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. . ABSTRACT ‘ T

. < A
This.thesis attempts to show the gradual progression in E.T.A.

'\\ r
\‘

Hoffmann's career from his concern ith musical composition and painting,
ﬁ§ﬁ€J . S ) | . » : A
to an increasingly analytical approach Po the writer's task and the

—
0]

créatioﬁ&of fictioﬁ.

5

The first Chapter introduces the topic,‘eétablishing the intrinsic

link between E.T.A. qufmagn'S‘creative methods - writing fiction which
mingles the fairy-tale element with the éommonplace or "realistic" - and
8 ’ g -
the dualié*_inhérent in his own life.
Vi T

Chapter Two examines the auchor's theoretical statements relating to

the fundamental traits of hisApéétic pracéss. This outlines the crucial
e .

4

principles according to which a poet or writer proceeds from his visions
RN

‘to the actual narrative work of fiction.

In Chapter‘fhrée these'abstract theories.are illustrated inﬁpracticg,
with particulaé referenge.to thosg works in which poet- and nérrator-
figures relate:what is happening to them as they convey their mentalm

images in words.

The fourth Chapter discusses those works, in which the narrative voice,

plays an even more _important; role, interrupting the account of his
fictional figures and events to reflect on the intentions and problems of
his task &s a writer.

[4

Chapter Five, the conclusion, combines the effect of the above
. - N ’ : o .
narrative techniques and evaluates the whole of Hoffmann's poetological

activity in the light of the Romantic literary tradition.

vi-
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' AN Introfduction ! [
e !
- ! Fl (\ ) . \*
: - e : N
¢ /
. ‘ ) o g ) ~— i . , . . .
. While the body of criticism concerning E.T.A. Hcffmann's many artist
« v '
°  figures is vast, relatively’few secondary contributions have con- o

centrated specifically on the views of poetic creativity'in“his works.
In the present study I shall apalyse these views as they emerge above
~ all in his short prose works, particularly in the collections

-

Phantasiestiicke in Callots Manier (1814/15) and Die Serapionsbriider

(1818-21). Reference will also Be made to Der Sandmann ahd Die

—— Jesuiterkirche in G., both of which(aﬁpeared in Hoffmann's so-called

>

Nachtstiicke (1817), and to the "Marchen" Klein Zaches genannt Zinnober

(1818) as well aS’io Prinzessin Brambilla. Other short stories relevant

P

-~

) ""(_,s) :
to the topic will be allu:cgffo where appropriate. The{conclusiops*

established from such.a study might then be related, iy subsequent
‘., -' . . - .
analyses, to Hoffmann's ideas on artistic creativity in general or be

—

of the major novel§§?;,
e

rature which has contributed

- — augumented by considerati
: AT
The relevant secondary 1li

, .\ﬁignificantly to this top,ié can b
8 ' * ’

there are those studies which provide a general overview of E.T.A.

n '

,( Hoffmann's narrative technique but often with specific r-ie:~nce to his

.

divided into three groups. Firstly,

-

-best known stories, for example: Roland Heine's Transzendcnta.. oesie.

‘Studien zu F. Schlegel, Novalis and E.T,A. Hoffmarnl1 Armand de

) ~
Loecker's Zwischen Atlantis und Frankfg;p,z and Fric- Martin.'s

article '"Die Hérchendicg%ung E.T.A. Hof ns".3 Hilde Cohn's wq;}ﬁ

Realismus und Transzendenz de: Romantik, insbesondere bei E.T.A

Y »

° Hoffmann, although not recent, nevertheless. contains useful comments on &
—_— R ‘ =

g

S ' ) Sy

e
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- i I3 . i
of mann's theory and practice as a wr1?§r,3
- / *

e second group consists of those CTlthil studied~concerned
spec1f1cal with the author's theoretical ideas and principles .of

ry

writing Ilse Wlnter s book undoubtedly prov1des the most detailed

‘b\

<

analysi§ of -t two collections, Die Seraplonsbruder and Phanta51estﬁcke

in Callots Mafffier, as wek

‘as some commentary on the idea‘behind the

tale Des Vetters Eckfenst

.2 Lothar Kéhn's work Vieideutige Welt:®
£ 4

Studlen zur Erzdhlungen E.T.A. Hoffmanns und zur Entw1cklung seines

Werke56 <s 31m11ar to Ilse\%lnter s, but also 1ncludes references to a

small numbeﬁ#of texts, for examp%e to Ritter Gl:?k\adﬁ Der Sandmann
” \ , ?
7

and. Siegbert Prawer8 in their res ectivezstudies
g \ P .
N *

Friedrich Schnapp

%,f the Serapion-artists and the prefate 'Jaques Callotﬂﬂﬁgqtinue to look

- ' i N
&.?Jnly at the structﬁze.of the cycle collections and their content,
v -«

i.e. at gée stories themselves. i

% The third and largest group of critics ose studies are pertinent

to this thesis, are:those who discuss narrative intrusion/direct
[

% {
addresses to the reader, and the consequ&gt ironic tone. The position of

A

the reader is analysed most extensively by Barba Elllné‘q and the
role of the narrator by Raimund Belgardt, L.C. Nygaard and Martin
Swales. 10 Relating particularly to the concept of irony, John-

Reddick's article "E.T.A. Hoffmann's Der goldne Top% and its 7
5

Durchgehaltene Ironie"!! is pertinent, as is Ma&ia Tatar'g discussion "
’ i 9 “

12 Giesela N

of reflection and Jomantic Irony in Der Sandmann.
. ) _ .

Vitt-Maucher'conceﬁtrates on the ta)e of'Klein Zacﬁes in her discussiqn

f
i

. . - A
of a "Gebrochene Mirchenwelt", but she also incorporates a number of

2 ' ) L

useful points on the topic of "Tronie".13 Behind all®such Studi%?)

<
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however, lie‘thé theoretical principles of Friedrich SchlegéllA which

are discussed in some detail by Ingrid Strohschneider-Kohrs.15

It is noteworthy, above all, that although some—;f theéé secondary
works deal with Hoffmann's.principles as a’writgr of fairy-tales, few
(apart from Lothar Kéhn's and Roland He;ne'sj actually relate theory to
practice and noné'of them undertake a chronological énalysis,of the two

E
strands to reveal-a certain progression and development, as has been

"

1

attempted in this"theSig.
The problems 6ﬁ\art and the artist and Hoffmann's conceptAbf reality
are admitted;y broad, ggt pertiﬁeﬁt themes in:relation<to this
discussion. My intention, h;wever: will be, firsﬁly, to examine those
stories in whiéh-major figures devélop as actual poets or writers, or

thgse in which a narrator expres?es ideas on the problems and potentials

LY
Jhem

" of his poetic writing, either .in the form of a reflecting voice, or as a

fictional character. Frequently in Hoffmann's works there appears a

" narrator who is initially a chance observer of events, but who then

N

later becomes actively involved in, or affected by, that action. A fair

number ofeworks ekemplify this technique, in particular thg author's

- N

first work of fictidh, published in 1809, Ritter Gluck. Eine Erinnerung

aus dem Jahre 1809. In this work both the protagoniét, Gluck, and the

.

first-person narrator, whose perspective is rather more personal than ,

omniscient, represen£ artist-figures, and it is through this
artist/narrator thét prfmann-reveals to a cert;ih extent fhe origins.
and circuﬁstances of his‘poétic act. ThiS'section'df my discusgion wiil
also deal with tﬂe leitmotifs and themes which commonly reéur in the

portrayal of the poetic process:rInStances of intdxicatiqn either

L4

e
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through alcohol or heightened emotions, for example, and the theme of

flight or journey.
Following this section I shall attempt to develop the topic further

bv highlighting the relationship between narrator and author, taking as

my most important example Der goldne Topf, from the Callot Manier
collection. Here the narrative voice presenting the artist- figures,
Anselmus and Lindhorstlé, is of such prominence as to elevate the

process of narration to a major theme. The narrator has become involved

in the caurse of events but also ¢ author of Der goldne Topf seems
closely related to Hoffmanq. The :r 2ct i; such that the reader is shown
the difficulties a creator of fiction must face, not only through the”
figures of Anselmus and~}indhorst, but also through the ngrrator who
acts as mediator between thé stqry's events and the audience. Special
attention will be paid to such instances of parrativé intrusion in which
the reader is addressed directly regarding the intent ‘of narration and
to those efpisodes which entreat the reader to believe what is happening.

