o b ...ra ise s  B arb ara  to  p u r e r  sp h e re s ,. . . to  a  h ig h e r
p la n e ...th ro u g h  the  nob ility  of h is  beings:. B row ning, R o b ert M: 
^L anguage and  th e  Fall from Grace in G rillp a rz e r’s Spielm ann^. In  
Sem inar (12, 1976), 215-235, 231-2. ^ B a rb a ra ’s song fa c ilita te s  h is 
upw ard  sp ir itu a l p ro g re ss io n ^ , L indsey , op. c it., 277.
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and  its  fa ilu re , Ja k o b ’s and  B a rb a ra ’s tra g e d y , a re  all m easured  in 

space . The motifs of re lig ion , m usic and  hum an a sp ira tio n  a re  fu sed  

v e rtic a lly  to g e th e r  as  G rillp a rze r’s fic tiona l lan d scap e  is  p e rm eated  b y  a 

c lea rly  defined  B iederm eier ordo .

4.4 HORIZONTAL SPACE

G rillp a rz e r’s s tr ik in g  co n sis te n cy  of p o r tra y a l does n o t on ly  occu r 

in th e  v e rtic a l dimension. J u s t  as  Jakob  is p e rs is te n tly  d e sc rib e d  in 
te rm s of h e ig h t, so he is also re g u la r ly  a sso c ia ted  w ith  a  re la tiv e  

position  in th e  horizon ta l dim ension: th a t  of th e  side. This connection  is 
s till  rriore fo rce fu lly  delineated . His hoiae is on th e  e a s t s ide  of V ienna 
and  he him self lives on one side  of h is  room. When Jakob  f i r s t  v is its  
B a rb a ra  he s ta n d s  a t  th e  window an d  » lu g te  von d e r  Seite  h inein<  [61], 

a f te r  which B arb ara , in a  le ss  th a n  c h a ritab le  g e s tu re , th ro w s a  m ouldy 
p ea  to one side  while id en tify in g  Jakob  to  h e r  fa th e r : »indem  sie  eine 
w urm stich ige  E rbse  etw as w e ite r a ls  die a n d e rn  von sich  warf4: [62]. 
Jakob  is o ften  p u sh ed  to  th e  side  by  o th e r  people, bo th  b y  B a rb a ra ’s 

f a th e r  -  »Dabei h a tte  e r  mir die flache Hand au f die S c h u lte r  g e leg t und  
schob  mich g egen  die T üre. Ich  wich dem D rucke se itw a rts  aus«  [73] -  

and  la te r  by o th e r  custom ers in  th e  shop -  »ich h o rte  n ic h t u n d  s tan d  
re g u n g s lo s , b is  endlich  K unden kam en, die mich z u r  Seite  schoben4: [76]. 

B ut ultim ately  th is  la te ra l movem ent is v o lu n ta ry , in s tin c tiv e : he 
c h a ra c te r is tic a lly  looks s idew ays while n a r ra t in g  h is l ife - s to ry  -

»dabei sen k te  e r, se itw a rts  gew and t, wie in eine w eite F e m e  
h in au sb lick en d , den  Kopf gegen  die u n te rs ti i tz e n d e  linke  
Hand< [51],

-  a t  B a rb a ra ’s shop -

»Da sich  a b e r  n ich ts  ze ig te , b lick te  ich  end lich  se itw a rts  in 
den Laden hinein^ [76]

-  and  in death :

> er...w endete  Kopf und  Ohr se itw a rts , a ls  ob e r  in d e r 
E n tfe rn u n g  etw as g a r  Schones horte4: [79]®^.

3^ He is also  d esc rib ed  as  »nach  a lien  S eiten  h in  s to re n d «  [42].
Sim ilarly while B arb ara  is on one s id e  of th e  g lass  door Jak o b  is
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In  th is  re sp e c t Jakob  is d is tin g u ish ed  from alm ost all th e  o th e r  

c h a ra c te rs  in  th e  Novelle, be ing  system atica lly  a sso c ia ted  w ith la te ra l  

motion, d irec tio n  an d  position . In  h e r  u n u su a l p u r s u i t  of Jakob  a s  a  

p o ten tia l h u sb an d  B arb ara  is like th e  » ju n g en  Magd, die halb  w id er 

Willen, dem d râ n g e n d en  L iebhaber se itab  vom Gewühl d e r  T an zen d en  
fo lg t«  [39].

If Jakob is asso c ia ted  w ith a  con cep tu a l »Seite4: th e n  th e  o th e r  

im p o rtan t f ig u re s  in  his life a re  id en tified  w ith  a  re la tiv e  »M itte«. The 

n a r r a to r  is tw ice p re se n te d  as  being  in  th e  middle of sp aces  -

» Ich ...b e fan d  mich in  d e r  Mitte des Dammes, b e re its  au f 
k lassischem  Boden< [40]

-  an d , as h as  been seen , -

»Schon h a tte  ihn  d e r A u sg a n g sg itte r  aufgenom m en, in d es  ich  
noch in  d e r  Mitte des Dammes mit d e r  e n tg eg e n s tro ra e n d en  
M enschenwoge kam pfte« [42],

-  a s  a re  Jak o b ’s land lo rd  -

»die T ü re  des Hauses au f gin g, ein Mann, n u r  mit dem Hemde 
u n d  lose eingeknopftem  Beinkleide a n g e ta n , von  d e r  Schw elle 
b is in  die Mitte d e r S t rafle t r a t«  [47],

-  B arb ara  -

»In die Mitte des Zimmers gekommen, b lieb sie s teh en «  [74],

-  and  h e r  fu tu re  h u sb an d , th e  b u tch e r:

»Da lach te  d e r  in d e r Mitte des L adens s te h e n d e  F le isch er 
la u t au f4: [61].

The p o sitio n s  c h a ra c te rs  ta k e  up  g en e ra lly  rem ain c o n s ta n t w h e re v e r  

th e y  a re , a  un ifo rm ity  which again  s u g g e s ts  a  conscious dev ice  on 
G rillp a rz e r’s behalf. L a te ra lity  c o rre la te s  w ith v e r tic a l motion an d  

position  in th e  f ig u re  of th e  old m usician while Ja k o b ’s c e n tr ifu g a li ty  is 

ju x tap o sed  w ith th e  convergence  of o th e r  c h a ra c te rs  a t  a  co n cep tu a l 
c en tre .

p u sh in g  »von  der anderen  Seite4: [69]. Compare also  B arbara’s 
advice: »Sie m üssen Jemand an der S eite  haben , der e s  eh rlich  
meint4: [71]. When Jakob d isap pears at th e  fe s t iv a l th ere  w as »nach  
a lien  S eiten  w eit und b reit kein  Spielm ann mehr zu sehen4: [42].
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Space again  a p p e a rs  to  convey  m eaning. The b u tc h e r  was 
s ta tio n ed  in  th e  middle of the  shop , p resu m ab ly  on one of h is m any 

a p p ro ach es  to  win B arb ara  as  h is  b ride . I t  was w hen B a rb a ra  came to  

take  h e r fina l leave  of Jakob, to  inform  him of h e r  decision  to  a cc e p t 

th e  b u tc h e r ’s p ro p o sa l, th a t  she  was p re s e n te d  in  th e  c e n tre  of Ja k o b ’s 
room. The two exp lic it condem nations of J a k o b ’s m usic a re  a lso  made 

from th e  m iddles of spaces: J ak o b ’s e x asp e ra ted  la n d lo rd  ru n s  in to  th e  

middle of th e  road  when he w an ts th e  old man to  s to p  p lay in g , while th e  

n a r r a to r ’s sco rn fu l in itia l an a ly s is  of Ja k o b ’s p lay in g  is made from  th e  

middle of th e  causew ay. All of th o se  c h a ra c te rs  who a re  p re se n te d  in 

th e  middle of sp aces  a re  those  who a re  socially  accep tab le . T hey ex h ib it 
a  commitment to co llective  in s titu tio n s , bow to  co n v en tio n  and  u ltim ate ly  
en d o rse  p o p u la r v a lues. They ta k e  up  p o sitio n s  a t  a  re la tiv e  »M itte« on 
occasions when th e y  dem onstra te  th is  a lleg iance. 3>Mitte4C becomes ho t 

only  a  place b u t  th e  ex p ression  of social norm s an d  n e c e ss ity , an  
association  re in fo rce d  b y  th e  fac t th a t  Jakob  d ev o tes  th e  middle of th e  
day to  e a rn in g  h is liv ing  -  »die Mitte dem B ro terw erb<  [45].

J ak o b ’s w ithdraw al to s id es  also re f le c ts  h is  d iffe r in g  p r io r itie s  in 
life, fo r  h is v a lu es  and  ideas in  g en era l a re  a lien  to  th o se  of th e  
m asses. Not on ly  is h is music an ti-so c ia l b u t w hat he c o n s id e rs  »das 
E rnste<  [77] is u su ally  of p e r ip h e ra l s ig n ifican ce  -  in d eed  o ften  th e  

sou rce  of rid icu le  and  la u g h te r  -  fo r  th e  m ajo rity . O ccasionally h is 

values a re  too o u trag eo u s  even  fo r  th e  sy m p ath e tic  B arb ara : »Kommen 
Sie schon  w ieder mit sole hen  A lbernheiten?4: [72], she  com plains b it te r ly , 

o r more p a tie n tly  »Sie sind  schw ach, immer au f N ebend inge g e r ic h te t , so 

dafl sie kaum im stande w aren, Ih re n  e igenen  S achen  s e lb s t  

v o rzu s teh en ^  [70]. Jak o b ’s fa te fu l p reo ccu p a tio n  w ith  »N ebendinge<, h is 
in ab ility  to a d a p t to social m ores, again  fin d s  sym bolic form  in his 

c h a ra c te r is tic  position . W hereas h is  lan d lo rd  ru n s  »von d e r  Schwelle b is 
in  die MitteC [47] to condem n h is  music, Ja k o b ’s p o sitio n  rem ains on th e  

ex trem ity .

The Spielm ann’s la te ra l position  is a lso  th e  ex p re ss io n  of h is 
extrem ism , of th a t  radicalism  w ith  which he p u rs u e s  h is  aims w h a tev e r 

th e  p e rso n a l cost. He re fu se s  to  compromise, e ith e r  w ith  th e  dem ands of 
re a lity  o r w ith th o se  of th e  people. In  h is  ab so lu te  devo tion  to  music -  

he p lay s  e v e ry  day, m orning, a fte rn o o n  an d  ev en in g  -  h is  life lack s  any  
kind  of balance o r  com pensation.
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Finally  Ja k o b ’s position  is a lso  linked  to  h is  social m arg inalisation : 
as he becomes more and  more p e r ip h e ra l to  so c ie ty  so he moves to  th e  

s id es  of sp aces. He is , as has been  seen , p u sh e d  a sid e  on two occasions 

in  th e  shop. But above all th is  a lienation  is s u g g e s te d  in  g ra d u a l 

movement o u tw ard s , in  p ro g re s s io n s  from in s id e  to  o u ts id e . His public  

pe rfo rm an ces  tak e  p lace in itia lly  a t  a  »G astgebo t im Hause (s )e in e r 
M ietfrau< [77], th e n  in  th e  »Hofe d e r  H auser«  [77] an d  fina lly  on »die 
d ffen tlich en  S paziergange<  [77]. More p o ig n an tly  th e  p ro cess  f in d s  a  

fu r th e r  echo in  h is  g ra d u a l movement to w ard s  th e  tow n con fines -  his 

jo u rn e y  in  life from h is  f a th e r ’s house  in  th e  c ity  c e n tre  v ia  a  d is ta n t 

s u b u rb  to  th e  v e ry  o u ts k ir ts  of th e  V iennese metropolis®®. C o n sis ten t 
motion o u tw ard s  sym bolises m usical incom petence and  sy stem atic  social 

abandonm ent. Ja k o b ’s ban ishm en t to  th e  m arg ins of so c ie ty  c o rre sp o n d s  

to  a rem oval to  th é  p e rim e te rs  of Vienna, llis  s lide  down th e  social 
la d d e r  is re fle c ted  ho rizo n ta lly  in space.

A them atic  complex of m usic, a lienation , social d eg rad a tio n  and  
co n cep tua l »sides«  u n d e rlie s  th e  logic of Der Arme Spielm ann. I t  is 
w hen co llecting  th e  song th a t  he is  seen  in B a rb a ra ’s shop , and  th is  
re s u lts  in  h is  exclusion from th e  family house. I t  is  h is  su b se q u e n t 
decision  to  become a  p ro fess io n a l m usician th a t  e ffec tiv e ly  co n sig n s  him 

to  th e  life of a  b e g g a r , an d  th e  re su ltin g  p a ltry  income th a t  fo rce s  him 
to  move to th e  »elende H ütten< [46] in  th e  V iennese penum bra . Music, 
social exclusion and  g rad u a l o u tw ard  movem ent in te ra c t  in a  s p ira l of 

social decline, a s  h is » E n tfe rn u n g  au s  dem v a te r lic h e n  Hause« [53] in 
th e  c ity  co incides w ith  h is  »W iederkehren  z u r  ho lden  T onkunst<  [53].

This movement o u tw ard s , th e  la te ra l asso c ia tio n , th e re fo re  also 

co rre sp o n d s  to  h is c o n s is te n t re la tiv e  position  in  th e  v e rtic a l dim ension. 

His position  above th e  r e s t  of so c ie ty  is a lso  a  s ig n , in d eed  cau se  and  
symptom of h is  e s tran g e m e n t, a  v e r tic a l v a r ia n t  of »Seite«, 

C h arac te ris tic a lly  th e  two explic it condem nations of Ja k o b ’s music a re  
made no t only  from th e  m iddles of spaces b u t a lso  from »below«. H eight 

becomes a  seco n d a ry  form of m arg inalisation , of dev ia tion  from a v e rtic a l

38 Compare » E very  ch an g e  th a t  moved Jakob  p h y sica lly  f a r th e r  away 
from th e  family r e p re s e n ts  also  a  g re a te r  d e g re e  of in n e r  iso lation^, 
Liedke, Otto K: ^C onsidera tions on th e  S tr u c tu re  of G rillp a rz e r’s 
P e r A m e  Spielm ann^. in  M odern A u strian  L ite ra tu re  (3, 1970),
7-12, h e re  9.
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»Mit:te4C. O utw ard and  upw ard  movement c o rre la te  as  an  ex p re ss io n  of 
th a t: social deflection  th a t  re s u lts  from  h is  music.

A b road  sp a tia l a n tith e s is  is  developed  betw een th e  re la tiv e  
p o s itio n s  of »Seite4C and  h e ig h t on th e  one h an d  and  middle on th e  o th e r  

in  D er Arme Spielm ann. Social conform ity  an d  in te g ra tio n  a re  u su a lly  
p re s e n te d  in o r advoca ted  from  th e  m iddles of sp aces  and  below. As in  

Die Schw arze S o inne  a  v e ry  d is tin c t »Raumgefühl4C em erges, w ith  re la tiv e  
p o s itio n  being  u sed  as a  means of com m unication and  c h a ra c te r is a tio n , 

sp a tia l a t t r ib u te s  being  em ployed as  a  m eans of c o n tra s t. W hereas a r t ,  

sp ec ifica lly  J a k o b ’s e so te ric  m usic, h as i ts  p lace  a t  th e  s id es , i t  is  
re je c te d  from m iddles, as G rillp arze r sk e tc h e s  o u t th e  a n ti th e s is  of 
»E inseitigkeit<  and  »N otw endigkeit« [72] in  space . In  th is  co n tex t Der 

Arme Soielm ann can  be seen  as a t re a t is e  on th e  m arg inalisa tion  of a r t  
in  so cie ty  in  g en era l, a  v icario u s  ex p re ss io n  of th e  a u th o r ’s own 
b it te rn e s s .

4.5 »INNEN« AND »AUSSEN<

The tech n iq u es  w hich G rillp a rze r u ses  to  mould h is s to r y ’s 
geo g rap h ica l se tt in g  a re  v e ry  sim ilar to  th o se  seen  in  Die S chw arze 

Sminne and  Der Hochwald. Ja k o b ’s home, fo r  in s ta n ce , is f i r s t  

in tro d u ce d  o ra lly , th ro u g h  th e  co n v e rsa tio n  betw een th e  n a r r a to r  an d  

m usician  a t  th e  fes tiv a l. Inform ation  is ag a in  conveyed  th ro u g h  a  s e t  

seq u en ce . A ccording to  th e  law of d im inish ing  size th e  re a d e r  le a rn s  

th e  s t r e e t  name, th e n  th e  house num ber, th e n  th e  floor, an d  fin a lly  th e  
position  of th e  room:

»'*Wo woHnen Sie?" E r n a n n te  mir die G a rtn e rg asse .
"Hausnum m er?" -  "Nummer 34 im e r s te n  Stocke" -  "In  d e r  
Tat", r ie f  ich , "im S tockw erke  d e r  V ornehm en?" -  "Das 
H aus’, sag te  e r, "h a t e ig en tlich  n u r  ein  Erdgeschofl; es  is t  
ab e r oben  neben  d e r Bodenkam m er noch ein k leines 
Zimmer"^: [45].
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The accu racy  of th e  d e sc rip tio n  is th e n  confirm ed as  th e  n a r ra to r ,  again  

th ro u g h  th e  medium of a  jo u rn e y  on foot, fixes th e  h o u se ’s 

coordinates®^. V erbal d e sc rip tio n  is again  c o rro b o ra te d  by  p e rso n a l 

experience in e s ta b lish in g  th e  sp a tia l con tex t.

Nowhere in th e  R estau ra tio n  Novelle is com partm en talised  sp ace  so 

v iv id ly  illu s tra te d  as  in Jak o b ’s room. In s id e  th e  room -  w hich Jakob  
sh a re s  w ith two journeym en  -  e v e ry th in g  is geom etry , r a th e r  like  an 

a rc h ite c t’s lin e -d raw in g . The n a r r a to r  fin d s  him self »in e in e r  ziem lich 

geraum igen, so n s t a b e r  h o ch st e lenden  Kammer, d e re n  Wande von alien 
Seiten  den  U m rissen des sp itz zu lau fen d en  D aches folg ten<  [48]. The 

ou tlines, th o se  com ponents which g ive th is  room i ts  sh ap e , have p r io r ity  
in  th is  b a re  d esc rip tio n . The fram e is th e n  g iven  su b sta n c e :

»Hart neben  d e r  T üre  ein schm utziges, w iderlich  v e r s to r te s  
B ette, von a lien  Z u taten  d e r U n o rd en tlich k e it um geben; mir 
g eg en ü b e r, h a r t  neben  dem schm alen F e n s te r , e ine zw eite 
L a g e rs ta tte , d ü rf t ig , a b e r  re in lich , u n d  h o c h s t so rg fa ltig  
g e b e tte t u n d  bed eck t. Am F e n s te r  ein k le in es  T ischchen  mit 
N otenpapier und  S c h re ib g e ra te , im F e n s te r  e in  p a a r 
Blum entopfe« [48].

Amongst th e  c o n to u rs  in  h is  room one s ta n d s  ou t. Jakob  has a lre ad y  
to ld  the  n a r ra to r  th a t  h is  room is »abgeteilt4: [45], b u t now th e  n a r ra to r  

sees exactly  w hat he means. The fra il man has d raw n a  h eav y  chalk  
line ac ro ss  th e  floor:

»Die Mitte des Zimmers von Wand zu Wand w ar am Boden mit 
einem die ken  K re id en strich e  beze ich n e t, und  man k an n  sich  
kaum einen  g re lle re n  A bstich  von Schm utz und  R ein lichkeit 
denken , a ls  d ie sse its  u n d  je n se its  d e r  gezogenen  Linie, 
d ieses A quators e in e r Welt im k leinen , h e r rs c h te «  [48].

39 »In d e r  G a rtn e rg asse , h a tte  d e r  a lte  Mann g e sa g t, wohne e r. "1st 
h ie r in  d e r  Nahe eine G a rtn e rg a sse ? ", f r a g te  ich  e inen  k leinen  
Ju n g en , d e r  ü b e r  den Weg lief. "Dort, H err!", v e rs e tz te  e r , indem 
e r  au f eine Q uerstrafle  h inw ies, die von d e r  H auserm asse d e r  
V o rstad t sich  e n tfe rn e n d , gegen  das fre ie  Feld h in au s  lief. Ich  
fo lgte d e r  R ichtung. Die S trafle b e s tan d  aus z e r s tr e u te n  e inzelnen  
H ausern , die, zw ischen groflen K ü ch en g arten  g e legen , die 
B eschaftigung  d e r  Bew ohner und  den U rsp ru n g  des Namens 
G a rtn e rg asse  au gen fa llig  d a rleg ten . In  w elcher d ie se r  e lenden  
H ütten  wohl mein O riginal w ohnen m ochte?...w ie ich v o rw a rtsg in g , 
sch lug  d e r leise, lan g g eh a lten e  Ton e in e r Violine an  mein Ohr, d e r 
aus dem o ffen s teh en d en  B o d en fen ste r e ines wenig e n tfe rn te n  
arm lichen H auses zu kommen sch ien , das, n ie d rig  und  ohne 
S tockw erk wie die ü b rig e n , s ich  d u rc h  d ieses  in  d e r  U m grenzung 
des Daches liegende  G iebelfenste r v o r den a n d e rn  
ausze ichnete«  [46].
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Given Ja k o b ’s p o rtra y a l in  th e  v e r tic a l dim ension and  a ttra c t io n  to  
s id es , one m ight expec t h is movements in  th e  h o rizon ta l p lane to  be 

u n co n tro lled  an d  random , e v e ry  b it as rad ica l as h is m ovem ents up  and  

down. But th is  is  fa r  from being  th e  case. His legs a re  bo th  old -  

» seine  a lten  Beine< [4 5 ] -  and  >etw as zu kurz4: [5 0 ] , and  as  he only  

leav es  h is  house  fo r th e  a fte rn o o n s  and  h is  financial p red icam en t 

r e s t r ic t s  him to w alking, he has n e ith e r  th e  time nor th e  m eans to  

u n d e r ta k e  jo u rn e y s  beyond th e  b o u n d arie s  of Vienna. His m ovem ents 

a re  h o rizo n ta lly  re s tr ic te d  and  cu rta iled . H owever, economic and  
p h y s ica l c o n s tra in ts  have no b e a rin g  on h is  re la tio n sh ip  to  th e  ch a lk - 
line. When he reach es  th e  line he comes to  a h a lt, re fu s in g  to  c ro s s  it.

In d eed , h is  movements g en era lly  a p p e a r  to  p o sse ss  a  logic of th e ir  
own, form ing a  qu ite  c o n s is te n t p a tte rn . His f i r s t  v is it  to th e  shop  
w here  B arb ara  lives, a  mini dram a in  itse lf , i l lu s tra te s  th is . G ro tesquely  
to r tu o u s  rum inations delay  his v is i t  in itia lly :

»Zu sch n e ll an frag en  sch ien  mir unhofliche  Z udring lichkeit, 
a llzu  lan g es  War te n  konn te  fü r  G le ichgü ltigkeit a u sg e le g t 
w erden ...E in  p a a r Tage v e rg a n g en , wuflte ich  w ieder n ich t, 
ob es  schon  Zeit sei, die Noten abzuho len  o d e r 
n ich t,..E n d lich  -  es w aren  u n g e fa h r  d re i Wochen 
v e rg a n g e n  -  verm ochte ic h ’s n ich t m ehr auszuhalten4( [6 0 ] .

He th en  se ts  o ff on no le ss  th a n  th re e  occasions, on each of th e  in itia l

two ch an g in g  h is mind and  re tu rn in g  home -

»Ich h a tte  zw ar schon d u rc h  zwei A bende mich au f die 
Gasse g esto h len  -  und  das ohne Hut, dam it die D ienstleu te
g lauben  so llten , ich su ch te  n u r  nach  etw as im Hause - ,  sooft
ich  a b e r  in die Nahe des G ries le rlad en s kam, iiberfie l mir e in  
so h e ftig e s  Z ittern , dafl ich um kehren  muflte, ich mochte 
wollen o d e r n ich t«  [60]

-  befo re  fina lly  decid ing  to  tak e  th e  p lu n g e  -

»Endlich a b e r  -  wie g e sa g t -  konn te  ic h ’s n ich t m ehr 
a u sh a lten . Ich  nahm mir ein Herz u n d  g ing  e ines A bends -  
au ch  diesm al ohne Hut -  au s  meinem Zimmer die T reppe 
h inab  u n d  fe s ten  S c h rit te s  d u rc h  die Gasse bis zu dem 
G ries le rlad en s [6 0 ].

But th e n  again  he comes to  a halt! -
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»wo ich  v o rd e rh a n d  s teh en b lieb  und  lib e rleg te , was w e ite r 
zu tu n  se is  [60]"*®

-  following w hich, »nach einigem ZogernS [61], panic o v e r ta k e s  him:

»War es meine gezw ungene v o rg e b e u g te  S te llung , o d e r  so n s t 
w as immer, mein Z ittern  b eg an n  w ieder zu kommenS [61].

At th is  po in t he is do u b tless  on th e  po in t of head ing  home ag a in  when 

B a rb a ra 's  fa th e r  s u rp r is e s  him, an d  -  su sp e c tin g  him of w an ting  to  s tea l 

h is  plum s [61] -  hau ls  him in to  th e  shop:

»als ich mich von rü c k w â r ts  mit d e rb e r  Hand angefaflt u n d  
nach  v o rw arts  g e sch lep p t fü h lte . In  einem Nu s ta n d  ich  im 
GewolbeS [61].

Jakob  does no t ac tu a lly  succeed  in e n te r in g  th e  shop  of h is own 
will, b u t has to  be fo rc ib ly  d ra g g e d  in. In  sp ite  of th e  fa c t th a t  he h as 
been  in v ited , indeed  told by  B arb a ra  to  come -  fo r  she  h as o ffe red  to 

p ro v id e  him w ith  th e  sh ee t music of h e r  song -  he can n o t b r in g  him self 
to  e n te r . His p re sen ce  is  u ltim ately  involuntary^^.

He a p p e a rs  to be draw n to  th e  shop , b u t  when he re a c h e s  th e  
walls can  go no f u r th e r  of h is own accord . Even th o u g h  th is  is  a  place 
th a t  he u ltim ately  v is its  » w ieder u n d  w ieder< [67], th e  d e sc r ip tio n s  of 
h is  e n try  u su a lly  ind ica te  tre p id a tio n . »Der n a ch s te  B esuch k o s te te  
e inen  schw eren  Entschlufl4( [70], he explains on one occasion; »ich w agte 
mich hineinC [76] on an o th e r , while on a th ird  i t  becomes a  m atte r of 

life o r  death : »und  wenn es mein Leben gego lten  h a tte , ich  muflte 
e in tre te n «  [65].

This same sequence  of m ovem ents r e c u rs  c o n s is te n tly  w ith in  

Jak o b ’s au to b io g rap h y . When he tr ie s  to  s e t up  his b u s in e s s  he allows 

h is new -found  > p a rtn e r«  to  hand  in  th e  s ta tu to ry  d ep o sit w hile he 

him self w aits o u ts id e  th e  c o u r t bu ild ing . This seq u en ce  can  a lso  be 

o b se rv ed  in th o se  scenes a t  s ta i r s  w here Jakob  obeys B a rb a ra ’s 

in s tru c tio n  to s top  and h is s u p e rv is o r ’s o rd e r  to  r e tu r n  to  w ork. An

Jakob  »w agt...es doch n ic h t, die le tz te  G renze zu iib e rs c h re ite n  u n d  
e n tsc h lo sse n  in den freraden  B ereich e in zu d rin g en . Die qualvolle 
Z w ischenste llung , in d e r e r  v o r d e r T iir v e r h a r r t ,  b eze ich n e t sein  
gan zes  sp a te re s  SchicksaK . Von Matt, op. c it., 153.

Sim ilarly h is  in itia l m eeting w ith B arb ara  is in v o lu n ta ry , th e  re s u lt  
of a  p ra n k  on the  p a r t  of h is  co lleagues in the  c h an c e ry . Compare 
also  »fand ich mich p lo tz lich  in  d e r  Nahe des g e fü rc h te te n  
Hauses4: [65].
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analogous chain  of e v en ts  also o ccu rs  in th e  shop  following G rillp a rz e r’s 
» sh e lf scenes. A fter B a rb a ra ’s » o v e rtu re«  Jakob  p u rs u e s  h e r  to w ard s  

h e r  liv ing  q u a rte rs :

»"Was n u n  w eiter geschah , weifl ich n ich t" , fu h r  e r  fo r t.
"Nur dafl ich au f sie lo s s tü rz te  und  sie in  die W ohnstube 
lief u n d  die G lastü re  zu h ie lt, w ah ren d  ich  von d e r  a n d e re n  
Seite  n ach d ran g te . Wie sie nun  zusam m engekrüm m t u n d  mit 
a lle r Macht s ich  en tgegenstem m end gleichsam  an  dem 
T ü rfe n s te r  k leb te , nahm ich  mir ein  Herz, v e r e h r te s te r  H err, 
u n d  gab ih r  ih re n  Kufl zu rü c k , d u rc h  das Glas< [6 9 ] .

Once again  th e  sp a tia l p a t te rn  re c u rs . When an y b o d y  else  would have 

gone on Jakob  comes to  a ha lt, and  co n ten ts  him self w ith  a  k iss  th ro u g h  

th e  door. B arbara  rem ains on th e  one side of th e  door, Jakob  on  th e  
o th e r , as G rillparzer c a p tu re s  a  lifetim e’s fa ilings in  one delica te  v isu a l 
image. ' ........................................ ......................

J ak o b ’s b eh av io u r in th e  horizon ta l dim ension could also  be 
c h a ra c te r is e d  as a  s tan d in g  on th e  spo t. He is p e r s is te n tly  p re se n te d  
as s ta tio n a ry , as s to p p in g  and  w aiting u n til i t  is too la te . When B arb ara  
p ay s  him h e r  farew ell v is it, he s its  »wie an g en ag e lt«  [7 4 ] an d  on ly  a f te r  
she  leaves can he move again: »Nun e r s t  kam mir d e r  G ebrauch  m einer 
G lieder zu rü ck «  [7 5 ]. His movements a p p e a r  as » an g stlich  ab w eh ren d e  
B ew egungen« [4 2 ] , as a m arking of time th a t  p re v e n ts  him from fu lfilling  

an y  sexual o r  m arital a sp ira tio n s  he m ight have  had . His m ovem ents 
g en era lly  su g g e s t th a t  he has »Blei in den G liedern« [7 5 ] ; he a p p e a rs  to  
have  a leash  a tta ch e d  to his back , one w hich r e s t r ic t s  h is ra d iu s  of 

movement and  p re v e n ts  him from e n te r in g  o th e r  sp aces. W hether i t  be 

in  th e  shop, th e  ch an ce ry  o r his room he comes to  a  s to p  w hen 

ev ery b o d y  else would go on. Jakob  a p p e a rs  to  p o sse ss  a  wholly a b su rd  
and  ex ag g e ra ted  sen se  of »place4(. His m ovem ents confound  norm al logic. 

They a p p ea r to be bo th  fu n c tio n less  and  co u n te r-p ro d u c tiv e^ ^ .

Yet th e y  do allow a more p rec ise  defin ition . As has been  seen , he 
s to p s  no t a t  th e  middles b u t a t  th e  s id es  of G rillp a rz e r’s 

com partm entalised  spaces. C onsequently , he is alw ays n e a r p o in ts  of 
tra n s itio n , b o u n d arie s  betw een in d iv id u a l p laces. On h is  in itia l v is i t  to

“̂2 Jakob  does no t gen era lly  m eander from one p lace to  a n o th e r . His
jo u rn e y s  a re  d irec t; he usually has a  s e t  p o in t of d e p a r tu re  and  an  
equally  c lea rly  defined  destin a tio n . His ex cu rsio n s  follow a  simple 
p ivo ta l p a tte rn , a r e tu rn  t r ip  com prising  a seq u en ce  of ex tension  
and  w itndraw al.



—  164 —

th e  shop  he comes to a ha lt a t  th e  door. When th e  n a r r a to r  a r r iv e s  in 

J a k o b 's  room he fin d s  th e  old f id d le r  p ra c tis in g  » h a r t  an  dem 

G leicher^ [48], r ig h t  beside th e  chalk  line. At th e  c o u r ts  he w aited  by  

th e  e n tra n c e  [73], in th e  shop  a t  th e  g la ss  door, on o th e r  occasions a t  

th e  to p s  of s ta ir s . In  a  tow nscape in w hich th e  chalk  line  is b u t  th e  

c ru d e s t  and  m ost rad ical dem arcation , th e  poor v io lin is t is  alm ost 

exclusively  p o rtra y e d  a t b o u n d arie s  of one k ind  o r a n o th e r .

The chalk  line and  g lass  door have o ften  been  seen  a s  sym bols of 
J a k o b ’s a lienation  from society : »Die A b so n d eru n g  des  Spielm anns von 

s e in e r  Umwelt kommt vornehralich  in zwei m ehrfach  b e ac h te ten  Details 
z u r  G eltung, namlich in dem K re id estr ich , mit dem Jakob  seine  

Zimmerhalfte von d e r  d e r H andw erksgesellen  a b sc h e id e t u n d  in  d e r  

G lasscheibe, die den  B arb ara  g eg eb en en  KuB aufhalt<^®. B ut th e  o th e r  

b o u n d arie s  in Ja k o b ’s env ironm en t also p o sse ss  th e  same fu n c tio n . He 
w aits alone o u ts id e  th e  c o u rts , s ta n d s  iso la ted  a t  th e  top  of th e  s ta ir s ,  

and  h o v e rs  alone a t  th e  walls of th e  shop,

G rillparzer am plifies th e  sign ificance  of th e se  m ovem ents fu r th e r ,  
in c reas in g  th e ir  re levance . For th e  o th e r  s id es  of th e se  dom estic 
th re sh o ld s  alw ays em erge as th e  realm  of th e  people, th e  am bit of »das 

Volk<. The chalk  line th a t  d iv id es  h is  room also  d iv ides him from  th e

H overland, op. c it., 63. »Ahnlich wie s ich  die S ta tio n sn  se in e s  L ebens 
an  d iesen  B egrenzungen  o rie n tie re n , so z ieh t e r  in  seinem  Zimmer 
eine G renze, die seine Welt absch lieflt, u n d  s o n d e r t  s ich  von den 
M itbew ohnern se ines Zimmers ab<, ib id , 65. Compare also: »Sein 
ganzes G ehaben is t  das e ines A uflenseiters in  d e r G esta lt e ines 
p e tit-b o u rg eo is ; man d enke  etw a an  den  »d icken  K re id e str ich ^ , mit 
dem d e r se inen  Teil d e r  Dachkammer g eg en  die B ehausung  se in e r  
beiden  M itbewohner, d e r  u n g lau b lich  schlam pigen  
H andw erksgesellen , a b g re n z tC  P olitzer: F ran z  G rillp a rze r o d e r das 
a b g riin d ig e  B iederm eier. 379-80. J u n g b lu th  sees th e  g la ss  door as a  
sym bol » fü r die In su ffiz ien z  des M enschen Jakob«. J u n g b lu th , 
G unther: >Franz G rillp a rze r’s Der Arme Spielm ann. Ein B eitrag  zu 
ihrem  V erstehen«. In: O rbis L itte raru m  (24, 1969) 35-51, 50. See 
S tra u b in g e r , 0. P: »Der Arme Spielm ann«. In  G rillo a rze r Forum  
F o rch te n s te in  (1966), 97-102, 102. Also: »In  Der Arme Soielm ann 
c e r ta in  key  lin k s  to th e  form and  fu n c tio n  of th e  th re sh o ld  
g u a rd ian  a re  m anifest a t  th e  v e ry  o u ts e t  of th e  n a r ra t iv e  w ith 
re s p e c t to  th e  p laces in  w hich th e  p ro ta g o n is t a p p e a rs  and  
positions him self. For in s ta n ce , Jakob  is c losely  allied w ith doors, 
g a tes , w indows, and  o th e r  in te rm ed ia ry  b o rd e r  zones of ta n g en c y  
o r b o u n d a ry  a re as  of sep a ra tio n  betw een in s id e  and  o u ts id e , u p p e r  
a n d  lower reg io n s , o u te r  and  in n e r  sp h e re s  of a c tiv ity  and  th e  
like«, F e tze r, op. c it., 256; also  W ittkowski, op. cit. an d  B irre ll,



-  165 -

two journeym en, men who as re p re se n ta tiv e s  of th e  w orking  c lasses  

^em body the  unavoidab le  a sp e c ts  of hum an existence«^^. In  w aiting 

o u ts id e  th e  c o u rt Jakob  loses th e  p re re q u is ite  fo r  a norm al life in  a 

V iennese bourgeo is  community -  »Geld im Sack4J [73]. His fa ilu re  to  

p e n e tra te  B a rb a ra ’s liv ing  q u a r te r s  e ffec tiv e ly  condem ns him to  a 

ce lib a te  life on th e  m argins of socie ty . For B arb a ra  no t on ly  in c a rn a te s  

th e  v e ry  ^K inder d e r  D ien stb a rk e lt und  d e r  A rbeit^  [37] fo r whom th e  

fe s tiv a l is o rg an ised  -  she  is alm ost exc lu siv e ly  p re se n te d  a t  w ork‘d® -  

b u t being  » k ra ftig , obwohl roh  u n d  unwissend<^® she  also c o rre sp o n d s  

to  th e  g en era l con tem porary  notion of b a rb arian ism . Her way of life, 
c h a ra c te r  and  social o rig in s  confirm  an  a llu sion  th a t  is in tro d u ce d  

etym ologically th ro u g h  h e r  name. B arb a ra  ep itom ises th e  la tin  » b arb ar< , 
th e  common people and  in th e  co n tex t of th is  Novelle becomes th e  ch ief 
re p re se n ta tiv e  of »dhs Volk<K.

Jak o b ’s lack  of movement in  th e  h o rizo n ta l dim ension th e re fo re  
defin es  his a lienation  from th e  V iennese populace. In  each  case 
G rillp arze r s ta tio n s  th e  m usician on one side  of a  b o u n d a ry  and  
re p re se n ta tiv e s  of th e  m asses on th e  o th e r. On each occasion Jakob  
s to p s  and  rem ains iso la ted  from th e  com m unity a t  la rg e . He » n ev er 

s te p s  ov er h is  self-im posed  b o u n d arie s '^ ^  rem ain ing  alone, a  »H erd- und 
Heimatlose(r)4: [76] whose music becomes th e  sole ^M itbew ohner (s )e in e r 
E insam keit« [50].

A paradox  th e re fo re  seem s to  u n d e rlie  th e  poor m usician’s 

movements. I t  is  as if he is m agnetically  d raw n  to  dem arcations like th e  

chalk  line, unab le  to  r e s is t  th e ir  a ttra c tio n . Yet he is held  in su sp e n se  

th e re , on th e  one hand  being  a t tr a c te d  to  them , on th e  o th e r  re fu s in g  
to  c ro ss  them. He alw ays Awaits a t  th e  th re s h o ld s , w h e th er i t  be a t  th e

Gordon: »Time, T im elessness an d  Music in  G rillp a rze r’s Der Arme 
SpiglmaanS» in  The German Q u a rte rly  (57, 1984) 558-573, 565.

Reeve, op. c it., 45.
»Im G egensatz zum v ita len  Volk, das B arb a ra  so ü b e rz eu g e n d  

v e rk d rp e rtS . Heine, Roland: »A sthetische  o d e r  ex isten tie lle  
In teg ra tio n ?  Ein h e rm en eu tisch es  Problem  des 19. J a h rh u n d e r ts  in 
G rillp a rze r’s E rzah lung  Der Arme Soielm annS. In  D eutsche V ierte l- 
ia h re s s c h f if t  fü r  L ite ra tu rw isse n sc h a f t u n d  G e istesg esch ich te  
(46, 1972), 650-683, 666.

"̂ 3 »Diese B arb aren  w aren ...k r a f t ig , obwohl ro h  und  unw issend«. S tif te r: 
»Die Z ukunft des M enschlichen G eschlechtesS , in  S tif te r: 
P adagogische S ch rif ten  (P ad e rb o rn , 1960), 51. See also  von 
Matt, op. c it., 150, and  B row ning, op. c it., 231.

L indsey , op. c it., 284.
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window of th e  shop , th e  g lass  door in it, th e  chalk  line in h is room or 
th e  e n tra n c e  to  th e  c o u rts . Removed from th e ir  con tex t h is m ovem ents 

m ight be tak en  a s  th o se  of a devo tee  of a rc h ite c tu re , as if th e  

Spielm ann w ere adm iring  th e  walls r a th e r  th a n  v is itin g  th e  o ccu p an ts . 

T h ere  is an  am bivalence, a  ten sio n  h e re , a  sen se  of life be ing  held  in 
u n c e r ta in  abeyance , of time being  sev e re d  an d  rem oved from re a lity .

The s ig n ifican ce  of th e se  dem arcations th e re fo re  ex ten d s  beyond 

to p o g rap h y . »Ein u n ric h tig e s  U n te rsch e id u n g sze ich en ...m ach te  mir 

b i t te re  S tundenS  [53], th e  m usician reca lls  of h is  d ays as  a c le rk  -  a  

lam ent which s till ho lds good fo r  th e  s e v e n ty -y e a r  old. The s ta i r s ,  th e  

g a te s  to  th e  c o u rt, th e  door of and  in th e  g ro c e r ’s shop  and  th e  chalk  

line all sh a re  a  common d iv isive  fu n c tio n  an d  th e re fo re  c o n s ti tu te  a 
s e p a ra te  c a te g o ry  in  G rillp a rze r’s typo logy  of space. T hey also  define  
th e  focal p o in ts  of th e  lan d scap e  and  th e  c ritic a l s tag in g  p o s ts  in  
Ja k o b ’s decline. T hey bo th  s e p a ra te  sp aces  and  d e tach  Jakob  from th e  
r e s t  of socie ty , fu n c tio n in g  m etaphorically  a s  g a te s  to  th e  »Volk«. In  
sp ite  of th e  fa c t th a t  th e se  g a te s  a re  norm ally open , Jakob  chooses no t 
to  p a ss  th ro u g h  them . He w aits a t  th is  th re sh o ld  an d , a lth o u g h  

tem p o rarily  tra n s p o r te d  in to  th is  w orld by  th e  sh o p k e e p e r’s m isplaced 
su sp ic io n s , th e  young man is n e v e r  able to  s ta y  th e re . T hat p ro sp e c t 
of a  life w ith in  socie ty  th a t  was glim psed f le e tin g ly  in  h is  r e q u e s t  fo r  a  
»Volkslied« n e v e r reach es  fru itio n .

Numerous c r itic s  have id en tified  an  in c o n g ru ity  of » innen« an d  

»au6en« w ith in  Der Arme Soielm ann. Benno von Wiese -  »Seele und  

W irklichkeit k la ffen  b eziehungslo s a u se in a n d e r , so dafl be ides n ic h t m ehr 

m ite inander v e re in ig t w erden  k a n n ...Allés, was e r  s a g t und  tu t ,  b e ru h t  

au f e in e r volligen  V erkennung  se in es  V erh a ltn isses  z u r Welt«"*® -  an d  
R ichard B rinkm ann -  Jakob  » is t e in  m erk w iird ig er N arr, bei dem d e r 
Auf wand in keinem V erhaltn is  zum Zweck s te h t ...In n e n  und  auflen 

kommen bei diesem  Mann o ffen b a r n ich t in K ontakt, obg leich  e r  sich  alle 
Mühe g ib t, se in  In n e re s  und  se ine  P h an tasie  d u rc h  Regel u n d  O rdnung

^̂ 3 Von Wiese, Benno: »F ranz  G rillp arze r -  Der Arme Soielm ann^. In 
B.v.W: Die D eutsche Novelle von Goethe b is K afka. Vol. I, 
(D üsseldorf, 1956) 134-153, 145-147.
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von auflen zu bestimmen^^® -  have  both  p o in ted  to  th is  d isc rep a n c y  in 

J a k o b ’s p e rcep tio n  of th e  world®®. M artin Swales has also  id en tified  th e  
a n ti th e s is  of »Absicht4: and  »Werk4! th a t  te a r s  th e  m usician a p a r t . This 

f id d le r  is unab le  to  co o rd in a te  in ten tio n  and  e ffec t, to  execu te  h is  aims 
in  te rm s th a t a re  c o h e ren t to  an  in c red u lo u s  world. This ^co n trad ic tio n  

betw een  h is in n e r  in ten tio n  an d  its  ou tw ard  expressions®^ m eans th a t  he 

is n e v e r ab le to  m aster a n y th in g  in  th e  re a l world. » It is  p re c ise ly  th is  

sp lit  betw een th e  inw ard  (Innen ) and  th e  o u tw ard  (A ussen) th a t  r e n d e rs  

him incapab le  of perfo rm ing  even  th e  most menial of c le rica l ta sk s  and  

th a t  u ltim ately  d e s tro y s  h is re la tio n sh ip  w ith Barbaras®^. As S te rn  h as 

a p tly  said , » the  value  b u rie d  b en ea th  th e  d e b ris  of h is  fa ilu re s  is 

in access ib le  to  o th e r  mens®®. Jak o b ’s a u to b io g rap h y  te s tif ie s  to  a  
d is ju n c tio n  betw een th e  m etaphysical w orld and  th e  realm  of phenom ena.

I t  is th is  fa ilu re  to  co o rd in a te  M nnenS and  >au(3enS th a t  p re v e n ts  
Jakob  from com m unicating m eaningfully  w ith in  h is  social env ironm ent.
He fails  b ecause  he is unab le  to  p e rce iv e  th e  »AufleresS fo r  w hat i t  is. 
The absen ce  of an  »AuflenraumS in h is m ovem ents, indeed  in  h is w orld, 
re f le c ts  th is  d irec tly . E v e ry th in g  he a ttem p ts  s to p s  s h o r t  of su ccess , of 
be ing  access ib le  to  »das Volk4C, of fa lling  w ith in  th e  bounds of socially  
accep tab le  c r ite r ia . His re s tr ic te d  h o rizon ta l dim ension re f le c ts  his 

lim ited horizons w ith in  so cie ty  and  h is fa ilu re  to  p a rtic ip a te  in  th e  w orld 

a t la rg e . The v a rio u s  dem arcations in G rillp a rz e r’s lan d scap e  a lso  
denote  th e  p o in t of tra n s itio n  betw een  »A bsicht< and  »W irkung< as 

Ja k o b ’s lack of an  »Auflenraum« ru th le s s ly  re f le c ts  bo th  h is d islocu tion  

from th e  p ra c tic a l world and  h is in ab ility  to  tra n s la te  h is id eas  in to

B rinkm ann, R ichard: » F ranz  G rillparzer: Der Arme Soielm ann. Der 
E in b ru ch  d e r  S u b je k tiv ita t^ . In  R.B: W irklichkeit und  Illusion  
{Tübingen, 1977), 87-145, 108.

Jakob  is so p reo ccu p ied  w ith  him self th a t  he does no t p e rce iv e  th e  
re a lity  of th e  e x te rn a l world. D uring th e  la tin  exam ination -  w here 
th e  fo rg o tten  te x t r e f e r s  to  th is  v e ry  d isc rep a n c y  of » innen« and 
»aul3en4( -  he is so u naw are  th a t  he does not rea lise  h is  te a c h e r  is 
w h isp erin g  him th e  answ er. Jakob , » d e r das Wort in (s)einem  
In n e rn  und  im Zusam m enhange mit dem ü b rig e n  su ch te , h o rte  ihn  
n ich t«  [52].

Swales, op. c it., 116.
^2 Swales, op. c it., 115.
^3 S te rn , Jo sep h  P: »Beyond th e  Common Ind ica tion : G rillparzer^ . In

R e -In te ro re ta tio n s . Seven  S tu d ies  in  N in e teen th -C en tu rv  German
L ite ra tu re  (London, 1964), 72.
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re a lity . The cause  of Jak o b ’s alienation  is g iv en  v isu a l shape . Jak o b ’s 

c h a lk -lin e  is too th ick .

Worse s till, p u rp o se  and  e ffe c t a re  c ru e lly  d is to r te d  in to  p e rv e rse  

d iam etrical op p o sites , as  Jak o b ’s absence  of an  »Au6enraum< re f le c ts  h is  
in ab ility  to  give th is  »Inneres4C an a p p ro p ria te  ex te rn a l form. The 

d isp a r ity  of »innen4: and  »auflen< fin d s  i ts  most te lling  ex p re ss io n  in 

J a k o b ’s music itse lf. This lu d ic ro u s  je s te r  is » n ich t im stande..., den 
le ic h te s te n  Walzer faflbar w iederzugeben«  [42]. His a ttem p ts  p ro v e  

a b o rtiv e  w ith th e  re s u l t  th a t  th e  fe s tiv a l c row ds d erid e  and  s n e e r  a t 
him. The pious old v io lin is t p ro d u ces  »0hrenfolter4( [51] as h is  room 

becom es an » a k u stisch e  Folterkammer<®^, a  m usical cham ber of h o rro rs .

As h is  »schm utzige z e rg r if fe n e , Noten, die, d as in  sc h b n s te r  O rdnung  , , 
e n th a lte n  m ochten, was e r  so aufler allem Zusam m enhange zu h o ren  

gab« [41] te s t ify , th is  naive m in stre l com pletely fa ils  to  a p p re c ia te  h is 
incom petence. Jakob  fails because  he is unw are  of, unab le  to  p e rce iv e  
o r  re sp o n d  to  th e  »Auflenwelt4;. I t  is th is  a b sen ce  of »E inheit in  
se in e (r) L eistung«  [41] th a t  means he is unab le  to  p u t h is view s in to  

p ra c tic e , to  coo rd in a te  in ten tio n  and  execution. If  fo r G rillp a rze r tru e  
a r t  co n sis ted  of fin d in g  an a p p ro p ria te  form -  »Die W ahrheit d e r
Em pfindung g ib t n u r  das In n e re ; es i s t  a b e r  A ufgabe a lle r K unst, ein 

In n e re s  d u rc h  ein  Aufleres darzustellen<®® -  Ja k o b ’s music rem ains 
»sacrificial4:®®. Like Ronald in  Der Hochwald e v e ry th in g  he a ttem p ts  
e n d s  in fa ilu re  because  he has no >Drauflen4:. Jakob  a p p e a rs  to  tu rn  

back  a t  th e  th re sh o ld  of su cce ss  and  ach ieves th e  opposite  of w hat he 

in ten d s .

The enigm a of Jak o b ’s movem ents re f le c ts  th e  paradox  of h is  social

condition . Jakob s k ir ts  a ro u n d  socie ty  much as  he s k ir ts  a ro u n d
spaces. His »Bleiben4: [75] w ith in  h is self-im posed  pale and  h is re fu sa l 

to c ro ss  h is  p e rso n a l Rubicon a p p e a r  as a  form of p h y sica l a b s te n tio n  
from life. His exclusion from th e  norms em bodied by  »das Volk« fin d s  

ad d itio n a l symbolic ex p ress io n  in  h is p h y sica l position , h is  p lace a t  the  
m arg ins of society . His movements re f le c t h is  d is tan ce  from  »das Volk«

Politzer: Der Arme Soielm ann. 18.
HKA, Abt. 2, X, 140.
R itte r, Naomi: »Poet and C arnival: Goethe, G rillp arze r, Baudelaire^:. In  

B ernd: NDIC. 337-351, 347.



-  169 -

an d  th e  in access ib ility  of h is music to  th e  m asses. But no t on ly  does 

h is  music s to p  sh o r t  of being su ccess fu l, th e  e ffe c t i t  p ro d u ces  is 

re fle c ted  on th e  opposite  s ides of th e  b o u n d arie s . The re la tio n sh ip  

betw een  th e  sh ee t music and th e  m usician’s re n d e r in g  fin d s  g ra p h ic  

ex p ress io n  in  th e  c o n tra s t  betw een th e  two h a lves of h is room.

As in G otthelf’s and  S t i f te r ’s Novellen, th e  m ovements of 
in d iv id u a l c h a ra c te rs  follow se t p a t te rn s  and  a re  c o n sis te n t th ro u g h o u t. 

E nvironm ent does no t shape  th e ir  b ehav iou r. T hese lan d scap es , like  th e  
u rb a n  v a r ia n t in  Der Arme Soielm ann. a p p e a r  to  be concep tua l in  n a tu re , 

re fle c tin g  am ongst o th e r  th in g s  a lienation , norm ality  and  social 
deflection . Jakob  re fu se s  to  c ro ss  »Grenzen< and  rem ains a  social 

o u tc a s t, a  »Schwellenfigur4:®^. His lack  of movement conno tes b o th  

w ithdraw al from  and  re jec tio n  of th e  community.

4.6 MORALITY

Humour and  la u g h te r  r in g  o u t b i t te r ly  th ro u g h o u t th is  Novelle, an  
ex p ress io n  of th e  h a rsh , cack ling  c ru e lty  of th e  m onsters who sh a re  

Ja k o b ’s d e sp e ra te  world. For Der Arme Soielm ann p re s e n ts  an  
uncommon env ironm en t in w hich most of th e  c h a ra c te rs  a re  b o th  b ru ta l  

and  conn iv ing . Jak o b ’s b u s in ess  p a r tn e r  d e p a r ts  w ith his in h e rita n c e ; 

B a rb a ra ’s fa th e r  is  u sed  to deceiv ing  custom ers and  tr ie s  to  p r is e  

J ak o b ’s w ealth  o u t of him; Ja k o b ’s b ro th e r  -  ev id en tly  en co u rag ed  by  
h is  fa th e r  -  » e rlau b te  sich  so g a r u n ric h tig e  A ngaben, um seinem  G egner 

zu schaden4: [64]; even  th e  te a c h e r  is »un red lich «  [52]. Only th e  

hum ourless old m usician rem ains aloof. In  th e  s ta r k e s t  c o n tra s t  to  m ost 

of »das Volk< an d  even  to  th e  n a r ra to r  -  whose acco u n tab ility  h as  been  

questio n ed  by  B rinkm ann, Swales and  Ellis®® -  he aims to  deceive 
nobody. »Hier ist« , in S ti f te r ’s w ords, »m enschliche Grdfle in dem

S chaublin , P e te r: »Das M usizieren des Armen Spielm anns. Zu 
G rillp a rz e r’s m usikalischer Z eichensprache« , in  S p rac h k u n s t. 
Beitrage .zur L itgraturw issensohaft  (3, 1972), 31-55, 47.

Ellis, John  M: » G rillp arze r’s Der Arme Spielm ann«. In  The German 
Q u arte rly  (45, 1972), 662-683.
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sch w ach sten  g e b re ch lic h s ten  Gefafle<®®, in  G ottfried  K eller’s p h ra s e  »die 

Gewalt d e r a b so lu t re in e n Seele ü b e r  die Welt<®® -  view s th a t  have  been  
echoed in many su b se q u e n t ap p rec ia tio n s . In  a  w orld in  w hich a  sh a rp  

eye is in d isp en sib le  -  » B e trü g t niem anden, la s s t  s ich  a b e r  au ch  n ic h t 
b e trü g e n ; und  das is t  die H auptsache  bei d e r  Ehrlichkeit4: [73] -  and  

fab rica tio n  and  falsehood a p p ea r to  be th e  norm , th is  » eh rlich e  
Seele< [79] w ith h is  »eh rlich es  Gemüt< [70] is  d isarm ing ly  na ive  an d  

pa in fu lly  moral®^.

A ston ish ing ly  th is  a u s te r i ty  a lso  ex ten d s  to  h is music. He re fu s e s  

to  p lay  the  music of th e  immoral m asses, »Melodien von u n a rtig en  
L iedern< (!) [44], music which »die E rin n e ru n g  g e n o sse n e r T an zfreu d en  
o d e r so n st u n o rd en tlich er  E rg o tz lich ke iten  w ieder lebend ig  m acht< [44]. 

He id en tifie s  harm ony w ith goodness -  »die ewige W ohltat u n d  Gnade des 
Tons und Klangs< [55] -  »Ü belklang« [48] r a th e r  th a n  th e  m ore n a tu ra l 
»Miflklang< w ith evil, »w issen tliche  B osheit o d e r v e rm e sse n e r Stolz4: [55]. 

In  h is  g a r r e t  he c re a te s  a  m usical code of m orality , fo r B row ning »a 
p ecu lia r k ind  of th e o d ic y ...th a t leav es  o u t evil altogether^:®^, cem enting  
th e  association  betw een h e ig h t, a r t  and  re lig ion  seen  before . 
C o rresp o n d in g ly  th e  p u rp o se  of h is  public  music is  no t to  e n te r ta in  -  
fo r  »Ergotzlichkeiten4: a re  »unorden tlich<  -  b u t  to  educa te . He m easu res 

h is  su ccess  no t in  te rm s of pub lic  ap p rec ia tio n  o r  financial re w a rd  b u t 

in th e  im pact of th is  a e s th e tic  p u lp itry :

»Indem ich  nun  d iese S tücke  sp ie le ,..leb e  (ich) d e r 
angenehm en H offnung, dafl die mir m ildest g e re ich te  Gabe 
n ic h t ohne E n tg e lt b le ib t d u rc h  V eredelung  des G eschm ackes 
u n d  H erzens d e r ohnehin  von so v ielen  S e iten  g e s to r te n  u n d  
ir re g e le ite te n  Z uhd rersch aft«  [45].

These moral qualms also define  Jak o b ’s m ovem ents. The p ed an tic  

sc ru p le s  th a t a fflic t him on his in itia l v is it  to  B a rb a ra ’s a re  com pounded

59

60 
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62

S tifte r: Sam tliche W erke. h e ra u sg e g eb e n  von A u g u st S au e r (P rag u e , 
1901-40), XVII, 240.

Keller, G ottfried: G ottfried  K ellers Leben. Seine Briefe u n d  
T a g eb ü ch e r. h e ra u sg e g eb e n  von Jakob  B aechtold (B erlin , 1897), 72.

For B arb ara  too Jakob  is a t  fa u lt fo r exp ec tin g  o th e rs  to  be h o n e s t 
l i s t ’s doch Ih r  Werk4: [75], she  lam ents w hen Jakob loses h is  
in h e ritan ce .

Brow ning, op. c it., 224.
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b y  a  sense  of g u ilt tow ards h is father®®. E n try  in to  th e  sh o p  does 
p o sse ss  a moral dim ension -  Jak o b  is th e re  in  b re a ch  of an  ag reem en t -  

an d  w hen he is seen  th e re  h is  pun ishm en t is  n o t u n ex p ec ted . The fac t 

th a t  h is  p re sen ce  in  th e  shop is  p a r tly  in v o lu n ta ry  u n d e rs c o re s  th e  

p e rv e r s i ty  and  h a rsh n e s s  of th is  re tr ib u tio n .

His re fu sa l to  a tte n d  th e  fe s tiv a l p ro p e r  is a lso  th e  p ro d u c t of a  

p r iv a te  and  an ach ro n is tic  moral code in w hich h is  daily  ro u tin e  is 
s ac ro san c t -

»Zweitens mufl s ich  d e r  M ensch in a lien  D ingen eine gew isse  
O rdnung  fe s tse tz e n , so n s t g e ra t  e r  in s  Wilde und  U n au f- 
haltsam e« [43]

-  while his room too a p p e a rs  to  em body an  e th ic a l dualism . The chalk

line may d iv ide order from chaps, for  , both th e  narrator and, th e ...................
m usician, b u t while th e  fo rm er c o n ce n tra te s  on th e  p h y sica l c o n tra s t  
J a k o b ’s form ulation a p p e a rs  to inc lude  the  m oral dim ension: »Die 
U nordnung  is t  verw iesen . Sie nimmt ih ren  R iickzug d u rc h  die T üre ,
w enn sie auch  d e rz e it n ic h t ü b e r  die Schwelle ist<  [49].

One m ight expect th e  chalk  line to s e rv e  th e  p u rp o se  of k eep ing  
in tru d e rs  ou t. B ut th is  does no t a p p ea r to  be th e  case. A lthough  its  

fu n c tio n  is ev id en tly  to  d iv ide th e  room and  to  delineate  h is  space  from 
th a t  of th e  two u n tid y  jou rneym en , h is c o -h a b ita n ts  ig n o re  it. He has 
ev id en tly  tra c e d  th is  p r iv a te  e q u a to r  to p re v e n t  h im se lf  from  s tra y in g
in to  th e ir  half of th e  room:

»"D ort d rü b e n  wohnen zwei H andw erksgesellen ."  "Und 
re sp e k tie re n  d iese Ih re  B ezeichnung?" "Sie n ich t, a b e r  
ich"« [49].

Yet c ro ss in g  th e  chalk  line would in fr in g e  up o n  n o b o d y ’s r ig h ts  o r 

p re ro g a tiv e s . His two c o -h a b ita n ts  -  the  jo u rn ey m en  -  a re  sc a rc e ly  
p re s e n t, coming home a f te r  Jakob  has gone to  bed  and  leav in g  w hen he 

r is e s  in th e  m orning. For most of the  day Jak o b  is alone in  th e  room. 
From a p rac tica l p o in t of view th e  b o u n d ary  is  q u ite  su p e rf lu o u s , not 

le a s t as th e  jou rneym en  re fu se  to acknow ledge it. The line itse lf  
p o sse sse s  r itu a l, symbolic m eaning fo r Jakob r a th e r  th a n  fu n c tio n . I t  is  

le ss  of an o p e ra tiv e  b a r r ie r  th a n  a  p rec ise  s ta tem e n t of in te n t, an d  as

33 He la te r  comments of th e  shop  w here B a rb a ra  w orks: » ih re s  V aters
Laden zu b e tre te n  k o n n te  ich  mich n ic h t en tsch lieflen , da ich  wuflte, 
dafl es dem m einigen m isfieK  [63-4].
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su ch  e x p re sses  h is p r iv a te  m oral code e v e ry  b it as  e lo q u en tly  a s  h is 

pub lic  performances®^. In  b an ish in g  th e  u n tid in e ss  of th e  jou rn ey m en  

beyond  the  chalk  line Jakob seem s to be expelling  and  d isow ning  th e ir  

im m orality, re fu s in g  to  c ro ss  i t  fo r  fe a r  of be ing  c o rru p te d  by  th e  

»Unordnung4( th a t  th e ir  ha lf of th e  room em bodies. At th e  same time it  

is  also  an  ex p ress io n  of s e lf - r e s t r a in t ,  an  u n w illingness to  d ev ia te , even  

w hen nobody e lse  would no tice , being  as  m uch an  a c t of fa ith  a s  th e  

g ra n d fa th e r ’s rep lac in g  th e  old window p o s t in  th e  new h o u se  in  Die 

Schw arze S o inne . The c h a lk -lin e  becomes th e  u ltim ate e x p re ss io n  of 
J a k o b ’s » se lb s t g e se tz te  Ordnung^®®. Em pty g e s tu re  o r sym bolic r itu a l, 

h is  movements am ount to  a p u re  s ta tem en t of belief, p r is t in e  an d  

uncontam inated  by  th e  rea l w orld , consc iously  made to  an  a b s e n t  

aud ience  -  an ab so lu te  dem o n stra tio n  of h is re fu sa l to  a c c e p t th e  re a lity  
in  which he is  condem ned to  live®®.

The sign ificance  of th is  fo r  h is  m ovem ents g en era lly  can  b e s t  be 
o b se rv ed  a t th e  g lass  door. Jakob  may lack th e  p h y sica l s t r e n g th  to 
fo rce  th e  door open. He is , in d eed , in no sen se  m asculine; B a rb a ra ’s 

comments »Ich h a sse  die w eib ischen  M anner« [71] and  »Sind Sie ein 
Kind<% [71] a re  bo th  levelled  a t  him. But th e  door is sp ec ifica lly  made of 

g lass . Jakob does no t need to  open  th e  door -  he can  sm ash  th e  g lass , 
som ething which even  a  ch ild  can  do. J a k o b ’s fa ilu re  to  b re a k  th ro u g h  

ap p e a rs  to ind ica te  a  lack of conviction , indecision  -  ev en  ev id en ce  of a  
lack of will and  d esire . The k iss  th ro u g h  th e  door is th e re fo re  a  k iss  

w ithou t o b jec t, g e s tu re  more th a n  advance , a  k iss  from a sa fe  d is tan ce

3^ Ju n g b lu th  p o in ts  ou t th a t  th e  g a tes  to  th e  fe s tiv a l an d  th e  chalk  
line » tre n n e n  in  beiden  Fallen ganzlich  k o n tra re  B ereiche , einen  
lau ten  von einem le isen , e inen  u n o rd e n tlic h e n  von einem 
o rd en tlich en , und  beidem al h a t d e r Spielm ann bei d e r  A usiibung  
se in e r K unst den P latz  h a r t  an  d e r  Scheidelin ie  gew ahlt^ , 
op. c it., 50-1. Compare Heine: »Der K re id e s tr ich , d e r  die eigene 
O rdnung g egen  die U n o rd n u n g  d e r  a n d e re n  a b g re n z e n  soil, 
m ark ie rt die A b su rd ita t d ie se r  O rdnungsliebe: Was a ls  B eg ren zu n g  
fü r  die a n d e re n  g ed ach t w ar, e rs c h e in t a ls  e in se itig e  
S e lb stb eg fen zu n g ...M it dem K re id estr ich  b e g re n z t d e r  Spielm ann 
n ich t die R ealitat, so n d ern  sich  s e lb s t in  d e r  R ealitat; e r  k an n  
deshalb  kein  an g em essenes V erhaltn is  zu s e in e r  Umwelt 
finden«, op, c it., 63-4.

33 B rinkm ann, op. c it., 113.
33 3>in se in e r V e rk au z th e it s te c k t  ein W ert, d e r  sich  je d e r  R ela tiv ie ru n g  

en tz ieh tc . Von Wiese, op. c it., 151.
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th ro u g h  a medium which could be d e s tro y ed  a t  will. S an itised  and  

com pletely lack ing  in  ca rn a lity , i t  has no im pact on th e  woman who 

u ltim ate ly  m arries a  b u tc h e r . At a  time w hen he could be claim ing 

B arb ara  as h is wife, th e  p o litic ian ’s son chooses to  em brace a  p iece of 

g lass . Again an  iron ic  echo of S h a k e sp e a re ’s balcony  scene  em erges 
h e re . W hereas Romeo has sca led  th e  walls of th e  C apulet e s ta te  to  see 

h is  lo v er -
»With lo v e’s lig h t w ings d id I o ’e rp e rc h  th e se  walls.
For s to n y  lim its can n o t hold love out*

-  Jakob  is p u t o ff b y  a  frag ile  door.

G rillp a rze r’s scene  p o sse sse s  a  f u r th e r  moral dim ension, fo r  Jak o b  

has been  in s tru c te d  n o t to  e n te r  B a rb a ra ’s liv ing  q u a r te rs :  »Die 
H in te rs tu b e , die sie und  ih r  V ater gem einschaftlich  bew ohnten , d u rf te  
ich  n ic h t betreten4^ [68], Yet ag a in  th e  moral code seems o u t of plaCe; 

c u rio u s ly  un rea l. A lthough she  is  a p p a re n tly  hold ing  th e  door c losed , 
she  canno t rea lly  w ant to  k eep  Jakob  back , fo r  B arb ara  u ltim ately  
re g a rd s  him as a  b e tte r  m atch th a n  h e r  o th e r  su ito r. I t  m ust be h e r  
d e s ire  th a t  th e  feeb le  young man should  fo rce  h is  way th ro u g h . In  
assum ing  h e r  place a t  th e  door sh e  is ta k in g  up  th e  position  ex p ec ted  
of h e r. In re a lity  she  m ust be w aiting  fo r  i t  to  be fo rced  open, fo r 
Jakob  to p ro v e  him self a  man, if n o t a  b u tc h e r . By the  same to k en  

B a rb a ra ’s fa th e r  -  p resu m ab ly  th e  sou rce  of th e  in itia l in s tru c tio n  -  
m ust now w an t him to  b re a k  th e  g la ss , and  ac tiv e ly  ex h o rts  h is 

d a u g h te r  to open th e  door®^. For g iven  h is own financially  p re c a rio u s  

s itu a tio n  th e  r ic h  p o litic ian ’s son re p re s e n ts  s e c u r ity  fo r bo th  h is  
d a u g h te r  and him self. In  fa iling  to  sm ash th e  g la ss  Jakob  is th e re fo re  

obey ing  an in s tru c tio n  th a t  has become obso lete . Those who a re  

a p p a re n tly  s to p p in g  Jakob  e n te r in g  th e  back-room , se c re tly  w ant him to  

e n te r , while Jak o b , who is a p p a re n tly  try in g  to b reak  his way in , 
se c re tly  w ants to  rem ain o u ts id e .

The re a l b a ttle  a t  th e  door is th e re fo re  n o t th e  one w ith B arb ara . 

I t  is a s tru g g le  w ith in  Jakob , fo r  Jakob  is p u sh in g  a g a in s t him self. In  

p re s s in g  a g a in s t th e  g lass he m ust be s tru g g lin g  a g a in s t h is own 

re flec tio n  -  a  re flec tio n  w hich th e re fo re  a p p e a rs  to  be f ig h tin g  back . 

This v iv id  sym bol of s e lf -c o n s tra in t , of a  se lf  in con ten tion  w ith itse lf .

»"Komm n u r  h e ra u s , B arbe, u n d  mach ke ine  Dummheiten! Einen KuB 
in  E hren  k an n  nie man d w ehren<  [69].
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p ro v id e s  th e  u ltim ate em bodim ent of his d e s tru c tiv e  irre so lu tio n . Jakob 

no t on ly  k is se s  B arb ara  th ro u g h  th e  g lass  b ecause  he is s u re  th e  

g e s tu re  will n o t be re tu rn e d . He en g ag es  in  th e  conflic t b ecau se  he 

know s he can n o t win. Jakob , no t B arb ara , is p ro te c ted  b y  th e  door®®.

Jakob  is on ly  a p p ea rin g  to  t r y  and  open th e  door. The re flec tio n

in  th e  g la ss  is , like  th a t  of th e  c ro s s  in B a rb a ra ’s m irro r, one w hich
rem inds him of h is moral v a lues. Jak o b ’s challenge to  h is own re flec tio n  

is  a  feu d  w ith h is  conscience, and  th is  is fa r  too de term ined  an d  rig id  
to  allow him acc e ss  to  th e  domain of »das Volk«. We may n o t go as  fa r

a s  P o litze r’s a sse ssm e n t th a t  Jak o b ’s fa ilu re  is d e lib e ra te , b u t  i t  does

seem to be th e  p ro d u c t of an  unconscious urge®®. The u n eq u a l duel a t  
th e  g lass  door becomes a m asquerade  in w hich Jak o b ’s d iv id ed  se lf 
becom es t r a n s p a re n t .

Nobody t r ie s  to  s to p  Jakob  e n te r in g  th e  shop , b re a k in g  th e  g lass 
door o r  c ro ss in g  th e  chalk  line in h is room. He tu rn s  aw ay from  th e  
jo u rn ey m en ’s ha lf of th e  room becau se  of its  »U nordnung<  [49]. He 
tu r n s  back  from  th e  shop because  he feels i t  is w rong fo r him to  be 
th e re  and  he fa ils  to  b reak  th e  g lass  door b ecause  he th in k s  he is no t 

allowed beyond  it. I t  is h is re fu sa l to  be con tam inated  th a t  c au se s  him

68

69

P o litze r ta k es  a  sim ilar line h e re , a rg u in g  th a t  Jak o b  on ly  k isse s  
B arb ara  th ro u g h  th e  g la ss  because  he is c e r ta in  th e re  will be no 
re sp o n se . ^B arb a ra  h an d e lt, s c h la g t und  kuBt in a lle r 
U n m itte lb a rk e it, w ahrend  Jakob  den KuB n u r  z u rü c k z u g e b e n  w agt, 
weil e r  s ic h e r  is t, daB e r  ke ine  E rw iderung  findet<  P o litze r, P e r 
Arme Soielm ann. 34. »D ieser KuB d u rc h  die G lasscheibe 
v e rs in n b ild lic h t eine Liebe, die auB erste  Nahe mit k la r s te r  u n d  
e in d e u tig e r  T ren n u n g  v e rb in d e t«  B ahr, E h rh ard : »Geld u n d  Liebe in 
P e r Arme Soielm ann. V ersuch  e in er so z io lite ra risch en  
In te rp re ta tio n ^ . In  B ernd: NPIC. 300-310, 308.

P o litze r sees  sim ilar d isc rep a n c ies  betw een a p p ea ran ce  an d  re a lity  in  
a n o th e r  scen e , Jak o b ’s la tin  exam ination, an  exam ination he fa ils  
th ro u g h  h is  in ab ility  to  reca ll one w ord. Once again  th e re  a re  th re e  
c h a ra c te rs  p re sen t: th e  te a c h e r, who while su p p o sed ly  te s t in g  
Jak o b , v a in ly  w h isp ers  th e  w ord to  him; Jak o b ’s f a th e r  w hose 
»doppelte  Rolled c o n s is ts  of th re a te n in g  Jakob  w ith  som ething  which 
he him self w an ts  to  avoid a t all co sts  -  i.e. exclusion from  th e  
gram m ar-school; and  Jakob  who while try in g  his u tm ost to  p a ss  th e  
t e s t  s e c re tly  d e s ire s  to  fail i t , p re fe r r in g  to  le a rn  a  sim ple c ra ft. 
3>Dreifach a lso  k la fft in  d ie se r  Szene d e r  W idersp ruch  zw ischen  
W ahrheit u n d  A nschein auf«. As in th e  shop  scene J a k o b ’s 
u n consc ious » p ro d u z ie rt e ine F eh lle is tu n g , die den  e ig en s te n  
W iinschen des Ju n g en  den Weg b e re ite t« . P o litzer, op. c it., 22-3. 
Jakob  fa ils  on bo th  occasions because  he w ants to.
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to  r e tu r n  home, an  unw illingness to  bend  th a t  u ltim ately  no t only  
d iv id es  him b u t also a lien a tes  him from »das Volk«. His re fu sa l to  c ro ss  

b o u n d a rie s  is an  ex p ress io n  of th e  old m usic ian ’s e th ics. B ut if th e  

o b s tac le s  a re  of h is own m aking, th e  re s u lt  is  h is  exclusion from  society . 

This co n sc ien tio u sn ess, th is  a ll-p e rv a d in g , a rg u a b ly  ir r e le v a n t code of 

e th ic s , e ffec tiv e ly  becomes a s t r a i t - ja c k e t  w hich in su la te s  him from  life, 

s tu ltify in g  his fee lin g s, d e s ire s  and  n eeds fo r  th e  sake  of a  p r iv a te  

m orality  w hich »das Volk< u ltim ate ly  sco rn s . For th is  a rch a ic  a n ti-  
F au s t, »U n te rsch e id u n g sze ich en <  like th e  chalk  line m ark th e  fa te fu l 

d iv id in g  line betw een r ig h t  and  w rong.

Ja k o b ’s movements th e re fo re  follow a  c lea r and  c o n s is te n t p a tte rn . 
They rev o lv e  a ro u n d  sp a tia l b o u n d arie s . T hese p o sse ss  a  dua l function* 

d e s ig n a tin g  bo th  th e  lim its of accep tab le  b eh av io u r and  th e  th re sh o ld  to  
»das Volk«. Jakob  is m arg inalised  because  he u ltim ately  r e g a rd s  »das 
Volk< as  immoraL His m ovem ents, h is  position , a re  de term ined  b y  a 
s te r n  avo idance  of p rom iscu ity , an extrem e co n sc ien tio u sn ess , a  fo rce  
th a t  a p p e a rs  to  draw  him to w ard s  g a te s  and  doors b u t does n o t allow 
him to p a ss  th ro u g h . His m ovem ents have more to  do w ith m orality  th a n  

fu n c tio n a l need .