~

The critical distance and reflection resulti;g ftom this narrative
s

technique will be discussed in connection witk?the vheories of Friedrich
échlegél - on "Poesie der Poesie" and "romantische Ironie" for
instancel’ - which concern that conscious effort on the author's part
to éxhibit, and thus awaken in the reader, a critical aQareness of the
relation§hip between th:t poetic, imaginative work, and the greatef'
whole of reality of whick his fiction is but a limited expression.

This thesis' apprcach o these problems of poet-figures and

narrators will proceed through three central chapters, orgari’- as

follows: The discussion of’short prose works will be preceed:i by a



chapter concerning Hoffmann's theoreticAl statemerts on poetic activity.

It shall attempt to distill from Hoffmann': : theoretical
comments basics of his theory on the poeti: ¢.s-. n particular I
shall draw on his letters and.conversations t. . ....g on the topic.l8 as

well as the analytical discussions amongst the artist friends in the

-

frameworkvpf the cycle Die Serapionsbriider, which (based as it is upon

Hoffmann's own discussions wit% his friends)19 would appear to include

%éjor features of the poetical ideas fundamental to the short stories.

In this opening chapter I shall be looking at the tale of Der Einsiedler
20

Serapion and the ensuing debate on Das Serapiontische Prinzip““ since

both provide a clearer idea of Hoffmannfé principles of fictional
narrative. Crucial in such ;n analysis is.the question how, according to
these(theoretical statments, the poet or writer is believed to proceec
from his visions to his creations of a fictional narrative. Fir-<t-hand
’ 1Y

interaction with commonplace reality becomes an important issue .
regarding c%eative writing since, in Hoffmann's eyes, this is the
prerequisite for any meaningful or effective presentation of a story.
The two strands of that process - a visual experience and the
imaginative transformation of it into a.tale dventure - represent
the core of Hoffmann's aims, namely: To portray, in a manner convincing
as well as entertaining, the merging of two worlds - the concrete
environment of the eve;yday, from which the initial vision originates,
and the wondrous elements of his 'Phantasie', or imagination.

In both subsequent chapters I shall them illustrate how this

abstract theory is approached in practice, progressing through certain

types of Hoffmann's tales. The third chapter will be concerned primarily



-

with poet-figures and first-person narrators who relate what is
happening to theﬁ. Finally, in the fourth chapter I shall discuss those
stqries in which the narrative v9ice plays a still more prominent role,
interupting the account of his fictional figures and events to reflect,
‘by addressing his "dear reader", on the intentions and problems of his
creative.process. )

Prominent in Hoffmann's life and his own emergence as a poet is

essentially this same problematic relationship between the artistic

RN

vision and mundane reality, between the poet's fantasy andVFhe rational
everydaya Throughout his artistically diverse career, the 1776-born
Hoffmann struggles to reconcile the demands. and duties of his position
as lawyer and Prussian civil servant with his inclinations toﬁards
composing , writiAg and painting. " - memory of those experiences and

~

the constant struggle to make a‘living from his artistic talents
influenced much of his fictional writing. In a letter of 1796 to his
life-long friend, Theodor Gottlieb Hippel, Hoffmann expressed himself
regarding the conflicting roles ‘he had to play:

Die Wochentage bin ich Jurist und hochstens etwas Musiker,

Sonntags am Tage wird gezeichnet und Abends bin ich ein sehr
witziger Autor bis in dieespite Nacht- . 21

Although Hoffmann struggled to reconcile his many-sided artistic
nature ;ith his duties as a lawyer, it ;as often this vé;y struggle
which prompted him to éut pen to paper and influenced the tenor and
content of his.works. His most succegsful phase, as far as his literary

career was concerned, were those decisive years spent in Pamberg between

1807 and 1813. Initially he was orchestral conductor but later he

.

-



; ‘ 7
samp?ed almos* every job associated with the‘theatre,acomposiqg,
gﬁﬁintigﬁ, cesigning, producing, and even selling tickets ét the
door.%* Within the first few years there, his brief but remarkably
prolific career as a writer had begun.;Although he did not'actually
begin writing until he was in his ﬁhirties, Hoffmann produced some fifty
short storiés/fairy-tales and two novels. Behind the masks of his first
wo artistic-figures, Gluck and kreisler23, qufmann was still

struggling with a personal problem -. reconciling his imaginative and

artistic inner nature with the outer philistine world of bourgeois

materialism. Within the realm of his imagination, Hoffmann also shows in

such fairy-tales as Der goldne Topf, Klein Zaches and Prinzessin
Brambilla how thaﬁ other sphere can provide freedom and solace to the

more sensitive soul. The issue however (as illustrated in Das .

Serapiontische Prinzip) is not simﬁly to escape that bourgeois existence

but to indicate through the narrator-figure, who is rooted in the
¥

everyday, that a balance between the two is of greatest importance.
It is interegting to note how Hoffmann reflects his personal battle
. k‘.’f,{) _

d .
between <ne -ealms of fantasy and reality not only in the stories

themsel . but also in the cycle collections, Die Serapionsbriider and,

"to a cer a.r extent, in Phantasiestiicke in Callots Manier. The narrative

structure cf each tale of fiction involves a certain amount of

theorising and reflecting on the characters and events being portrayed;
1t

this distancing effect is then paralleled in the Eycle-collection as a

{

whole which then sets out to present us with critical reflection and
theories in the form of discussions. For this purpose, Hoffmann has his

artist-friends each present their stories at the meetings, allow . and
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indeed encouraging criticial comments and various explanations before and

after each reading. As a result the reader never remains in the realm of

fantasy for very long before a voice reminds him that he is the '"dear

reader'", experiencing a fictional work about which a very realistic and
; . :
critical mind is agoniziq&\theoretically.

-

Doubtless then, Hoffmann's narrative methods reveal, in different

ways, an awareness of the poetic act itself and it is this aspect of his

creativity which will be analysed in the present study.
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2. Hoffmanr's Poetological Statements on Fiction and his Narrative
~ Theories.

2.1. Introduction.

Hoffmann's theoretical statements are contained in two main sources: «

i
TR

Firstly, in t¥® author's letters and essays in which he expresses his

v

own personal intentions with a specific work or his interpfetg{ion of

poetry, and, .secondly, in the framework passages of the cycle-volumes

- Al
where he I .s one or more invented theoretician ;;\éfory-teller make

statements about the poet and his actions. In looking at this body of

‘ﬂ,writing I hope to distill from these theories rather than from actual

1 pasic views of E.T;A. Hoffmann the theorefician, and .

stories
particulérly tq establish'ﬁéa he sees the writer of fiction or the poet.
Above all, the chapter will deal with the writer'% prog;ess from his
vision to his fictional creation, and with his method of reconciling the
fantastic elements of the one sphere with the realistic, everyday facets
of the other.