So fa r  we have looked a t  r e c u r r e n t  elem ents of Ja k o b ’s sp a tia l 

p re se n ta tio n  and  seen  how th e se  re la te  to  th e  o th e r  a sp e c ts  of th e  

Novelle. The old m usician is system atica lly  asso c ia ted  w ith th e  v e rtic a l 
dim ension, and  more specific ia lly  w ith h e ig h t. In  th e  ho rizo n ta l 
dim ension his movements a re  sev e re ly  r e s tr ic te d . His c h a ra c te r is tic  

position  is a t iden tifiab le  s id es  of spaces; h is  norm ative form  of 

movement a  p ro g re ss io n  tow ards th e se  b o u n d a rie s  followed b y  a  period  
of w aiting  (and a r e tu rn  to  h is po in t of d e p a r tu re ) . His la te ra l and  

v e rtic a l positions w ere c o n tra s te d  w ith  th o se  ta k en  u p  by  o th e r  

c h a ra c te rs . G rillparzer, it was concluded , system atically  u se s  sp a tia l 
a t t r ib u te s  as  p a r t  of th e  n a r ra tiv e  p ro cess . T hese ty p ica l form s of 

b eh av io u r w ith in  space w ere th e n  in te rp re te d . Space p o sse sse s  a 

sym bolic dimension. H eight and  sides w ere seen  as form s of a loofness 

from e s tab lish ed  social norm s. The dem arcations w ere seen  on th e  one 

hand  as  g a tes  to  socie ty  and  Ja k o b ’s fa ilu re  to  c ro ss  them a pantomime 
in  w hich he d e tach es  and  d is tan ce s  him self from »das Volk«. These
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b o u n d arie s  also a p p ea r to  p o sse ss  a  moral dim ension. Jak o b  re fu s e s  to  
c ro ss  them  on p rinc ip le , re g a rd le s s  of w h e th e r an y b o d y  know s a b o u t i t  

o r  not.

4,7 THE FESTIVAL

»In Wien4: [37] Der Arme Snielm ann beg in s, an d  w ith  th is  

G rillp arze r e s ta b lish e s  h is geo g rap h ica l con tex t, p lu n g in g  th e  r e a d e r  

a b ru p tly  in to  h is b u s tlin g  m etropolitan  se tt in g . The milieu is again  
a u th en tic , an  ex isting  g eo g raph ica l location w ith  a  d is tin c t id e n tity ; 
in d eed , i t  is  G rillp a rze r’s home town. This g eo g rap h ica l co n tex t is  
im m ediately narrow ed  as  G rillp arze r fu n n e ls  down on th e  *D onauinsel<, 
th a t  a re a  in  E ast Vienna w here  Jakob  lives betw een th e  D anube its e lf  
and  i ts  canal. E very  tw elve m onths th is  is land  w ith in  th e  im perial

cap ita l is  tran sfo rm ed  in to  a pub lic  fa irg ro u n d , as th e  u rb a n  pop u la tio n
c e le b ra te s  th e  fe s tiv a l of St. B ridget;

>An diesem Tage fe ie r t  die mit dem Au g a r  ten , d e r
L eopo ldstad t, dem P ra te r  in u n u n te rb ro c h e n e r  L u s tre ih e  
zusam m enhangende B rig itten au  ih re  K irchweihe< [37].

A sh if t in  p e rsp e c tiv e  th e n  follows as th e  n a r ra to r  ta k e s  h is re a d e rs  

back  to  th e  walls of Vienna, e sc o rtin g  them  from th is  p o in t on th e ir  
an n u al m igration  to  th e  tem p o rary  u topia. As in th e  dep iction  of 

Ja k o b ’s room, two tech n iq u es  coincide to e s ta b lish  th e  n a rra tiv e  
landscape; following the  in itia l specifica tion  of h is sp a tia l p a ra m e te rs  and  

th e  s u b se q u e n t co n cen tra tio n  on th e  main scene of th e  action^®, hum an 
movement is en lis ted  as a  medium of co rro b o ra tio n . C ro s s -re fe re n c e s  

and  a fixed i t in e ra ry  combine to  lend  G rillp a rz e r’s to p o g ra p h y  ten s io n  
and  defin ition .

This lan dscape  is e v e ry  b it as com partm entalised  as  J a k o b ’s room. 
G rillparzer p re s e n ts  a  tow n w ith c lea rly  m arked b o u n d a rie s ; an  is lan d  

w ith fo u r c o n s ti tu e n t p a r ts  -  th e  L eopo ldstad t, P ra te r , Au g a r  te n  and  
B rig itten au . The is land  itse lf  lies o u ts id e  th e  c ity  of Vienna. The

B rinkm ann on funneling : »Vom Weiten in s iramer E n g ere  h a t die 
E in leitung  g e fiih rt« , op. c it., 99.
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jo u rn e y  is p u n c tu a te d , an ex cu rsio n  v ia  s e t  s ta g in g -p o s ts ; th e  V iennese 

move from  one ju n c tu re  to  a n o th e r  on th e  w ay from th e ir  homes to  th e  

B rig itten au . The re a d e r  is in tro d u ce d  to  v a rio u s  g a tes , b r id g e s  and  

causew ays w hich th e  re v e lle rs  have  to  p a ss  if th e y  a re  to  re a ch  th e ir  

goal. T his t r e k  h a s  all th e  tra p p in g s  of a  m ilita ry  advance . The c ity  

g a te s  p ro v id e  th e  f i r s t  im passe;

»An den  T oren  d e r S ta d t w achst d e r  D rang. Genommen, 
v e r lo re n  u n d  w iedergenom m en, is t  end lich  d e r  A usgang 
erkam pft<  [37].

The b r id g e  to  th e  »Donauinsel« is th e  n ex t o b s tru c tio n  to  be overcom e;

3>Aber die D onaubriicke b ie te t  neue Schw ierigkeitenC  [37].

Then, »auch  h ie r  s ieg re ich«  [37], th e  exped ition  s u rg e s  on, only  to  be 

fo rced  to  h a lt time and again  on i ts  way to  th e  B rig itten au , w hose t r e e s  
m etaphorica lly  m ark th e  sh o re  of th e  fes tiv a l: »Die e r s te n  Baume des 

A u g a rten s  u n d  d e r  B rig itten au  w erden  s ic h tb a r . Land! Land!
Land!< [38]. At th is  poin t, w ith  th e  jo u rn e y 's  »H aup tschw ierig - 
k e iten ^  [39] b eh in d  him, th e  n a r ra to r  d is c a rd s  h is  anonym ity  by  w alking 
in to  th e  Novelle and  accom panjdng th e  r e a d e r  p a s t  one fina l h u rd le ;

3>Hier i s t  n u r  noch ein, w enngleich  d e r  le tz te  Kampf zu 
b e s te h e n . Ein schm aler Damm, zw ischen  u n d u rc h d rin g lic h e n  
B efried u n g en  h in d u rc h la u fe n d , b ild e t die e inzige V erb indung  
d e r  b e id en  L u sto rte , d e re n  gem einschaftliche  G renze ein in  
d e r  M itte befind liches h o lzern es  G itte r to r  bezeichnet<  [40].

This n arrow  »V erbindungsw eg<  a t  th e  fe s tiv a l g a te s  p ro v id e s  th e  most 
dem anding ch allen g e  of all;

»An gew ohnlichen Tagen u n d  fü r  gew ohnliche S p a z ie rg an g e r 
b ie te t d ie se r  V erb indungsw eg  ü b e rf lü s s ig e n  Raum; am 
K irchw eih fest w iirde a b e r  se ine  B reite , au ch  v ie rfach  
genommen, noch immer zu schm al se in  f ü r  die end lose  
Menge« [40],

I t  is a t  th is  s ta g e  th a t th e  n a r r a to r  e n c o u n te rs  th e  Spielm ann.

The m usic ian ’s re la tiv e  p o sitio n s  a t  th e  fe s tiv a l a re  u t te r ly  
c o n s is te n t w ith th e  p o rtra y a l seen  so fa r . He is s tan d in g  p h y sica lly  
h ig h e r  th a n  e v e ry b o d y  else, »am A bhang d e r  e rh o h te n  DammstraBe< [40], 

In  doing so he belongs to  »das s e itw a rts  am Wege B efindliche« [40].

The la te ra l asso c ia tio n  is u n d e rlin e d  by  th e  fac t th a t  th e  n a r r a to r  
» w ar... in  e in ig e r E n tfe rn u n g  a u f den  S e iten ab h an g  des Dammes
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g e tre te n «  [41] in o rd e r  to  be n e a r  him, Jakob  is  also  a t a  dem arcation 

in  space , »am Ende des A u g arten s^  [39] a t  th e  ^gem einschaftliche  

G renze« [40] w ith th e  B rig itten au .

Ja k o b ’s m ovem ents h e re , like h is  position , a lso  conform  to  h is  
norm al p a tte rn . He does no t ac tu a lly  reach  th e  fe s tiv a l b u t w aits »an 
den  Propylaen4: [40] be fo re  tu rn in g  back  fo r home. He delays h is  

»Heimkehr< one f u r th e r  time to  p lay  fo r  some c h ild re n  -  »in d (e r)  Nahe 

d es k leinen  T iirch en s ..., das a u s  dem A u g arten  n ach  d e r T aborstrafie  
fiihrt4: [42] -  and  i t  is  h e re  th a t  th e  n a r ra to r  sp eak s  to  him.

Both Jakob  an d  »das Volk4( a re  asso c ia ted  w ith th e  to p o g rap h ica l 

c a te g o ry  of »Grenzen«^^. Yet th e  c o n tra s t  in  th e i r  re la tiv e  m ovements 
could  h a rd ly  be s ta rk e r .  The jo u rn e y  u n d e r ta k e n  by  th e  people could 

sca rce ly  he more dem anding an d  a rd u o u s . The, b o u n d arie s  th a t  c p n frp n t 
»das Volk« c o n s ti tu te  alm ost in su p e rab le  b a r r ie r s ,  to rm en ting  th e  
fe s tiv a l-g o e rs  in to  an  » im m erw ahrendes A nhalten« [38], T heir p a ssag e  is 
»gehemmt« [38]. In d eed , th e y  a re  »sich  s e lb e r  hemmend< [38] a s  th ey  

co n v erg e  on th e  fe s tiv a l s ite  p ro p e r . And y e t  th e  people m arch on 
u n d e te r re d  b y  w h a tev e r may s ta n d  in  th e ir  way, com pleting each  s tag e  
of th e  t r e k  in  tu rn ,  su cc e ss fu lly  c ro ss in g  each  of th e  »G renzen« in  th e ir  
m ilitary  a s s a u lt  on th e  fe s tiv a l g ro u n d s ,

Jakob , by  c o n tra s t ,  inexp licab ly  comes to  a  h a lt again . R ather 

th a n  going in to  th e  fe s tiv a l w here  th e  m asses would have th e  
o p p o rtu n ity  of lis ten in g  to  him a t th e ir  le isu re , he s ta n d s  in  th e  v e ry  
p lace w here th e y  a re  le a s t  likely  to  pay  him a n y  a tten tio n . F u rth e rm o re  
he th e n  goes home a t  th e  v e ry  time w hen he could expect to  e a rn  th e  

most money -  th is  in  sp ite  of th e  fa c t th a t  h is  h a t is em pty. He re fu se s  
to  e n te r  th e  fe s tiv a l o r  to  n eg o tia te  th e  m ost f rag ile  of im pedim ents.

For a t  th is  s ta g e  e n te r in g  th e  B rig itten au  is f a r  e a s ie r  th a n  leav ing  it.

A delicate  iro n y  p laces th e  old m usician in th e  middle of th e  teem ing 

th ro n g  a t  th e  Novelle’s o u tse t. The dep iction  of th e  fe s tiv a l w ith which 

G rillparzer o p en s h is Novelle th e re fo re  se ts  J a k o b ’s space and  h is 

movements in to  th e  h ig h e s t p o ssib le  re lie f and  in itia te s  an  a n ti th e s is  of 
th e  ty p e  a lre a d y  seen  in  S t i f te r ’s Der Hochwald and  G otthelf’s Die

»B ezeichnender Weise s in d  die H au p tsta tio n en  au f dem Riickweg des 
Spielm anns a u sd riick lich  h e rv o rg eh o b en e  G renzstellenC. H overland, 
op. c it., 65.
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S chw arze  S p inne . Ja k o b ’s alienation  from th e  people of Vienna is 
re in fo rc e d  b y  and  conveyed in  th e ir  c o n tra s tin g  form s of movement.

The c a rn iv a l is a  genu ine  peop le’s fe s tiv a l, a  gala  a tte n d e d  by  

ev ery b o d y ; >die sch re ien d e  W eiber- und  K inderbevd lkerung<  [38]; 

» w e in erh itz te  K arren sch ieb er«  [39] and  by  th e  young  m aids who 

com prise  »die O bskuren«  [39] of society . I t  is >ein e ig en tlich es  
V olksfest, w enn je  e in  F es t d iesen  Namen v e rd ie n t ha t«  [37], a  fe a s t  of 
p le a su re  in  w hich th e  main b en efic ia ry  is »das a rb e ite n d e  Volk< [37].

B ut while th e  n a r r a to r  lis ts  th e  se p a ra te  social g ro u p in g s  th a t  
p a r tic ip a te  in  th e  fe s tiv itie s , he is a t  equal p a in s  to  s t r e s s  th e  

e g a lita r ian  n a tu re  of th e  ce leb ra tion . Nobody en jo y s  specia l p riv ileg e s  
h e re , n o t even  »die g e p u tz ten  Dament [38] w ith th e i r  »H olsteiner , , . , 

Rappen< [38]. The r ic h  can on ly  a tte n d  th is  an n u a l t r e a t  if th e y  
tem p o ra rily  re lin q u ish  th e ir  social position; »w enn V ornehm ere dabei 
e rsch e in e n , so kdnn en  sie es n u r  in  ih r e r  E ig en sch a ft also  G lieder des 
Volks< [37]. W hoever chooses to a tte n d  is tem p o ra rily  a b so rb ed  in to  a 

»M enschenm asse, die sich  h a r t  vor ih n en  o ffn e t u n d  h in te r  ihnen  
schlieBt< [38]. In h e re n t social d iv isions, d iffe ren ces  in  s ta tu s , c lass , 

p ro fess io n , sex and  age a re  all su sp en d ed  as th e  social in f r a s t ru c tu re  
d isso lv es , » d e r U n te rsch ied  d e r S tande  is t  versch w u n d en <  [37] an d  »das 

Volk4( is  tran sfo rm ed  in to  one heav ing  mass of uniform ity .

The sp ace  p re se n te d  in  th e  open ing  of Der Arme Snielm ann 
th e re fo re  re f le c ts  th e  fe s tiv a l as  a  sociological phenom enon. The m asses, 
r ic h  and  poor, h igh  and  low, th e n  p a ss  th ro u g h  th e  fe s tiv a l g a te s , as if 

doing so p ro v e s  th e ir  commitment to  socie ty  as a  whole. But w h ereas  
e v e ry b o d y  else  is able to  overcom e th is  »V erbindungsw eg<  and  th e  o th e r  

b a r r ie r s ,  Jakob  does not. He w aits a t  th e  g a te  and  in  lin g e rin g  o u ts id e  
th e  fe s tiv a l e ffec tiv e ly  s ta n d s  o u ts id e  th e  people. W hereas »das Volk« 

c o n q u ers  a p p a re n tly  in su p e rab le  o b stac le s  Jakob  can  n e ith e r  fo rce  his 
way th ro u g h  a  g lass  door n o r s te p  o v e r a  chalk  line. Social an d  sp a tia l 

dem arcations a re  s im ultaneously  su sp en d ed , lose th e ir  s ig n ifican ce  a t  

th is  fe s tiv a l, a s  th e  v a rio u s  social s t r a ta  and  th e  lan d scap e  coalesce in a 

suprem e, o v e rr id in g  unity^^.

Sim ilarly th e  »K orbwagen« [37] w ere allowed in to  th e  s u b u rb s  fo r  th e  
on ly  time in th e  year, a s  th e  d iv e rse  » P fe rd e - und K u tsch en -Atome 
sich  zu e in e r  kom pakten Reihe v e rd ic h ten «  [38].
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A sp a tia l code can th e re fo re  be d isce rn e d  in Der Arme Snielm ann. 

The old m usician’s socially and  sp atia lly  iso la ted  cond ition  is  re in fo rce d  

b y  th e  com plete a n tith e s is  th a t  G rillparzer p re s e n ts  a t  th e  b eg in n in g  of 

th e  Novelle. T here  is a  d ire c t logic in Der Arme Soielm ann: w hoever 
w an ts  to be p a r t  of »das Volk< has to overcom e th e  o b s tac le s  th a t  sp ace  

p laces in h is p a th . The less  movement a c ro ss  space, th e  g re a te r  is  th e  

seg reg a tio n  of th e  people and  th e  more ex trem e th e  e s tra n g e m e n t of th e  

old m usician. Within th e  fic tion  of Der Arme Soielm ann m ovem ent a c ro ss  

sp ace  conno tes social in te g ra tio n . In  th e  Novelle’s o p en in g  d e sc rip tio n  a  

social condition  is th e re fo re  m apped out, a  condition  w hich ga in s in 
s ign ificance  re tro sp e c tiv e ly  in  th e  lig h t of Ja k o b ’s a lienation . In  th e  

image of »die mit dem A u g arten , d e r  L eopo ldstad t, dem P r a te r  in 
u n u n te rb ro c h e n e r  L u stre ih e  zusam m enhangende  B rig itten au ^  [37] 

G rillp arze r d ep ic ts  spatiaU y th a t  pub lic  phenom enon w h e reb y  social 
b a r r ie r s  and  d is tin c tio n s  d isso lve  and  th e  union  of >das Volk« is 

ach ieved .

The ca rn iv a l also p o sse ssed  a moral dim ension, bo th  in  h is to rica l 
re a lity  -  acco rd in g  to  Backmann, »bew egliche Klage s e tz t  e in , daB die 

u n te re n  S ch ich ten , so u n b e au fs ic h tig t, immer u n g e z ü g e lte r  w erden . Von 

E x trav ag an zen  und kleinen m oralischen A usw iichsen h o re n  w ir schon  

1838<^® -  and  in Jak o b ’s p e rcep tio n  of it. His m ovem ents th e re  a lso  gain  
moral sign ificance  as he tu r n s  in rep u ls io n  from mass p le a su re s , 

re fu s in g  to  have any  co n tac t w ith th e  d u b io u s  joys on o ffe r  th e re  -

3>ich...ha lte  es auch  n ic h t fü r  re c h t, a n d e re  d u rc h  Spiel u n d  
Gesang zu einem so lchen  w iderlichen  V ergehen 
an zu re izen ^  [43]

-  and  re je c ts  th e  fe s tiv itie s  as  a  k ind  of pagan  r ite . However, th e re  is 
also  a  more g en era l e th ica l a sp e c t to th e  dep iction , fo r  th e  open ing  

scene  also p laces th e  Novelle w ithin  its  b ro a d e r  po litical con tex t. The 

n a r r a to r ’s adm iration  fo r th e  people a p p e a rs  d isco n c e rtin g ly  p e rilo u s  in 

a clim ate which had seen  T u rn v a te r  J a h n ’s im prisonm ent fo r  alleged  
dem agogy. Indeed , fo r som ebody who » h a tte  (s)ich  dem Zug d e r  Menge 

h ingegeben«  [40], pub lic  affirm ation  of th e  »Volk« as  th e  h ig h e s t

Backmann. HKA. Abt. 1, Band XIII, 331.
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a u th o r i ty  [39] m ust be seen  as an a c t of extrem e po litical re c k le s s n e s s  
in  a  s ta te  as re p re s s iv e  as M ette rn ich 's  A ustria . F u rth e rm o re , in  i ts  

egalitarian ism  th e  social h ie ra rc h y  no t on ly  a p p e a rs  to  be n eg a ted  a t  th e  

ca rn iv a l, b u t seems to  be on th e  v e rg e  of o v e rth ro w . The po o r no 

lo n g e r have to  w ork a t  th is  » sa tu rn a lisch «  [37] fe s tiv a l, an  an alo g y  to  
th e  Roman re v e lr ie s  w here th e  s lav es  too w ere  re le ase d  from  th e ir  

bonds. The r ic h  find  them selves being  » b eg a fft, b e d a u e rt, 
b esp o tte t<  [38]. The a tm osphere  is one of conflic t, th e  im agery  

m ilitary  -  th e  scene is dom inated by  » B iirg e r und S o lda ts  [37] -  an  echo 

of rev o lu tio n . Indeed , th e  m ilitary  a p p e a rs  to  have d e fec ted  to  th e  

m asses. I t  is a  p ic tu re  of social u n re s t ,  of mobs roam ing th e  s t r e e ts ,  of 

u p h eav a l and  d a n g e r -

»Da e n ts te h t  A u fru h r in  d e r  gutm iitig  ru h ig e n  S ta d t, Eine 
w ôgènde Mertgè èrfüU t die StraBen. G erausch  von  
F u B tritten , Gemurmel von S p rech en d en , das h ie u n d  da  ein 
la u te r  A u sru f d u rch zu ck t«  [37]^'*

-  and  as  G rillp arze r alm ost c e r ta in ly  p en n ed  th is  sec tio n  in  th e  
immediate a fte rm a th  of th e  1830 revo lu tion , th e n  th e  an alo g y  to  
in su rg e n c y  m ust be viewed as conscious, »Ein neu H inzugekom m ener 
fan  de die Zeichen bedenklich4: [37], th e  n a r r a to r  com m ents. And ev en  if 
a p p ea ran ces  may be d ecep tive  -  »Es is t  a b e r  d e r  A u fru h r  d e r  F reu d e , 
die L osgeb u n d en h e it d e r  Lust«  [37] -  th e  fa c t rem ains th a t  th e  
»V olksfest« w hich was p ro h ib ited  in  1848 fo r s e c u r ity  re a so n s  has all 

th e  symptoms of a  p o p u la r revolt^®. The f r u s tr a t io n s  b ro u g h t ab o u t by  

p o p u la r su p p re ss io n  take  sh ap e  in th e  d isc o n te n t of th o se  try in g  to  

re a ch  th e  fe s tiv a l.

The po litical innuendo  of G rillp a rze r’s p o r tr a i t  of » das Volk« h as 
been  examined b y  v ario u s  c ritic s . For Roland Heine th e  Novelle is one 

)*>in d e r von d e r  e rs te n  Seite  an  die R ev o lu tio n ...p ra sen t ist«^® while fo r

»Aus dem Kontext ge ldst, k o n n te  man d iese  d re i S atze  f ü r  die 
B esch re ib u n g  eines Kampf es  um die Tore e in e r  b e d râ n g te n  S ta d t 
halten^, K rotkoff, H ertha; »Ü ber den Rahmen in  F ran z  G rillp a rz e r’s 
Novelle Der Arme Spielm ann«. In  M odern L anguage Notes (85, 1970), 
345-366, 348,

G rillp a rze r’s d ra f t  v e rs io n  -  w hich had  th e  fe s tiv a l s ta r t in g  on Ju ly  
24th, th e  week of th e  u p ris in g , and  a tta c h e d  th e  p h ra s e  »aus 
bew egten  L andern«  to  »Ein neu H inzugekom m ener^ -  re in fo rc e s  th e  
analogies to  a  rev o lu tio n  th a t  had e ffec tiv e ly  p a sse d  V ienna by.

Heine, op. c it., 651. Compare also »In d e r  S c h ild e ru n g  des Volkes 
flic h t G rillp arze r jen e  G edanken ein, die s e it d e r  f ra n z o s isc h e n  
Revolution des J a h re s  1789 eine immer g eg en w a rtig e re  S e rg e  im
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B rinkm ann » is t etw as von den g a re n d en  K raften  und T rieben  d e r  Masse 

zu ah n en , von den M oglichkeiten e in e r  Révolté d e r  sozial 

N ied erg este llten  gegen  die O berschichten ...V on d e r frb h lich en  H e rrsc h a ft 

des Volkes bei diesem  F es t...b is  z u r  e rn s te n  T yrannei des Pobels mag 
d e r  Weg k u rz  sein . Das lag zu d e r  Zeit, al s die E rzâh lung  e n ts ta n d , in 

d e r  L uft fü r  den , d e r h e llhô rig  war<^^. In  th e  image of th e  reb e llio u s  
h o rd e s  ad v an c in g  th ro u g h  th e  s t r e e ts ,  overcom ing a p p a re n tly  

overw helm ing odds time a f te r  time, b u rs tin g  th ro u g h  ga te  a f te r  g a te  
w h a tev e r th e  o d d s, G rillp arze r a p p e a rs  to  be p o rtra y in g  th e  sym bolic 

sto rm ing  of a  V iennese B astille. The B rig itten au  is tak en , th e  b a rr ic a d e s  
overcom e, an d  th e  people e n te r  th e ir  »pays de cocagne^ [38] tr iu m p h an t. 

The old o rd e r  is d e s tro y ed  and  th e  poor people of Vienna lib e ra te d , a t  

le a s t fo r  th e  d u ra tio n  of th e  fe s tiv a l, as  movement also  comes to  re f le c t  

political chahge.

In  th is  co n tex t Jak o b ’s fu n c tio n  an d  p u rp o se  a t  th e  fe s tiv a l a re  
more p rec ise . He goes beyond  mere n o n -p a rtic ip a tio n  by  t ry in g  to  s to p  
o th e r  people being  c o rru p te d  b y  it, hoping th a t  some of th e  p a s s e r s - b y  
will follow his example by  w aiting  a t  th e  g a te s  and  b en efit from h is 
ed u ca tiv e  music. This se lf-a p p o in ted  and  h o pelessly  u n su cc e ss fu l 
g u a rd ian  of pub lic  m orality , whose own »Faden< p re v e n ts  him from 
p a rtic ip a tin g  in  th e  ^L o sg eb u n d en h eit d e r  L ust« , is s tan d in g  a t  th e  
e n tra n c e  try in g  to  hold back  th e  inexorable rev o lu tio n  as i t  s to rm s 

tow ards i t  goals. The old p edagogue  a c ts  as a ^m usical missionary^^®, a 
bastio n  a g a in s t th e  sp ir itu a l decline of th e  people, a  ch a ritab le  

foundation  d e p en d e n t on donations from pub lic  fu n d s . In  s ta n d in g  a t  
th e  th re sh o ld  of th is  Ju ly  fa ir  w ith h is » a ltes  Rüststück<K [54] th e  

se rv ile  and  in s ig n ific a n t little  m usician is try in g  to  uphold  so cie ty , a  

p a th e tic  h e ro  s tan d in g  on m oral s e n tr y -d u ty  a t th e  g a tes  of V ienna’s 

own Bastille^®. But th is  sym bolic g e s tu re  is fu tile ; on ly  h is 

»H eiterkeit<  [41] is  » u n b esieg b a r«  [41]. »Der le tz te  Kampf« [39] can n o t 
be won.

p o litischen  Alltag d a rs te llen : Gewalt u n d  Macht d e r Masse,
Z e rs to ru n g  d e r b e s te h e n d en  O rdnung  a ls  d ro h en d e  G efahr, sobald  
die Eindammung d u rc h  T rad ition  z e rb irs t« . K rotkoff, op. c it., 364,

B rinkm ann, op. c it., 88-9.
B irre ll, op. c it., 565.
The m ilitary  im agery  is re in fo rce d  by  th e  p h ra se  »als E iner d e r 

he im kehrt^  [41], a »Heim kehrer< being  a  term  tra d itio n a lly  ap p lied
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The d esc rip tio n  of th e  fe s tiv a l p o sse sse s  one f u r th e r  dim ension. 

G rillp a rz e r’s m ilitary  and  rev o lu tio n a ry  term inology in th is  open ing  

d e sc rip tio n  is  draw n to g e th e r  by  th e  m etaphor of w ater. On th e  one 

hand  th e  fe s tiv a l-g o e rs  a re  delayed  an d  h in d e re d  by  th e  D anube, only 

g ra d u a lly  ed g in g  th e ir  way tow ards an d  o v e r th e  b rid g e  th a t  jo in s  th e  
»D onauinseK  w ith th e  main p a r t  of th e  m etropolis. On th e  o th e r  

G rillp a rze r c re a te s  an  id e n tity  betw een th e  two by  p re se n tin g  th e  
populace as  a  r iv e r  itse lf  as i t  flows in s is te n tly  tow ards i ts  d estina tion ;

»Eine w ogende Menge erfüU t die S traB en ...d er Strom des 
Volkes, d e r  Eindammung d e r  B rücke entnom m en, ein w e ite r 
to se n d e r  See, s ich  ergieB end in  a llés d eck en d e r 
Überschwem m ung< [37].

These two r iv e rs ,  now in te rtw in in g , now s tr iv in g  inexorab ly  to w ard s  
th e ir  common goal -  » d e r b re ite  Hafen d e r  Lust< [38] -  th r u s t  on , e v e r -  
th re a te n in g  to  b u r s t  th e ir  b an k s in  a  s in fu l b u t joyous flooding  of th e  
im perial capital;

»Auch b ie r  s ieg re ich , ziehen  end lich  zwei Strdrae, die a lte  
Donau und  die geschw ollenere  Woge des Volks, s ich  
k re u z en d  q u e r  u n te r -  u n d  iib e re in a n d e r, die Donau ihrem  
a lten  FluB bette nach , d e r Strom  des V olkes,...ein w eiter 
to se n d e r  See...« [37],

The a llusions of G rillp a rze r’s d e sc rip tio n  would have been obv ious to h is  
re a d e rs , th e  image of th e  flood being  an  a rc h e ty p a l R es tau ra tio n  

m etaphor fo r revo lu tion  and  m ilitary  incursion®®. For S tif te r  th e  Roman 
Empire became »eine Beute w ilder V olker..., die es mit ih re n  Sc h a re  n 

überschwemraten«®^. A u str ia ’s fa te  was sim ilar, being  v u ln e rab le  to  
th o se  »V olker..., die u ns ü b e rf lu te n  u n d  z e r s to re n  k o nn ten , wie die 

Romer von den  D eutschen i ib e rf lu te t w orden sind^®^. Sim ilar im agery  
can also be found  in G rillp a rze r’s w ritin g s . He p o r tr a y s  N apoleon’s 

co n q u es t of A u stria  as  a  flood -

to  so ld ie rs  re tu rn in g  from war. Compare a lso  »Exercitium « [45], 
o rig in a lly  a  m ilitary  exercise.

Compare Krotkoff; »DaB das Bild d e r  d e s tru k tiv e n , e leraen taren  Gewalt 
des W assers als Mittel z u r  D arste llung  des Wesens e in e r  R evolution 
w eder neu  noch b e so n d e rs  o rig in e ll is t, b ra u c h t n ich t b e to n t zu 
w erden^ , op. c it., 352.

S tif te r , A dalbert; Sam tliche W erke. h e ra u sg e g eb e n  von A u g u st S au er 
(P rague, 1901-40). Abt. 3, XVI, 117.

82 ib id ., 116.
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»D urch m ancherle i U nglücksfâlle  b is in s  In n e rs te  
e r s c h ii t te r t ,  s ta n d  A u stria  da, v e rh e e r t  w aren  se ine  F lu ren , 
v e ro d e t seine D orfer, von F einden iiberschw eram t sein  
Gefilde«®®

-  w hile in Ein B ru d erzw ist in H absburg  we h e a r  th a t  » P o b e lh e rrsc h a ft 

heiBt die Überschwemmung<®^. Like th e  im ages of w a te r and  »Volk<, 

th o se  of th e  in su rg e n c y  and  th e  flood also  in te rtw in e , re in fo rc in g  th e  

im agery  of rev o lt, m ilitary  in te rv e n tio n  and  po litical in s ta b ility . As » d e r 

Strom  des Volkes^ co u rses  i ts  way tow ards th e  V iennese c itad e l i t  
co n v ey s th e  th ru s t in g  rev o lu tio n a ry  im pulse th a t  was soon to  o v e r tu rn  
th e  s ta tu s  quo an d  lead to  M ette rn ich ’s rem oval from pow er.

Here again  th e  func tion  of th e  b o u n d arie s  on th e  way to  th e  
fe s tiv a l is  h ig h lig h ted . The b rid g e  is no t only  a  b o u n d a ry  and  
p rp ss in g -p p in t, i t  also  fu n c tio n s  a s  a  dam. »Der Eindammung d e r  B riicke 
entnommen< [37], th e  people sw eep on, only  to  be held u p  by  th e  fina l 

h u rd le , th e  »Dammstrafie< [40] c o n s tru c te d  b y  Jo sep h  II to  p re v e n t  th e  
D anube flooding th e  3>Donauinsel«, I t  is  h e re  th a t  th e  Spielm ann has 
ta k e n  up  position . This p ious c o n se rv a tiv e  becom es o r u p h o lds th e  
moral dam a g a in s t th e  tide  of c o rru p tio n  an d  rev o lu tio n , try in g  to  
p re s e rv e  socie ty  and  p re v e n t »das Volk^ from  sin k in g  in  its  own 
d iluv ian  flood®®. Jakob  may a p p e a r  as a s t r e e t  m usician a t  th e  fe s tiv a l, 
b u t  h is fundam ental p u rp o se  is som ething com pletely d iffe re n t. He is 

th e re  as a  pedagogue, a  moral sav io u r try in g  to  s to p  th e  people from 

drow ning in th e  s in fu l deluge. He fails b ecau se  he can n o t dam th e  
r iv e r  and  stem th e  tide .

Those p a t te rn s  in Jak o b ’s movements w hich w ere id en tified  e a r lie r  

fin d  co rro b o ra tio n  in  his p o r tra y a l a t th e  fe s tiv a l. He tu rn s  b ack , 

fig h tin g  his way th ro u g h  th e  crow ds. He d is ta n ce s  him self bo th  
v e rtic a lly  and  h o rizo n ta lly  from th e  immoral m asses. His music -  w hich 

is sco rn ed  a t  th e  fe s tiv a l -  m irro rs  the  d is ju n c tio n  of » Innen«  an d  

»AuBen«, as does h is fa ilu re  to  e n te r  the  »AuBenraum« of th e  

B rig itten au . His s tan d in g  a t  th e  g a tes  m ight in d ica te  an  in te r e s t  in

83 HJ£A, Abt. 2, VI, 7.
84 Ein B ru d erzw ist in H ab sb u rg . HKA. Abt. 1, VI, 262, line 1578.
83 In  S ti f te r ’s B rig itta  th e  h e ro in e  and  h e r  fo rm er h u sb an d  a lso  p lan

th e  »O rdnung und  E in sch ran k u n g  des D onaustrom es« S tif te r ; Werke 
und Br k f,ei..HistQrisghzJCritlsshg .Jieraqsgg^gbgn v<?n
Alfred D opnler und Wolfgang Friihw ald (S tu t tg a r t ,  B erlin , Cologne, 
Mainz, 1978-), Volume 1, 5, 464.
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a rc h ite c tu re , th a t  a t th e  »Grenze< bo th  h is  extrem ism  and  -  to g e th e r  

w ith his position  a t th e  side -  h is m arg inalisation .

The dep iction  of th e  fe s tiv a l p ro v id es  th e  m ost c o h e re n t s ta tem en t 

of G rillp a rze r’s spa tia l and  social symbolism. This »e ig en tlich es  

V olksfest^ [37] a p p e a rs  as a  complex sym bol fo r  so c ie ty  a t  la rg e , a 

metonymy fo r »Volk« from w hich Jakob  -  sp a tia lly  and  m etaphorically  -  

d is tan ces  him self. As such  th e  causew ay to  th e  B rig itte n a u  lite ra lly  

becomes th e  g a te  to  »das Volk<. In  re fu s in g  to  walk along th e  
»V erbindungsw eg<  a t  the  end of th e  A u g arten , Jak o b  d em o n stra tes  his 

re je c tio n  of common values and  h is to le ran ce  of th e  a lienation  th a t  th is  
in ev itab ly  en ta ils . Jak o b ’s in ab ility  to  b r in g  » In n e re s«  an d  »AuBeres« 
in to  a  f ru itfu l  re la tio n sh ip  -  h is  fa ilu re  to  » v e rb in d en «  -  fin d s  i ts  

u ltim ate ex p re ss io n  in h is b eh av io u r a t  th e  o p en ing  of th e  Novelle. 
Nobody tr ie s  to  stop  Jakob c ro ss in g  th is  th re s h o ld  -  fo r e v e ry b o d y  is 
welcome a t  th e  ce leb ra tio n s . His fa ilu re  is u ltim ate ly  v o lu n ta ry .

G rillp a rz e r’s Novelle does no t com m unicate so lely  on a  conscious 
level. A s to ry  is told and  action , developm ent, c h a ra c te r is a tio n  an d  
symbolism a re  p a r tly , indeed  p redom inan tly , com m unicated d ire c tly . But 
G rillparzer a lso  em beds add itiona l s t r a ta  of s ig n ifican ce  w ith in  h is  tex t 

th ro u g h  a c o n s is te n t use  of a llu sions and  system atic  em ploym ent of 

im agery. J a k o b ’s association  w ith th e  v e rtic a l dim ension is , fo r in s ta n c e , 

rooted  no t only  h is p h y sica l location b u t a lso  in h is  lan g u ag e  an d  th e  
o th e r  te rm s app lied  to him and  his env ironm en t. The w ord »ho ch st«  

occu rs  fo u r tim es in th e  Novelle, c h a ra c te r is in g  h is  music -  w hich is 
3>hbchst h o lp erig  v e rb u n d en «  [47] - ,  h is  room -  w hich is  » h o ch st 

elend<K [48] - ,  h is bed -  which is » h d ch st so rg fa ltig ...g e d e c k t«  [48] -  and  
h is d re s s , w hich is » h o ch st re in lich«  [50]. The s to ry  is no t re la te d  

p u re ly  th ro u g h  an  o v e rt n a rra tiv e  p ro c e ss  b u t a lso  th ro u g h  a 
subconscious an d  sublim inal use  of a sso c ia tiv e  m etaphor -  m etaphor 

which sometimes po in ts to  a d eep e r o r ad d itio n a l level of m eaning and  

th e re fo re  assum es p a r t  of th e  n a rra tiv e  fu n c tio n . The w ater im agery  

also p o sse sse s  a h idden  fu nc tion  h e re , p o in tin g  to  th e  moral and  
political im plications of th e  fe s tiv a l and  d efin in g  th e  old m an’s re sp o n se . 