The documents containing such ﬁheoretical utterances will be

‘

discussed chronologically, begihning with Hoffmann's early volume of

scories, Phantasiestiicke in Callots Manier (1814-15), which opéns‘With a

foward entitled‘"Jaques Callot", explaining the reason for the title of

the volume. The subsequent collection, Die Serapionbriider, published in

~

four volumes consecutively during the yedrs 1818-1821 includes detailed
5

discussions among the invented story-tellers concerning the~quality of

the particulér stories and the methods of creativity and literary

expréssion. Also contained in this more extensi.. volume is a discussion b

(RalY

. a >
on the art of writing fairy-tales, entitled "Gesprich iiber die moderne

Marchendichtung", and an examination of the ideas expressed here will

’

11
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shed further light on the author's theories. Finally, another central
; ]

principle of writing fiction is exemplified in one of Hoffmann's later

works, Des Vetters Eckfenster, publiéhed int1822 .and an analysis of that
N
work will form the final section within this second chapter.

Examined in this order, the recurring problems or themes regarding

poetic activity wi§§ come to light, as will their importance and

T

relevance to the author's own experiences in life. As well as those

works noted above, this-tﬁaptér will also include extracts from those

.
.

letters of Hoffmann whiéhiprovidé evidence of his personal views on
o (\‘ ' \
written creativity and the difficulties facing him as an artist of many
. e ‘
gifts: The concern, for example with an everyday reality which ignites

- . 4

bl .
images in the poetic. imaginaton, intimating a hidden, higher digension
k4
and the struggle to reconcile two such opposing realms. Relevant
background information concerning Hoffmann as both an artist and an
. : : g

individual will provide an appropriate introductory discussion

to the principles developed in the 'Callot Manier' collection.

2.2. The Author's Background and Influences. -

“

E.T.A. Hoffmann faced Jerious struggles and difficulties, foremost
among them being the confligé‘between being rbotéﬁ in workaday
convention and his desire to heed his lofty incliﬁations born of a vivid
imagination. The fantastic visjons, inspired by the '"real" world,
‘resulted from therceptions of his surroundings and had to be filtered
through his artistic imaginafion in order to produce some sort of art
'fo;m - be it graphic, musical or poetic. Evideﬁcé'of Hoffmann's struggle

between his duties and his inclinations can be found in his letters and

diaries. For example, in an entry of May 1804, he wrote: " Wo nehme ich
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2,

Mufle her um zu schreibeﬁ --%%%zeichnen - zu kompdnieren:!”2 At this
time(1804), Hoffmagg was li;;ng more'cémfortably as a civil sefvant in
Warsaw, but he still had to strive for a balance between his legal
duties and his artistic tendencies.'One critic describes Héffﬁann as
"(...) the first musician of note who became an author of international
fame and at the same time cultivated his abiiity-as painter and
caricatufist while maintainiﬁg a respected plaEe as‘a legal official.?

Hoffmann suffered from internal conflicts as well.as from-the
gtruggle of the inner versus the outer world. Tn the;réalm of artistic
activity, he was also battling with the polarity between his vision and
its communicative form, with the step from his secret idner chaos to
some tangiblé result- opera, picture, ér book - which coufd'work on ;he
imagination of his reader.In his letters and diaries hé made” frequent
allusion to these immense difficulties facing him in deciding on which
of his talents tg concentrate his energy: music and composition, or .
painting and dfawing, or creative writing. In a letter to Hippel of
February 1804, loffmann refers to the colourful world and magical
visions which inspired him, but admits uncertainty regarding the actual
result in art form of his inspiration:

Mein Versetzungsreskript ist noch nicht da, und ich muf3

arbe.ten - arbeiten in der exaltirten Stimmung, worin mich

Deine Ge¢ spriache, die <geplante> Reise nach Italien und Deine

Handskizzen von Perugino und Raphael gésezt haben (...) - eine

bunte Wel: voll magischer Erscheinungen flimmert und flackert

" um mich rer - es ist als miisse sich bald 'was grofes ereignen -
irgend ein Kunstptodukt miisse aus dem Chaos- hervorgehen! - ob

das nun ein Buch - eine Oper - ein Gemdlde seyn wird - quod
diis placebit- '

8

From the point of view of his artistic st ~esses and productions,

Hoffmahn's 1ife falls into two distinct halves. From 1804 until early

o
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1813, ha directed his attention towards mu51c,“aﬂﬁ~i;omwlgf3 until his
premature cdeath in 1822 his major achievements were in literature. It
. ] . ‘w - . - 5,' ) ‘ . '
was. indéed music which first inspired his remarkably fertile imagination

and his creative spirit. Hé composed chiefly ecclesiasticai. works and

incidental music to plays, and began writing as a mugtdgiiric. Just as

o i»

he had attempted to make an ;mpression on the hearer“g#*s musician, so

-
N

too he wrote fiction. in the hope of eliciting an emotional response. The
late Romantic's fairy-EaLes are described by one biograpger as follows:
"(J..) tﬂey were to ﬁrodﬁce an effech on the human spirit, on the
emotion . on the imagination."5 From the author's own words on the
subject, .: is evident that while entertaining the readgr, Hoffmann's
aim consisted of an appeal to the reader s imagination and indeed, to -*
%uch-an extent that the latter would éoqtinue to fantasize alone. This

intention is expressed in a_.conversation between Hoffmunn and his artist

friends after his reading of the tale Die Automate which appeared in the

-

second volume of Die Serapionsbriider "in terms that call to mind the

effects of a musical work:

\

Ich meine, die Fantasie des Lesers oder Horers soll nur ein
paar etwas heftige Rucke erhalten und dann sich selbst beliebig
fortschwingen, (...) Nichts ist mir mehr zuwider als wenn in
einer Erzdhlung, in einem Roman der Boden, auf dem sich die
fantastische Welt bewegt hat, zuletzt mit dem historisehen
Besen so rein gekehrt wird, daf auch kein Kornchen, kein

, Stdubchen bleibt, wenn m=n so ganz abgefunden nach Hause geht,
daB man gar keine Sehns - empfindet, noch einmal hinter die
Gardinen zu kucken.6

Thus as both a "pegson'" and an "artist', and especially as a -
"writer'", Hoffmann's fundamental problem is the search for structures

and, forms to relate the Bionysian7 chaos of his inner fantasy world to

reality, and to aim in the feal‘world, at the elusive target of the
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recipfient’'s imaginatton.

With this concern with a modern world divided between the rational

-

everyday and the aper realm of fantasy,

and with the hope for the

creative artist's‘potent&il as a mediator, E.T.A. Hoffmann, as is well

knowng is clearly a child of the."Romantic Movément“»tghyhic he belongs

ra
3

not only chronologically but also by way of contacts andi@nfluences.

i
s Eel
Q

The image of the poet emerging in Early Romantic writings,

especially those by Wackenroder, Tieck, Novalis, and Friedrich Schlegel,

’

was evidently of some influence on Hoffmann. The former two, writers,
with their accounts of artist types such as Joseph Berglinger, who

struggle to communicate their wondrous visions in the real world, were .
\./f
known to Hoffmann as well as the latter two, with theéir visjon, in

14 R .

theory and practice, of the poet as successful mediator of a religious

dimensi-n, as a Messiah or Saviour - figure. Novalis' Hymnen an ‘die

Nacht, which expresses the author's arisis after the tragic death of his

2

love, Sophie von Kihn, in‘Magbh 1797, illustrates th:s kind of vision.

Aspects of Novalis' Heinrich von Ofterdingen, such as th: depiction of a

mythological dream/fairy-tale realm as representative « t' e poet's

longed-fwor paradise, are echoed in Hoffmann's stories, particularly in

the Atlaptis world of Der goldne Topf.
In particular, however, E.T.A. Hoffmann's life and works suggest a
kinship with the more problemati: vision of the artist character, such

as Tieck presents in his tales, Der blonde Eckbert and Der Runenberg:

the tendency there is to acknowledge that high ideal of the artis% as

Messiah-like visionary and mediator of a dimension beyond the worldly,

5 Dl
while focusing on the potentially Gatastrophiﬁgggguggle of the Saviour's

4

-

to retain and convey his visions. Similar tendencies can also be found
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in Wackenroder's work, especiall iu jaﬁ%}nSergieBungen eines

kunstliebenden Klosterbriders, whe. ,neﬁcharacter of Berglinger shows a

: A
distinct resemblance to Hoffmann himself - the musician turned writer,
. > ’

4
trying to reconcile his-artistic inclinations in his worldly affairs and

above all trying to communicate his visions. -

Overall tHEﬁZ:Eyffmann'g conception of the artist, the divine .

mission of the poet, owes mucH to his predecessors, especially Tieck and

Wackenroder. One may note also that Hoffmann's Die Serapionsbriider

collection is modelled in format on Tieck's Phantasus (1812-17),

containing a compendium of his shorter prose, interspersed with critical <

commentary. The personal struggle in Hoffmann's life, his focus on the
reality-link in his writings, appazar as a continuation of the

Wackenroder and Tieck line.

The influence on Hoffmann's writings of his early devotion té music
4 . . o N R
should also be noted. There is evidence in both his letters and

fictional writings which_reveals a general awareness of the senses and
S

of perceptieh. As both . usician and painter initially, Hoffmann was
/I

evidently gifted with acute audjpfory\and viSual senses. The musician in

Hoffmann can indeed be ddtedted in -

e

: r
repetition, onomatopoeia and{cadence

is writings - frequent use of

in his sentences. But more
demonstratively on¢ finds Hoffmann-the-painter in his writings,
. i :

<

particularly when one examines the vivid and sometimes quite incrediblé
visions described and depicted in his stories. The importance of.the art

of painting and sketching for Hoffmann as a man of letters is clarified

in his first publication of collected stories.
T

-~
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2.3.'The gFefgge: "Jadﬁes Callot" in-Phantasies£ﬁcke in Callots Manier.

iE.T:A.‘Hoffmann entitles pis first cycle volume after a French
aftist)\J;ques Callot (lggé-1635), who became famous in particular for
hiﬁ arawings taken from real life - from the "Volksleben" - and the
ab§ociatibn with this artist is explaiﬁed in the‘preface.

Hoffmann praiseg C;llot's "strange, fantastic pictﬁres” for their
boldness,.livelinesé, ﬁaturalnesé and elementaL'splenAOur. Callot's art
is said to éo-beyond the rules of painting since his works comprise
reflexes'of the most fantastic illusiqné, at the root of which always
lies the imagination - or ;Phantasie";i“(;..) seine Zeichnunger sind nur
Reflexe“alle: der bhantistischen<wunderlichen Erséheinungen, die der

Zauber seiner iiberregen Phantasie_Hervorrief”(I;9). The author held this

talented artist in great esteem also because of a unique ability:

Kein Meister hat so wie Callot gewuft, in einem kleinen Raum
eine Fiille von Gegenstdnde zusammenzudringen, die ohne den

Blick zu verwirren, nebeneinander, ja ineinander heraustreten,

so daP das Einzelne, als Einzelnes fiir sich bestehend, doch dem ‘
Ganzen sich anreiht. (I;9)

—

“n his article on Jaques Callot, Siegbert Prawer refers to the most
~ important linking traits between the artist's work and Hoffmann's

Wfiting: "(...). die Fantasie undeas‘Fantastische, dés.Wunderliche und

o \a :
das Wunderbare, Orig%nalitét und'geprégte Form, die Ironie, das Groteske

. ; . . : .
_und das Skurrile, gewdhnliche We&t'und inneres romantisches

Ceisterreich."8

J

"nNot onlé does thévpreféCe'on Jaques Callot include the approval of

taking visions from actual\life, appealing to a vivid imagination and

placing something familiar in a'qeyfilght, but irony and the grotesque

)

are also mentionned in the text.? Even the "Bauerntanz" seems to
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glimmer with a romantic originality so that a sensitive soul will be
affected bywit. Irony is also relevant to the '"romantische Originalitat"
of Callog's'drawings, in particular those entitled "Tentat‘ons de Saint
Antoine" in which he links -animal and human forms, thereby deriding - at
least in the opinion of the travelling enthusjast10 -.the wretched
activities and struggles of man in his everyday existence (I310). The
result is expressed as follows: %
) (...) und so enthiillten Callots aus Tier und Mensch geschaffene
AN groteske Geﬁtalten dem ernsten, tiefer eindringenden Beschauer
alle die geheimen Andeutungen, die unter dem Schleier der
Skurrilitit verbogen liegen. (I;10) '
Critics usually agree that Hoffmann's works of fiction within the

» \ i
Callot cycle-volume, such as Der goldne Topf, Nachricht von den neuesten

Schicksalen des Hundes Berganza and Nachricht von einem geliebten jungen

Mann, exeﬁplify precisely these characteristics of the etcher's work and
also apply to the later tales ;? Hoffmann's oeuvre.

s Before the narrator of the Jaques,Callot preféce makes his final
point, there is a peftinent comment on Callot's life-style, reflected in
his drawings; "Es ist schén, daf Callot ebenso kilhn und keck, wie in
seinen festen krdftigen Zeichm ‘n, auch im Leben'war” (I;10). The
criteria pertaining to both Hoffmann the writer and Callot the painter
bear close resemblance to those of the "Mirchen". Callot's art links .
with tbe graphic and pictorial visions in Hoffmann's tales - the
importance of éctual first-hand experience; colourful and hectic scenes
from everyday life - all these are expressed by both men. In painting
""real" things, Cailot also selects and creates a bizarre context, just
as Hoffmann places the familiar in an unfamiliar lighfi

The preface culminates in a question directed at the reader or

14
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receiver of the text:; can one address the author of this text as a true

3.
—

L;‘writer? That one might excuse him “or his art seems to be taken for

granted:

Konnte ein Dichter oder Schriftsteller, dem die Gestalten des

gewohnlichen Lebens in seinem inneren Geisterreich erscheinen,

und der sie nun in dem Sghimmer, von dem sie dort umflossen,

wie in einem fremden, wunderlichen Putze darstellt, sich nicht

wenigstens mit diesem Meister entschuldigen und sagen, er habe
" in Callots Manier arbeiten wollen? (I;10)

In a letter to his publisher, Kunz, Hoffmann wrote of the necessity at
times to excuse his art because of '"die besondere Art, wie der Verfasser

die Gestalten des gemeinen Lebens anschaut und auffaBt”.ll According

to Prawer, this is aimed-precisely at the Callot-essay in which the —

fin;l open-ended question does nevertheless indicate a certain direction é
towards an answer; w;;tever is communicated concerning the inner,
~romantic, spiritual realm also remains grammatically in the
interior.l2? Callot's influence as a whole is summed up by Ilse Winter
as being based on three criteria: clarity of compositgcn, tﬂ; abundance
of the figures and ‘the strange GPhantastik allerAErscheinungen".13 The
~author's an opinion on the Jaques Callot dedication was expressed in a
letter to his publisher in September of 18173:
Den ZuSagz "in Callots Manier" hab' ich reiflich erwogen und
mi: dadurch Spielraum zu Manchem gegeben. Denken Sie doch nur
an den Berganza - ans Miarchen usw. - Sind denn nicht die
Hexenszenen so wie der Ritt im Hz:splatz wahre Calottina?
This contribution to the cycle volume not only provides foundation
and justification for the title itsélf, "Phantasiestiicke'", it a’
portrays a certain programme which unites the various tales within the

collection and, of course, the Jaques Cdllot concepﬁions are valid for a

fair number of Hoffmann's other ories.
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At this early stage of E.T.é. Hoffmann's career as a writer, it can
be said that he was still searching for reference points and
vard-sticks. A comparison between this cyéle-volume and that of the