As ev e r in Der Arme Spielm ann. th e  n a r ra t iv e  a p p e a rs  to  say  more th a n  
th e  n a r ra to r .
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4.8 IMAGE AND REALITY

Since E rn s t  A lker’s sem inal a r tic le  of 1926 most c r itic s  h ave  seen  

th is  in itia l sec tion  of th e  fram e in  re la tio n  to  th e  d e sc rip tio n  of Ja k o b ’s 

d e a th  in  th e  conclud ing  segm ent. A c u r s o ry  com parison a p p e a rs  to  

s u g g e s t  a  b ro ad  c o n tra s t betw een th e  two p a r ts .  I f  th e  mood of th e  

o p en in g  is  one of u n b rid led  joy , th e  end  is  m arked b y  u n p a ra lle led  
g r ie f  and  g u ilt  -  th e  squea ls  of h ap p in ess  in  th e  open ing  fin d in g  th e ir  

c o u n te rp a r ts  in  th e  u b iq u ito u s  te a rs  of th e  conclusion .

B ut th e  web of re fe re n c e s  is  more complex. A th re a te n in g  

a tm o sp h ere  p e rv a d e s  both  sec tions; >Beide Teile des Rahm ens u n d  die 
B jnnenhapd lu ijg , w erd en ...them atisch  y e rk n u p f t  u n d  es w ird  au f 
s p ra c h lic h e r  Ebene ebenso  ein  Kreis gezogen  wie in  ze itlich e r H insich t. 
T ro tz  zw eier B ildbereiche w ird  d e r S tim m ungsw ert kaum v e ra n d e r t ;  
A ngst, U n sich e rh e it, B edrohung  sind  G efiihle, die d u rc h  beide S ch ich ten  
e r r e g t  w erd en  sollen«®®. Num erous m otifs from  th is  p re lu d e  also  fin d  
echoes a t th e  end . The n a r r a to r ’s avow ed p u rp o se  -  he v is its  th e  
flooded L eopo ldstad t in o rd e r  to  make a  donation  to  th e  victim s of th e  

d is a s te r  [78] -  reca lls  th e  financial c o n tr ib u tio n  he made to  th e  m usician 
a t th e  b e g in n in g  [42-3]. The b o y s ’ con tem pt fo r  Ja k o b ’s music a t  th e  

fe s tiv a l [42] a n tic ip a te s  th e  ir re v e re n c e  of B a rb a ra ’s son who lean s  on 
h is coffin  [80]. B arb a ra ’s a rg u m en ts  w ith th e  u n d e r ta k e r  and  h e r  
c h ild re n  [80] evoke the  »Zank, G eschrei« [38] of th e  open ing , th e  

» T rau e rg e lau te«  [78] of th e  fu n e ra l th e  c r ip p le s ’ p a in fu l music a t  th e  

fe s tiv a l g a te s  [40-1]. These p a ra lle ls  a lso  perm eate  th e  d e sc rip tio n  of 

space. The n a r r a to r ’s m ovem ents, fo r  example, a re  e sse n tia lly  th e  same 

in bo th  sce n e s , h is expedition to th e  fe s tiv a l seem ing to po in t fo rw ard  

to  h is  eq u a lly  dem anding jo u rn e y  to  th e  old man’s g a r re t .  J a k o b ’s 
fu n e ra l p ro cess io n  [80] echoes the  ca rav a n  of people and  coaches on th e  

way to  th e  fe s tiv a l [38-9]. The re la tio n sh ip  betw een th e  two sec tio n s  of 

th e  fram e ex ten d s  to a  c o u n te rp o in t of b o th  c o rre sp o n d e n c es  and  
c o n tra s ts , in  A lker’s o rig inal form ulation an  » a n tith e tisc h e  Parallelitat«®^.

83 K rotkoff, op. c it., 352.
8^ A lker, E rn s t; »Komposition und  Stil von G rillp a rze rs  Novelle

Spielm ann^. in  Neophilologus (11. 1926) 15-27, 21. For B row ning » the  
c losing  fram e is e sse n tia lly  a  re v e rsa l  of th e  open ing  one<, 
op. c it., 233. For Liedke ^ p ra c tic a lly  e v e ry  d e ta il of one p a r t
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However, i t  is  th e  dom inant image of w a te r  w hich form s th e  most 
s tr ik in g  p a ra lle l an d  g ives th e  fram e its  most pow erfu l co h eren ce . If 

th e  Novelle o pens w ith th e  m etaphor of th e  »Strom  des Volkes«, i t  is  th e  

re a l  flood th a t  dom inates th e  end . Like th e  »Strom  des Volkes^ th e  rea l 

D anube b u rs ts  i ts  b an k s  a t  th e  end  of th e  Novelle -  »Die U m gegend d e r 

G a rtn e rg a sse  w ar zum See gew orden< [78] -  drow ning  th e  in h a b ita n ts  of 

th e  »D onauinseK  an d  culm inating  in  th e  old m usic ian ’s dea th . The 

sym m etry  of th e  n a r r a to r ’s movements in b o th  sec tio n s  is th e re fo re  

u n d e rsc o re d  b y  th e  w a tery  env ironm en ts  in  w hich th e y  occu r. A 

seq u en ce  of g rap h ica lly  nau seo u s im ages accom panies th e  la t te r  p o r tr a i t  
-  »an die G itte rfe n s te r  a n g e k ra llt  v e ru n g liic k te  Bewohner< [78]; »Im 

Torw ege eine Reihe von Leichen...<  [78], a  f u r th e r  echo of th e  row  of 

c rip p le s  a t  th e  ca rn iv a l g a tes ; »in den S traB en z e rb ro ch en e  Schiffe  u n d  
G érâ tsch aften , iii deh  E rd g esch o ssen  zum Teil noch s teh e n d e s  W asser 
u n d  schwimmende Habe< [78] -  as G rillp arze r em beds h is  Novelle in  th is  

re a l ev en t, in v e s tin g  i t  w ith  h is to rica l a u th e n tic ity  an d  a n tic ip a tin g  th e  
te ch n iq u es  of th e  N a tu ra lis ts  ha lf a  c e n tu ry  la te r . The w ater im agery  of 
th e  opening  th e re fo re  bo th  enh an ces  th e  form al sym m etry  and  po in ts  
fo rw ard  to th e  action  of th e  en d , c h a rg in g  i t  w ith  a  gruesom e 
significance®®.

D uring th e  flood th e  a u th o ritie s  a re  com pletely o v e rru n . The 
L eopo ldstad t is c u t off, th e  ro ad s a re  no lo n g e r » g angbar<  [78] as  

norm al se rv ice s  b reak  down fo r th e  »A bgeschnittene<  [78] liv ing  in  th e  
a rea . M others an d  ch ild ren  a re  w andering  th e  s t r e e ts ,  people d o n ’t 

know w here th e  r e s t  of th e ir  fam ilies a re . Only a  few of th e  c o rp ses  
have  been b ro u g h t to g e th e r  to  one location, and  th e re  is nobody  to  

r e g is te r  th e  d ea th s  o r rem ove them:

>es feh lte  eb en  an Zeit und  Beam ten , d ie g e rich tlich e
K o n sta tie ru n g  so v ie le r Todesfalle vo rzunehm en«  [78].

co rre sp o n d s  an tith e tic a lly  to  a  de ta il in th e  o t h e r s ,  op. c it., 9. Silz 
has spoken  of a  Asymmetrical c o r r e s p o n d e n c e ^  and  » an tiphonal 
balance of m o tifs«. Realism and Reality. S tu d ies  in th e  German 
Novelle of Poetic Realism (Chapel Hill, 1954), 69.

Compare P o litzer, Heinz: F ran z  G rillp a rz e r’s P e r Arme Spielm ann 
(S tu ttg a r t ,  1967): Aim Gesaratzusam m enhang d e r E rzah lu n g , diese 
s trom enden  F lu ten  des A nfangs au f je n e  a n d e re n  W asserm assen 
v o ra u sd eu te n , die, am Ende des T extes, ü b e r  eine W iener V o rstad t 
h e re in b re ch e n ...b e id e  Male sch e in t den E rza h le r  die F lu t an zu z ieh en , 
die ihn  b ed roh t^ .

8 8
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In  th e  rev o lu tio n a ry  tid e  th a t  b re a k s  th ro u g h  g a te s , fo rc in g  i ts  way 
in to  th e  B rig itten au , G rillp arze r p ro v id e s  a  fo re ta s te  of th e  d is ru p tio n  to  

so cie ty  and  breakdow n of o rd e r  th a t  o ccu rs  w hen th e  s t r e e ts  a re  

flooded in  rea lity . In  bo th  cases  so cie ty  co llapses an d  Adas Volk< is 

ab an d o n ed  to  th e  m ercy of th e  elem ents. Im agery  and  re a lity  in  Der 

Arme Snielm ann a re  in ex tric ab ly  in te rw oven  a s  th e  ca rn iv a l fu n c tio n s  as  

a  k ind  of o v e r tu re , a ir in g  th e  main them es of th is  m usical Novelle -  

them es which re su rfa c e  in  su b tle  m odulations a t  i ts  o b lique ly  tra g ic  

finale .

If th e  im agery  of th e  in tro d u c tio n  a n tic ip a te s  th e  re a lity  of th e  

fina l d is a s te r , so Jak o b ’s ac tio n s  d u rin g  th e  two b reakdow ns of o rd e r  
a lso  coincide. Here too he is p re se n te d  as m oving in  th e  opposite  
d irec tio n  to  Adas VolkC Jakob  d o esn ’t  have an  axe a t  th e  b eg in n in g  
b u t  he does h ave  h is violin -  h is  Aaltes R ü sts tü ck <  [54]. The n a r r a to r  

in itia lly  dona tes a  A Silberstück< [42], w hich p resu m ab ly  am ounts to  a 
few g u ild e rs  -  th e  sum w hich Jak o b  re sc u e s  fo r  h is  lan d lo rd . Both 

ex cu rsio n s  from his room may no t have  been  a com plete w aste of time, 
b u t  e ffo r t and  re s u lt ,  co st and  gain , s tan d  in  th e  g ro s se s t  

d isp ro p o rtio n : on each occasion Jakob  d escen d s  in to  a  flood fo r th e  sak e  
of a  neg lig ib le  am ount of money®®. The A Auf he ben  u n d  N ied erse tzen  des 
Fu(ies€ [40] seen  as he m arks time may even  p re f ig u re  h is a sc e n t and  
d e sc e n t of th e  s ta ir s  d u rin g  th e  re a l flood.

An in tr ic a te  p a tte rn  of p a ra lle ls  and  a n ti th e se s  can  th e re fo re  be 

e s ta b lish e d  betw een th e  two sec tio n s  of th e  fram e. In  th e  open ing  we 

see Jakob  try in g  to  p ro te c t th e  w orld from th e  Aalles d eck en d e r 
Ü berschw em m ung« [37] of th e  people. At th e  end  Jakob  does th e  same, 

th is  time with th e  re a l flood. The two scen es  become re flec tio n s  of one 

a n o th e r  -  m irro r images th ro u g h  th e  symbolism of th e  flood and  J a k o b ’s 

ac tions, in v e rse  images in  th a t  joy  is rep laced  by  g r ie f  and  tra g e d y , 

rh e to r ic  by  rea lity . The conclud ing  fram e re c a p itu la te s  th e  o p en in g , 
re ite ra tin g  its  im agery and  m otifs while la rg e ly  re v e rs in g  th e  tone .

89 The two in te rre la te d  ep isodes a re  also linked  by  ch ild ren . D uring  th e  
flood of th e  L eopo ldstad t Jakob  goes down in to  th e  w ater to  sav e  
h is la n d lo rd ’s p rogeny : AAls a b e r  das W asser kam und  e r  die 
K inder sch re ie n  horte<  [79]. D uring th e  c a rn iv a l he p lays fo r  th e  
f r u s tr a te d  boys who a re  a lso  sh ou ting : A"Einen Walzer sp iel!", 
rie fen  sie« [42].
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W ithin th is  co n tex t J a k o b ’s d ea th  becomes th e  m irro r image of h is  life, a  
p o ig n a n t sym bol of th e  fa te  of th e  m isun d ersto o d  a r t i s t  in th e  b u s tlin g  

ch an g e  of B iederm eier Vienna.

In  h e r  s tu d y  of th e  Spielm ann’s p sy ch o lo g y  U rsu la  M ahlendorf 

a rg u e s  th a t  Ja k o b ’s fu tu re  actions c o n s is t of a  patho log ical obed ience  to  

h is  dead  f a th e r ’s in s tru c tio n s . He A in ternalizes h is  f a th e r ’s dem ands 
an d  o b ey s them  to  th e  end of h is days«®®. B ut th e re  is also  an  

a lte rn a tiv e  exp lanation . Jakob  can n o t d is tin g u ish  betw een »innen« and  
AauBen« e i th e r  -  betw een  bo th  h o n esty  an d  decep tion  and  image and  

re a lity . In  th is  re s p e c t  h is  b eh av io u r d u rin g  th e  re a l flood can  be seen  
a s  d e riv in g  i ts  logic from G rillp a rze r’s im agery . Jakob  may no t be ab le  
to  re sp o n d  a p p ro p r ia te ly  when th e  arm ageddon  of th e  opening  fram e , ,
becom es re a lity , see in g  him self as going down in to  th e  w ater to  sav e  th e  
w orld from a  r is in g  tid e  of immorality. In  th e  co n tex t of th e  n a r r a to r ’s 
d e sc rip tio n  of th e  an n u a l deluge a s  a  p o p u la r u p ris in g , Jakob  may be 
a ttem p tin g  to  p re s e rv e  th e  s ta tu s  quo and  re sc u e  th e  ch ild ren  bo th  
from th e  rev o lu tio n  an d  Adas Volk^. Jakob  a p p e a rs  to  be re -e n a c tin g  

th a t  moral re sc u e  th a t  he a ttem p ted  and  fa iled  to  ach ieve  in th e  open ing  
scene , in d eed  w hich he has a ttem p ted  and  failed  fo r th e  whole of h is  

life. The m usic ian ’s A absurd« d eath  may th e re fo re  gain  its  v a lid ity  from
his  moral c ru sa d e , h is  fa ta l d escen t in to  th e  w a ter a  f it t in g  sym bol of

h is m usical m artyrdom . On th is  occasion Jakob  is su ccessfu l, an  a c t of 

AWiedergutmachen-^ [42] fo r th e  r e s t  of h is  life.

In  th is  con tex t, J ak o b ’s b eh av io u r a t  th e  end can  be seen  as  a

n eg ation  of w hat he sees  a t  th e  fes tiv a l. Image o r re a lity , J ak o b ’s

re sp o n se  is th e  same. He is n ’t  aw are of an y  d isc rep an cy  betw een 
Ainnen^ an d  AauBen^ and  th e re fo re  ta k es  th in g s  a t  face value r a th e r  

th an  b asin g  h is  b eh av io u r on th e  in h e re n t sen se . And as su ch  th e  

lan d scap e  th a t  G rillp a rze r c re a te s  is space  in  w hich symbolic m eaning is 
more p e rsu a s iv e ly  p re s e n t  th a n  p h y sica l co n sid e ra tio n s .

The a rg u m en t can  be ex tended  f u r th e r .  Reeve has po in ted  o u t 

th e  connection  betw een Jak o b ’s m ovem ents an d  h is re la tio n sh ip  w ith

83 M ahlendorf, U rsula; AThe Poor F idd ler; The T e rro r  of R ejection^. In  
B ern d : NDIC, 111-132, 121.
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B arb ara . In  leav ing  h is  room to re scu e  th e  ch ild ren  Jak o b  is d iso b ey in g  
B a rb a ra ’s p a r tin g  command ABleiben Sie« [75]®^. I t  is , how ever, eq u a lly  

a p p ro p r ia te  to  see Ja k o b ’s m ovem ents as a d iffe re n t form  of obed ience. 

F or h is b eh av io u r g en era lly  a p p e a rs  as a  neg a tio n  of w hat he sees  a t  

th e  rio to u s  ca rn iv a l. His g en e ra l w ithdraw al tow ards AsidesC may d e riv e  

i ts  logic as  a w ithdraw al from th e  c o rru p t m asses he see s  a t  th e  

fe s tiv a l, while h is v e rtic a l movement g en era lly  may be seen  as  a  f u r th e r  
s ig n  of th is  a b sten tio n .

However, i t  is h is  AstoppingC -  th e  fa c t th a t  he a lw ays comes to  

an  un ex p ec ted  h a lt -  th a t  ga in s its  c le a re s t m eaning from  th e  fe s tiv a l. 

For in a  Novelle in  w hich im m orality g en era lly  ta k es  th e  form  of 
u n re s tra in e d  movement fo rw ard  -  A(da)s U naufhaltsam e< -  an d  m orality  a  

r e t r e a t  -  ADie U nordnung...n iram t ih re n  R ückzug d u rc h  die T üre«  [49] -  
J a k o b ’s r e c u r r e n t  AHeimkehr< m ust be seen  a s  an  exh ib ition  of p u r ity .

But th is  r e c u r r e n t  dem onstration  on Ja k o b ’s p a r t  -  h is  u t te r ly  
re s t r ic te d  m ovem ents -  p o sse sse s  a  s till more c o h e ren t h is to r ic a l 
dim ension. For a t  a  ce leb ra tio n  in  which a s ta te  of po litica l su sp e n se  is 

re fle c ted  in a  sp a tia l image, an d  e v e ry  s te p  fo rw ard  b r in g s  man n e a re r  
rev o lu tio n  -

AEndlich, wie denn  in d ie se r  Welt je d es  noch so h a r tn a c k ig e
S teh en b le ib en  doch n u r  ein  u n v e rm erk te s  W eiterriicken  is t,
e rs c h e in t auch  diesem  s ta tu s  quo ein H o ffn u n g ss trah K  [38]

-  Jakob  re fu s e s  to tak e  one pace more th a n  is u t te r ly  n e c e ssa ry . 

T h ro u g h o u t h is  life he rep lace s  A unverm erktes W eiterriicken« w ith  a  

conscious A h artnack ige(s) S tehenb le iben« . Ja k o b ’s re fu sa l to  c ro s s  

b o u n d arie s  like  th e  ch a lk -lin e  o r th e  g lass  door th e re fo re  a lso  am ounts 
to  a  political s ta tem en t. The m ovem ents of th is  A totalen P riv a tm en sch en «  

and  Aidealen U n te rta n s  des Regimes M etternich4(®^ am ount to  sym bolic 

affirm ation  of th e  s ta tu s  quo and  a dem o n stra tiv e  re je c tio n  of 

revo lu tion .

The f id d le r  does no t only  w ait a t  AGrenzen< to  s to p  people 

e n te r in g  th e  c o r ru p t  realm  of th e  m asses. His A erneu tes 
S tillestehen«  [40] and  su b se q u e n t ARückzug« home in d ica te  a b ro ad  

affirm ation  of h is co n se rv a tiv e  e th ic s . The old man who can n o t

81 Reeve, op. c it., 47.
82 Alewyn A G rillparzer und  Die R estau ra tion^ . In  Alewyn: Problèm e u n d

G estalten  (F ra n k fu r t, 1974), 281-298, 293.
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d is tin g u ish  betw een image and  re a lity  co n tin u es  to  live a  life w hose 

logic is in h e re n t in i ts  p e rso n a l associations. His m ovem ents c o n s ti tu te  
a political b a lle t in which he re je c ts  th e  im agery  of th e  »V olk(sfest)«  

and  th e re fo re  th e  u rb a n  populace as  a  whole.

O vertones of a r t  and th e  c re a tiv e  p ro c e ss  also p erm eate  th e  two 

floods. The a u th o r ’s own c re a tiv e  in s ta b ility , th e  se ria l vacilla tion  

betw een f ru s tra t io n  and  u n co n tro lled  e n e rg y  -  AHeute Eis, m orgen  in 

Flammen. J e tz t  g e istig  und p h y s isc h  unm achtig , g leich d a ra u f  

iib e rflie ssen d , u n b eg ren z t<  -  f in d s  an  em phatic echo in  th e  
AEisgang< [78] followed by  th e  u nexpec ted  thaw  and A überschw em m ung 

d e r  n ied rig  gelegenen  V o rstad te^  [78] a t th e  end  of th e  Novelle. In  th is  

con tex t th e  open ing  scen e , th e  sym bolic flood, a t  th e  c a rn iv a l , , a lsp  , , , 
em braces re so n an ces  of a r t . AStrom< becom es a  m etaphor fo r  c re a tiv e  
in sp ira tio n . The ju b ila n t AAusbruch< of th e  people th ro u g h  th e  c i ty -  

g a te s  re f le c ts  th e  ex u ltan t A A usbruch eines ü b e rfü llte n  
S chausp ie lh au ses«  [39]. Ind eed  AAusbruch^; an d  AüberfüU t« su s ta in  th e  
w a ter im agery w hich fu se s  to g e th e r  th e  d iv e rse  levels  of n a r ra t iv e  and 
m etaphor and  cem ents th e  link  betw een th e  m asses and  th e ir  p leasu re .

The positions of th e  n a r ra to r  -  A bereits au f k lassischem  
Boden< [40] -  and  of Jakob  -  aw ay from th is  c lassica l AMitte< -  also  

re fle c t a e s th e tic  c r ite r ia . The n a r r a to r ’s a lleg iance  to  th e  people, th e  
fa c t th a t  he has A(s)ich an g esch lo ssen «  [39] and
A(s)ich...hingegeben<3C [40], is a lso  a  s ta tem en t of a r t is t ic  in te n t, ju s t  as 

h is fa ilu re  to  keep  u p  with th e  Asich s e lb s t Beifall g eb en d e r«  [40] 

v io lin is t in d ica tes  th e  d ifficu lties  th is  d ram a tis t dem agogue ex p erien ces  

in ren o u n c in g  p o p u la r a e s th e tic  c r ite r ia . The A dichter 

Menschenwall<K [42] which s e p a ra te s  them em braces bo th  th e  rem o teness 

and  p o la rity  of th e se  two o p p o site s  in  th e  a r t is t ic  sp ec tru m , a rem in d e r 
th a t Ade(r) Zug d e r  Menge< [40] is both  a social and  a e s th e tic  ca teg o ry .

Jak o b ’s position  a t  th e  s ide  h e re  e x p re sse s  h is dev ia tion  from 
aes th e tic  norm s, his fa ilu re  to p a ss  along th e  a ll- im p o rtan t 
AV erbindungsw eg« [40] -  Adie e inzige V erb indung«  [40] to  th e  fe s tiv a l -  

sym bolising no t only  his exclusion from th e  populace b u t a lso  th e  fa ilu re  
of h is music. Jakob  no t only  s ta n d s  o u ts id e  th e  people; h is  m usic is 
inaccessib le  to  th e  m asses. I t  fa ils to re a ch  th e  AVolk(sfest)4C. In  th is
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co n tex t h is m ovem ents can be seen  as  an  a lle g o ry  of h is  a r t is t ic  fa ilu re . 
In d eed , i t  is  h is  moral ARückzug4: and  political A Stillestehen< in  th e  

se rv ice  of th e  s ta te  th a t  p re v e n ts  th is  a r t is t ic  re lease , s to p s  him from 
co n v e rtin g  a r t is t ic  d e sire  in to  e ffe c t and  from  ach iev in g  th e  n e c e ssa ry  

A V erbindung^ [40]. In  th is  con tex t th e  AJubel d e r  neu 

Ankommenden* [38] a t  th e  fe s tiv a l also becom es th e  exu lta tion  of an 
a r t i s t  who h as  ta s te d  popu lar su ccess  fo r th e  f i r s t  time®®. J u s t  a s  th e  

whole work can  be seen  as a re flec tio n  of c o n tra s tin g  a e s th e tic  

program m es, so th e  opening  scene of Der Arme Spielm ann in  p a r tic u la r  

can  be view ed as  an  ex tended  and  complex m etaphor fo r a r t ,  one in  
w hich Ja k o b ’s em pty h a t becomes th e  logical r e s u l t  of h is  fa ilu re  to 

follow th e  A V erbindungsw eg< to th e  AVolk4(.

4.9 THEATRICALITY AND LITERAL SYMBOLISM

An a u th en tic  s e tt in g , action  firm ly  em bedded w ith in  bo th  a 
co n cre te  env ironm en t and  h is to rica l con tex t, log ical causa l s t ru c tu re ,  

p e rsu as iv e  e lab o ra tio n  of motives -  Der Arme Soielm ann p o sse sse s  all of 
th e se  qu a litie s . Num erous au to b io g rap h ica l m otifs have  ev en  b een  woven 
in to  th e  n a rra tiv e : a  v io lin is t who used  to  p lay  in  a r e s ta u r a n t  w here 

G rillparzer a te  -  Ada kam haufig  e in  a rm er G eiger und  sp ie lte  au f4:®̂ -  

e v id en tly  p ro v id ed  th e  model fo r  th e  hero . C ritic s  have g en era lly  
a sc rib e d  a R ealist coherence  and  p lau sib ility  to  G rillp a rz e r’s ta le  and  

based  th e ir  in te rp re ta tio n s  on th is  p resum ption . In  some an a ly se s  th e  
Novelle ev en  ceases to  be tre a te d  as a  w ork of fic tion , becom ing Aeines 

d e r fu rc h tb a r s te n  und  sch o n u n g slo ses ten  GestandnisseC®® e v e r w ritten .

Der Arme Spielm ann does indeed  su cceed  as  a  p ro d u c t of Realism. 

Even th e  occasional a b su rd it ie s  of a  c h a ra c te r  who is A re ta rded  beyond

83 Jak o b ’s a r t ,  like its  pe rfo rm er, does n o t re a c h  its  aud ience . Like
Jakob  i t  Akommt n ich t an« in th e  sen se  th a t  th e y  Akeinen A nklang 
fanden<  [77]. Compare: Aseine in n e re n  In te n tio n e n  e rre ic h e n  n ich t 
ih r  aufieres Ziel, sie kommen so zu sag en  n ic h t an , wie auch  
u m g ek eh rt die Welt drauBen bei ihm n ic h t anzukom m en, ihn  n ic h t zu 
e rre ic h e n  scheint4C. B rinkm ann, op. c it., 108.

84 HXA, A b t.l, XIII, 308.
83 Alewyn, op. c it., 291.
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th e  p o ssib ility  of ta k in g  on social responsibilities^®® gain  c re d ib ility  from 
th e  co h eren ce  of h is  p o rtray a l: J a k o b ’s g en e ra l in e p titu d e  and  excesses 

allow G rillp a rze r co n sid e rab le  scope. From th is  p e rsp e c tiv e , space  

m erely  fu n c tio n s  as  an  en v iro n m en t w ith in  w hich th e  c h a ra c te rs  move 

o r , in  J a k o b ’s case , rem ain s tan d in g .

But, as  has b een  seen , elem ents of symbolism also in fu se  th e  

n a rra tiv e . In  a  w orld in  w hich th e  o u ts id e  and  m etaphysica l domains 

a re  o ften  re v e rs e d , th e  co n cre te  w orld o ften  assum es th e  fu n c tio n  of an 
A Inneres<. Jak o b ’s movements re f le c t  h is  fa ilu re  to  execu te  h is 

in ten tio n s . The Spielm ann’s a lien atio n  is  g rap h ica lly  an d  c o n sis te n tly  
i l lu s tra te d  in  h is  env ironm ent. O ther elem ents of space  also convey  

m eaning. The v e rtic a l dim ension co n n o tes  re lig ion , a r t  an d  social s ta tu s ; 

th e  h o rizo n ta l dim ension th e  p a ss in g  of time and  change. Ja k o b ’s 

in to le ran ce  of ch an g e  is com m unicated th ro u g h  h is w ithdraw al to  a  
v e r tic a l  realm . The lim itations he p laces on h is m ovem ents re f le c t a 

logic th a t  is  e s ta b lish e d  in th e  fe s tiv a l, a  code in w hich m otion lessness 
s ig n ifie s  affirm ation  of th e  s ta tu s  quo, movem ent fo rw ard  d issa tis fac tio n . 
The p o sitio n s  he ta k e s  up  a t  th e  s id e s  re f le c t  a  dev iance from th e  
c o r ru p t  norm s of th e  socie ty  he in h a b its , a  re fu sa l to  p a r tic ip a te  in 

th e ir  rev o lu tio n . A seco n d a ry  level of m eaning is th e re fo re  in h e re n t in 
th e  Novelle. J a k o b ’s position  a t  th e  fe s tiv a l g a tes  is b o th  rea lis tica lly  
leg itim ised  an d  p a r t  of a  c o h e ren tly  lin e a r fic tion . But i t  also becomes a 
s ta tem en t of po litica l p e rsu a s io n  an d  a  comment on social acqu iescence . 

Two com plem entary , in te rla c ed  dim ensions of s ig n ificance  combine in a 
n a r ra tiv e , cem ented  b y  G rillp a rz e r’s a sso c ia tiv e  im agery.

But th is  in no sen se  ex h au s ts  th e  de licate  s u b tle ty  of G rillp a rz e r’s 
p ro se . The Novelle p ro v id e s  a  v e r ita b le  fe a s t  of echoes and  re so n an ces , 

m any of w hich e ith e r  enhance  th e  n a r ra tiv e  o r even  p o sse ss  th e ir  own 
autonom ous n a r ra t iv e  fu n c tio n  -  d isc lo sin g  a  y e t more complex 

s tra tif ic a tio n . This can be i l lu s tra te d  by  one a p p a re n tly  in s ig n ific an t 

scene. When th e  d ram a tis t v is its  Jak o b  he w alks in to  th e  room 

unno ticed  by  th e  old man, who is p lay ing  h is violin- by  th e  chalk  line. 

When he d raw s a tte n tio n  to h is  p re se n c e  th e  following occu rs:

Aer n o tig te  mich zu s itz en , rau m te  au f, leg te  h in , sah
einigem al v e r le g e n  im Zimmer herum , e rg r if f  dann  p lo tzlich

83 T h an n er, Josef: ACausality an d  th e  Ideological S tru c tu re  of Der Arme 
Spielm ann. In  B ernd: NDIC, 311-321, 310.
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e inen  au f einem Tische n eb en  d e r S tu b e n tü r  s teh e n d e n  
T eller und  g ing  mit dem selben zu je n e r  h inaus. Ich  h o rte  
ih n  drauB en mit d e r  G a r tn e rs f ra u  sp re c h e n . Bald d a ra u f 
kam e r  w ieder v e rle g en  z u r  Türe h e re in , wobei e r  den 
T eller h in te r  dem R ücken v e r  b a r  g u n d  heimlich w ieder 
h in s te llte . E r b a tte  o ffe n b a r O bst v e r la n  g t , um mich zu 
b ew irten , es a b e r  n ic h t e rh a lte n  kbnnen<  [49].

What is th e  s ig n ifican ce  of th is  th e a tr ic a l ep isode?  I t  c e r ta in ly  in d ica tes  

a  c e r ta in  d iffidence  on J a k o b ’s p a r t ,  a  comic em b arrassm en t w hich m ight 

have  been  more a p p ro p r ia te  a t  th e  fe s tiv a l. At th e  same time i t  reca lls  

th a t  o rd e r ly  im pulse th a t  is  f i r s t  o b se rv ed  in  his c lo th ing , a n tic ip a tin g  a 
p ro p r ie ty  w hich u ltim ate ly  p re v e n ts  him from  engag ing  in  a  la s tin g  

re la tio n sh ip . I t  a lso  s ig n a ls  h is  p o v e rty  an d  isolation, fo r  Jakob  n e ith e r  
ex p ec ts  a  v is it, n o r h as he food to  o ffe r h is  g u est. B ut above all th is  
cameo p o in ts  beyond  h is  room to  his re la tio n sh ip  w ith so c ie ty  a t  la rg e , 
no t on ly  h ig h lig h tin g  th è  ïneartnésS of a  com m unity in  w hich even  his 
lan d lad y  re fu s e s  him th e  v e ry  commodity sh e  m ust p o sse ss  in  p len ty , 

b u t also  h is  fa ilu re  to  ach ieve  th e  social aim s he se ts  him self. On th is  
occasion Jak o b  leaves h is  room -  as  he does alm ost e v e ry  d ay  to  p lay  
on th e  s t r e e ts  -  on ly  to  r e tu r n  em p ty -h an d ed . In deed , as e v e r  design  
and  im pact form d iam etrical o p p o site s , h is a ttem p t to  make h is  g u e s t feel 

more com fortable re su ltin g  only  in  A V erlegenheit« [49],

The scene  can  a lso  be in te rp re te d  from  a n o th e r p e rsp e c tiv e . 

Ja k o b ’s room is n o t on ly  th e  p lace w here he lives. I t  is also , a s  has 

been  seen , a  s u r ro g a te  c h u rc h . But no so o n er has th is  asso c ia tio n  been  
e s ta b lish e d  th a n  i t  is d isca rd e d  and  th e  room is m agically tran sfo rm ed  

in to  a  re s ta u ra n t .  The n a r r a to r  walks in  of h is own acco rd . The 
v io lin is t s tan d in g  »vollig und  so rg fa ltig  gek le idet«  [48] in  th e  room is a  
A Stehgeiger<  -  th e  tra d itio n a l re s id e n t m usician in V iennese re s ta u ra n ts .  

The custom er th e n  ta k e s  off h is  h a t -  in d eed  he d ro p s  i t  to  gain  the  
a tte n tio n  of th e  Astaff<. The m usician th e n  becomes a w a ite r an d , 

h av in g  show n th e  g u e s t  to  h is  sea t, goes o u t and  r e tu r n s  w ith a  p la te , 

a lb e it an  em pty one. At th e  en d  of h is  s to ry  Jakob th e n  r e v e r t s  to th e  
role of th e  m usician an d  th e  sa tis f ied  n a r r a to r  leaves th e  r e s ta u r a n t  fo r  

home, d ep o sitin g  a tip  on th e  tab le : Aendlich h a tte  ich ’s s a t t ,  s ta n d  auf, 

leg te  ein  p a a r  S ilb e rs ttick e  a u f  den n e b en s te h en d e n  T isch u n d  
ging« [77-8]. Having f ir s t ly  p o r tra y e d  th e  room as a  c h u rc h  G rillp arze r 

t r a n s p o r ts  th e  Novelle back  to  th e  scene of its  incep tion . The d ram atis t 
becomes th e  custom er and  th e  p ro ta g o n is t bo th  w aiter and  e n te r ta in e r  in
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th is  hum ble estab lishm en t, as th e  p ro fess io n a l a r t i s t  jo in s  th e  Spielm ann 

fo r a  w ork ing  b re a k fas t. S h iftin g  ro les  an d  flu c tu a tin g  re a litie s  shape  

b o th  th e  n a r ra t iv e  and  se tt in g  of Der Arme Soielm ann.

The symbolism can  be expanded . F o r in  a  room in  w hich flow ers 
p ro v id e  th e  only  adornm ent -  Aim F e n s te r  ein p a a r Blum entopfe< [48] -  

th e  ab sen ce  of f r u i t  rem inds th e  re a d e r  th a t  th is  is J a k o b ’s musical 

p a ra d ise . For if, a s  Browning has a rg u e d , Jakob  sym bolises man before  

th e  Fall from  G race, h is room in  th e  A G ârtnergassed  becomes ju s t  as 

m uch a G arden  of Eden fo r  him a s  th e  B rig itten au  is fo r  th e  re v e lle rs  

a tte n d in g  th e  fes tiv a l. Jakob  -  who is u n d e rs ta n d a b ly  Awie 

vernichtet<% [61] w hen su sp e c te d  of s tea lin g  th e  g ro c e r’s f r u i t  an d  who 
r e t r e a ts  from  th e  fe s tiv a l b e fo re  Adie e ig en tlich e  Ernte<  [43] b eg in s  -  

chooses to  in h a b it a  sublim e w orld w ith o u t f ru i t ,  a  w orld w ith o u t 
temptation®’ .

The few u n o b tru s iv e  lin es  th ro u g h  w hich G rillp arze r co n n ec ts  th e  

n a r r a to r ’s jo u rn e y  to  th e  Spielm ann’s s to ry  th e re fo re  d raw  to g e th e r  a 
num ber of th re a d s , illum inate elem ents of symbolism, r e fe r  back  to  th e  
N ovelle’8 g en es is  and  h ig h lig h t Ja k o b ’s re la tio n s  w ith h is  en v ironm en t -  
w h ils t a t  th e  same time m ain tain ing  a  v e n e e r  of realism . And y e t 

u ltim ate ly  th is  has no th ing  in  common w ith  realism . The scene  form s 
p a r t  of an  ex ten d ed  m etaphor ab o u t food, one in which th e  room ’s 

su d d en  co n v ersio n  in to  a r e s ta u r a n t  becom es a p ro jec tio n  of the  
n a r r a to r ’s m otivations -  spec ifica lly  of h is  A anthropologischen  

Heil3hunger« [41] -  and  Ja k o b ’s em pty p la te  th e  ex p ress io n  of h is  
f ru it le s s n e s s , of h is vain  a ttem p ts  to  t r a n s la te  Ainnen« in to  AauBen<K:

Aall d iese  Bem ühung, E inheit in  se in e  L eistung  zu b rin g e n , 
w ar f ru c h tlo s , denn was e r  sp ie lte , sch ien  eine 
unzusam m enhangende Folge von Tonen ohne ZeitmaB und 
M elodies [41].