Serapionsbriider, published in its first'volume three years later,

reveals how Hoffmann has progressed. The Serapion volume includes
sharper profiles of many of his figures and makes references tc other
writers - contemporary and classical - such as Goethe, Shakespeare,

ot

Jean-Paul; Novaiis, Tieck,‘and_Kleist. Whereas the Callot-volume

| ',

illustrates a certain expurimenting with narrative methods, the more
extensive and lafger group of stories reveals a perfecting of
fictional-writing techniques whiéh had come to light in previous
stories. Thus Hoffmann was not grasping for new means of portrayal in

Die. Serapionsbriider, as some critics claim, but he shows a successful

progression in his writing career. Having begun with a"'manner" related
to drawing - the envisioning of scenes - he goes on to the more

music-like "Marchen", or fairy-tale. ' . N

2.4. Die Serapionsbriider

2.4.1. Background

Ideas and views regarding narrative techniques in the prose writings
of £.7.A. Hoffmann are most fully discussed in the Ser?pion-cycle,
(1818-21). Tt is here that we can establish the author'ls aims behind his
methods.

After Hoffmann had settled in Berlin during September 1814, a selegt
group of artist-friends began meeting together on a regular basis, |

either in coffee-houses or in private residences. The four most faithful

“
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members of the artist-circle besides Hoffmann himself, were Julius
Eduard Hitzig, Carl Wilhelm Contessa, Adalbert von Chamisso, apd David .
_Fer;inand Koreff. There were also various guest-members, as already
mentioned, such as Hippel, Friedrich de la Motte Fouqué and Joseph von
Eichendorff, who joined the meetings occasionally.15 Although the
group dispersed after two years, mainly due to Chaﬁisso's travel plans,

A}
the artists renewed their friendship later in 1818.

The title and structure of this collection of stories was agreed
upcn only during the second phase of meetings. It was d%;coyered-
coincidently that on the very day of that firs; meeting during the
second phase, November 1Ath; 1818, the holy saint's day of the Egyptian
ascete and martyr, Serapion Sindonita, was celébrated. Thus the name
"Serapionsbrider" evolved.16 .

Contained in the four volumes are all manner of stories and -
fairy-tales, twenty-five in total, which are framed by the account of
commentary and discussion taking place among this group of artists.

Hoffmann seems intent on qualifyingbhis short stories by including ante-

and post-naiY&&ive views on certain poetological issues. The effect of

© A N

these fictional%conversations among the artists is initial%?jone of
distancing, that is: instead of presenting his audience with isolated

’ v
fairy-tales, ﬁoffmanh surréﬁnds them in a framework of comments to be
considered by tﬁe reader in the light of t?e fiictional work. Thé reader
is not left to ponder alone, but is constantly reminded of the
vnarrator's or author's analytical frame of mind. Friedrich Schnapp
suggests that Hoffmann decided to produce a ¢ollection of sto;ies like

this, read by different people and linked by conversation and discussion

in'oxder to please his publisher, Georg Reimer.l’ On the other hand,
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Ilse Winter suggests that Hoffmann wished ko pay tribute to his
associates by introducing them in ris works with the aiﬁ of portraying
their so-called ;Zusammensein”, or ”togethgfnessh.l8 Although these
may be the original reasons and justifications, Hoffmann, following
those impulses, uses the format of the frame to voice his own critical
reflections on the poetic process. As noted earlier, Tieck's Phantasus
was of significance to the extent tﬁat Hoffmann wished to order and
express his aesthetic theories and thoughts about a writer's

broblems.19

In the opening parag. ipt of the first volume of Die Serapionsbriider,

the artists - Lothar, Ottmar, Cyprian, Theodor and Vinzenz - discuss
the formation of a club (V;5). Such an introduction pyovides quite a
realistic setting for the reader-audience, and apart from noting the
actual criticisms and compliments after each tale, the framgwork forms
another story in itself. The characters are portrayed realistically,

their arguments and concerns shape their personalities. It is difficult,

v

however, to be absolutely sure of Hoffmann's characterisdtion of his
A P

artist-figures, members of the Serapion club, and critics vary in their

L]

interpretations. Friedrich Schnapp suggests that Hitzig was personified
in the character Ottmar, Contessa in Sylvestef, and Koreff in

A
Vinzenz. 20 Hoffmann himself, according to this same critic, was

i . )
represented by three characters;._in Theodor as the musician, in Cyprian
- L

as the mysgic, and in Lothar as the ironist. This certainly seeﬁﬁ

¢
< .

faesible when one.considers the various comments made th oughout the

cycle.

AN

The general importance of dualism in Hoffmann's poetodogical thought

and, as already noted in the introduction to this chapterfiﬁn”the



author's personal experiences, is established very early on in this
collection of works. The opén;ng paragraph of discussion, led by Lothar, :
expresses ﬁhe concern with inner thoughts and fancies conflicting with
actual external happenings (V;5). Drgams and thé tendency towards
introspection become an iméortant issue. Lothar in particular; expresses’
the futile attempt to re-live or preserve the past and the agony of ,
being haunted by memories as if they were dream;; making us unsure of
what has really Hsppened and what has been imagined: "Nur die
Schattenbilder des in tiefer Nacht versunkenen Lebens bieiben.zurﬁck ur.g
walten in unserem Innern und necken und hdhnen un$ oft, wie spukhafte
Traume" (V;5). \

Gradually, the conversation leads up to the exemplary tale of Der

Einsiedler Serapion, from which the main principles of writing are

‘established. Although these views are expressed to a certain extent by

fictionalIartist-figures, Hoffmann is clearly using his own experiences
{

and those of his colleagues to voice his main concerns as a writer.

However, before the "Serapion Principle" can be fully understood and

clarified, a summary of the tale itself is necessary.

2.4.2. The tale.
In the framework-story it is Cyprian who tells the tale, explaining,

before he starts, that his personal involvement in the course of events
a

~is one which he condemns. He appears to be quite ashamed of his

-

behaviour. He also warns against the dangers of philistinism - a comment
\ . ) .
that proves relevant to much of Hoffmann's work since many of his

characters turn out to be philistines and are always portrayed in a

negative light. The personal experience being related here by Cyprian is
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crucial because this method of telling a story occurs frequently in
Hoffmann's writingsfénd also recalls Callot's method of painting or

éketching scenes from the '

'real" lives of ordinary people.

The story concerns a man of gentle and\pioﬁs nature but also of
great intelligence and poetic talent, who lived as a hermit and cilaimed
to be ;he‘monk, Priester Serapion, who had in fact died as a martyr
hundred§ pf years befope. Local people, therefore, consider him to be
quite mad, despite his placid and loving nature. After his initial
meeting with the eccentric, Cyprian:attempts to understand insanity
through reading and pondering, but all proves quite useless when he
discusses the problem with th>\¢L.'t. As a so-called "Dichter"
possessing "eine feurige Phantasie' ¢ /;27), and a spirit which could
penetrate the very depths of nature, Serapion explains himself u:ing
Cyprian's own weapon - "Vernunft", his reason. It soon becomes éled;
from the discussion that the monk is totally caught up in the life of
the spirit and has distanced himself from the real physical world. He
speaks in favour of extreme loneliness since only then can a pious
nature unfold, and he advises Cyprian not to fear it (V;25). As Cyprian

N .
listens to the monk's stories, thzre is a mirroring of the reader's
position; as we sit comfortably and firmly in our reality, the so-called
"glihende Leben" of the narrative Has the power to carry us off in our
imaginations and thgn to release us back into that reality at the end of
the story.21 Cyprian says:

Serapion erzdhlte jetzf, eine Novelle (...). Alle Gestalten

traten mit einer plast¥schen Rundung, mit einem gliihenden Leben

hervor, daB man fortgerissen, bestrickt von magischer Gewalt,

wie im Traum daran glauben muPfte, daf Serapion alles selbst
wirklich erschaut. (V;27)
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It is alsoAinteresting to. notice that not only is the reader's situétion
mirrored here, put also that of the Setgpion-group. Just like Cyprian
listening to the monk, they are sitting listening to an incredible tale
told by their own colleague._At this point the structure of a.framework
withiﬁ a framework becomes more complex than the original single
"Rahmengeschichte' (framework-story). In fact the repeated mirroring
technique reminds one of Goethe's phEase, "wiederholte Spiegel-
ungen",22 and also of Friedrich Schlegel's idea expressédfinithe'
Athendum as follows:

Nur sie [die Poesie] kann gleich dem Epos ein Spiegel der

ganzen umgebenden Welt, ein Bild des Zeitalters werden (...).

[Poesie kann] poetische Reflexion immer wieder potenzieren und

wie in einer endlosen Reihe von Spiegelungen vervielfachen{

2.4.3. The Principle. .

The framework discussion among the Serapion-club members concefné -
their fffffal prinéiple. From this a theory evolves o; how a poet 65’
writer proceeds from real experience to the inner vision it triggers,m
and how he relates that element - the vision - to reality;

As Il;e Winter points out, all critics agree upon the main }ssdé of
the ”Gespréch-ﬁber das Serapiontische Prinzip"za. The essencé of the
principle consists of,{he synthesis between :Phantasie" and
"Wirklichkeit", imagination versus reality.25 It is revealed in the
discussion that the goal of a writer or poet is the creation of an image
or visien originating from some experience in the real world. To narrate
his adventure in any meaningful way requires the merging of experiences
of reality, with the fantasies, dreams and illusions which belong to the

inner nature of man.

At the beginning of this discussion (V;56), Lothar, drawing
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- - attention to the date, November l4th -‘the holy day of Saint Serapion
Sindonitus -.proposes the toast and admires the monk for his instability

of mind, "weil nur der Geist des vortrefflichsten oder vielmehr des

>
t . <

wahren Dichters 'von ihm ergriffen werden kann" (V;60). He then continues
by comparing the writer with a seer ("Seher"), claimin;)that, although
we often doubt the existence of such prophet-figures, so too we doubt
the existence of the writer, yet both bring the message of a ;igher

v 5 realm to those gthwill listen. As he questions the reason behind

K second-rate works-of literature, the main theory evolves: A poor story

: . ol
can only be the result of a poor narrative, and this signifies that the

. -writer has not actually envisioned that about which he is writing.
”-\%@;har continues:

..) dap die Tat die Begebenheit; vor seinen geistigen Augen
hasis) sich darstellend mit aller Lust, mit allem

"'ezzen, mit allem Jubel mft allen Schauern, ihn nicht

sterte, nntzundete, so daf nur die inneren Flammen

: Any effort on the part of the
the reader beileve what he himself cannot believe is
g'he did not.e'xperience.it.26 The Serapion-figure is

- i pﬁ%aééa or %%?“8 'ein wahrhafter Dichter” (V;60), for the precise
L - a‘e Y‘E:‘- ) . s

reason quoted’«‘faﬁp;

He possesses the ability to communicaté that vision

P

really exper1enced and therebv to apprehend his

_audlence s”hgggﬁ and souﬂ ‘Lothar pltles the monk, however, for hlS one

© failing - his lack'of "Enkenntls der Dup1421taﬁ” (V;60), that is, the

- recognition of the dualkgnature of exister 'néﬂd the delicate balance
o hh

‘required to remain coherent. This Seraplon zale is termed by Ilse Winter

kY ' : . .
as "Hebelwirkung": Withiﬁ‘uswthere exists an inner world and the’

[N



spiritual strength to see that world in all its splendour. However it is
the worldly sphere in which we are caught that acts as the lever, or

”Hebel”.27

As for the hermit himself, the lack of such recognition of the

- . . % . . . . . -
dualism of existence has resulted in his exclusive orientation around ’

@\

the’ inner, spiritual existence. Thus he has no point of contact ﬁ

whatsoever with the outside world and has never experienced the
" A
so-called "Hebelwirkung", or "Jever-effect”.28 Lothar then describes

Serapion's life as being "wie ein steter Traum" from which he most
Va

certainly would not wake to find himself "in dem Jenseits'" (V;61).
5 Despite this imbalance within his perspective, the monk is proclaimed by
/ the artists as their "Schutzpatron'", their model "Dichter", and the rule
they intend to follow relates to his "Sehergabe" (V;62). Before each
story is read, the artist concerned must scrutinize his act cf roetic
creativity to ensure that he genuinely experienced; or saw that which he
has undertaken to communicate. Lothar expands'here:
Wenigstens strebe jeder recht ernstlich danach, das Bild, das
ihm im Innern aufgegangen, recht zu ﬁrfassen mit allen seinen
Gestalten, Farben, Lichtern und Schatten und dann, wenn er sich
recht entziindet davon fithlt, die Darstellung ins dufere Leben
zu tragen. (V;62)

Thus the principle of the Serapion-artists is established, but not

without recourse to the hermit's "Wahnsinn" and the negative trait

<

—— .

resulting from this - an excessive concentration on_ the spirit, or

"Geist". The implication of Lothar's previous criticism amounts to a

warning to the group of artists. Moderation must always be exercised in
v

order to achieve the crucial balance between the two opposing forces. As

Serapion and indeed Cyprian exemplify, an excess on the one side of the
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scales causes problems. Cyprian makes extensive use of written
psychological studies in the hope of understanding;the monk by way of
his reason alone. Both characters stand at extremes and as such they
serve, in a didgctic sense, as an example to both writer and reader of
how important it is)to find a balance betwee he real world and one's
imagination.-29 Cyprian's over-emphasised reas .ing and academic
research brings in the so-called philistine element, and this above all,
the artists must strive to avoid.30 Admittedly, according to Lothar, a
hint of thé philistine is acceptable from time to time, but the

. s

ultimate agreement.among the artists is simplified by the narrator of

the framework story as follows:

[sie] gaben sich g@;"ort, der Regel des Einsiedlers Serapion,
wie sie Lothar sehr¥f¥shtig angegeben, nachzuleben, wie es nur
in ihren Krdften stel#§jwelches dann, wie Theodor sehr richtig
bemerkte, eben nichts weiter heiflen wollte, als das sie
ibereingekommen, sich durchaus niemals mit schlechtem Machwerk
zu qudlen. (V;63)
o ! "'?)5

Y

to
P

.4, Final Remarks.