His em p ty -h a n d ed n ess  h ere becom es a grap h ic  rep resen ta tio n  of the  

in e ffe c t iv e n e s s  of h is music sp ec ifica lly  and h is life' in gen era l, o f that  

d iscrep a n cy  betw een  AAbsicht« and AWerk<K th at has led  th e  rich  

p o litic ian ’s son  to the humble garre t at th e  perim eter o f Vienna.

Ja k o b ’s e f fo r ts  b ear no f r u i t  a s  th e  em pty p la te  reca lls  h is  em pty h a t

8^ C onverse ly , h is  liaison w ith  th e  g irl from th e  f r u i t  and  v eg etab le  
shop  re f le c ts  w orldly tem ptation .
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an d  h is  » F ru ch tlo s ig k e it«  po in ts  th ro u g h  bo th  his u n ta in te d  innocence  
an d  h is in e ffe c tu a lity  to  th a t  condition  th a t  m akes h is  im pact on a 

c o r ru p t  w orld m eaningless. I t  is J ak o b ’s » F ru ch tlo sig k e it«  th a t  p re v e n ts  

him bo th  from  p a rtic ip a tin g  in th e  w orld of man and  from sa tis fy in g  th e  

n a r r a to r ’s a p p e tite  fo r dram atic m aterial.

This scen e  can th e re fo re  be seen  as an  ex tended  image, as  a  form 

of li te ra l sym bolism  whose logic lies in th e  Novelle’s th e a tr ic a lity . The 

a u th o r  is su s ta in in g  d iffe re n t levels of n a r ra tiv e  a t  th e  same time and  

cam ouflaging symbolism as realism  and  au to b io g rap h y .

Echoes of th is  ty p e  of n a rra tiv e  tech n iq u e  can  be o b se rv ed  

th ro u g h o u t Der Arme Spielm ann. The p ro v e rb  AEssen und  T rin k en  h a lt 

Leib und  Seele zusammen« may p ro v id e  th e  link  betw een th e  m usic ian ’s 
a n tip a th y  to  food and  his fa ilu re  to  tra n s la te  in ten tio n  in to , action . , , ,
J a k o b ’s in a b ility  to  a p p rec ia te  time, h is  tim e lessn ess , fin d s  a v isu a l echo 

in h is  m issing watch®®. The p lig h t of th e  poor is  re fle c ted  in  th e  heavy  
b a sk e t of v e g e ta b le s  c a rr ie d  b y  one of J a k o b ’s n e ig h b o u rs , fo r  th e  man 
is bo th  p h y sica lly  and  m etaphorically  Aschwer beladen« [46]. The 
com m unity h a s  its  h an d s full ju s t  to feed  itse lf.

The s tro n g e s t  re so n an ces  of lite ra l symbolism em erge from 
G rillp a rz e r’s u se  of movement and  position . Ja k o b ’s in s u la r ity  is 

conveyed  b y  th e  fa c t th a t  he lives on an  is lan d  -  th e  ADonauinsel« 
betw een  th e  r iv e r  itse lf  and  th e  Danube canal. The fac t th a t  he 

in h a b its  a  AQuerstraBe« [46] -  ASich querstellen4( tra n s la te s  in to  E nglish  

as A to  be o b s tru c tiv e ^  -  g rap h ica lly  re f le c ts  his re la tio n sh ip  to  th e  

m asses. B a rb a ra ’s decision to m arry  th e  b u tc h e r  r a th e r  th a n  Jakob  is  

re f le c te d  in  h e r  position  v is -a -v is  th e  m usician’s coffin; th e  woman who 

had ig n o red  th e  dem ands of h e r  h e a r t  s ta n d s  Aan dem K opfende« [80]. 

Sim ilarly, in  m aking his way home in th e  opposite  d irec tio n  to  th e  

m asses h ead in g  fo r th e  fe s tiv a l Jakob  is q u ite  lite ra lly  swimming a g a in s t 
the  tid e , com pleting the  circ le  of w a te r im agery  in itia ted  in  th e  id e n tity  

of AVolk^ and  AStrom«®®. Again th e se  scen es  ex tend  beyond realism  to a 

form of v isu a l pantomime which gains i ts  s ign ificance  from dim ensions of

83 » ”Es i s t  noch f rü h  am M orgen", fu h r  e r  fo r t ,  wobei e r  in die 
U h rta sch e  g rif f , in d e r sich  fre ilich  keine U hr befand«  [50].

88 w ah ren  W ortsinn schwimmt e r  dabei g eg en  den Strom«. Von
M att, op. c it., 148.
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litera l symbolism, A An dem Kopfende^ is  th e  p osition  tak en  up b y  

som ebody who has seen  reason; in a AQuerstraBe< th e  ap p rop riate  

location  of som ebody who s tr u g g le s  a g a in st th e  stream  of time; on an 

is lan d  th e  logical home of a rec lu se .

Jak o b ’s p e rp e tu a l w aiting , h is re fu sa l to  em brace a  fu tu r e ,  is edso 

conveyed  by  h is s tan d in g  a t  doors. His position  co nveys a  commitment 

to  som ething th a t  is ab o u t to happen , to  e v e n ts  w hich -  in  s ta n d a rd  
German -  Avor d e r Tiir s tehen« . The n a r ra to r  moves aw ay from  th e  

crow ds a t th e  fe s tiv a l an d  ap p ro ach es  Jakob  -  A ich  w ar ganz  nahe zu 

ihm g e tre te n «  [42], as p h y s ica l proxim ity co nveys sp ir i tu a l  a ff in ity , 
d is ta n ce  in space in te lle c tu a l re s e rv e . AThese o u tw ard  o c c u rre n c e s  

re f le c t, i t  would seem, an  in n e r s itu a tio n ...T h e  o rig in a l in ten tio n  is 
fo rg o tte n  and  has tu rn e d  in to  its  opposite , and  th e  e x te rn a l re v e rs a l  of 

d irec tio n  s ta n d s  as a  v is ib le  s ig n  fo r th e  in te rn a l reversalc^®®.

Jak o b ’s open ing  s ta tem en t in  th e  Novelle -  ASunt c e r ti  den ique  

f in e s t  [41] -  a lso  fin d s  lite ra l exp ression , bo th  in  th e  dem arcation  in  
th is  a r t i s t ’s a te lie r  and  in  h is g en era l b eh av io u r v is -a -v is  sp a tia l 
AGrenzen^. Indeed , h is movem ents w ith in  th e  Novelle as a  whole can be 
view ed as a lite ra l affirm ation  of th e  dictum . For Jak o b  e v e ry th in g  does 

have its  lim its, and  th e se  a re  v e ry  re s tr ic tin g .

Similar symbolism has been  id en tified  in  th e  p o sitio n s  of AMitte<K 
an d  ASeite«. The p o r tra y a l of th e  b u tc h e r , g a rd e n e r , B a rb a ra  an d  th e  

n a r ra to r  in  th e  re la tiv e  c e n tre s  of sp aces  re f le c ts  th e  two m eanings of 
AMitte4(. All of th e se  -  th e  d ram atis t who w rite s  fo r th e  people, th e  

b u tc h e r  whose su ccess  re f le c ts  th e  fo r tu n e s  of th e  em erging  
bourgeo isie , th e  g a rd e n e r  who as one of th e  A orden tliche(n ) Leute^K [46] 

re je c ts  Jak o b ’s m usic, and  B arb ara  who u ltim ately  s e tt le s  fo r  th e  
s e c u r ity  of social re sp e c ta b ility  -  p o ssess  a  re so lu te  commitment to 

socie ty . People s tan d  in th e  m iddles of sp aces  a s  an  ex p ress io n  of th e ir  

con ten tm en t w ith norm ality . The sp a tia l position  comes to re f le c t th e  

social mean th a t  th e se  c h a ra c te rs  in c a rn a te  -  a  safe  if no t alw ays h ap p y  

medium. Position  in d ica tes  va lue, and  proxim ity e x p re sse s  a lleg iance.

This same concealed sp a tia l symbolism also  u n d e rlie s  no t only  th e  
c h a ra c te r s ’ positions b u t also  Jak o b ’s p e rcep tio n  of th e ir  m ovem ents. In  
th e  con tex t of th e  Novelle movement fo r Jakob  p o sse sse s  e th ica l

430 L iedke, op. c it., 7-8. Compare also H overland, 64-5.
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s ig n ifican ce , w ith im m orality a p p e a rin g  in  th e  form of aban d o n ed  
m ovem ent as  th e  people on th e ir  w ay to th e  »V olksfest« q u ite  li te ra lly  

em body »das Unaufhaltsame«^°^.

As we have seen , Jak o b ’s extrem ism  is  n o t only  re fle c ted  in  th e  

h o rizo n ta l dim ension. His re je c tio n  of norm s is also  conveyed  by  
re la tiv e  h e ig h t. Again elem ents of li te ra l symbolism can be d isce rn e d . 

A rt is th a t  »etw as E rh eb en d e(s)«  [43] w ith w hich bo th  th e  n a r r a to r  an d  

th e  v io lin is t san c tify  th e ir  lives. The ph ilosoph ical notion  »das Hohe« 

becom es all b u t a synonym  fo r a r t  and  re lig io n  in  th e  th e o ry  of th e  
d ay  -  »Die K unst i s t  mir ein so Hohes u n d  E rh ab en es , sie i s t  m ir,.,nach  

d e r  Religion das H ochste au f E rden<, S tif te r  writes^®^ -  an d  i t  is 
th e re fo re  c h a ra c te r is t ic  of Grill p a r  z e r ’s th e a tr ic a li ty  an d  symbolism th a t  

people alw ays have to  look up  a t  him w hen he is p lay ing  h is  re lig io u s  
m usic. Jakob  lives on a p h y sica lly  e lev a ted  p lane  because  he is p r e -  

la p sa ria n  man, man befo re  the  Fall. The scen es  w here Jakob  and  
B arb a ra  a re  d iv ided  b y  s ta irs  a re  th e re fo re  r ic h  w ith m eaning.
B a rb a ra ’s position  a t  th e  bottom co n v ey s h e r  a lleg iance to  so c ie ty , to 
th e  w orld of th e  »Volk« and  i ts  »V olkslieder«; Ja k o b ’s a t  th e  top  to  a r t  

an d  i ts  re lig io u s  o rig in s . His position , in  th e  lite ra l symbolism of th e  
Novelle, is on »den h o ch sten  S tu fen  d e r  K unst« [43] and  »auf d e r  

o b e rs te n  S tu fe«  [59] of hum anity , un like  th e  b a rb a ria n s  in th e  w orld 
below. But th e  p rice  he p ays is a lienation  from  th e se  »g roben  
Leute< [49] and  so c ie ty  in g en era l, and  th is  p rice  -  like th e  co s t of 
J a k o b ’s fu n e ra l  -  is fo r  B arb ara  »zu hoch« [80]^®^.

These s ta ir s  th a t  lead to  h is  room a re  th e re fo re  th e  dom estic 
v a r ia n t  of th e  »Jakobsleiter4: th a t  he clim bs on h is daily  »Heimkehr4( 

from »das Volk«, th e  s ta ir s  he a sc e n d s  to  h is  own p e rso n a l h eav en  to  
re a c h  th e  » h d ch sten  S tu fen«  of h is  s p ir itu a l a r t .  A rt and  re lig ion  have

102 above, page 168.
S tif te r; Werke und  Briefe. H is to risch -K ritisch e  G esam tausgabe. 

H erau sg eg eb en  von  A lfred D oooler und  W olfgang F rühw ald  
(S tu t tg a r t ,  B erlin , Cologne, Mainz, 1978-), Volume 2, 2, 9.

The same symbolism is con ta in ed  in th e  following lines from Ein 
B ru d e rzw ist in H ab sb u rg :

»Aus eignem  SchoQ r in g t  los s ich  d e r  B arb ar,
Der, w enn e r s t  ohne Ziigel, a llés GroDe,
Die K unst, die W issenschaft, den  S taa t, die K irche 
H e ra b s tiirz t von d e r Hdhe, die sie s c h ü tz t,
Zur O berflache e ig en e r Gem einheit,
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th e ir  p lace a t  th e  top  of th is  »ladder< . »The v e rtic a lly  a scen d in g  and 
d e scen d in g  n o tes  Jakob  p lays on th e  v iolin  a re  th e  angelic  m essen g ers  

w hich jo in  Jak o b  w ith th e  d ivine presence<^°^ a s  Jakob  » e rs e tz t  die 
H im m elsleiter se in e s  a ltte s ta m e n ta risch e n  V erw andten  d u rc h  die 

Tonleiter<^°®. The whole Novelle can be view ed a s  a pantomime in  w hich 

3>Mitte<( s ig n ifie s  »norm< and  »Seite< dev iation , h e ig h t »das Hohe<K and  

»B ew egung« ch an g e .

T h ere  a re  y e t fu r th e r  dim ensions of n a r ra t iv e  p re s e n t  w ith in  th e  
Novelle -  lev e ls  on ly  accessib le  v ia  th e  symbolism. A f u r th e r  an a ly s is  of 

some of th e  main scen es  can draw  o u t some of th e se  con n o ta tio n s  and  
a ttem p t to  r e c o n s tru c t  th e  N ovelle's h id d en  plot.

Some of th e se  a sp e c ts  of li te ra l syimbolism and  th e a tr ic a lity  can  be 

o b se rv ed  in  J a k o b ’s in itia l ap p ro ach  to  B arb ara . In  h is d e s ire  to  
a cq u ire  th e  m usic to  B a rb a ra ’s song , Jakob  h as b ro u g h t some sh e e ts  of 

p a p e r  fo r  th e  s in g e r  to  lay  h e r  cak es  on. T h ere  is an  a ttem p t a t  
p sycho log ica l m otivation, fo r B arb ara  has a lre a d y  so lic ited  p a p e r  fo r  th is  
v e ry  rea so n , a  re q u e s t  tu rn e d  down by th e  young  c le rk  a  few d ays 
ea r lie r . On th is  n ex t occasion Jakob  leaves h is  desk  and  ap p ro ach es  

B arb ara  who is s tan d in g  on th e  lan d in g  a t th e  top  of th e  c h a n c e ry  

s ta irs ;

»Dann g ing  ich h in au s , zog mein P ap ie r h e rv o r, nahm mir 
e in  H erz, u n d  t r a t  zu dem M adchen h in , die, den  Korb v o r 
s ich  a u f  dem Boden u n d  den re c h te n  P u (3 au f einen  Schemel 
g e s te llt , au f  dem sie gew ohnlich zu s itz en  p fleg te , d a s ta n d , 
le ise  sum m end und  mit dem au f den Schem el g e s ti itz te n  Ful3 
den T ak t dazu  t  re  ten d , Sie mal3 mich vom Kopf bis zu den 
FiiBen a ls  ich n a h e r kam, was meine V erlegenheit v e rm eh rte .
L iebe J u n g fe r ,  fing  ich end lich  an, Sie haben  neu lich  von 
mir P a p ie r  b e g e h r t, a ls  ke in es  zu r Hand w ar, das mir 
g e h o rte . Nun habe ich w elches von H ause m itg eb rach t 
u nd  -  Damit hie It ich ih r  mein P ap ier hin« [57-8].

Bis a llés  g le ich , ei ja , we il a iles n ied rig« .
HJKA I, VI, 246.

L indsey , op. c it., 284.
B achm aier, Helmut: »Nachwort« to  F ran z  G rillparzer; Der Arme 

Soielm ann (S tu t tg a r t ,  1979) (Reclam ed itio n ), 66.
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Jak o b  th e n  exp lains th e  tru e  p u rp o se  of h is approach :

» Ic h ...sag te  a b e r , da0 ich eine a n d e re  B itte  h â tte . Nu,
a llen fa lls?  sp ra c h  sie, mit dem Arm in die H andhabe des
K orbes fah ren d «  [58].

A num ber of a llusions a p p ea r to  lie beh ind  th is  ep isode. T h ere  is an  

elem ent of l i te ra l  symbolism. The p h ra se  »einen  Korb bekommen^ means 

to  h av e  a  r e q u e s t  tu rn e d  down, u su a lly  from a member of th e  opposite  

sex. The b a sk e t a p p e a rs  to  be th e re  as  a  form of defence , hence  

B a rb a ra ’s re a c tio n  -  she im m ediately re a ch e s  fo r  i t  -  when sh e  h e a rs  of 

J a k o b ’s »Bitte<K. I t  a p p e a rs  th a t  Jakob  » h a t s ich  e inen  Korb geholt<K in 

th a t  h is  d e s ire s  seem likely  to  be f r u s t r a te d .  Again th e  s ig n ifican ce  of 

th is  image e x ten d s  beyond th is  scene  to J a k o b ’s social fa ilu re  in 
g en era l.

The id ea  of »Hinhalten<K -  s ta llin g  -  may also  be p re s e n t. J a k o b ’s 

ho ld ing  o u t of th e  sh e e ts  of p a p e r  may in d ica te  th e  delay ing  ta c tic s  of a  
young  man w hose affirm ation  of th e  p a s t  is excessive  -  »Das Neue so llte  
au f den  P latz , den  das Alte noch n ic h t v e r la ss e n  hatteC  [51] -  an d  who 
s im u ltaneously  w an ts  to  hold u p  h is p ro g re s s iv e  exclusion from  society .

B ut th e  scene  g a in s  its  most c o h e ren t form if th e  r e a d e r  ig n o re s  
th e  w ords sp o k en  and  r e - in te r p r e ts  th e  im ages seen . The young  man 
summons u p  h is co u rag e , w alks u p  to  B arbara . She s c ru tin is e s  him, as 

sh e  is to  do b e fo re  in d ica tin g  th e  p o ssib ility  of m arriage  later^°®. He 
th e n  ho lds o u t th e  sh e e ts  of p a p e r  w hich B arb a ra  had  re q u e s te d . This 

com bination of em otions and  movements -  th e  u n easy  ap p ro ach , th e  

su sp ic io u s  exam ination, th e  n e rv o u s  te n d e r in g  of p a p e rs  -  is q u ite  

unm istakeab le . In s te a d  of » P ap ier b eg eh rt<  [58] we m ust re a d  »P ap iere  
v e r la n g t« , r a th e r  th a n  »P ap ier h in (h a lten )«  [58] »P ap iere  v o rze igen^ .

This ep isode  is a  re c a s tin g  of a scene sca rc e ly  uncommon in M ette rn ich ’s 
police s ta te , th e  in sp ec tio n  of th e  c itiz e n ’s p e rso n a l docum ents. The 

sym bolism  is confirm ed b y  B a rb a ra ’s position , on th e  top  of th e  s ta ir s  
and  th e re fo re  a t  one of th e  » g a tes«  to  th e  »Volk«. B a rb a ra  -  th e ir  ch ief 

re p re s e n ta t iv e  -  is  th e  b o rd e r -g u a rd  decid ing  who shou ld  have  access  
to  th e  new p eo p le ’s rep u b lic . Jakob  is p re s e n tin g  h is c re d e n tia ls  to  

h e r , seek in g  e n try  to socie ty  th ro u g h  th e  medium of a »Volkslied«. On 
th is  occasion th e  » b a rb a rian «  g ra n ts  h is re q u e s t. In  th is  co n tex t th e

»Sie hob den  Kopf em por, ma/3 mich vom S cheite l b is z u r  Zehe und 
fu h r  in  ruh igem  Tone fo rt«  [70].
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in c id e n t a p p e a rs  as a  cam ouflaged image of Ja k o b ’s a ttem p t to  overcom e 

h is  iso lation . The v isu a l image bo th  illum inates th e  p e rv e rs e ly  u n eq u a l 

re la tio n sh ip  betw een th e  Jakob  and  th e  g ro c e r ’s d a u g h te r  an d  p laces i t  

w ith in  th e  b ro a d e r  political con tex t.

The nex t s tag e  of th e  n a r ra tiv e  sees Jakob  h e s ita tin g  befo re  
co llecting  th e  sh ee t music^®’ . When he fina lly  does go, he is hau led  in to  

th e  shop  on susp ic ion  of s tea lin g  f r u i t  from o u ts id e . The sym bolism  
h e re  ag a in  is  unm istakable . The young man who ju s t  re q u e s te d  

adm ission  to  socie ty  is c h a rg ed  w ith try in g  to  s tea l th e  h a rd -w o n  f r u i ts  

of th e  poor peop le’s labour. A fte r his » a rre s t«  th e  young  man faces  an  

a rd u o u s  in q u is itio n  by  th e  rev o lu tio n a rie s . The young man who is la te r  

to  in h a b it h is  f ru it le s s  p a ra d ise  is accused  of being  a  sp o n g in g  

a r is to c r a t  who lives a t th e  expense  of th e  w ork ing  popu la tion . B a rb a ra  
th e n  p o in ts  to  th e  »Volkslied«, a k ind  of tem p o ra ry  v isa  to  so c ie ty , b u t  

h e r  s till  su sp ic io u s  fa th e r  th re a te n s  to  rev o k e  it: »Er h ie lt d as schdne  
P a p ie r  z e rk n it te rn d  in d e r  Hand« [62], The a llegation  is on ly  d ro p p ed  
w hen  Ja k o b ’s s ta tu s  -  »ein H err au s  d e r  Kanzleic [62] -  is e s ta b lish e d . 
The scen e  is  u ltim ately  tu rn e d  on its  head w hen th e  sh o p k ee p e r re a lise s  

th a t  Jakob  is in  re a lity  th e  so u rce  of money.

D uring th is  tem p o rary  s to p o v e r in  socie ty , Jakob  v is its  B arb ara  
an d  u n d e rg o e s  a period  of tra in in g  in th e  shop  -  a p ro c e ss  of 
socia lisa tion  in which h is su ita b ility  is te s te d . He le a rn s  how to  w eigh 

an d  sell goods, and  to g ive ch an g e , » le tz te re s  n ich t ohne hau fig e  
I r ru n g e n «  [68]. He makes one f u r th e r  a ttem p t to  gain  p e rm an en t a cc e ss  

to  so c ie ty  when he s u rp r is e s  B arb ara  in  th e  shop. But ag a in  B arb a ra  
th e  g u a rd  to  so cie ty  holds th e  frag ile  door closed.

B ut w hen h is fa th e r  d ies, Ja k o b ’s s ta tu s  ch an g es  and  th e  

b a rb a r ia n s  decide to o ffe r th e  p ro b a tio n e r a  p e rm an en t place in

B arb ara  was going to  a sk  th e  o rg a n is t from a  local c h u rc h  to  w rite  
o u t th e  melody. This man »kam in ih re s  V aters L aden, um 
MuskatnuD zu kaufen; die konn te  e r  n u r  zu B ier g eb rau ch en . Nun 
w ar s e it  e in ig e r Zeit k ü h le s  W etter und  d a h e r w ah rsch e in lich , daB 
d e r  w ackere  T o n k ü n stle r s ich  e h e r an  den Wein h a lte n u n d  d a h e r 
so bald keine M uskatnuB b ed iirfen  w erde« [60]. G rillp a rze r a p p e a rs  
to  be th in k in g  of » sau re s  Bier« h e re , an  a llusion  to  th e  p h ra se  
>etw as wie s a u re s  Bier a n p re isen « , »wie s a u e r  Bier a u sg e b o te n  
w erden« w hich means to  be th e re  fo r  th e  tak in g , o r to  go b eg g in g .
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society^®®. He is s ittin g  w ith B arb ara  in  th e  shop  w hen she  c u ts  
h e rse lf :

»Da stieB das M adchen p lo tz lich  einen  k leinen  S ch re i aus.
Sie h a tte  s ich  beim A rbeiten  e inen  F in g e r g e r itz t...Ic h  wollte
zu seh en , a b e r  sie b ed eu te te  mich, f o r t z u f a h r e n ^ :  [70].

Again th is  scen e  can  be tre a te d  as realism . B arb ara  is ab o u t to  d iscu ss  

h e r  fu tu re  w ith Jakob , so th e  n e rv o u sn e ss  th a t  re su lte d  in  th e  w ound is 

q u ite  p lausib le . But o th e r  ideas may lie b eh in d  th e  scene. The young  

m an’s o ffe r  of help  -  p resum ab ly  to  s to p  th e  b leed ing  -  may be 
u n p le a sa n t fo r  B arb ara  because doing so re c a lls  th e  idiom >den F in g e r 

au f die Wunde legend -  to  po in t to  a problem , a  problem  she  h e rs e lf  
im m ediately id en tifie s : »Ich has se die w eib ischen  M anner^ [71]. But 

above all i t  is th e  image of »sich schne iden« , to  deceive oneself, th a t  
a p p e a rs  to  lie a t  th é  h e a r t  of th é  scene. J a k o b ’s buAiheSs v e n tu re  is  to 

end  in d is a s te r . His period  of tra in in g  has a lso  p ro v ed  f ru it le s s  as 
B a rb a ra ’s fa ith  in Jakob and  h e r p lans fo r  th e ir  fu tu re  a re  show n to  be 
m isplaced. For as she  should  have known all along Jakob  is » sch lech t 
im G eschaft^ , » n ich t g e sc h â fts tü ch tig ^ . His commercial incom petence has 
a lre ad y  been  in d ica ted  in th e  lite ra l symbolism in th e  shop. Jakob  is 
excluded  from  socie ty  w ith its  m ercenary  v a lu es  because  he has 
d ifficu lties  in bo th  »Wagen« [70] and  »M essen« [70] and  because  he 
g ives people too much money^®^. To use a f u r th e r  idea im plicit in  th e  
scene  Jakob  shou ld  have k e p t away from su ch  e n te rp r is e s : » e r h â tte  die 
F in g e r d av o n lassen  sollen<.

A fter B arb a ra  ag re es  to m arry  th e  b u tc h e r  she v is its  Jakob  in h is 
room and  r e tu r n s  h is c lo thes for th e  la s t time:

»Dann ging  sie an den S ch ran k , d e r z u r  Seite an d e r  M auer 
s ta n d , w ickelte  ih r  P ak e t au se in a n d er , das e in ige Hemden 
u n d  T iicher en th ie lt -  sie h a tte  in d e r  le tz ten  Zeit meine 
Wasche b e so rg t - ,  zog die S chublade h e ra u s , sch lu g  die 
Hânde zusammen, a ls sie den sp a rlich en  In  h a lt sah , fing  
a b e r  g le ich  an , die Wasche in O rdnung  zu b rin g e n  und  die

She o ffe rs  him some more p ap e rs : »Auch fân d en  Sie s e lb s t mit 
R echnen u n d  S ch re iben  eine o rd en tlich e  B eschaftigung«  [71].

G rillp a rze r may also have been th in k in g  of th e  motif of »flowing« 
w hen B a rb a ra ’s f in g e r  s ta r ts  b leeding . T his motif p re c ip ita te s  
ch an g e  th ro u g h o u t th e  Novelle -  th e  »Strom  des Volkes« c a r r ie s  o u t 
th e  ^ rev o lu tio n s , Jak o b ’s fo r tu n e s  ch an g e  when h is fa th e r  s u f fe rs  a 
»SchlagfluB s [64].
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m itg eb rach ten  S tücke  e inzu re ihen ...D ann  d rü c k te  sie Ian g sam 
die Schub lade  zuS [74].

When Jakob  ap p ro ach es  h e r  she  le ts  loose w ith h e r  fu ry  a t  h is  

incom petence;

»Was n ü tz t  das allés? es i s t  nun  einmal so. Sie h ab en  es 
s e lb s t  gewollt, s ich  und  u n s  haben  sie u n g lü ck lich  gem acht; 
a b e r  fre ilich  sich  s e lb s t am m eisten. E igen tlich  v e rd ie n e n  
Sie kein  Mitleid -  h ie r w u rd e  sie immer h e f tig e r  - ,  w enn 
man so schw ach is t, seine e igenen  S achen n ic h t in O rd n u n g  
h a lte n zu kdnnen...<  [75].

B arb a ra  is now no lo nger ab le  to  p ro te c t h e r  Spielm ann. He will have to  

fen d  fo r  him self and  his incom petence will, as Ja k o b ’s a u to b io g ra p h y  
te s t if ie s , d o u b tle ss  become pub lic  know ledge. B arb ara , in  s h o r t ,  is no 

lo n g e r  ab le to  tak e  ca re  of h is d ir ty  linen , an d  -  a s  th e re  is n e v e r  any  

m ention of w a ter in h is room -  he will have to, w ash i t  in  public^^®., At, 
th e  same time B a rb a ra ’s jo u rn e y  from  th e  middle of th e  room to  th e  

cu p b o ard  becom es a th e a tr ic a l p ro jec tio n  of h e r  ra g e , fo r th e  p h ra s e  
»jem andem  an  die Wasche gehen< m eans to  be fu r io u s  w ith som ebody.

B ut i t  is p e rh a p s  th e  scene a t  th e  c o u r ts  th a t  p ro v id es  th e  most 
s tr ik in g  illu s tra tio n  of th is  n a r ra tiv e  tech n iq u e . Having a cc e p ted  th e  
b o g u s b u s in e ss  p roposition  from  his f a th e r ’s fo rm er s e c re ta ry , he goes 

th e re  to  pay  th e  s ta tu to ry  deposit. As e v e r  he w aits  o u ts id e  while h is 
so -ca lled  p a r tn e r  goes in:

»Ich e r in n e r te  mich, bei A nlegung d e r Kaution den S e k re ta r  
zum H andelsgerich t b e g le ite t zu haben . Dort h a tte  ich  u n te r  
dem Tor we g e gew arte t, u n d  e r  w ar allein  h in au fg eg an g en .
Als e r  herabkam , sag te  e r , a llés sei b e ric h tig t, d e r  
E m pfangsschein  w erde mir in s  Haus g e sc h ic k t w erden«  [73].

The t ru s t in g  Jakob  w aits a t  th e  g a te s  r a th e r  th an  e n te r in g , an d  is 

d e fra u d ed  by  th e  deceitfu l s e c re ta ry  who a p p ro p r ia te s  h is  adm ission fee 

to so cie ty  an d  d ash es  his p ro sp e c ts  of a m arriage  to  B arbara .

Ja k o b ’s b eh av io u r is c o n s is te n t w ith h is  o th e r  m ovem ents in  th e  
Novelle -  he s to p s  a t th e  v e ry  po in t w hen e v e ry b o d y  else  would have 

p a sse d  on -  an d  th is  g ives some legitim acy to  a scene  w hich m ight 

o th e rw ise  a p p e a r  com pletely a b su rd . But even  more p e rsu a s iv e ly  th an  

in th e  p rev io u s  scen es, th e  in te rp re ta tio n  of th is  ep isode a p p e a rs  to 

rev o lv e  a ro u n d  two in terw oven  levels of sp a tia l symbolism. Jak o b , as

»Schm utzige Wasche< has th e  same s ign ificance  in  German.
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has  been  seen , w aits a t th e  e n tra n c e  and  th e re fo re  in  f ro n t  of th e  
bu ild ing . In  o th e r  w ords, he is s tan d in g  b efo re  th e  c o u rt. In  German 

th is  s tag e -d irec tio n  is qu ite  specific . The p h ra s e  »Jakob s te h t  v o r dem 
Gericht^C a p p ro p ria te ly  d e sc rib e s  b o th  th e  action  of w aiting o u ts id e  th e  

b u ild in g  and of being  on tr ia l. In  hav ing  h is  h e ro  »face th e  co u rt« , 

G rillp arze r a p p e a rs  to be in d ica tin g  th a t  Jakob  is being  ju d g e d  here .

The in te rp re ta tio n  gains f u r th e r  coh eren ce  th ro u g h  th e  fa c t th a t  

th e  ep isode invo lves a s tro n g  elem ent of condem nation. When Jakob  

re la te s  w hat he h as done and  how he stood b efo re  th e  c o u rt, B arb ara  
a p tly  scream s: »Gott d e r  G erech te ..,e r is t  z u g ru n d e  g e r ic h te t t  [72]. 

In d eed , th e re  is a  causal link  betw een th e  image and  th is  pun ishm ent. 
Had he gone in to  th e  b u ild ing  w ith  his p a r tn e r ,  he would no t h ave  been  
condem ned to  a life of p o v e rty  o u ts id e  socie ty . Jakob  g e ts  his ju s t  
d e s e r ts  because  he s ta n d s  befo re  th e  co u rt.

Why th e n , in  th e  w ider co n tex t of th e  Novelle, is  Jakob being  
p u n ish ed ?  On th e  one han d  th e  ep isode a p p e a rs  as  a  show tr ia l, 
following th e  inq u is itio n  fo r a lleged ly  s tea lin g  th e  f r u i ts  of »das Volk<. 
He may be being  condem ned fo r his a ttem p ts  to  hold back  »das Volk4:, a s  
he did a t  th e  fes tiv a l. In  th is  co n tex t B a rb a ra  th e  b a rb a r ia n 's  scream s 
may be those  of th e  re v o lu tio n a ry  m asses, a s  th e  f r u i t  shop  is 
tem porarily  tran sfo rm ed  in to  th e  c o u rt g a lle ry  and  a  ju s t  p u n ish m en t is 

announced  for som ebody who had d a red  to  oppose th e  people -  an  echo 

of th e  b lo o d th irs ty  tr ia ls  dep ic ted  in B iich n er 's  D antons Tod and  

D ickens’ A Tale of Two C ities.

But Jakob  is also s tan d in g  in  th e  dock, lite ra lly  »vor den 

S ch ran k en  des G erichts< , in a » g ese llsch a ftlich  und  m oraliseh 
v e rsag e n d en  Welt, d ie f ü r  U nfah igke it a b e r  n ic h t fu r  S ch lech th e it 

straft«^^^. For i t  is h e re  th a t  th e  fa ilin g s  of someone who is »so 
le ich tg lau b ig , da0 man Jedem  t r a u t ,  g le ichv iel ob es ein S p itzb u b e  is t  

Oder ein e h rlic h e r Mann4: [75] a re  laid b a re , and  i t  is h e re  th a t  th e  
re q u is ite  pun ishm ent is m eted out. For Jakob  -  who can n o t d is tin g u ish  
betw een »innen« and  »auBen«, betw een »Schein« u n d  »Sein« -  »»hatte  

keinen  Schein«« [72]. In  a  w orld »wo w ir nach  u n se rn  A bsich ten  

g e r ic h te t  w erden  und  n ic h t nach  u n se rn  W erken« [65], i t  is  Ja k o b ’s 

fa ilu re  to tra n s la te  in ten tio n  in to  e ffe c t th a t  is being  ju d g e d  and

S tra u b in g e r , op. c it., 99,
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condemned^^^. R ather like th e  lite ra l p re se n ta tio n  of th e  Fall of Adam in 
K leist’s Der Z erbrochene K rug , th is  scene can  also be seen  as a  lite ra l 

m etaphor, an d  th e re fo re  form s one of th e  num erous lin k s  betw een  

G rillp a rz e r’s Novelle and  K afka’s l i te ra ry  te ch n iq u es . The sen ten ce  

» Jakob  s te h t  v o r dem G ericht, und  bekommt se ine  S tra fed  is  g iv en  v isual 
ex p ress io n  and  th e a tr ic a l sh ap e , as Jakob  goes to  th e  » H an d els-gerich t«  

an d  does no th ing .

The ep isode  th e re fo re  f u r th e r  illum inates th e  rec ip ro ca l 
re la tio n sh ip  betw een Jakob and  society . Jakob  s till h a sn ’t  le a rn t to 

w eigh th in g s  up  p ro p e rly ; w hat he g ives and  rece iv e s  is s till 

d isp ro p o rtio n a te . He may condem n »das Volk^ an d  »das Volk^ him -  b u t 

i t  is th e  m usician who is p u n ish ed . The u p sh o t is th e  same. Jakob  is 
sen te n c ed  to  life im prisonm ent, to an  en fo rced  e jec tio n  from socie ty . His 
fa te  is th a t  of th e  a r is to c ra ts  a f te r  th e  rev o lu tio n  -  th e  com plete loss of 
h is  fo rm er s ta tu s  as he is p u t o u t on show fo r p o p u la r am usem ent, th e  
s u b je c t of pub lic  sco rn . In  e ith e r  case  i t  is h is incom petence th a t  is 
pen alised .

This in  tu r n  is re fle c ted  in his position  a t  th e  »Torweg«, a 
position  th a t  v e ry  much re f le c ts  bo th  his jo u rn e y  w ith th e  s e c re ta ry  
and  h is p a ssa g e  th ro u g h  life. Both of th e se  a re  lite ra lly  »Tor-w ege«, 
th e  p a th s  ch osen  by  a fool who is ultim ately  condem ned b y  »das Volk« 

to  a life of (self-im posed) so lita ry  confinem ent. The scene is 
c o n s tru c te d  as an  in te ra c tio n  betw een two elem ents of sp a tia l symbolism 

-  » s te h t v o r dem G ericht« and  »Torweg« -  and  su s ta in s  two se p a ra te  

dim ensions of th e  p lo t -  Ja k o b ’s n a iv e ty  and  h is su p p o r t  fo r  th e  s ta tu s  

quo. Jakob  s ta n d s  a t th e  s ide  of th e  >V erbindungsw eg« and  chooses 
th e  3>Torweg«ii3,

Reeve h as seen  G rillp a rz e r’s use  of space  as  p a r t  of a  w ider 
tra d itio n . A common m ythology based  on » th e  d is tin c tio n  betw een  h igh

In  Ein T re u e r  D iener Seines H errn  B ancbanus says: »Sei ganz  wie 
Gott, o Kdnig! S tra f  den Willen, Und n ich t die Tat, den lau n isch en  
Erfolg«. HJKA, Abt. 1, III, 308.