The creative writer, according to Hoffmann, must always use his own
o ,

experiences or real-life surroundings as the starting point for a

fictional work. ‘lde Cohn summarizes this idea accurately by commenting

ﬁhat the spirit will open itself to a receptive or sensitive poet in the

everyday, and however fantastic the events become fhrough the workings

of the‘imagipation, the experienced reality yill always remain an inner

stdrting point, or "Ausgangsﬁunkt”.31

Hoffmann's main concerns as ‘a writer have been distilled from these

discussions and exemplary tales related by the Serapion-artists. The

overriding mood in theg authorfs warks, according to these theoretical
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deliberations, could be described as a magical ”Alltag”.3 _Precisely |

-

in this natural transitiop of observing and signifying;(“SChauen und

Deuten"), of knowledge and the imagination (”ﬁigsem'und Eﬁhntasie"), of

P
v ' }/. . . . » -
"real" reality and ideal possibility, Hoffmann emﬁf@ys thg'}airy~tale or
I S T
U et

- "Marchen'" form.

Throughout the present study of Hoffmann's theories and principles,

v

the imagination plays a prominent role. As part of his framework

discussions, the author tas included a conversation specifically on the

.

topic of "Marchendichtung" - fairy-tale writing -, and here once again
the imagination is most im rtant. General stylistic methods can also be
distilled from this conversation, so as to augment the theoretical

concerns revealed so far. L,

2.5. "Gesprich iiber die moderne Mirchendichtung'.

This conversation which occur§'in the third volume of the

Serapion-collection, published in 1820, echoes: the whole theory in

o B

certain_fundamental aspects: concern with the.iiﬁk to reality and with
the role of the rational, forming capacities. The important link is
equéssed by Lothar, when ﬁg says how the'fairy-tale élements have, as
usual, merged with a commonplace backdrop: "Ubrigens gewahft ihr, dap

.ich meinem Hangé, das Marchetthafte in die Gegenwart, %n‘das wirkliche
Leben zu versetzen, wiederum téé&%ich gefolgt bin'" (VII;101). Thus the
A

characteristic trait of Hoffmann‘s;fairy-tales is established: a

K

realistic backdrop with events ﬁ%aﬁ plausibly have happened, or have

some bearing ¢n the exterior wor}d, although theAinner linkings are
q°
established by "eine traumartige Phantasie'".3? Examples of- stories in

the Serapion-collection whichare,based upon a concrete setting or
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actual situation from reality are, among others: Nuflknacker und

Mausekénigbwhich centres around a Christmas gvening, Das fremde Kind

involving a visit from relatives, and Die Konigsbraut which entails the

act of pulling up carrots in a vegetable garden. The "Hebelwirkung'" i$

a

also echoed in this conversation about writing fairy-tales, the

realistic setting acting as the springboard from whic

3

a story—Tas.leap

into a realm of magical wonders. Theodor explains this

Ich meine, daf} die Basis der Himmelsleitér, auf der man
hinaufsteigen will in hohere Regionen, befestigf sein misse im
Leben, so daf jeder nachzusteigen vermag. (VII;}02)

In full support of Lothar's resolve to merge the fairy-tale elements

¥

with scenes from '"real" life, Theodor recalls how former '"Marchen" were

written: : - ,
Sonst war es ublich, ja Regel; alles was nur Mdrchen hief, ins
Morgenland zu verlegen, und dabei die Marchen der Dscherezade
zum Muster zu nehmen. Die Sitten des Mordenlandes nur eben
berihrend, sqhuf man sich eine Welt, die haltlos in den Liiften
schwebte und vor unsern Augen verschwamm. (VII;102)

N ° ""‘ .
In other words, Hoffmann's tales, like Tieck's, are quite di{ferent in’

Q
~style when compared to the conventional fairy-tale in literature -

exemplified in.such works as Goethe's Mirchen (1795) andxthé Klingsohr

tale in Novalis' Heintich von Ofterdingen (1801). With Hoffmann, thé

. ., ‘; i
"Himmelsleiter" is rooted firmly in the everyday environment of our

2

* “lives, so that from there we can climb up to those higher regions'rather

than creatihg a totally imaginary situation which symbolizes only the
"real" and does not portray the woadrous changed reality which the

Romantic sen<es. A famous example of this technique in Hoffmann's short

.prose is the opening scene in Der goldne Topf, where the setting is !

;
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Dresden, amidst the usual éctivities of common everyday life (I;301).

4
7

Into this environment all manner of fairy-tale events intrude. Ilse
Winter refers to this tactic as "Mystifikation", which is realised only
in the "Marchen" form, " (;:,) durch das Ineinander zweier kontrérerv
Bereiche, der alltdglichen Erfahrungswelt und der des Mirchens" .34
Undoubtédly, such a technique can be quite audacious, especially if

serious and respected members of society are depicted in a fictional,

entirely imaginary realm. Cyprian says of this,#actic, "(...) daB sie

wie fabelhafte Spukgeister am hellen lichten Tage durch die lebhaftesten
Strafen der bekanntesten Stiddte schleichen (...)" (V;301). He is,

referring in particular to Der. goldne Topf's "ironisierender Ton",
which, as the artists agree, results from the daring merging two
realms (P.W. V p.301). One may also note, when aﬁalysing Hoffmann'c

tales as representative of "genres", that only a small number are

- actually sub-titled '"Mdrchen", bﬁt a great many are simply called

"Erzihlungen".

The discussion of fairy-tale writing-techniques not only echoes many

of the main ideas expressed in the Serapion principle, it also reveals a

'
hY

progrgssion in the aq;hor's narr;tive technique. Hgviﬁg spent the first
half of his career as an artist inyghe music world and then also having
indulged in paintiﬁg{ it is significant'that.Hoffmann progresses . from
the Callot-method fo tﬁe more musical, féiry-tale style of writing.

In attempting to define the "Mirchen", the Serapion members discuss
the use of an iroﬁic,ﬁone~and othér effects for creating a fairy-tale.
LotRar_clarifies the conditions set down by‘Tiéck:

ol

Nach diesem [Tieck] soll Bedingnif des Midhrchens ein still
fortschreitender Ton der Erzdhlung, eine gewisse Unschuld der

Az,



32

Darstellung sevn, die wie sanft phantasirende husik ohne Larm und
Gerdusch die Seele fesselt. Das Werk der Phantasie soll keinen
bitteren Nachgeschmack zlirucklassen, aber doch ein Nachgeniefien,
ein Nachtdnen. (V;301)

Alfred Neumann always associates Hoffmann's musicaltkalents with the
y , |

b

""Marchen" speéificallyf because .the result is frqugﬁtly a dream reality

1]

of the romantic musical éxperience, (...) a chaos of surging

emotioﬁs".35 The music-like fairy-tale represents a fundamental
elemépt-in‘E.T.A. Hoffmann's view of how the magical chaos can convey a
formedr?endition of reality's wondrous dimension. His tales are always a
mix of true-to-life reality and elements of the miraculous or spipiﬁual
realm. Fritz Martini's pertinent Eomment on the genre of the "Marchen"
reveals the extent to which this for@ combined the author's talents as
musician,;painter and writer: " Im Marchen offenbart sich ihm das
Mysteriﬁm des Seins. Es ist seine magische Sprache. (...) Hoffmann
[erfuhr] im MdrcHen die reine Erfiillung seines Dichtertums, in das seine
Begabung als Musiker und als Maler, in Sprache umgesetzt, sich
einverwoben haben.'30

This discussion on the techniques of writing fairy-tales also
illustrates Hoffmann's concern with the imagination which has already
been mentioned in various comments by the club members. Lothar had

. o

stated his inclination, always to merge the fairy-tale into the real
realm (VII;101), and the particular role of the reader's imagination is
clarified in connection with the "Himmelsleiter" - the roots in reality

W

lead up to an elevated sphere:

- Befindet er sich [der Leser] dann, immer hoéher und hoher
hinaufgeklettert, in einem phahtastischen Zauberreich, so wird
er glauben, dies Reich gehdre auch noch in sein Leben hinein
und sei eigentlich der wunderbar herrlichste Teil desselben. Es



ist ihm dev scuire priachtige Blumengarten vor dem Tore, in dem

er zu seinem hohen Ergotzen lustwandeln kann, hat er sich nur

entschlossen, die diistern Mauern der Stadt zu verlassen.