113 b u tc h e r  is c o n tra s te d  w ith  Jakob in num erous w ays. As » d e r
W eg-gehende« [61] he p a sse s  along th e  symbolic »V erbindungsw eg« 
to  th e  people and  m arries B arbara . The scene w here  th e  b u tc h e r  
leaves th e  shop -  »Der G riesler gab dem W eggehenden das Geleit 
bis z u r  T iire  hinaus<K [61] -  a p p e a rs  to owe its  ex istence  to  th is  
sym bolism  and  d em o n stra tes  how G rillp arze r is c o n s ta n tly  try in g  to 
s tag e  id eas , to p re s e n t  im ages in th e a tr ic a l form.
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and  low« was acknow ledged, » the  form er being  a sso c ia ted  w ith  th e  realm  
of th e  gods, th e  Divine o r  th e  ideal, while th e  la t te r  re f le c te d  th e  le ss  

th a n  p e rfe c t  domain of e v e ry  e a r th ly  existence<^^^. W ittkowski echoes 
th is  view -  »S p h are  f iig t s ich  an  S phare , vornehm lich  v e r tik a l ü b e r -  

u n d  u n te re in a n d e r , au f w arts  zu Gott, ab w arts  z u r  Erde«^^® -  f u r th e r  

e s ta b lish in g  an  association  betw een  th e  ho rizo n ta l dim ension and  th e  

p ro fan e  realm  of time, p a r t  of a  » m e tap h y sisch -e th isch e (s) 

K oord inatensystem , in n e rh a lb  d e sse n  das G eschehen a b la u f t u n d  sam t 
den M enschen b e u r te ilt  w ird  su b  specie aeternitatis«^^® . This 

co n fig u ra tio n  is , acco rd in g  to W ittkowski, em bodied in th e  crucifix^^^ an d  

shows th e  B aroque in fluence  of V iennese p o p u la r th e a tre .

But G rillp arze r goes beyond th e  B aroque W elttheater. D irect 

v isu a l symbolism -  w here m otifs have to  be rem oved from th e ir  co n tex t -  
com bines w ith v a rio u s  ty p e s  of lite ra l symbolism and  asso c ia tiv e  im agery  

to  su s ta in  s t r a n d s  of n a r ra tiv e  re la tin g  to  a r t ,  rev o lu tio n , th e  b ib le, th e  
dem ands of th e  people and  th e  problem s of th e  o u ts id e r  w ith in  socie ty . 
The Novelle’s se tt in g  a p p e a rs  as  an  expanded sp a tia l m etaphor and  
c ru c ia l scen es  a re  c o n s tru c te d  in  line w ith lin g u is tic  im ages, form ing a 
pantomime in  w hich idioms a re  tak en  lite ra lly  and  p re se n te d  in  dram atic  
form. The p a ra lle l s tra n d s  of p lot a re  sometimes com plem entary, 

sometimes c o n tra d ic to ry , all in te rw oven  w ithin  a  g en u inely  complex 
ta p e s try  in  w hich subm erged  m eaning has to  be decoded and  
re in te rp re te d . The c o -o rd in a te s  w ithin G rillp a rz e r’s v e r tic a l and  
horizon ta l sp ace  a re  fle sh ed  o u t by  c o v e rt dim ensions of th e a tr ic a lity  

which have little  to  do w ith realism .

Before tra c in g  th is  c o v e r t p lo t to its  en d , we will look once again  

a t  th e  re la tio n sh ip  betw een th e  m usician and  h is social con tex t.

Reeve, op. c it., 47.
W ittkowski, op. c it., 138. 
ib id , 140,
For more on v e rtic a lity  see L indsey , op. c it., 274-83. Reeve, op. c it., 

g ives exam ples of v e r tic a l motifs from G rillp a rz e r’s p lays.
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4.10 JAKOB AND >DAS VOLK«

U ntil now th e  co n ste lla tion  Jak o b -» d as  Volk< has been  seen  as  one 

of opposition . In  term s of h is moral outlook, h is  va lues and  h is  

m ovem ents th e  m usician seems to in co rp o ra te  th e  v e ry  a n ti th e s is  of 

social norm s. He s ta n d s  by  th e  dam a t th e  c a rn iv a l in  a  va in  a tte m p t to  

s to p  th e  rev o lu tio n a ry  m asses from in f iltra tin g  th e  realm  of license . His 

ac tio n s  la te r  in th e  Novelle d e riv e  th e ir  s ig n ifican ce  from his re je c tio n  

of e v e ry th in g  he sees a t  th is  fe s tiv a l. Yet th e  te x tu re  of d isso n an ce  is 
in te rla c ed  w ith th a t  of harm ony as  c o n tra s ts  betw een  th e  m usician and  

h is env ironm ent a re  reso lv ed  in  a  crow ning u n ity .

Many of th e  m otifs from th e  fe s tiv a l fin d  echoes in  th e  old man’s
• ' < • < ^  > t I I I I I I > I I I I t I I I I I I I I I I I I I

su b se q u e n t p o r tra y a l and  life. The »W ortw echsel w e in e rh itz te r  
K arren sch ieb er<  [39] po in ts  fo rw ard  to  B a rb a ra ’s a rg u m en t w ith  th e  
u n d e r ta k e r s  a t  th e  end , th e  » E h ren an g riffe  d e r  K utscher«  [38] to  h e r  
f a th e r ’s e rro n e o u s  su sp ic io n s  as  he t r a n s p o r ts  Jakob  in to  h is  shop . The 
p h ra se  »G erausch  von F u fitritten , Gemurrael von  S p rech en d en , d as hie 
u n d  da ein la u te r  A usru f d u rc h z u ck t«  [37] a c c u ra te ly  d e sc rib e s  th e  
cameo b e fo re  J ak o b ’s funeral^^®. The 3>Tone e n tf e rn te r  Tanzm usik« [38] 
which » schallen  heriiber^C [38] from th e  c a rn iv a l an tic ip a te  th e  s t r a in s  of 
th e  waltz th e  n a r ra to r  h e a rs  Jakob  p lay ing  fo r th e  ch ild ren .

V arious chronolog ical motifs also link Jakob  w ith th e  ce leb ra tio n s . 

His daily sch ed u le  -

»Die e r s te n  d re i S tu n d en  des Tages d e r  Ü bung, die Mitte 
dem B ro terw erb , und  d e r Abend mir u n d  dem lieben  
Gott« [45]

-  c o rre sp o n d s  to  th e  equally  re g u la r  c a len d a r of th e  populace. 

P ro p o rtio n a lly  le ss  time may be devoted  to  w ork in  Jak o b ’s daily  tr i lo g y

-  h is  even ing  of p leasu re  c o n tra s ts  w ith th e  »S onn tag ...sam t dem 

d a rau ffo lg en d en  Tage« [37] p e r  y e a r a ffo rd ed  to  th e  »Volk4( -  b u t  th e  
cyclical a lte rn a tio n  of lab o u r an d  le isu re  lin k s  both . Sim ilarly Jakob  

»konnte  au ch  w irklich  d e sse lb en  und  die d a rau ffo lg en d en  Tage kaum

1 1 8 »Sie d râ n g te  mich die ste ile  T reppe  h inauf...V or ih r  (B arbara) 
s ta n d e n  zwei ziemlich erw achsene  K inder, ein B ursche  und  ein  
M adchen, denen  sie of fen  b a r U n te rr ic h t gab ...zu g le ich  e rsch o ll die
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etw as V ernünftiges a rb e iten «  [60] a f te r  re q u e s tin g  th e  song from 

B arb ara , again  an echo of th e  festivities^^®, w hile on » d e r G liickstag 

(s )e in es  L ebens« [70] -  th e  day  he  k issed  th e  door -  Jakob  »w ar, als 
g in g e  (e r) a u f  g rü n e n  Wiesen« [68]^^®.

Movement and social position  also  link  th e  m usician and  fes tiv a l. 

The loss  of s ta tu s  of th e  »V ornehm ere< [37] a t  th e  fe s tiv a l re f le c ts  

J a k o b ’s abd ica tion  of h is  social e levation  and  h is life  am ongst th e  
common folk. This tem p o ra ry  ren u n c ia tio n  of social ra n k  also c o rre la te s  
w ith th e  e s tab lish ed  p a tte rn s  of movement, w ith  th e  jo u rn e y  of th e  

populace o u tw ard s  re ite ra tin g  J a k o b ’s own c e n tr ifu g a l movement. In  

each case  motion to  th e  s id es  s ig n ifie s  bo th  a  d e p a r tu re  from norm s and  
social d eg rad a tio n . The c a rn iv a l th e re fo re  p ro v id e s  a  g ra p h ic  rem inder 
of th e  s t r e e t  m usician’s noble o r ig in s  and  hum ble fa te . If th e  fe s tiv itie s  

can  c e le b ra te  the  b reakdow n of social s ta tu s  -  » d e r  U n te rsch ied  d e r 
S tan d e  i s t  v e rschw unden<  [37] -  th e  a u to b io g ra p h y  of th is  social 
^degenerated : lam ents it.

The movements of th e  people  a t  th e  fe s tiv a l a lso  th ro w  u p  f u r th e r  
re so n an ces  of th e  old m usic ian ’s life. »Genommen, v e r lo re n  und  
wiedergenom m en< [37] re f le c ts  h is  problem s in  leav in g  h is family house 
to  co llect th e  »Volksliedd: and  h is  two d e sc e n ts  in to  th e  rea l flood. The 

p h ra se  » is t endlich  d e r  A usgang  e rk am p ftc  [37] p o in ts  th ro u g h  th is  

evacuation  of his room w ith th e  axe to  h is  ex o irv  to  a s u b se q u e n t final 

exit in  a  th e a tr ic a l perfo rm ance  th a t  has p re v io u s ly  alw ays seen  him 

r e tu r n  to  th e  room he in h a b its .

Like th e  peop le’s exodus to th e  fe s tiv a l J a k o b ’s m arg inalisa tion  
tow ards th e  fr in g e s  of Vienna, to g e th e r  w ith h is sy stem atic  social 

d eg rad a tio n , o ccu rs  in c le a r ly -d e f in e d  s tag es . His la te ra l movement is 

re fle c ted  in th e  »A usbeugen« [40] of th e  m asses on th e ir  d e p a r tu re  from 
th e  town. Jakob  too, i t  m ight be said , is n o t on ly  »gehemmtd: [38] in h is

Stimme des F le isch ers  von d e r  StraBe h e rau f: B arb ara , es i s t  
ZeitK [79-88].

»In Wien i s t  d e r Sonntag  nach  dem Vollmonde im Monat Ju li je d es  
J a h re s  sam t dem d a rau ffo lg en d en  Tage ein e ig en tlich es  
Volksfest...d: [37].

T here  a p p e a rs  to  be a  g e n e ra l re c ip ro ca l re la tio n sh ip  betw een Jakob 
an d  th e  people. The ac tio n s  of th e  one man sa lv a tio n  arm y w ith  h is  
»Sam m elbiichse« [40] a t th e  c a rn iv a l and  h is a ttem p ts  to  save  th e  
people from the  deluge  p re f ig u re  p re c ise ly  th o se  of th e  people who
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m ovem ents; like  th e  re v e lle rs  he is v e ry  m uch »sich  se lb e r  
hemmend« [38] a s  his » im m erw ahrende(s) A nhalten«  [38] su s ta in s  a  logic 

w hich is  in itia te d  in  th e  opening  d e sc rip tio n . Even his re fu sa l to  c ro ss  
b o u n d a rie s  f in d s  i ts  c o u n te rp a r t  in  th e  sec o n d a ry  m eaning of th e  

sen te n c e  »es i s t  in  Wien ein s tillsch w e ig e n d e r Bund zw ischen Wagen und  
M enschen n ic h t zu ü b e rfa h re n , s e lb s t  im voilen  Lauf; und  n ich t 

i ib e rfa h re n  zu w erden , auch  ohne alle Aufmerksam keit4: [38] -  w here  

»überfahren4: can  also be read  as  m eaning »to cross4:^^^.

The lin k s  betw een th e  m usician an d  h is  social env ironm en t ex tend  
in to  a complex m esh of in te rtw in e d  motifs in  w hich th e  d e sc rip tio n  of 
th e  one ap p lie s  to  th e  o th e r. A gainst th is  b a ck g ro u n d  assoc ia tions
betw een  J a k o b ’s music and  th e  p o r tr a y a l of »das Volk^ a p p e a r ..................
p a r tic u la r ly  s tro n g . Jakob e ffec tiv e ly  p lay s  h is  music fo r  him self -  he 
p e rfo rm s w ith a  » se lb s tg e fa llig es  Lacheln< [45] on h is face, w ith a  >sich 
s e lb s t  Beifall g e b e n d e r  MieneC [40] -  reca llin g  th a t  elem ent of m utuality  
w ith in  th e  popu lace  which bo th  :>besucht4: [37] th e  fe s tiv a l »und g ib t es 
se lb s tc  [37]. The » u n u n te rb ro c h e n e (r)  L u s tre ih e«  [37] of th e  re v e lle rs  
p re f ig u re s  th e  »Passagen«  [48] and  th e  »dazw ischen  liegende 
S tu fen re ih e«  [47] of Jak o b ’s e x u lta n t im prov isa tion  and  th e  
»unzusam m enhangende Folge von Tonen ohne  ZeitmaB und  Melodies [41] 

of h is  p lay in g  a t  th e  festiva l. The r e c u r r e n t  fe s tiv a l w ith i ts  re g u la r  
b reakdow n of social d is tin c tio n s  fin d s  a  p a ra lle l in music c h a ra c te r is e d  

as  »ewig w iederho lt, immer d iese lben  V erh altn isse«  [47]. The »w ogende 
Menge<K [37] th a t  a tte n d s  th e  fe s tiv a l a n tic ip a te s  th e  rhy thm ic  

u n d u la tio n s  of h is  im provising . At th e se  tw in  ce leb ra tio n s  th e  poor a re  
v e ry  much th e  main b en efic ia ry , and  Jakob  is in e v e ry  sen se  a 

»H ierophant«  [37], a lay  p r ie s t.

S im ilarly , when th e  f id d le r  p lays of an  even ing  »alle Leiden sind  
v e rg essen <  [38]. The ex p ress io n  of 3»Verziickung4: [49] on h is face 

reca lls  th e  e u p h o ria  of th e  m asses a t  th e  fe s tiv a l, while th e ir  

» L o sg eb u n d en h e it d e r  L ust« [37] p re f ig u re s  th e  e c s ta sy  of som ebody 

whose a e s th e tic  p rin c ip le s  a p p e a r  to  be p u re ly  hedon istic  -  »Der Alte 

genofl, indem  e r  spielteC  [48]. Jakob  an d  th e  m asses, two su ch  d isp a ra te

o rg a n ise  »Kollekte^ [78] fo r  th e  victim s of th e  rea l flood. »Das Volk« 
now does w hat Jakob  h as  been  doing all h is  life.

As in  to  c ro s s  th e  r iv e r , h e re  »den Strom  des V o lkes...überfah ren« .
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social phenom ena, a re  u ltim ate ly  reconciled  in  an  o v e r-a rc h in g  u n ity .

B ut, a s  Brow ning has po in ted  ou t, th e re  may be a  »union w ith th e  

"Volk"4(, b u t th is  rem ains 3>a g ro te sq u e  irony«^^^.

B rinkm ann has p e r tin e n tly  po in ted  to  th e  rec ip ro ca l re la tio n sh ip  

betw een  th e  m usician and  V iennese society . »Was die Welt von ihm 

d e n k t, das sch e in t e r  von d e r Welt zu denken4:^^^. Given th e  above, i t  
is  no s u rp r is e  th a t  Jak o b ’s condem nations of th e  m asses a re  v e ry  much 

c ritic ism s of h is  own a r t .  The music he p lays of an  ev en in g  p o sse sse s  

p re c ise ly  th e  same qua lities  as th e  » u n a rtig e (n ) L ieder^ [44] of th e  

fe s tiv a l, be ing  dimmer w ieder von dem selben an fangend<  [44]. He may 

o b je c t to  th o se  »Nachtschwarmer«: [43] who a ro u se  » an d ere  d u rc h  Spiel 

u n d  G esang zu einem sole hen  w iderlichen  V ergehen« [43]; y e t in  fo rc ing  

com plain ts from his s leep less  n e ig h b o u rs  th is  is exactly  w hat he is  -  th e  

n o is ie s t in h a b ita n t of th e  L eopo ldstad t who p resum es to  re -e d u c a te  »die 
la rm enden  LeuteC [43].

W hereas G rillp a rze r’s con tem poraries p ra ised  Jak o b ’s in tr in s ic  
p u r i ty  m any m odern Anglo-Saxon c r itic s  have in te rp re te d  th is  
d iffe ren tly . Even Silz, fo r whom Jak o b ’s ^se lflessness...com es close to 
saintliness4:^^^, sp eak s  of h is »over-conscientiousness<K^^^. In  th is  
co n tex t Roe in  h is he lp fu l an a ly sis  of Jak o b ’s e th ic s  is r ig h t  to  reach  

th e  conclusion  th a t th e  v io lin is t su ffe rs  from excessive  m orality  
H u n te r-L o u g h eed  has expanded  th e  a rg u m en t w ith th e  co n ten tio n  »daB 

d iese  G ew issenhaftigkeit dem B ereich  des Wilden zu g eo rd n e t w erden  
kann«^^^, be ing  a form of th a t  v e ry  »H eftigkeit« [46] which he o therw ise  

tr ie s  to  avoid^^®. I t  is th is  v e ry  ex cessiveness th a t  c a s ts  him in the  

role of th e  o u ts id e r  as h is fan a tica l re lig ious and  moral music em bodies

122 B row ning, op. c it., 234. Compare »In th e  f ig u re  of th e  Spielm ann th e  
n a r r a to r  has fina lly  found  th a t sp ir itu a l un ion  w hich he had  
p ro fe s se d  to  see in  th e  o rg ia s tic  r i te  of th e  
m asses^ , L indsey , op. c it., 277.

B rinkm ann, op. c it.. 111.
Silz, op. c it., 75.

125 ib id ., 73.
125 Roe, Ian  F: »Der Arme Spielm ann and  th e  Role of Compromise in 

G rillp a rz e r’s Work«. In  The Germanic Review (56, 1981), 134-139.
12' H u n te r-L o u g h eed . »Das Motiv d e r  G ew issenhaftigkeit -  o d e r die

G efahr, in s  ’Wilde und  U naufhaltsam e’ zu g e ra ten . Zu G rillp a rze rs  
Novelle Der Arme Spielm ann. In  Ü sterre ich  in G eschichte u n d  
L i te r a tu r  (22, 1978), 279-289, 287.

12° Compare »Die m eisten L a s te r  sind  e ig en tlich  n u r  d e r ExzeB g u te r  
E igen sch aften « . HKA. A bt.2, IIX, 83.
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» th a t v e ry  "Wilde und  U naufhaltsam e" which th e  Spielm ann em phatically  
condemns^^^®. Jak o b ’s ob jec tio n s  to  3>das Volk« become form s of se lf

denuncia tion .

F u r th e r  lay ers  of rec ip ro ca l im agery  can  be id en tified  betw een  

Jakob  and  th e  m asses, Jak o b ’s n o c tu rn a l »Phantasieren4: [47] is no t 

only  like th e  »Traum e in er SommernachtC [39] a t  th e  fe s tiv itie s , b u t also  
-  in  th a t  i t  3>stdrt die o rd en tlich en  Leute< [46] -  a  v a r ia n t of c iv il 

d is tu rb a n c e  ev id en t in th e  carn iv al. For th e  v io lin is t is v e ry  much 
3>both a  rad ica l an d  a d is tu rb in g  figure<^^®, a  re v o lu tio n a ry  who w an ts  
to  ch ange  th e  w orld, while h is  music is an  » A u fru h r d e r  F reu d e«  [37] 
which -  a s  th e  n a r ra to r  d isco v e rs  w hen p a ss in g  th ro u g h  th e  em pty 

s t r e e ts  a t  n ig h t -  also re s u lts  in  » A u fru h r in  d e r  gu tm ütig  ru h ig e n  
S tad t«  [37]. The im agery of th e  re lig io u s  fe s tiv itie s , a r t  an d  rev o lu tio n  
th e re fo re  m erge, as th e  movements of th e  populace re f le c t sp a tia lly  th e  
un co n tro lled  explosion of emotion th a t  com prises tru e  a r t .

The com parison can be ex ten d ed  to  a r t  in  genera l. F or th e  
n a r r a to r ’s avow ed p u rp o se  in  a tte n d in g  th e  ce leb ra tio n s  is to  ex p erien ce  
th e  common folk when th e y  un ite . A rt, as  h as  been  seen , is a lso  
abso lu te  an d  autonom ous. I t  to le ra te s  no re s tr ic tio n s . As su ch  th e  
image of th e  peop le’s »A usbruch« from th e  c ity  of V ienna also p o sse sse s  

s tro n g  conno ta tions of hum an c re a tiv ity . The m ovem ents of th e  populace 

as it  overcom es obstacle  a f te r  o b stac le  on i ts  way to  th e  re lig io u s  

ce leb ra tio n  th e re fo re  become a sp a tia lisa tio n  of Jak o b ’s u n re s tra in e d  a r t .  

»Das Volk< becomes th e  image of Ja k o b ’s music.

The n a r r a to r  c e leb ra te s  th e  c a rn iv a l as a  time w hen th e  in d iv id u a l 

members of th e  community re sc in d  th e ir  p r iv a te  in te re s ts  an d  come 
to g e th e r  to  acclaim and commemorate th e  union  of m ankind;

»als ein  L iebhaber des M enschen, sage  ich , b e so n d e rs  w enn 
sie in  M assen fü r  ein ige Zeit d e r  e in zig en  Zwecke v e rg e s s e n  
und  sich  als Teile des Ganzen füh len , in dem denn doch 
z u le tz t das Gottliche lieg t -  a ls einem so lchen  is t  mir je d e s

^29 F e tzer, op, c it., 265. 
^25 Swales, op. c it., 130.
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V olksfest e in  e ig en tlich es  S ee len fest, e ine W allfahrt, eine 
A ndacht«  [39].

This, th e  o p p o rtu n ity  of ex p erienc ing  m an’s lo s t o rig in s , th e  ach in g  of 

an  a r t i s t  to  d iv ine  m an’s u ltim ate lin k  w ith th e  e n t i r e ty  of be ing , 

p ro v id e s  h is  ra tio n a le  fo r  a tte n d in g . The a r t i s t - n a r r a to r  sees  i t  a s  a  

so u rce  of in sp ira tio n  because  i t  o ffe rs  a  d is ta n t ind ica tion  of m an’s 

p lace w ith in  th e  u n iv e rse , th e  gatew ay  to  a  h ig h e r  re a lity . T hat 
b reakdow n of d is tin c tio n  and  in d iv id u a lity  th a t  o c cu rs  betw een  the- 
social s t r a ta  (and w hich is re fle c ted  in th e  n eg a tio n  of »G renzen« in th e  

lan d scap e) th e re fo re  em erges as th e  o v e rr id in g  p o sitiv e  value in  th e  

w ork as a  whole, a rg u a b ly  i ts  sole ca teg o rica l v ir tu e . What a p p e a rs  

from th e  one p e rsp e c tiv e  as g ra tu ito u s ly  d is tu rb in g  becom es from  th e  

o th e r  fu lfilling  and  m eaningful. The th r e a t  su s ta in e d  by  a  d is ru p tio n  to  

th e  s ta te  is  tran sfo rm ed  in to  an  ideal; th e  revo lu tion , becom es d esirab le , 
in  a  w orld su s ta in e d  on ly  b y  i ts  am bivalence. The n egation  of bo th
social and  sp a tia l d is tin c tio n s  a t  th e  re v e lr ie s , a s  d is ta s te fu l as  i t  may
a p p e a r  on moral g ro u n d s , p ro v id e s  th e  Novelle w ith  its  u ltim ate value.

This is no t th e  only  occasion w here  we e n c o u n te r  th is  id ea  in th e  
Novelle, We fin d  th is  same s in g u la r ity  in  th e  f ig u re  of th e  old m usician, 
no t on ly  in  th e  a b su rd  sca rec ro w ’s a lienation  a t  th e  g a te s  of th e  
B rig itten au  b u t  also  and  above all in h is re fu sa l to  com prom ise, to  bow 

to  th e  dem ands of th e  m asses, to p lay  fo r  (as opposed  to  a t) th e  
people^^^.

G rillp a rze r a lso  fo rg es  a f u r th e r ,  re la te d , lin k  betw een  th e  fe s tiv a l 

and  Ja k o b ’s a r t :  th e  co n cep t of »das G ottliche^. When Jakob  f i r s t  tak es  

up  h is violin  he u n d e rg o e s  a  form  of re lig io u s  co n v ersio n  -

»Als ich  n u n  mit dem Bogen ü b e r  die S ai te n  fu h r , H err, da
w ar es, a ls  ob G ottes F in g e r mich a n g e r i ih r t  h â tte . Der Ton
d ra n g  in  mein In n e re s  h inein  u n d  au s  dem In n e re n  w ieder 
h e ra u s ...Ic h  fiel au f die Knie und  b e te te  lau t<  [54-5].

Religious term inology  in fu se s  th is  V iennese e v a n g e lis t’s d e sc rip tio n  of 

h is music. He p ra is e s  »die ewige W ohltat und  Gnade des Tons u n d  
Klangs, seine w u n d e rtâ tig e  Ü bereinstim m ung mit dem d u rs tig e n , 

zerlech zen d en  Ohr« [55], as a r t  becomes »ein g anzes H im m elsgebaude, 
e ines ins a n d e re  g re ifen d , ohne M ortel v e rb u n d e n , und  g eh alten  von 

Gottes Hand« [55] and  h is  violin -  in an  image d isarm ing ly  close to

S te rn , op. c it., ta k e s  a sim ilar view on J a k o b ’s in te g r ity .
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H eine’s iro n ies  -  »das hoi de G ottesw esen« [55]. »Sie sp ie len  den 

Wolfgang Amadeus M ozart und  den  S eb astian  Bach, a b e r  den  lieben  Gott 

sp ie lt  k e in er«  [55], he lam ents in  a  ^ theo logy  of music« in w hich » th e  

p re sen ce  of God is m ediated tonally«^^^. He d ev o tes  h is  ev en in g  h o u rs  

to  a  re lig ious ce leb ra tio n  in  w hich he »p lays th e  Lord4(, a  form of music 

w hich is  in  b o th  sen se s  »ohne Gehalt< [53] -  w ithou t content^^^ an d , like 

h is  job in th e  c h an ce ry , w ithou t p a y  o r  rew ard . Like th e  re v e lle r s  a t 

th e  ca rn iv a l Jak o b  g ives up  h is  in d iv id u a lity  an d  devo tes him self to  
»das Gdttliche4:, fo r  i t  is th e  d is in d iv id u a l w ill th a t  c o n s ti tu te s  th e  

v ir tu e , in  d is in d iv id u a tio n  th a t  th e  to ta lity  lies. I t  is th is  d iv ine 

oneness th a t  J a k o b ’s re lig io u s  a r t  s h a re s  w ith »das Volk«, as b o th  his 

music and  th e  c a rn iv a l c e le b ra te  th e  to ta lity  of »das Ganze<^^^. J a k o b ’s 
even ing  re v e lr ie s  a re  also v e ry  much a  communion w ith th e  ab so lu te , 

one iii w hich he too » d e r èirizélheri Zwècke ver(g iB t) u n d  s ich  a ls  Teil(e) 
des Ganzen fü h l( t) , in dem denn  doch z u le tz t d as G ottliche liegt<  [39]. 

Indeed  his a r t  is v e ry  much a re lig io u s  ce leb ra tio n  -  »ein e ig en tlich es  
S eelenfest^  [39], »eine A ndacht^ [39] -  a  »K irchw eihe« [39] commemorated 
in  the s u b u rb a n  c a th e d ra l of h is room by music d e sc rib e d  as a  
>Himmelsgebaude<.

In  th is  co n tex t th e  open ing  scen e  of th e  Novelle assum es a  q u ite  

d iffe ren t fu n c tio n , fo r in w aiting a t  th e  dam a s  a  moral b a r r ie r  Jakob  is 
v e ry  much c o n fro n tin g  h is  own »L osgebundenheit< . The scene a t  th e  

carn iv a l p re s e n ts  the  old m an’s b a ttle  w ith h is own ex cesses and  all th a t  
th e y  s ign ify . In  try in g  to  s to p  th e  a r is to c ra ts  re ach in g  th e  fe s tiv a l he 

is a ttem p ting  to  p re v e n t h is  own m arg ina lisa tion  and  com pensating  fo r 
his own d eg rad a tio n . J a k o b ’s action  a t  th e  fe s tiv a l is one of s e lf -  

p re se rv a tio n , an  a ttem p t to cope w ith  his own »H eftigkeit« , an  a tte m p t to

^^2 B row ning, op. c it., 564. See also: » the  tona l ex p ress io n  of a  re lig io u s  
experienced . B irre ll, op. c it., 565.

123 »obwohl mir das jew eilige Was d e r  Musik, mit Ausnahm e je n es  L ieds,
immer ziem lich g le ich g ü ltig  w ar und  au ch  g eb lieben  is t  b is zum 
h eu tig en  Tagd [55].

124 » d ie se r K iin stle r ü b e rw in d e t je d e  In d iv id u a tio n , jed e  b e so n d e re
B estim m theit und  w ird e ins mit dem g o ttlich en  U reinen , dem Sein 
(vgl. J a k o b ’s A uB er-S ich-S ein). Der apo llin ische  K iinstler, d e r  
E p iker, b ew ah rt dagegen  die In d iv id u a tio n  im S cheine, se ine  K unst 
w ird d u rc h  MaB, Linie und  G renze bestim m t, f in d e t in d e r G estalt 
e ines H elden ih re n  angem essenen  A usdruck ...D ie  g o ttliche  K unst is t  
im re in o n  Klang zu finden«  Bachm aier, op. c it . ,66.
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co n tro l h is  own a r t .  The fe s tiv a l th e re fo re  te s tif ie s  to  J a k o b ’s d iv ided  

se lf , to  th e  in n e r  co n flic t betw een h is  moral and  a r tis t ic  im pulse. I t  is 

a c o n fro n ta tio n  w ith  th e  self th a t  is  being  s ta g e d  h e re , ac ted  o u t in th e  

p h y s ica l w orld, th e  s tru g g le  betw een G rillp a rz e r’s d e sire  fo r  a r t  and  h is  

fe a r  of it. The »V olksfestd o ffe rs  a  v isu a l ex p ress io n  of th e  

incom patib ility  of a r t  and  m orality , of social dem ands and  »das 
G dttliched. The old man may be com batting  th e  actions of th o se  

in d iv id u a ls  who a t te n d  th e  ca rn iv a l, b u t he m irro rs  th e  in te g r i ty  of »das 
Volkd as  a  to ta lity  an d  u ltim ate ly  su b sc rib e s  to  th o se  v e ry  v ir tu e s  th a t  

he can n o t to le ra te .

W hereas Jakob  a p p e a rs  to  be a t  th e  fe s tiv a l to  s to p  »das Volkd, 

G rillp a rze r a lso  c re a te s  a  web of asso c ia tio n s  betw een th e se  two 
o s ten s ib le  o p p o site s  in  a  complex n a r ra tiv e  ta p e s t ry  in w hich e v e ry th in g  
is  a t  once a  re fle c tio n  of its e lf  an d  of its  opposite . The poor m usician 
in c o rp o ra te s  th e  p a rad o x es  an d  am bivalences of a  fe s tiv a l in  w hich all 

d iv is io n s  a re  b ro k en  down an d  w hich can  be tak en  o r le f t  as  p leased . 
Both Jakob  an d  th e  populace in  Der Arme Spielm ann em brace th e  

te n s io n s  th a t  inform ed an  age to rn  betw een rev o lu tio n  an d  re s to ra tio n , 
se lf-fu lf ilm en t and  se lf-sac rif ic e . Jakob  may be s tru g g lin g  a g a in s t th e  

c o rru p tio n  of th e  m asses, b u t in te rm s of e v e ry th in g  e lse  he is th e ir  
own epitom e. His excess is th e ir  excess.

At th e  fe s tiv a l Jakob  is , like S t i f te r ’s C larissa , co n fro n ted  by  a 

p a r t  of him self. For th e  old man who » u n te rs c h ie d ...n u r  zw eierleK  [48] 
is, like h is daily  ro u tin e , d iv ided  in to  sec tio n s . Jak o b ’s c h a ra c te r  

c o n s is ts  of two q u ite  s e p a ra te  »Strom e«. One of th e se , th e  one he has 

in  common w ith  th e  m asses, is  wild and  d is tu rb in g ly  u n in h ib ited . Like 
th e  »Strom  des Volkes« [37] i t  sp ills  o u t in all d irec tio n s . The o th e r  is 

h is  m orality , th a t  p a r t  w hich su b sc r ib e s  to  th e  p a s t  -  like »die a lte  

Donau« [37] - ,  and  which flows along its  p re d e s tin e d  p a th , »ihrem  a lte n  

F luB bette nach^  [37]. Ja k o b ’s c h a ra c te r  is an  u n reso lv ab le  ten sio n  

betw een re lease  an d  r e s t r a in t ,  betw een th e  dem ands of th e  p a s t  and  th e  

d e s ire s  of th e  fu tu re , u ltim ately  betw een a r t  and  m orality. In  th e se  

tw in , c o n tra d ic to ry  im pulses G rillp arze r p re s e n ts  a p sychogram  w hich is , 

like th e  popu la tion  of th e  A u strian  m etropolis, »vo(m) R ü ck k eh ren d en  im 

e n tg e g e n g e se tz te n  S inne d u rc h k re u z t«  [40]. The sp lit p e rso n a lity  who 

re lin q u ish e d  h is  p re d e s tin e d  p a th  in  an a tte m p t to jo in  th e  »Volk« is 
h a lf re v e lle r , ha lf moral s e n try  -  bo th  » B ü rg e r und  S o ldats [37].
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4.11 DER SCHIMMELREITER

W ater is one of th e  most c h a ra c te r is t ic  fe a tu re s  of l i te ra ry  

la n d sc a p es  of th e  p e riod . O ccasionally i t  is p re se n te d  as  som ething 

d e s irab le , n o t un like  E ich en d o rff’s e x u b e ran t little  streams^^®. B ut more 

o ften  i t  is th e  elem ental, d e s tru c tiv e  fo rce  of n a tu re  th a t  th e  th ru s t in g  
im pulse  of w a ter em bodies, an  in s is te n t challenge  a g a in s t w hich man, like 

G rillp a rz e r’s old m usician, is  ultim ately  pow erless . W hereas th e  Romantic 
h e ro e s  stood on th e  sh o re  and  looked o u t beyond  th e  horizon , th e  

c h a ra c te rs  in  w orks of th e  R estau ra tio n  p e rio d  a re  o ften  fo rced  in to  
d ire c t  and  d a n g e ro u s  co n fro n ta tio n s  w ith w ater. This e n c o u n te r  is  o ften  

life - th re a te n in g . The p e asa n ts  in  Die Schw arze Sn inne  have  to  overcom e 
»die au fgeschw ollene  Grline<^^®, a  wild s tream  a c ro ss  w hich th e y  have  to  

t r a n s p o r t  th e  tre e s .  The b lack  lake in  Der Hochwald h as s tro n g  
co n n o ta tio n s  of d ea th . V iktor in Der H agestolz c ro s se s  a  r iv e r  »an  e in e r  
b e k a n n t g e fa h rlic h en  Stelle«^^^. The p r ie s t ’s life in K alkstein is  dev o ted  
to p ro te c tin g  c h ild re n  from floods. G rillp a rz e r’s L ibussa  alm ost d row ns 

in a  s tream , while h is  Sappho and  h is L ean d er in  Des M eeres u n d  Der 
Liebe Wellen all -  like Ja k o b ’s b ro th e r  in  Der Arme Spielm ann -  meet 
th e ir  re sp e c tiv e  e n d s  in water^^®.

But p e rh a p s  th e  most illum inating com parison can be made w ith  a  

w ork w hich, like Der Arme Soielm ann. is a lso  s e t in th e  1830s. T heodor 
S to rm ’s Der Schim m elreiter has as  its  main s u b je c t  man’s com bat w ith  

»die w ilden Wasser«^®®, h is a ttem p t to p re s e rv e  him self from »die groBe, 
w iiste , m enschenfe ind liche  Nordsee«^^° in  th e  low -ly ing  g ro u n d s  of 

S chlesw ig-H olste in .

^25 See fo r example th e  p o r tra y a l of th e  Moldau in S t i f te r ’s Der
Hochwald an d  th e  stream  th e  ch ild ren  follow to sa fe ty  in  G ran it.

^25 G otthelf, Jerem ias: Sam tliche Werke in  24 B ânden . h e ra u sg e g e b e n  von
Rudolf H unziker, Hans Bloesch, K urt G u gg isberg  und  W erner J u k e r
(M unich, B erne, Zurich, 1911-1977), Volume XVII, 64,

|2 ^  S tif te r , A dalbert: Werke u n d  Briefe 1, 6, 16.
^28 See also  G o tth e lf’s novel Die W assernot im Emmental and  th e  en d  of 

K eller’s Romeo und Ju lia  au f dem D orfe.
^29 All re fe re n c e s  to  Der Schim m elreiter ta k en  from Storm: Sam tliche 

W erke in Vier B anden. h e ra u sg e g eb e n  von Karl E rn s t Laage und  
D ieter Lohm eier (F ra n k fu r t, 1988), Volume 3. Here 753.

Storm , T heodor: B riefe . ed ited  by P e te r  Goldammer (B erlin, 1972) 
Volume 1, 28.
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Num erous echoes of Der Arme Spielm ann a re  to  be found  in  th is  

Novelle. The obvious formal p a ra lle ls  a re  com plem ented by sim ilarities 

betw een c h a ra c te rs  and  motifs. S torm ’s n a r r a to r ’s f ig h t w ith th e  storm  

is rem in iscen t of h is c o u n te rp a r t’s experience  of th e  »Strom  d es  VolkesC. 

E lke’s fa th e r , in  h is  b lu s te r in g , su sp ic io u s s tu p id ity , is  no t u n lik e  

B a rb a ra ’s, while Ole P e te rs  e a r th y , g re g a rio u s  c a rn a lity  reca lls  J a k o b ’s 

r iv a l fo r B a rb a ra ’s hand , th e  c o u n try  b u tc h e r . Elke and  B arb a ra  a re  

them selves linked . Both a re  h ig h ly  p rac tica l, tak e  a  lead ing  ro le  in  

th e ir  re la tio n sh ip s , and  p o sse ss  p a r tic u la r  ta le n ts , th e ir  music o r 

m athem atics form ing a k ind  of sp ir itu a l bond w ith th e ir  p o ten tia l 
partners^^^. E lke’s f i r s t  e n co u n te r  w ith Hauke -  w here she  is  g ro p in g  
beh ind  h e r  back  fo r a r in g  on the  wall -  s tro n g ly  reca lls  th e  symbolism 
of B arb ara  reach in g  u p w ard s  to  th e  shelf^^^. B a rb a ra ’s fina l v is i t  to  

Jak o b ’s room sim ilarly  a n tic ip a te s  E lke’s v is i t  to  Hauke a f te r  Tede 
Haien’s d ea th .

However, th e  s tro n g e s t  re so n an ces  of th e  Der Arme Spielm ann lie 
in  the  analog ies betw een th e  old m usician and  Hauke him self. Both a re  
m otherless, bo th  u n d e rg o  rad ica l if d iffe rin g  ch an g es  in social s ta tu s  as 
a r e s u lt  o f su s ta n tia l in h e rita n c es  and  b o th  devo te  them selves to  th e  
s tu d y  of som ething which is u n u su a l and  beyond th e ir  cap ab ilities  -  
Hauke s tu d ie s  a D utch geom etry  book a lth o u g h  he can n o t sp eak  D utch, 

Jakob  p ra c tic e s  h igh ly  complex c lassica l p ieces a lth o u g h  he is unab le  to  
perform  th e  sim plest waltz. Both d ed ica te  them selves w ith s te a d fa s t  

reso lu tio n  to  ed u ca tin g  th e  in fe rio r  m asses, cam paigning  a g a in s t th e ir  
ignorance. T hese sim ilarities a re  also re fle c ted  spatia lly : bo th  have 

c h a ra c te r is tic  positions a t  th e  m argins of th e  community -  H auke’s is on 
th e  dyke - ,  while bo th  a re  c o n s is te n tly  p re s e n te d  as being p h y sica lly  

h ig h e r th a n  o th e r  people^"*®.

Elke’s v is i t  to  tid y  H auke’s house a f te r  Tede H aien’s d ea th  -  she  
also p u ts  th in g s  in  d raw ers  -  reca lls  B a rb a ra ’s final v is it  to  
Ja k o b ’s room.

No so o n er has S torm ’s Hauke a rr iv e d  on th e  scene  th a n  Elke is 
looking fo r a ring!

^^2 Bis ho u se  is » s ich e r au f d e r hohen W erfte« [748]. He
c h a ra c te r is tic a lly  r id e s  h is  h o rse  along th e  ra ised  dyke: »Hauke w ar 
schon w ieder oben und sah  von seinem Schimmel in die S ch lu ch t 
h inab«  [720]. Compare also: Mhm w ar, a ls  s tiin d e  e r  inm itten  a lle r 
F riesen ; e r  i ib e rra g te  sie um K dpfeshohe, u n d  seine Blicke flogen  
s c h a rf  und  m itleidig ü b e r  sie hin4: [725].
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B ut it  is above all th e ir  m issions to p ro te c t m ankind from  floods -  

floods w hich u ltim ate ly  cause  th e ir  own d ea th s  -  th a t  form  th e  s tro n g e s t  

bond  betw een  them . Hauke Haien se ts  o u t to  become th e  local 

»D eichgraf«  an d  -  h av in g  ach ieved  th is  -  becom es re sp o n s ib le  fo r  th e  

m ain tenance  of d y k e s  in th e  a re a  and  th u s  fo r  th e  p re s e rv a tio n  of th e  

f la tla n d s  from flooding. In th is  re s p e c t Jak o b ’s ac tio n s  a t  th e  fe s tiv a l, 

h o ld ing  back  th e  »Strom  des Volkes«, co rre sp o n d  to  H auke’s u p k eep  of 

th e  dyke^^^. In  p a r tic u la r  i t  is th e  image of Hauke s ta n d in g  »so einsam 

au f dem Deiche«^^®, scream ing  »Zuruck! Zuriick!« as  »das F u h rw e rk  flog 

ohne A u fen th a lt d e r  s tü rz e n d e n  F lu t entgegen^^*^® w hich most v iv id ly  

re c a lls  Ja k o b ’s position  on th e  »DammstraBe« try in g  to  s to p  th e  fe s tiv a l-  
g o e rs  in  th e ir  »P lebe je r-F uhrw erke4 : going to  th e ir  sym bolic d e a th s  in 

th e  flood. What a p p e a rs  as an  image in  th e  open ing  of G rillp a rz e r’s 
Novelle o ccu rs  in  re a lity  in  S torm ’s -  as indeed  i t  does a t  th e  erid of 
Der Arme Spielm ann.

The dyke  i ts e lf  a p p e a rs  to  p rov ide  Der Schim m elreiter w ith  its  
c e n tra l  sym bol. Like Ja k o b ’s »K reidestrich<  i t  d iv ides o rd e r  from  chaos 
b y  k eep ing  th e  o u ts id e  m enace a t  a  safe  d is tan ce . H auke’s 
»Deichlinie«^^^ a lso  fu n c tio n s  as a  b o u n d ary , much like th o se  in  th e  poor 
m usic ian ’s en v iro n m en t, a d iv ision  th a t m ust be u p held  w h a tev e r the  
cost. B ut S torm ’s Novelle also  p o sse sse s  a  f u r th e r  dim ension, one which 
c a s ts  f u r th e r  lig h t on th e  symbolism in Der Arme Spielm ann. For 

w h ereas  Jakob  a ffirm s ex istin g  space , d em o n stra tiv e ly  rem ain ing  w ithin 
h is  own half of h is  room, Hauke Haien does not. He dec id es  to  c o n s tru c t  

a new dyke  beyond  th e  old one, reclaim ing new land from  th e  sea  -  

m uch a s  if Jakob  had  laid claim to  more th a n  h is fa ir  s h a re  of th e  

g a r r e t  by  d raw ing  h is ch a lk -lin e  w ithin th e  jo u rn ey m en ’s half. And if 

J a k o b ’s accep tan ce  of th e  ex isting  b o u n d ary  re f le c ts  h is m orality , th en  

th e  new ex ten d ed  dyke can be seen  as th e  p ro d u c t of th e  dyke  g r a v e ’s 

a rro g a n ce , h is  »Ehrsucht«^^®, I t  even  becomes a  p ro je c tio n  of h is 
im m ortality: »Der H auke-H aien-D eich, e r  soil schon h a lte n; e r  w ird  es 
noch nach  h u n d e r t  J a h re n  tun!«. »In seinen  G edanken w uchs fa s t  d e r  

neue Deich zu einem a ch ten  W eltwunder; in  ganz F ries lan d  w ar n ic h t

H auke’s p lans do in fa c t specifica lly  involve th e  damming of th e  
p rie l.

Sç him m eireiter» 753.
Schim m elreiter, 752.
Schim m elrei te r ,  710.

^48 S ch im m elre ite r. 680.
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seinesgleichenl^^"*®, he th in k s . The reclam ation of more land , th e  
a d ju s tm e n t of th e  b o u n d a ry  to  man’s and  H auke’s own b en e fit, th e re fo re  

p o sse sse s  an e th ica l dim ension, as ex isting  moral and  sp a tia l lim its a re  

ag a in  ig n o red . His re je c tio n  of local ideas ta k e s  sp a tia l form  as  he 

c a r r ie s  o u t h is  p lans a g a in s t th e  w ishes of th e  comm unity. Like th e  old 

h ouse  in  Die Schw arze So inne th e  old dyke  becomes th e  p ro je c tio n  of 

»S itte« , of th o se  tra d itio n a l va lu es  adv o ca ted  by  th e  local com m unity; in 

b u ild in g  th e  new dyke beyond th e  old one Hauke re n d e rs  its  
p re d e c e sso r  o b sele te  an d  re d u n d a n t, as is  th e  case  w ith  G o tthe lf’s new 

house. This new dyke also  am ounts to a re je c tio n  of th e  old one 
th ro u g h  its  new, im proved d esign  and  p ro file , re fle c tin g  th e  ra tio n a lis t  

d y k e g ra v e ’s d isd ain  fo r th e  p a s t w ith its  ig n o ran ce  an d  wild 

s u p e rs tit io n s . The b a ttle  betw een old and  new, p a s t  an d  fu tu r e ,  is  
again  p ro je c te d  in to  hum an co n stru c tio n s , a c ted  o u t in  space .

H auke’s fa ilu re  to  p ro te c t  th is  old dy k e  a lso  has  a  e th ica l 

dim ension. A lthough it  is  w eakened by ro d e n t-b u r ro w s  he fa ils  to  o rd e r  
th e  n e c e s sa ry  re p a irs . When th e  m ajor storm  blows u p  a t  th e  end  of 
th e  Novelle th is  dyke is b reach ed , th e  land  flooded an d  Hauke an d  h is 
fam ily drow ned. He n eg lec ts  h is d u tie s  as dyke  g ra v e , a  fa c t reco g n ised  

bo th  b y  him self -

»Er alle in  h a tte  die Schw ache des a lten  Deichs e rk a n n t; e r  
h â tte  tro tz  alledem das neue Werk b e tre ib e n  m iissen; "H err 
Gott, ja  ich b ekenn  e s" , rie f e r  p lo tz lich  la u t in  den  S turm  
h in au s , "ich habe m eines Am te s  sch le c h t gewartet!«^®°

-  and  b y  th e  local community:

>"E uere Schuld , D eichgraf!" sch rie  eine Stimme a u s  dem 
H aufen: "E uere  Schuld! Nehmt’s mit v o r G ottes Thron!"<^®^.

Again moral sign ificance  is  p ro je c ted  in to  m an’s re la tio n sh ip  w ith  a 

b o u n d a ry  in  space. H auke’s moral w eakening  is sym bolised by  th e  

e rosion  of th e  dyke, indeed  ultim ately  by  i ts  b reach , ju s t  as th e  

im m orality of the  m asses in  Der Arme Spielm ann is re f le c te d  in  th e ir  

c ro ss in g  b o u n d arie s  on th e  way to the  fe s tiv a l. A ttem pts to p re s e rv e  o r 
re in fo rce  ex istin g  sp a tia l b o u n d a rie s  become th e  ex p ress io n  of moral 
c h a ra c te r , th e ir  re je c tio n  th e  spa tia l c o rre la te  of gu ilt.

j49 s.chimmelrgi.ter., 725. 
.Sc.himm^IrQit br, 751.

750.
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B ut H auke’s fa ilu re  to re p a ir  th e  old d y k e  is on ly  a  symptom of 

h is  e s se n tia l gu ilt. For his a rro g a n ce , h is  d isd a in  fo r local tra d itio n s  

a n d  h is  decision to  bu ild  th e  new dyke, » das neue  Werk d e r  

Menschenhande^:^®^, have d iv ided  th e  com m unity, costin g  him th e  su p p o r t  

he n eed s  to  c a r ry  o u t h is d u tie s  e ffec tiv e ly  a n d  e ffec tiv e ly  culm inating 

in  a  re je c tio n  not un like  th a t su ffe re d  by  G rillp a rz e r’s musician^®®. 

W orn-out by  th e  co n s tru c tio n  of th e  new d y k e  th e  local people r e s is t  

H auke’s re q u e s t fo r  help in  re s to r in g  th e  old one. The new d y k e  has  

b een  b u ilt a t  th e  expense of local u n ity  an d  i t  is  th is  la rg e ly  se lf-  

im posed underm in ing  of h is  own in fluence  th a t  u ltim ate ly  leads to  the  
b re a c h , th e  flood and  th e  final c a ta s tro p h e . The b reach  of th e  dyke 

th e re fo re  comes to  re f le c t th a t  r i f t  th a t  o c c u rs  w ithin th e  com m unity, 
th e  g u lf betw een Hauke and  th e  common peo p le , h is  fa ilu re  to  reconcile  

h is  new sc ien tific  m ethods w ith th e ir  tra d itio n a l v a lu es  an d  beliefs. I t  
is  th e  ru p tu r e  betw een Hauke and  th e  com m unity, th e  incom patib ility  of 

new  an d  old, th a t  leads to  d isa s te r . W eakened by an in te rn a l f is su re , 

u n ab le  to  ju s t ify  its  own conflic ting  n eed s, th e  community can n o t 

p ro te c t  its e lf  and  becomes v u ln e rab le  to th e  flood. R ogers has r ig h t ly  
followed th is  a rg u m en t to i ts  logical conclusion , a s s e r tin g  th a t  Hauke »is 

th e  new d y k e , th e  community is the  old«^®"*. The fac t th a t  th e  b reach  
o ccu rs  a t  th e  v e ry  ju n c tu re  of th e  old and  new  dykes a p p e a rs  to  
confirm  th e  symbolism.

This »parallelism « betw een th e  com m unity and  th e ir  c o n s tru c tio n s  
is  th e  same a s  we have seen  in the  R es tau ra tio n  Novelle. The old house  
and  w indow -post in Die Schw arze Sninne becam e an p ro jec tio n  of th e  

g ra n d fa th e r ’s beliefs and  values. The c a s tle  in  Der Hochwald becom es a  

m irro r-im age of C larissa , th e  fall of th e  c a s t le ’s d e fences a  para lle l to  

h e r  in ab ility  to  r e s i s t  Ronald’s passions. A lthough Der Schim m elreiter 

was w ritte n  much la te r  -  in 1888 -  its  ro o ts  a re  know n to go back  to  
th e  B iederm eier p e riod  when Storm was -  like  many of h is 

con tem p o raries  -  invo lved  in compiling co llections of local leg en d s. In  

w ritin g  th is  la s t  g re a t work th e  dying  Storm  may have been  reach in g  

back  to  h is fo rm ative y ea rs  to  make one fin a l s ta tem en t ab o u t h is  life.

gçhimmglr.site.r, 724.
^^2 Hig m arg inalisation  is conveyed by h is  c h a ra c te r is t ic  position  on th e
1 R A R ogers, T erence  John: T echn iques of Solipsism . A S tu d y  of T heodor 

S torm ’s N arra tiv e  Fiction (Cam bridge, 1970), 192-3.
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pow erfu lly  d raw ing  to g e th e r  th e  c re a tiv e  im pulses of h is w ritin g  in  th e  
image of d y k e -c o n s tru c tio n  as  a  c o n c e n tra te d  symbol of human 

ach ievem en t an d  failing . The m otifs of b u ild in g  and  of b o u n d a rie s  po in t 

back  s tro n g ly  to  th e  1840s, and  th e  im agery  of man’s s tru g g le  a g a in s t 

th e  flood to  Der Arme Spielm ann in p a r tic u la r . In deed , many of S torm ’s 

m otifs, bo th  sp a tia l and  o th e rw ise , seem to  be a n tic ip a ted  in  G rillp a rz e r’s 

Novelle, an  in fluence  w hich has seem ingly  been  neg lec ted  in  a sse ssm e n ts  

of D er..Schimmelr$ iWr^^^.

In  th is  re s p e c t Jakob  a p p e a rs  a s  a  k ind  of B iederm eier Hauke 

Haien, try in g  to  re in fo rce  th e  dyke  fo r  th e  sak e  of bo th  o th e rs  an d  
him self. The d iffe ren ce  betw een H auke an d  Jakob  is th a t  Jakob  affirm s 
ex is tin g  sp ace  w hereas Haien -  like Ronald in Der Hochwald and  th e  

k n ig h ts  in  Die Schw arze Sn inne -  w an ts  to  change  it. W hereas th e  poor 
m usician a cc e p ts  th e  am ount of space  g iv en  to  him, Haien is d is sa tis f ie d , 

w an ts  to ex ten d  th e  lan d  availab le  to  him and  h is  community. In  
Ja k o b ’s te rm s, as  in  th e  view of H auke’s F ries ian  com m unity, th e  
d y k e g ra v e  is g u ilty  and  will have  to  an sw e r fo r i t  in  heaven: while th e  
m usician th in k s  he know s w here  to  d raw  th e  line, Hauke Haien -  in 
b u ild in g  th e  new dyke beyond  th e  o ld  one -  is  lite ra lly  o v e rs te p p in g  

th e  m ark.

4.12 CONCLUSIONS

Der Arme Soielm ann c a s ts  an  e lu siv e  spell. I t  p re s e n ts  an  
en v iro n m en t c o n sta n tly  in  flux, a  milieu w hose su b tle  m odulations g ive it 

a cham eleon-like a llu re . The c a rn iv a l a p p e a rs  as a  flood and  rev o lu tio n . 

The c ru d e  s t r e e t  e n te r ta in e r  a t  th e  fe s tiv a l is in  re a lity  a m issionary . 
The n a r r a to r ’s v is it  to  th e  Spielm ann’s room is tran sfo rm ed  in to  a  meal. 

The commercial v e n tu re  tu r n s  in to  an  exh ib ition  of pub lic  condem nation.

Compare, fo r  example. Mu Han, Boyd: ^ C h arac te risa tio n  and  N arra tiv e  
T echn ique  in G rillp a rze r’s Der Arme Soielm ann and  S torm ’s Ein 
S tille r  M usikant. In  German Life and  L e tte rs  (44, 1991), 187-197.
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in  a  w orld  w hich a p p e a rs  de lica te ly  balanced  on th e  horizon , tro u b lin g  

th e  im agination a s  i t  g lides p re c a rio u s ly  beyond  th e  r e a d e r ’s g ra sp ,

G rillp a rz e r’s p ro se  is b o th  y ie ld ing  and  re sp o n s iv e , a  delicate  

te x tu re  of sym bolic la y e rs  w oven to g e th e r  in  a  re fin ed  p rism atic  

in te ra c tio n . He o ffe rs  a n a r ra tiv e  in which e v e ry th in g  seem s to  have 

more th a n  one level of m eaning w ith in  th e  b ro a d e r  co n tex t of th e  

Novelle. Visual image, c o v e r t lin g u is tic  and lite ra l symbolism combine 

w ith  re a lis tic  d e sc r ip tio n  in  a d e lig h tfu l in te rp la y  of ideas in  w hich no 

one s tr a n d  p redom ina tes. Im agery  p o sse sse s  a  n a r ra t iv e  fu n c tio n , much 

a s  i t  does in  p a in tin g ; much of w hat is  h ap p en in g  is im plicit, 

u n o b tru s iv e  an d  u n d e rs ta te d  in  a  w ork w here  so little  seems to  be said  
an d  w here  so m uch of th e  m eaning is sublim inal.

Nowhere is  th is  e lu s iv en ess  more p e rsu a s iv e ly  p re s e n t  th a n  in ,  , 
J a k o b ’s d ea th . Having saved  th e  c h ild re n  h is  lan d lo rd  rem em bers his 
docum ents and  money:

»als sich  ganz z u le tz t ze ig te , daB mein Mann seine 
S te u e rb iic h e r  u n d  die p a a r  Gulden P ap ie rg e ld  im 
W andschrank  v e rg e ss e n  h a tte , nahm d e r  Alte ein Beil, g ing  
in s  W asser, das ihm schon  an die B ru s t re ic h te , e rb ra c h  den 
S ch ran k  u n d  b ra c h te  a llés treu lich <  [79].

This may be seen  a s  p a r t  of a wholly u se le ss  r itu a l, an  a b su rd  reflex , 
cond itioned  by  y e a rs  of equally  u n rew ard ed  en d eav o u r, th e  conform ity  

to  th e  a p p ea ra n ce  r a th e r  th a n  th e  rea lity . The scene  rem ains th e  

» d ea th  of a  fooK^®®, th e  r e s u l t  of a  » to rich ten  H andlung, die an s  

A bsu rde  grenzt<K^®^, u ltim ate ly  »sinnlos«^®®. But echoes from o th e r  

ep isodes in J a k o b ’s life also  re s u rfa c e  h e re , d raw n to g e th e r  as  th e  

Novelle a p p ro a ch e s  i ts  conclusion . As has been  seen , Jak o b  had  t ru s te d  
h is f a th e r ’s s e c re ta ry  to  d ep o sit th e  money fo r  h is b u s in e ss  v e n tu re  
w ith th e  co u rts :

»Ich gab das e rfo rd e r lic h e  Geld, lieB mir a b e r , schon 
v o rs ic h tig  gew orden , eine H an d sch rift d a r iib e r  a u ss te llen .
Die K aution f ü r  die A n sta lt, die ich  g le ich falls  vorschoB, 
sch ien , obg le ich  b e tra c h tl ic h , kaum d e r  Rede w e rt, da sie 
bei den  G erich ten  h in te r le g t  w erden  muBte, und  d o r t  mein 
blieb , a ls  h â tte  ich  sie  in  meinem S ch ran k en  [67].

156 S te rn , op. c it., 67.
Von Wiese, op. c it., 151.

158 P au lsen , W olfgang: »Der Gute B ü rg e r Jakob . Zur S a tire  in
G rillp a rz e r’s "Armem Soielm ann"«. In  Colloouia Germ anica (2, 1968), 
288.
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B ut w hen he goes to  re tr ie v e  i t  he finds th a t  th is  »S chrank«  is em pty. 

In  re sc u in g  h is  la n d lo rd ’s p o ssess io n s  he a p p e a rs  to  be re -e n a c tin g  no t 

on ly  th e  fe s tiv a l scene  b u t also th e  scene a t  th e  c o u rts  -  no t le a s t as 

th is  »W andschrank«  [79] con ta in s p ap e rs , money which is a lso  »kaum d e r 

Rede w ert< [67], an d  3>Steuerbiicher« [79], an  oblique re fe re n c e  to  »das 

e rfo rd e r lic h e  Geldc. In  h is  de term ination  to  re sc u e  th e  g a rd e n e r ’s 

money and  p a p e rs  from his »Schrank« , Jakob  may be su b co n sc io u sly  

try in g  to  redeem  th a t  fo o lishness which led him to  d isap p o in t B arb ara  

and  cu lm inated  in  h is social decline and a lienation . Backmann 
p e r t in e n tly  com m ents th a t  th e  term inology of th e  re scu e  -  » e r g ing  in s  
W asser...b rach te  a llés treulich4: -  su g g e s ts  th e  d e sc rip tio n  of a  loyal 
dogi59^ But th e  w ord » treu lich «  also po in ts  back  to  th e  s e c re ta ry ’s 

u n sc ru p u lo u s  d is lo y a lty , re in fo rc in g  the  Hnk betw een th e  two scenes. 
Jakob  may be t ry in g  h o t only to  repait* th è  hah ni ih flic ted  upon him b u t 
a lso  sym bolically  a to n in g  fo r th e  fa u lts  of h is  p a r tn e r  -  an  a c t of 
redem ption  on b eh a lf of a  c o r ru p t  world.

The lin k s  betw een  th e se  two scenes can  be expanded  fu r th e r .
The old man -  who loses his in h e ritan ce  b ecause  he » h a tte  keinen  
Schein<X -  is d e scen d in g  in to  th e  w ater to  re c o v e r  »Scheine<? For in 
re sc u in g  » P ap ie rg e ld ^  -  an uncom fortable form ulation from his excited  

and  b re a th le s s  lan d lad y  -  th is  is p rec ise ly  w hat he is doing. Is  he no t 

try in g  to  re sc u e  th e  »Schein<*: which was n e v e r  s e n t to  him? In d eed , a 
f u r th e r  synonym  of 3>Papiergeld< m ust sp r in g  to  mind -  »Noten«. In  

re tr ie v in g  th e  »Noten« from th e  safe Jakob is  also  re -e n a c tin g  h is in itia l 
v is it  to B a rb a ra ’s shop. This tech n iq u e  of u s in g  s u b s t i tu te  w ords w hich 

was seen  -  ag a in  w ith p a p e rs  -  in th e  scene  w here  Jakob  ap p ro ach ed  
B arb ara  in  th e  c h an c e ry , len d s  a f u r th e r  dim ension of s ig n ifican ce  to 

J a k o b ’s d ea th . The logic ex is ts  in th e  sec o n d a ry  m eanings of th e  

lan g u ag e  an d  h as  to  be decoded by th e  re a d e r , while th e  naive Jakob  -  

who ta k e s  e v e ry th in g  lite ra lly  and  a t face va lu e  -  again  a c ts  in 

acco rd an ce  w ith  th e  image r a th e r  th an  w ith th e  rea lity . The academ ic 

fa ilu re  flees to  an  im poverished  p a ra d ise  of p r iv a te  a r t  -  a  w orld which 
is in th re e  s e n se s  »ohne N oten t [51],

This in tu r n  po in ts  to one fu r th e r  association . Why is th e  devou t 

m issionary  re sc u in g  ta x -le d g e rs , » S teu e rb ü ch er« ?  Again s ign ificance  lies 

in th e  sec o n d a ry  m eaning of th e  w ords -  th e  d isarm ing  connection

Backm ann, HKA. Abt. 1, XIII, 350.
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betw een  w ater and  »Steuer<? The old pedagogue  -  whose a tte m p ts  p rove  

a b o rtiv e  to  change  th e  d irec tio n  of th e  people a s  th e y  m isgu ided ly  

s tream  to w ard s  th e  licen tious and  rev o lu tio n a ry  carn iv a l -  may see th e  

» S teu e r-b u ch <  as a  kind of nav igational gu ide , and  th e re fo re  h is  own 

te a c h e r ’s manual. Jakob d escen d s  in to  th e  c o r ru p t  w a ters  of » das Volk« 

in an  a ttem p t to  make good bo th  th e  peop le’s and  h is own fa ta l flaws^®®.

And y e t, th is  by no m eans ex h au s ts  th is  scen e ’s p o ten tia l. The 

f i r s t  re sc u e  becomes h is sa lv a tio n  of th e  in nocen t, of th e  ch ild re n  who -  

s till  u n c o rru p te d  by  th e  w orld in which th e y  live -  a re  no t ta in te d  by 
g u ilt. On th is  occasion Jak o b ’s d e sc e n t of th e  s ta irs  becomes th a t  of 

th e  angelic  m essengers  who gu ide  th e  in n o cen t up  Jaco b ’s la d d e r . The 

realm  below -  th e  domain of th e  immoral 3>Volk<K -  becomes th e  w orld of 
sin , of fa llen  man, and th e  r is in g  of th e  w a te rs  divine re tr ib u tio n ; fo r 
a s  B irre ll h as  poin ted  ou t, th e  b a rb a r ia n s ’ » d ea th s  in th e  flood m ust 

seem to him th e  ju s t  pun ish m en t of an  o u tra g e d  God<^®^. On th e  o th e r  
hand  h is second descen t, th e  »salvation<  of th e  money and  
p a p e rs , becomes Man’s, indeed  Jak o b ’s, »Fall from Graced -  m an’s 
d e se rtio n  of th e  sac red  sp h e re  of »das HoheC fo r th e  tem p ta tions of 
m aterial ex istence.

Or again , if »das Volk^ is  an  image of Jakob -  specifica lly  of his 

music -  and  th e  flood a t th e  end  a re -e n ac tm e n t of th e  o p en ing , th e n  
th is  rea l flood m ust also be a  re flec tio n  of th e  old m an’s u n co n tro lled  

a r t .  Like h is  fellow a r t i s t  Sappho, Jakob is also re tu rn in g  to him self, 

3>zuriickgekehret zu den (Seinen)^^®^. In  th e  symbolism of P er Arme 

Soielm ann he fa lls  victim to h is  own c re a tiv ity . The demise of th is  

consc ien tious o b jec to r to  life becomes th e  su icide  of som ebody who can 

take  no more -  th e  p h ra se  »bis an  die B ru s t re ich te^  im m ediately evokes 
»bis zum Hals re ichen«  - ,  in w hich case h is end  rea lly  is a 
»w iderliche(s) VergehenC [43], an  aw ful death . The shadow s of c ru c ia l 

ep isodes an d  motifs in te rs e c t in  th is  dram atic scene in oblique, 

m odulated form s to re n d e r  th e  old man’s a b su rd  death  deep ly  

m eaningful.

160 Yhe image of an old man d ire c tin g  people away from d a n g e ro u s  
w a ters  was adop ted  by  S ti f te r  in K alkste in .

B irre ll, op. c it., 570.
1^2 Abt. 1, I, 373.
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But J a k o b ’s d ea th  is no t only  e lu siv e ly  am bivalen t, a  g en u in e  

v o rte x  of im plicit po ten tia l; i t  is also  th e  occasion w hen e v e ry th in g  in 

th e  Novelle is stood  upon its  head . Jakob  and  »das Volk^ may be 

moving in opposite  d irec tio n s , b u t on th is  occasion i t  is  th e  people  th a t  

a re  moving u p w ard s , away from th e  flood, and  Jakob , dow nw ards in to  it. 
Now in th is  final scene Jakob , iron ica lly , f in d s  h is  u ltim ate  in te g ra tio n  

in to  so cie ty  an d  th e  people become th e  »A bgeschnittene4: [78]. The 

analog ies betw een  Jakob  an d  »das Volk« reach  th e ir  ap o th eo sis  a s  th e  

two exchange ro les. Jakob  d escen d s  in to  th e  w a te r to  re sc u e  an  

in s ig n ific a n t am ount of th e  one th in g  th a t  has o th e rw ise  been  m arginal 

to  him and  c e n tra l to  th e  m asses: money. A N ietzschean  »U m w ertung 

a lle r Werte< o ccu rs  as e v e ry th in g  th a t  had  a p p ea re d  t ru ly  co n seq u en tia l 

a p p e a rs  m eaning less an d  e v e ry th in g  th a t  had  been  c o n s id e red  
ù n im ^ r tà n t  becom es s ig n ific an t -  all in th e  cb n tek t of a  Work in  w hich 
e v e ry th in g  a lre a d y  a p p e a rs  »doppelbodig<K^^^.

E v e ry th in g  th a t  o c cu rs  in th e  re a l flood is n o t on ly  a  p a ra lle l to 
th e  e v en ts  of th e  sym bolic flood a t  th e  b eg in n in g  b u t s im u ltan eo u sly  its  
opposite , a  p e rv e rse  d is to rtio n . The evalua tion  again  ch an g es  because  

Ja k o b ’s m otives c o rre sp o n d  to th e  image r a th e r  th a n  th e  re a lity . Only 
w hen th e  m etaphor of th e  flood becomes re a lity  do h is  ac tio n s  become 

accessib le  to  th e  m asses. But it  is re a lity , no t th e  m usician, th a t  is 
fo rced  to  conform . Only th e n  can th e re  be »E inheit in  se in e (r)  

L eistungC

At th e  same time th e re  is a  te r r ib le  -  and  i t  m ust be said  -  

d e lig h tfu l iro n y  involved , fo r th e  Novelle is c o n s tru c te d  acco rd in g  to  a 

g leefu l a n ti th e s is  and  paradox . Jakob  who alw ays ach iev es  th e  opposite  

of w hat he in te n d s , now does e v e ry th in g  th a t  he h as condem ned. 

W hatever he a ttem p ts  h e re  illum inates th e  o th e r  s id e  of h is  p e rso n a lity , 
th e  side  he is u su ally  t ry in g  to com bat, as th e  two a b s u rd  poles of 

J a k o b ’s be ing  a re  su sp e n d e d  a g a in s t a backc lo th  of w ilful p e rv e r s i ty .

This p e rv e r s i ty  is more th an  su s ta in e d  by  th e  d e sc rip tio n  of the  

poor m usician’s fu n e ra l:

»da fin g en  a b e r  u n te n  die P osaunen  an  zu b la se n ,..d e r  Zug
se tz te  s ich  in Bew egung. Voraus die S c h u lju g en d  mit K reuz

K rotkoff, op. c it., 349.
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u n d  Fahne, d e r  G eistliche mit dem K irchend iener...D er Mann 
bew egte  u n a u sg e se tz t, als in  A ndacht, die L ippen, sah  a b e r  
dabei lin k s  u n d  re c h ts  um sich ...«  [80].

This scene  co n v ey s Ja k o b ’s posthum ous accep tan ce  in to  »das Volk«: 

>D urch die E r re t tu n g  w ird es dem arm en Spielm ann moglich, s ich  in  die 

R e s ta u ra tio n sg e se llsc h a ft zu re in te g r ie re n .. .In  d e r  Bew egung des 

L eichenzuges w ird  Jak o b s  R ein teg ra tio n  in  die G esellschaft s in n fa llig  v o r 

A ugen geführt«^®^. And th is  new c o n cu rren c e  is also re fle c ted  in  space. 
F o r th e  f i r s t  time in  h is life he is p re se n te d  a t  a  »Mitte^ -  » d e r S a rg  in  

d e r  Mitte^C [79-80] -  on th is  occasion along w ith  B arb ara  and  h e r  

children^®®. He is a lso  moving in th e  same d irec tio n  as th e  people. 

In d eed , th e  pace of th e  fu n e ra l is -  like J a k o b ’s n a tu ra l sp eed  -  slow. 
The end  of th e  fu n e ra l sees ev e ry b o d y  r e tu r n  to  th e  house in  th e  

G a rtn e rg asse , an  im itation  of Ja k o b ’s r itu a l »Heimkehr4C. In  d e a th  th e  

m usician  has th e re fo re  been reconciled  w ith th e  m asses. T heir 

m ovem ents h e re  te s t ify  to th e ir  new a lleg iance.

B ut th e  im ages p re se n te d  also  p o in t to  a  f u r th e r  la y e r  of m eaning. 
F or Ja k o b ’s m usical m artyrdom  also cu lm inates in  a  tem p o ra ry  co n v ersio n  
of th e  » b a rb a ria n s<  who -  com plete w ith th e ir  »Buch« [80], tru m p e ts  

b la rin g  and  b a n n e rs  ra ise d  -  tak e  up  th e  c ro s s  on h is b eh a lf in  a 
d em onstra tion  w hich s im ultaneously  tra n s fo rm s  h is  d ea th  in to  a  sym bolic 
re s u rre c tio n . This m usical ap o stle  am ongst th e  h e a th e n s  has a t  la s t  

ach ieved  h is p u rp o se  in  life: th e  fool becom es »a k ind  of new C h ris t-  

figure^^®® who h as  d escen d ed  from heaven  to  re scu e  m ankind, an d  th e  

w oeful fu n e ra l p ro cess io n  is tran sfo rm ed  in to  a  tr iu m p h an t c ru sa d e . Or 

th e n  again  is th e  p ro cess io n  -  as  » d e r a lte  Spielm ann w ar 
b eg rab en «  [80] -  no t lite ra lly  a  »Spielm annszug«, one of th o se  sp ir i te d  

and  co lou rfu l mobile o rc h e s tra s  w hich can  s till be seen  in G erm any 

today? Again th e  image su s ta in s  th e  paradox .

Ja k o b ’s re v a lu a tio n  also  f in d s  f u r th e r  th e a tr ic a l  ex p ress io n  in  th e  

Novelle’s fin a l scen e  w here th e  n a r ra to r  t r ie s  to  p u rc h a se  J a k o b ’s violin. 

B arb ara  im m ediately locks th e  in s tru m e n t in th e  d raw er an d  tu r n s  h e r  
face aw ay from  th e  n a r ra to r :

B ahr, op. c it., 308-309. Compare also Heine, op. cit.
He is a lso  in  th e  m iddle of th e  p ro cess io n , fo r  h is coffin  is p re c ed e d  

b y  sch o o lch ild ren  and  th e  c le rg y , followed by B a rb a ra ’s son and  
d a u g h te r  an d  th e n  by B arb ara  and  h e r  b u tc h e r  h u sb an d .

L indsey , op. c it., 286.
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»Da n u n  zu g le ic h e r Zeit die Magd mit d e r S uppe e in tra t  
u n d  d e r  F le isch er, ohne sich  d u rc h  den  B esuch s to re n  zu 
la sse n , mit la u te r  Stimme sein  T isch g eb e t anhob, in das die 
K inder ge llend  einstim m ten, w ü n sch te  ich g e seg n e te  M ahlzeit 
u n d  g ing  z u r  T iire  h inaus. Mein le tz te r  Blick t r a f  die F rau .
Sie h a tte  s ich  um gew endet, u n d  die T ranen  liefen ih r  
strom w eise iib e r  die Backend [81].

This la s t  com m entary on th e  poor m usician is  d isp layed  g rap h ica lly  on 

B a rb a ra ’s face. The co n v ersio n  a p p e a rs  to have held. »Das Volk« has 
now rea lised  J a k o b ’s t r u e  w orth  an d  th e  te a r s  g u sh  down h e r  ch eek s 

like  Ja k o b ’s u n co n tro lled  music. And y e t th e re  is a f u r th e r  dim ension, 

one w hich g iv es  th e  scene  a f u r th e r  sym bolic legitim acy while 

re in fo rc in g  th e  » rea lis tic«  in te rp re ta tio n . At th is  suprem e moment of 
ten sio n  in  th e  Novelle, A u s tr ia ’s na tiona l d ram a tis t h as  th e  maid e n te r  
w ith  th e  soup! The d ish  th a t  is b ro u g h t in a f te r  the  s in fu l de luge  and  

a t  th é  V ery end  of P e r Arme Snielm ann a Novelle in w hich  food has 

alw ays been  a sso c ia ted  w ith »das Volk<^^^ -  is lite ra lly  >das le tz te  
G ericht« , la s t  meal an d  la s t  ju dgem en t. In  a  final a c t of p e rv e r s i ty  

G rü lp a rze r tra n s fo rm s  food, th e  one e n ti ty  th a t  has been  c o n s is te n tly  
asso c ia ted  w ith  th e  p ro fan e  world of th e  m asses, in to  a re lig io u s  
enactm ent. Again lite ra l symbolism com bines w ith v isu a l symbolism to 
su s ta in  n a r ra t iv e  ten sio n . Divine and  hum an evaluation  coincide fo r  th e  
f i r s t  an d  la s t  time in  th e  Novelle, as th e  n a r r a to r ’s an th ro p o lo g ica l 
a p p e tite  is fin a lly  sa tis f ied  and  th e  s t r a n d s  of re lig ious an d  c u lin a ry  
im agery  d raw n  o b liq u e ly  to g e th e r.

N ev erth e le ss , th is  cameo rem inds th e  re a d e r  th a t  scen es  like 

Ja k o b ’s in itia l ap p ro a ch  to B arb ara  in th e  c h a n c e ry  and  h is 
condem nation a t  th e  c o u r t a re  le ss  th a n  p e rsu a s iv e  c rea tio n s . 

G rillp a rz e r’s so u p  may a t  le a s t be p lausib le , if ug ly , b u t B a rb a ra ’s 

dem and fo r p a p e r  to  p u t  u n d e r  h e r  cakes a p p e a rs  s lig h tly  rid icu lo u s , as 
does Ja k o b ’s decis ion  to  wait o u ts id e  th e  c o u rt -  n o tw ith s tan d in g  his 

g en era lly  illogical m ovem ents. W hereas th e  fina l scene  can s till be seen  

as conform ing to  a  R ealist tra d itio n  th e  sym bolic dim ension of th e  o th e r  

two ep isodes b u r s t s  th e  bounds of »norm aK  n a rra tiv e . The realism  does 

no t succeed  in cam ouflaging th e  th e a tre  w ith th e  re s u l t  th a t  th e  scen es  

rem ain c o n tr iv e d , le ss  th a n  conv incing  jo k es  on G rillp a rz e r’s p a r t  -

Compare H overland , op. cit.
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p re su m ab ly  th o se  p a r ts  of th e  Novelle w hich Kafka rid icu led  as  be ing  

»zum S te rb e n  Geziertes^^®®.

The w orld  p re s e n te d  in  Der Arme Snielm ann is deep ly  am bivalent, 

one in  w hich som ething positive  is alw ays balanced  by  som ething  

n eg a tiv e . In  e v e ry  scene  th e  re a d e r  is rem inded  of th e  p o ten tia l of 

o p p o s ite s , o f th e  su d d e n  tran sfo rm a tio n  of harm ony in to  d isso n an ce  and 
v ice  v e rs a . This is a  domain in w hich e v e ry  smile b e a rs  th e  seed  of 

t r a g e d y , e v e ry  th r e a t  th e  germ  of rew ard , a  cycle of n ig h tm arish  

in s e c u r i ty  th a t  u ltim ate ly  com pares w ith  an y  of K afka’s incom prehensib le  

w orlds. T his e lu siv e  re a lity  can also  p u n ish . I t  can  tu r n  a ro u n d  and  
c o n fro n t man in  an  e n tire ly  d if fe re n t form, w ith an alm ost im puden t 
ease . R eality  becom es a  d is tu rb in g ly  c o n tra ry  soulm ate in  an  

a u to b io g ra p h y  w here  th e  Fall from Grace ta k e s  th e  form of a  baptism . 
P aradox  is  in h e re n t  in  th is  stream  of co n sc io u sn ess , as Ja k o b ’s s to ry  
p re s e n ts  th e  sublim e as  a b su rd , th e  tr iv ia l as  deep ly  m eaningful and  th e  

jo y o u s  a s  p o ten tia lly  d e v as ta tin g .

If S ti f te r  could claim th a t  Der Hochwald »gehe im milden RedefluU 
fo rt« , G rillp a rz e r’s flow of th o u g h t is r a th e r  more tro u b led . A m yriad of 

a p p a re n t  c o n tra d ic tio n s  inform s even  th e  open ing  description^®®. This is 
a w orld  in w hich th e  fe s tiv a l -  » le ider, o d e r g lück licherw eise , wie man 
e s  nimmt« [39] -  on ly  la s ts  two days, a  realm  in which in te g r i ty  and  
d iv ision , joy  an d  sad n e ss  and  opposition  and  concord  coincide, a  re a lity  

w hich like th e  sh o p k ee p e r alw ays a p p e a rs  to  have two faces, one 
welcoming an d  one th re a te n in g . If »so wie< is th e  keyw ord  of Der 

H ochwald. »un d  doch« -  »die d ü rf tig e  u n d  doch edle G esta lts  [41] -  is 

v e ry  much th e  logo of Der Arme Spielm ann. th e  p h ra s e  th a t  th e  re a d e r  

fee ls  com pelled to  in s e r t  a t  each s tag e  of th e  n a rra tiv e  and  p a r tic u la r ly  

w ith in  th e  fram e.

Kafka: B riefe  an Milena. H rsg. von J u rg e n  Born und  Michael Müller. 
F ra n k fu r t ,  1983, 108-9.

»Das Volk b e su c h t es u n d  g ib t es se lb s t«  [37]; »Da i s t  keine 
M dglichkeit d e r  A bsonderung ; w en ig sten s  v o r e in igen  J a h re n  noch 
w ar keine«  [37]. »Ein neu  H inzugekom m ener fan de die Zeichen 
b ed enk lich . Es is t  a b e r  d e r  A u fru h r d e r  F reude«  [37]. Even th e  
w a te r m etaphor is g ro te sq u e ly  mixed. As G rillp arze r in tro d u c e s  th e  
Novelle th ro u g h  th e  d e sc rip tio n  of th e  people he ro c k s  th e  re a d e r  
unco m fo rtab ly  from side  to s ide, p lacing  him in a  boat th a t  
s t ru g g le s  to  keep  an  evel keel on th e  »w ogende Menge«.
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People a re  alw ays tu rn in g  in G rillp a rze r’s fic tion . When B arb a ra  

is f i r s t  in tro d u ced  » tra t  (sie) in  ein P fo rtch en  in  d e r  Ecke des Hofes, da 

wohl e in  Backofen in ne se in  m ochte...Nach e in e r  Weile kam sie 

zurück4: [56]. When she s lap s  Jakob  she  »w irbelte  wie e in  K reisel um 

sich  se lb s t«  [69]. Her fa th e r  tu r n s  as he r e - e n te r s  th e  shop  -  »Da 

p o lte r te  d e r  V ater w ieder zu T iire he re in ^  [61] -  as do b o th  Jak o b  and 

th e  n a r r a to r  a t  th e  festival^^®. The v o lte -face  a t  th e  v e ry  end  of th e  

Novelle -  w here B arb ara  and  th e  n a r ra to r  tu r n  to  face  each  o th e r  -  

a p p e a rs  deep ly  symbolic in  th e  m idst of th is  d is tu rb in g  am bivalence.

The ro ck in g  of th e  re a d e r  to and  fro , th e  ro ta tio n s  of th e  c h a ra c te rs , 

th e  su d d en  re v e rsa ls  th a t  d iv ide Jak o b ’s au to b io g ra p h y  in to  segm en ts  -  
all of th e se  convey  th e  u n p re d ic ta b ility  of a  w orld w hich is c ap ric io u s  

b u t  n e v e r unequivocal, in h e re n tly  c o n tra d ic to ry , like a  pendulum  alw ays 
co n ta in in g  th e  th r e a t  of in v e rs io n .

But th e  final tab leau  -  w ith th e  two f ig u re s  coming face to  face -  
a lso  rem inds th e  re a d e r  one la s t time th a t  th e  dom inant them e of th is  
Novelle is no t only one of re v e rsa l, b u t one of looking in w ard s . This is  
an  en v ironm en t in which people u ltim ately  a p p e a r  to be in  a  s e c re t  

communion w ith them selves. Jakob  e ffec tiv e ly  te lls  him self h is  life -  

s to ry ^ ’  ̂ -  »Mdchte ich mir*s doch se lb s t einmal w ieder erzah len<  [50] -  

and  le a rn t to  p lay  fo r h is own b en efit -  » s tu d ie r te  ich  m ir  die W erke 
groOer M eister« [77]. The an th ro p o lo g is t n a r r a to r  is seek in g  a 

s a tis fa c to ry  exp lanation  fo r himself: »wie soil ich m ir d as e rk la re n «  [43]. 

For th e  w orld which G rillp arze r p re s e n ts  in  Der Arme Spielm ann is 

s im ultaneously  c ru sh in g ly  invo lu ted  and  d isarm ing ly  solipsistic^^^, one in  
which people tu rn  and  a re  su d d en ly  co n fro n ted  w ith a sp e c ts  of 

them selves. I t  is a Novelle in  which G rillp arze r is -  in  p o r tra y in g  th e se  

two u t te r ly  d if fe re n t a r t i s t s  -  s tag in g  an  en co u n te r  w ith  him self, a

170 n a r r a to r ’s p ro fesse d  en thusiasm  fo r »das Volk4C followed by his 
su d d en  w ithdraw al from th e  fictional rev o lu tio n  an d  tu rn in g  to 
Jakob  a n tic ip a te s  G rillp a rz e r’s actions a t  th e  time of th e  re a l 
rev o lu tio n  th e  y e a r a f te r  th e  Novelle was p u b lish ed : in itia l 
en th u siasm  followed by re v e rsa l and  a  tu rn in g  back  to  th e  
c o n se rv a tiv e  elem ents in  society .

Compare Brow ning, op. c it., 225.
^^2 Von Wiese has also no ted  th a t  th is  is a la rg e ly  so lip s is tic  

w orld, op. c it., 145.
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th e a tr ic a l rew ork ing  of th e  ten sio n  betw een th e  two poles of h is  own 
ru p tu re d  being^^®; one in  w hich Jakob , w h e th e r he be looking in  th e  

g la ss  door, a tte n d in g  th e  fe s tiv a l o r  d escen d in g  in to  th e  r is in g  w a te rs

of th e  D anube, is fac ing  his own image; one in w hich th e  n a r r a to r  and

B arbara , two ^analogous f ig u re s^  who ^ su b sc rib e  w ith  p a r t  of th e ir  
n a tu re  to  Ja k o b ’s world4(^^^ -  a re  le f t  fac ing  each  o th e r  and  th e re fo re  

them selves in  one final symbolic »Heimkehr4(. G rillp a rz e r’s d is jo in te d  

re a lity  is su ffo ca tin g ly  in tro sp e c tiv e . P o litzer c o rre c tly  sees  in  Der 

Arme Snielm ann a sequence  of »B egegnungen«. B ut th e se  rem ain  

e ssen tia lly  co n fro n ta tio n s  w ith th e  self, th e a tr ic a l  p e rfo rm an ces in  w hich 

th e  in d iv id u a l is segm ented and  le ft to gape in  h o rro r , in  a  w orld  in 

which man is »zugleich  Z useher und  SchauspieR^^®.

And y e t th is  ab so lu te  iso lation  too rem ains am bivalent:

»Wer a b e r  einmal die S ü ss ig k e it des U m gangs mit s ich  s e lb s t  
gen o ssen  h a t, k e h r t  n ic h t m ehr zu rü ck . Wie d e r  s e lb s t  s ich  
B efleckende zu le tz t die W eiber flieh t, f lie h t d e r  
S e lb s tb esch au en d e  die Welt. In  seinem  In n e rn  is t  e r  H err
u n d  Konig. Allés fü g t s ich  nach  seinem  Sinne; und  s e lb s t
was s ich  n ich t fü g t, was ihn  w id e rs teh t, ihn  q u a lt, i s t  doch  
w en ig sten s  sein  G edanke, sein  e igenes Werk<^^®.

Even th e  self-condem nation  of » S e lb s tb esch au en d e«  like  Jakob  is 
u ltim ately  affirm ed -

»Auch Selbstverdam m ung is t  noch immer sü6 , denn  w ird  
d a d u rc h  d e r Mensch als Verdam m ter e rn ie d r ig t ,  so is t  ja  
doch d e r hoch s teh en d e  Verdammende w ieder e r  se lb s t. So 
leb t e r  in  e in e r e igenen  Welt, u n w id e rsp ro ch en , allés 
g eb ie ten d , allés nach  e igenen  G esetzen le n k e n d ”^^^^.

Sim ilarly G rillparzer w rote th e  following of him self: »In mir nam lich 
liegen  zwei vdllig a b g eso n d e rte  Wesen. Ein D ich ter von d e r  
ü b e rg re ife n d s te n , ja  ü b e rs tü rz e n d e n  P h an ta s ie  u n d  ein 
V erstandesm ensch  d e r k a lte s te n  u n d  z ah e s ten  Art«.
S e lb s tb io g rap h ie . HKA. I, 16, 135.

Swales, op. c it., 127-9. Swales is th e re fo re  r ig h t  in  his a s se ssm e n t of 
the  n a r r a to r ’s motives and  em otions. He » flee tin g ly  b e tra y s  h is  -  
alm ost em b arra ssed  -  in tu itio n  th a t  he an d  a  member of th e  family 
he is v is itin g  have re sp o n d ed  to th e  Spielm ann in th e  same 
way<K, op. c it., 125. The n a r ra to r  k eeps h is  d is tan ce  from th e  old 
m usician because he is co n fro n ted  b y  an  u n accep tab le  p a r t  of 
himself.

HKA, A bt.2, VIII, 292.
Abt.2, VIII, 107-8.

HKA, Abt.2, VIII, 107-8.



-  230 -

-  fo r  in  s tan d in g  both  a t the  »Daramstral3e« beyond  »das Volk< and  

b e fo re  th e  c o u rt (litera lly  » Jakob  s te l l t  s ich  v o r (dem) G ericht<) th is  is 

p re c ise ly  w hat G rillp a rze r’s hero  is -  » d e r S e lbstv e r-d am m -en d e« .

H ow ever we choose to  read  it , Der Arme Spielm ann is th e re fo re  

a lso  a b o u t th e  d iv ided  self: e ith e r  G rillp a rz e r’s d iv ided  self, as 

p re s e n te d  in  th e  two a r t is ts ,  o r th a t  of th e  Spielm ann who d escen d s  in to  

th e  w a te rs  to see h is own image, o r th a t  of th e  n a r ra to r  who sees  

him self in  bo th  B arbara  and  th e  old m usician. In  each  of th e s e  p a irs  

th e  r e a d e r  w itn esses  th e  para lle l b io g rap h ies  -  »wie au s  einem 

a u fg e ro llte n , u n g eh eu ren , dem Rahmen des B ûches e n tsp ru n g e n e n  
Plu ta re  h< [39] -  of analogous fig u re s . Like J a k o b ’s d en u n c ia tio n  of »das 

Volk«, th e  n a r r a to r ’s comments on Jakob  a re  a lso  form s of se lf-c ritic ism , 

s to n es  w hich -  in  th e  im agery of D roste-H iilshoff’s Die Ju d e n b u c h e  -  

r e tu r n  to  s tr ik e  th e ir  pitcher^^®.

If  shadow s from Jak o b ’s p a s t in te r s e c t  a t  h is d ea th , i t  is  h is room 
th a t  form s th e  nexus of all th e  am bivalences, ten sio n s  an d  p arad o x es  
th a t  inform  h is au to b io g rap h y . The room is e lev a ted , and  th e re fo re  
p o in ts  to h is  su b sc rip tio n  to re lig ious a r t  and  to  a lo n g -lo s t social 
s ta tu s . The tab le  with h is »N otenpapier« [48] by  th e  window also  
re f le c ts  th is  u rg e  to conform, h is re p re s s e d  a ffin ity  to  p o p u la r music, 
th e  th in  leash  th a t  s till a tta ch e s  him to  th e  socie ty . By c o n tr a s t  th e  
flow ers in  th is  window of th e  room in  th e  »G artn erg asse<  re la te  to  th e  

o th e r  ha lf of h is  c h a ra c te r , th a t  w hich see k s  p a ra d ise  in d iv ine  music. 

Both in th is  re s p e c t and in being p o r tra y e d  b o th  as  a c h u rc h  an d  a 

r e s ta u r a n t  h is  h a lf of th e  room em bodies th e  u ltim ate paradox  of J ak o b ’s 

life and  w orld -  the  c left betw een d iv ine a r t  and  th e  sec u la r  w orld of 

m aterial n o u rish m en t, th e  conflic t betw een re lig io n  and  socie ty .

This same a n tith e tic a l conste lla tion  in fu se s  th e  room as  a  whole. 
The tid in e s s  re f le c ts  th a t  moral side of h is c h a ra c te r  w hich o b ey s  th e  

p a s t, flow ing along its  p re d e s tin e d  co u rse . In  th is  .re s p e c t Jak o b  is 
u t te r ly  »einseitig«^^®. The room also em bodies th e  two ha lves of Ja k o b ’s

»LaB ru h n  den  S tein -  e r  t r i f f t  dein e ig n es  Haupt!«. D roste-H ülshoff, 
A nnette  von: H isto risch -K ritische  A usgabe, Volume 5, 1. B ea rb e ite t 
von W alter Huge (T ubingen, 1978), 3.

A f u r th e r  elem ent of lite ra l symbolism can  be id en tified  h e re . 
Compare G rillp a rze r’s Zur Poesie Im Allgem einen of 1837: p o e try



-  231 -

p e rso n a , fo r » innen« and  »aul3en«:, th e o ry  an d  p ra c tice , no t on ly  fail to 

m eet -  th e y  a re  d iv id ed  by  a  th ick  line -  b u t a re  also s t r ic t  o p p o sites . 

The c o n tra ry  im pact of e v e ry th in g  he a ttem p ts  -  th e  a n ti th e s is  of 

3>Absicht< an d  »Werk< -  tak es  co n cre te  form in th e  cu rio u s  b u t g ro ss  

d isc re p a n c y  betw een  th e  two h a lves of h is room. The chao tic  m usic of 

th is  m eticulous a r t i s t  f in d s  e lo q u en t ex p ress io n  in the  space  beyond  th e  

chalk  line  as » th e  room of Jakob  p o in ts  beyond h is own p sy ch e  to  h is 

re la tio n s  w ith  o th e rs  an d  h is o rien ta tio n  in th e  social world«^®°. Ja k o b ’s 

room, like  i ts  o ccu p an t, is » ab gete ilt«  [45], p o la rised  in to  two 

irreco n c ilab le  ex trem es. T here  is no p ro sp e c t of in te g ra tio n , no 
»Einheit<  [41], no »V erbindungsw eg« [40] th ro u g h  which th is  d iv ided  

p e rso n a lity  could  be healed  -  only  a > d iesse its  und  je n se its  d e r  

g ezogenen  Linie« [48]. Jak o b ’s room, like th e  fe s tiv a l, illum inates a 
d iv id ed  self. The co n ste lla tion  in Jak o b ’s room is -  as in th e  o rnam en ts  
on B a rb a ra ’s wall an d  th e  two sec tions of th e  fram e -  one of 

s im ultaneous a n ti th e s is  and  para lle l.

J a k o b ’s m ovem ents also fin d  th e ir  focus a t  th is  d iv ision . In  
re fu s in g  to c ro s s  th e  line he re fu se s  to e n te r  th e  domain of »das Volk«, 
in d ica tin g  h is  re je c tio n  of rev o lu tio n  on moral g ro u n d s  and  h is a ttem p t 
to  hold back  time. His position  a t  th e  ch a lk -lin e  r e p re s e n ts  h is  

rad icalism  an d  excess -  th e  th e a tr ic a l pose of s tan d in g  » h a r t  an  dem 
Gleicher<( [48] becomes lite ra lly  » h a r t  an  d e r  G renze^, as  much as 
an y b o d y  can to le ra te . In d e fend ing  th e  line he is s to p p in g  bo th  him self 

and  o th e rs  from  p a ss in g  th ro u g h  th e  g a tes  to th e  c o rru p t »Volk«, th e  
realm  of licen se . Yet h is position  h e re  is also  a  »Torweg«, th a t  of a 

fool.

As su ch  Ja k o b ’s position  by  th e  line -  as a t  th e  o th e r  »G renzen« 

in G rillp a rz e r’s lan d scap e  -  re f le c ts  th e  sch izo p h ren ia  of a  c h a ra c te r  
who is c o n s is te n tly  to rn  betw een two w orlds, who can only  half commit 

him self. He s ta n d s  r ig h t  nex t to th e  line, a t  th e  v e ry  lim its of h is  half

ex is ts  » in e rh a b e n e r  E in se itig k e it jen e  E ig en sch aften  h e ra u sz u h e b e n  
u n d  leb en d ig  zu e rh a lte n , die das m enschliche Beisam m ensein (in 
W irk lichkeit)...no tw end ig  u n d  n iitz lich  b e sc h ra n k t u n d  z u rü c k -  
d rà n g t; die a b e r  eben  darum  -  kostliche  B esitz tüm er d e r  m ensch - 
lichen  N atu r u n d  E rh a ltu n g sra itte l d e r  E nerg ie  -  ganz v e r  lose hen  
w u rd e , w enn ih n en  n ich t von Zeit zu Zeit e in , w enn auch  n u r  
im ag in a re r, Spielraum  geg eb en  w ürde«. HKA. Abt. 2, X, 180.

R itte r , Naomi: House and  Ind iv idual: The House Motif in German 
L ite ra tu re  of th e  19th C enburv (S tu ttg a r t ,  1977), 114.
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of a room b u t re fu s e s  on p rin c ip le  -  th e  room is » n ic h t u n eh rlich  

g e te ilt«  [45] -  to  c ro ss  it. But again  th e  »Doppelbeleuchtung«^®^ sh in es  

th ro u g h . J ak o b ’s music is bo th  th e  ex p ress io n  of h is pu ritan ism  and  h is 

im m orality. His e th ica l a u s te r i ty  a p p ea rs  as  a  form of rev o lu tio n  to th e  
m asses. The jo u rn ey m en 's  half of the  g a r r e t  is  u ltim ately  analogous to 

th e  m usic which sym bolises i ts  re jec tio n .

This m inor m usician in h is  »M oll-ton -überrock«  [40] co n fuses 

e th ic s  an d  a e s th e tic s , and  in  try in g  to e n lis t h is  violin as an  in s tru m e n t 
of ed u ca tio n  he c re a te s  som ething o u trag eo u s. For m orality  and  a r t  a re  

q u ite  incom patib le in  G rillp a rze r’s v ision , in d eed  as has been  seen  »die 

so g en an n te  m oralische A nsicht i s t  d e r groBte Feind d e r  w ahren  Kunst«.

In  G rillp a rz e r’s te rm s th is  V iennese Romeo p ro d u ces  »Schweinefutter«^®^. 
This ten sio n  too f in d s  exp ress io n  in th e  d iv ided  room. The loyal dog on 

a t ig h t  leash  is a  m ongrel com bining the  w o rs t of bo th  its  b reed s .

The com parative  h e ig h t of th e  room c o n tra s ts  w ith th e  re s tr ic te d  
h o rizo n ta l d im ension w ith in  th e  system  of m etaphysica l and  sp a tia l co
o rd in a te s  u n d e rly in g  th e  B aroque »W elttheater«. The am bivalence of 
th e se  two a lte rn a tiv e  p e rsp e c tiv e s  on life can  also  be seen  in Jak o b ’s 
rem oval of th e  b o u n d a ry  -  th e  chalk  line -  to  th e  middle. This 
ep itom ises h is  d if f e re n t v a lues, his m arg inalisation  of th o se  th in g s  
c o n sid e red  c e n tra l  by  society  as a whole, h is  co n cen tra tio n  on those  
elem ents w hich so c ie ty  d isca rd s . In  d raw ing  th is  dem arcation Jakob 
does p re c ise ly  w hat S tif te r  was to  do in h is V orrede zu B unte S te in e .

He d em o n stra tiv e ly  and  th e a tr ic a lly  in v e r ts  conven tional a e s th e tic s  and  

morals^*®, p lac in g  th e  »Grenze« in th e  »Mitte« and  th e  norm s of a 

c o r ru p t  so c ie ty  a t  th e  m argins. Jak o b ’s chalk  line is also  a 

ph ilosoph ical s ta tem en t.

B ut w hat a p p e a rs  as an  irrev o cab ly  com partm entalised  w orld 

em erges as one in  which th e re  can be no u n d e rly in g  d iv isions, one in 

which e v e ry th in g  m erges in a  tan ta lis in g  an d  d isco n ce rtin g  paradox.

The Novelle is  s e t  in bo th  R estau ra tio n  V ienna and  th e  p o s t

re v o lu tio n a ry  p eo p le ’s repub lic . The d ev o u t C h ris tian  m usician who 

to r tu re s  h is n e ig h b o u rs  and  c ru c ifie s  c lass ica l com positions lives in a

Pongs, Herm ann: Das Bild in  Der D lchtung (M arburg , 1939), 
Volume 2, 223.

^^2 See foo tno te  1.
^^2 s t i f t e r  r e v e r s e s  th e  co n cep ts  of »gro3<K and  »klein«.
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foo l’s p a ra d ise . P re - la p sa ria n  man p ro d u ces  a  »hd llisches K onzert< [48]. 
The h a p p ie s t e v en t of Ja k o b ’s life coincides w ith  th e  sa d d e s t: h is 

b an ish m en t from th e  family house and  his d isco v e ry  of music^®^. His 

d e a th  becomes a triu m p h , th e  d irg e  em braces th e  g a ie ty  of a  

3>Spielmannszug«. J a k o b ’s room is a  h is to ric a l docum ent w hich re f le c ts  

th e  pa rad o x es  and  d isc rep an c ie s  of R estau ra tio n  so cie ty  in  g en era l, one 

in  w hich th e  d iv is io n s , like th e  ch a lk -lin e , w ere bo th  c ru d e  and  

u ltim ate ly  u n su s ta in a b le .

The n a r ra tiv e  in  Der Arme Spielm ann is developed  on a t  le a s t fo u r  

lev e ls  s im ultaneously . I t  can be seen  as  a  re a lis tic  w ork, w ith all th e  
psycho log ica l and  cau sa l trim m ings, i t  can be view ed as  an  a lleg o ry  
a b o u t a r t ,  i t  can  also  be read  as a  pantomime in  w hich moral te n s io n s  

an d  co n flic ts  a re  ac ted  o u t in  space , and  i t  can  also  be seen  as  a  
s ta tem e n t on th e  rev o lu tio n . E v e ry th in g  in th is  w orld is cem ented  
to g e th e r  by  p e rv e r s i ty  in a d isg u ised  R estau ra tio n  T h ea tre  of th e  
A b su rd  -  a  dram atic  w orld in  w hich tra g e d y  and  fa rc e , com edy an d  
a u to b io g ra p h y , realism  and  pantomime, and  v isu a l and  l i te ra l  symbolism 
a re  n e v e r  fa r  a p a r t  an d  alw ays laced w ith a  d e lig h tfu l if p a in fu l iro n y .

Movement, position  and  place a re  th e  dom inant form s of 
com m unication w ith in  th is  th e a tre . Jak o b ’s m ovem ents re f le c t his 
in ab ility  to  tra n s la te  »Absicht< in to  »Werk«, h is  affirm ation  of th e  s ta tu s  

quo an d  opposition  to th e  revo lu tion , h is d ivo rce  from re a lity , h is 

fo o lish n ess , h is d efence  of c o n se rv a tiv e  m orality  and  h is  a lienation  from 
socie ty . His position  is a s ig n  of w ithdraw al, of h is  su p e r io r ity  an d  h is 
extrem ism , th a t  p lace by  th e  »Grenze« th e  ex p ress io n  of a  d iv ided  self. 

But in  a  con tex t w here  sp ir itu a lity  was being  rep laced  by b o u rg eo is  

m aterialism  Ja k o b ’s b eh av io u r has no place. He becomes p e rip h e ra l, 

ir re le v a n t, his a r t  an  e so te ric  dance being  p erfo rm ed  long a f te r  th e  
au d ien ce  has d isap p e a re d  and  th e  scen e ry  rem oved.

The image th e  re a d e r  is le ft w ith in Der Arme Spielm ann is of man 
being  le ft alone, of s tan d in g  on th e  ch a lk -lin e  and  no t know ing w hich 

way to  look. B ut w h ich ev er way he tu rn s  he is c o n fro n ted  by  th e  same. 
The w orld p re se n te d  in  th is  m usical Novelle is one in  w hich e v e ry  solo 

is p a r t  of a  d u e t an d  each  d u e t a  s e c re t  solo, a w orld w hich -  like

»Um diese Zeit e re ig n e te n  sich  zwei B egebenheiten : die t r a u r ig s te  
und  die f r e u d ig s te  meines Lebens^ [53].
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Jakob  a t  th e  fe s tiv a l and  th e  n a r ra to r  in  th e  r e s ta u ra n t- c u m -c h u rc h  

is  »gleichsam  zu sich  s e lb s t komraend« [49].
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V. CONCLUSION -  THE REJECTION OF UTOPIA

A lthough  based  on ac tu a l locations, th e  sp aces  d ep ic ted  in  Die 

S chw arze S o in n e . Der Hochwald and  Der Arme Spielm ann a re  in  no sen se  

n e u tra l. T hese  fic tiona l w orlds o p e ra te  n e ith e r  p u re ly  a s  scen ic  
b ack c lo th s  to  th e  action , n o r do th e y  m erely c re a te  a tm ospheric  

co louring . T hey  rem ain fundam entally  analogical, u su a lly  p o sse ss in g  

in tr in s ic  va lu e  an d  n a rra tiv e  function .

The s e t t in g s  rem ain co h eren tly  ind iv id u a l. G otthelf’s a lp ine  
lan d scap e  w ith i ts  s ing le  focus re f le c ts  th e  u n eq u iv o ca lity  of h is 

C alv in ist p rin c ip le s , S t i f te r ’s »zwei P unk te<  in  th e  Bohemian fo re s t  h is  
ex is ten tia l u n c e r ta in ty , while th e  complex, con n o ta tio n s  of Grillp^rzer^’s , 
m etropo litan  en v iro n m en t ind ica te  an  overw helm ing ph ilosophical 
am bivalence, a  sim ultaneous d esire  fo r  and  av e rs io n  to  e v e ry th in g  on 
e ith e r  s id e  of h is  ch alk -lin e . Yet th e re  is a lso  much common g ro u n d . 
Each of th e  Novellen p re s e n ts  segm ented , com partm entalised  spaces.
T hese all p o sse ss  chronological re so n an ces , w ith e s ta b lish e d  space  
em bodying tra d itio n a l value. The sp aces  p re s e n te d  in th e se  Novellen a re  
th e re fo re  b o rn  of a  ten sio n  betw een th e  p r iv a te  ex p erien ces  of th e  
a u th o rs  and  th e ir  common h is to rica l h e rita g e .

Human a c tiv ity  ga ins meaning w ith in  th e se  e n c lo su re s , w ith 
m odifications to  space  connoting  a re je c tio n  of th e  p a s t, th e  p re s e rv a tio n  

of sp ace  i ts  affirm ation . In  all th re e  Novellen a co n cep tu a l a n ti th e s is  is 

f u r th e r  e s ta b lish e d  betw een re s tr ic te d  motion o r fixed position  on th e  
one han d  and  u n co n tro lled  and random  movement on th e  o th e r. J a k o b ’s 

fa ilu re  to  c ro ss  b o u n d a rie s  e ffec tiv e ly  c o n s ti tu te s  a re je c tio n  of th e  
in tru s io n  an d  d isp lacem ent seen  in Die Schw arze S n inne  an d  D sr 

H ochwald. h is  r e g u la r  »Heimkehr<C c o rre sp o n d s  to  th e ir  ^ rep lacem en t^  and  

re s to ra tio n s  of space. Sim ilarly, th e  specific  image of som ething 

stream in g  th ro u g h  a n arrow  a p e r tu re  an d  th e n  sp re a d in g  o u t -  th e  
swarm of sp id e rs  escap in g  from th e  b lack  sp o t on C h ris tin e ’s ch eek , th e  
Sw edish arm y w hich p e n e tra te s  th e  valley  like an  arm y of a n ts , an d  th e  
re v o lu tio n a ry  m asses w hich n eg o tia te  th e  b r id g e  o v e r th e  Danube and  

th e n  sp ill o u t in  all d irec tio n s  -  o ccu rs  in each work. Movement follows 

ty p ica l p a t te rn s  w ith in  a  common sp a tia l s t ru c tu re .
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An em bryonic m ythology can  be id en tified  in  w hich fic tional space  

p ro v id e s  th e  im agery  of time, and  movem ent w ith in  i t  g a in s its  
s ig n ifican ce  re fe re n tia lly . The dualism s of p e rm an en t position  and  

ab sen ce  of position , r e s tr ic te d  movement and  u n co n tro lled  motion, and  

fixed sh ap e  an d  ch an g in g  co n to u rs  s ig n ify  an d  su s ta in  an  a n tith e s is  

betw een  old an d  new, co n tin u ity  and  tra n s itio n . Space comes to  fu n c tio n  

as a  lan g u ag e  whose m eaning and h idden  logic can be d ec ip h e red . In  

th e  co n tex t of R estau ra tio n  conserva tism , sp ace  th e re fo re  a c q u ire s  a 

moral dim ension. The spa tia l and  chronolog ical a n tith e se s  c o rre sp o n d  to  

an  e th ica l dualism . A rch itec tu re  o p e ra te s  as  a  moral denom inator, as 

space  fu n c tio n s  as a  m irro r th ro u g h  which c h a ra c te rs  a re  co n fro n ted  by  

im ages of th e ir  moral cond itions, o r a  sym bolic s tag e  on w hich moral 

dilemmas a re  en ac ted  in  a  sp a tia l pantomime.

R es tau ra tio n  regionalism  gains its  most c o h e re n t v a lida tion  from 
th e  fa c t th a t  i t  u tilise s  to p o g rap h y  a s  a  form  of symbolism. In  its  

in s is ten c e  on »place< as a  va lue, i t  g ives p e rsu a s iv e  ex p re ss io n  to  its  
re je c tio n  of th e  in d e fin ite  and  in fin ite . The R estau ra tio n  Novelle em beds 
itse lf  in  a  know n env ironm ent and , in  doing so, re lin q u ish e s  th e  q u e s t 
fo r u to p ia  -  th e  id ea l and , lite ra lly , »no placed - ,  a s  p e rm an en t place 

and  position  become c o n s is te n tly  c h a ra c te r is tic  ex p re ss io n s  of a  c u ltu re  
w hich, in  ab an d o n in g  th e  Rom antics’ sp a tia l norm s and  form s of 

movement, had  a lso  d isca rd ed  th e ir  ideals. This symbolic lan d scap e  of 
th e  R estau ra tio n  unconscious is th e re fo re  in te llig ib le . I t  is , e ssen tia lly , 

e th ica l space.
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ABSTRACT

The s tu d y  looks a t  symbolism, esp ec ia lly  th e  symbolism of space 
and v isu a lity , in  th re e  R estau ra tio n  Novellen.

G otthe lf’s Die Schw arze S o inne  p re s e n ts  a  re lig io u s  dilemma in 
sp a tia l form. Specific motifs su c h  as ch an g in g  sh ap e  an d  a b sen ce  of 
position  become c o n s is te n t c o rre la te s  of evil. If  th e  god less  c h a ra c te rs  
a re  fo re ig n e rs  who have ab an d o n ed  th e ir  fo rm er homes, th e  C h ris tian  
ones affirm  an d  re s to re  ex istin g  space , rem ain ing  w here th e y  w ere born . 
This c o n tra s t  re la te s  to  th e  o v e r- r id in g  co n cep t of »N eu-g ierd  in  th e  
Novelle. G o tth e lf 's  u ltim ate re jec tio n , of a n y th in g  new is  g iv en  sps-tial, , 
form an d  p laced  w ith in  its  e th ica l, political an d  re lig ious co n tex ts .

As in G otthe lf’s Novelle, th e  lan d scap e  d e sc rib e d  in  th e  fram e of 
S t i f te r ’s P e r Hochwald c re a te s  sp a tia l norm s w hich em body e th ica l 
va lues. By c o n tra s t , th e  rem ain d er of Novelle -  dealing  w ith  C la rissa ’s 
love fo r  Ronald and  th e  Sw edish sack in g  of h e r  f a th e r ’s c a s tle  -  
p o r tr a y s  dev ia tio n s. These two s tr a n d s  of p lo t also ru n  in p a ra lle l, w ith  
th e  fall of th e  cas tle  em erging  a s  an  a lleg o ry  of C la rissa ’s lo ss  of 
innocence. In  o b se rv in g  th is  d is a s te r  th ro u g h  a  te lescope  she  w itn esses  
h e r  own m oral downfall. But th e  castle  a lso  a p p e a rs  as a  »diced, th e  
ultim ate sym bol of fate . The qu estio n  of re sp o n s ib ility  is th e re fo re  n e v e r  
reso lv ed .

In  G rillp a rz e r’s P e r Arme Snielm ann th e  e lem ents of p lace, position  
and  movement h ave  n a rra tiv e  fu n c tio n s . Above all th e y  develop  th e  
a n tith e s is  betw een  Jakob  an d  »das Volk«. This a n tith e s is  p o sse sse s  a 
moral dim ension, w ith ab sen ce  of movement g en era lly  conv ey in g  an 
a lleg iance to  th e  p ast. While c o v e r t form s of » th e a tr ic aK  symbolism 
su s ta in  th e  opposition  of Jakob  an d  socie ty , th e  d e sc rip tio n  of th e  
fe s tiv a l also  c re a te s  a  ne tw ork  of analog ies betw een them . The n a r ra tiv e  
is also s u s ta in e d  on v a rio u s , conflic ting  levels c o n c u rre n tly , p re s e n tin g  
a world w hich is d ialectical -  s im ultaneously  d isco rd an t an d  harm onious. 
This a ll-p e rv a s iv e  re la tio n sh ip  fin d s  its  u ltim ate ex p ress io n  in  J a k o b ’s 
room.