(VII;102) ,
Appealing to the reader's imagination was the key to a fairy-tale's
success and of'such significance in Hoffmann's works that many critics
have referredvto tﬂé "Phantasie' as‘the ”conditiq sine qua non" of all
his poetic creativity. Without this power it would not be possible to
adhere to the '"Serapion'" rules or to have'the desired effect on the
audiénce. The incrediblg happenings, according to these theoretical
ideas, which have grigi;ated in a realistic setting, should be related
ih such a-manner that the reader,«via his stimulated imaginative
%aculties, is lifted out of his mundane everyday life and up into a
flight of fantasy which can be graspéd by his ver& soul.‘

The criteria for thé "Serapion-Mdrchen" could thus bé summarised as
follows: The realistic®setting is the starting point and by way of the
"Hebelﬁirkuﬁg", or "lever-effect', the story's events become more

”
incredible or simply-leap into another wondrous dim- ..ion. The

‘music-like fairy-tale must be related and written witn the main aim of
appealing to the reader's imagination so that he too can escape the one
physical or earthly realm and flee to the spiritual sphere at the top of
the "Himmelsleiter”.‘Finally, the author expresses, in addition, a-

certain-rationality in the form of an ordered rendition of such a
- <

fantasized work.

The Serapi mstriider-cycie and the analytical discussions among its

members provide us in greatest detail with Hoffmanmn's ideas on the art
of writing. Indeed, one very imucurtant comment made here presents the

main link with the earlier collection, Phantasiestiicke in Callots
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Manier," and -also with those principles expounded by Hoffmann in a later

short work, entitled Des Vetters Eckfenster -(1822). The fhread running

~

through all Hoffmann's theories relates to the importance of ‘the writer

situated in the midst of ‘a colourful, hectic, daily activity which is
;

always the trigger leading to the creation of a written work. Theodor

clarifies this;

Sylvester hat Recht, .) wenn er. als Séhaﬁsp1él~- als
Romandichter die Anregungen in dem Bunten Gewuhl der grofen
Stadt sucht und dann dem ‘Geist ruhige MuBe gmnt; "das zu
schaffen, wozu er angeregt worden. (o) Dichter jener Art
dirfen sic¥'nicht. zuriickziehen in dle““wQsamkelt sie missen in
der Welt leben, in der buntesten Welt gg& schaue# (my emphasis)
und auffassen zu kdnnen ihre qpendllchen mannlgfaltigen .
Erscheinungen. (V-,170) ; 5 ) N PR

+

Y
-

Living and being acutely aware of one's surroundings‘is thus .a cruciél
pért of én author's success in being'able to commdn;caté his inner world
to hispregders or listeners - this is éxactly Eﬁg‘charactéristic in
which the hermit, serapion.is 1acking:

| This theory of "schauen’ or "émvisioning", and the subdequent

- El ) .
"interpreting' of those visions fonstityte Hoffmann's central concern,

R

and his ideas progress from th@séxin,thevcycle collections, analysed so

far, to those revealed in his story Des Vetters Eckfenster.

Consideration of this work is, therefore, necessary for an accurate and
s N ‘

complete overview of the author's poetological theories.
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2.6. -The "Eckfenster" Principle.

Des Vetters Eckfenster (1822) was one of Hoffmann's last works. The

story itself compri;es little plot or ?ction, rather é dialogue between
the "Vetter" - a writer - and the first-person narrator, in the course
of which the cousin explains the technique of pegpception. His intention
is expressed as follows: "Auf, Vetter! ich will sehen, ob ich dich<hicht
wenigstens die Primizien der Kunst zu schaueﬁ beibringen kann''(XII;173).
It would be difficult to place this work within a certain genre. At best
it could be categorised a- a literary skit in the dialogue-form and
mthUSi in;relation‘to Hoffmann's views, it is not to be underestimated
~ when cgmpared to;ﬁhe Callot and Serapion ideas. )
The 'Vetter", we are told, has suffered a physical malady which has
also éffgcted his mental capacity as a writer. He now finds his once
viVidlimagination seyerely‘weékgned and is unable to objectify and

, o <
structure the workings of his ‘inner realm. As a result he is no longer

" (...) die schwerste Krankheit

creating anything new or original{
vermochte nicht den raschen Rédergang der Phantasie zu hemmen, der in
seinem Innern fértarbeitete, stets Neuéslhpd Neues erzeugend' (XII;169).
. The_dialogue takes'place at the turning poiﬁﬁ of the '"Vetter's'" crisis.
The obening of the stofy conéists of his Qemonstfétién to the narrator-
. figure of how séverely depressed he was wheﬁ'his tho@é&?s remained in
his head aﬁd could no longer be expressed on, paper. Dra;ing further into
himself every déy the "Vetter" refused to admit any visitors.into’hisu
atiic fOOm - a reminder of the narrator's garret life in Der goldne

Topf. The narrator here explains this tendency to withdraw from the

otitside world as follows:

Es ist ndtig zu sagen, dafl mein Vetter ziemlich hoch in kleinen



A

36
niedrigen Zimmern wohnt. Das ist nun Schriftsteller und
Dichtersitte.'Was tut die niedrige Stubendecke? Die Phantasie
fdiegt empor und baut sich ein hohes lustiges Gewdlbe bis in
den blauen glinzenden Himmel hinein. (XII;170)

The echoes here of the "Mirchendichtung' discussion and the

. :
Serapion-club members' concern with ehe imagination are evident.

However, the. position above and away from the hustle and bustle of

.everyday-life provide another means”of accentuating the position of an

observer. As the two characters gaze out of the corner-window, looking
down onto the busy market-place, the "Vetter" teaches his pupil the

technique of putting down on paper what he perceives in the real world.
. / ' '
Recalling the discussions of {he Serapion-artists, we have another

w2

parallel to that didactic process of the author showing us what:hé.is

-

doiqg when he writes.

During the course of the dialogue, the "Vetter" presents a}@ery“
detailed observation of the characters as they appear visually; But he
does not stop there. In addition, he attempts to deduce exacti%{fhe

nature and personality of the people below his window, trying tw

[ »

recognise the:substance vf their attributes. Thus the reader does ndt

receive an objective description of the market-people, and cnstomers; for

]

in fact the "Vetter" communicates numerous subjective .ind detailed

impressions. It ;s his interpretation of the Sqigg that'is portray;a andﬂ‘
LA

his "Phantasie" is thegéby‘revealed'in full swingl For example, the

"Vetter'" asks his pupil-cousin; "W;s denks£ du, Vétggggpau meine-

Hypothese?" (XII;187), and then paints a'pictufe vé;Bélly of a somewhat

sinister and unappealing character - all through his own interpretation

of the visual impression:

Dieser Mensch ist ein alter Zeichenmeister, der in
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mittelmiPigen Schulanstalten sein Wesen getrieben hat und
vielleicht noch treib*. Durch allerlei industridse
Unternehmungen hat er viel Geld erworben; er ist geizig,
miftrauisch, Zyniker bis zum Ekelhaften, Hagestolz - nur einem

Gott opfert er - dem Bauchej - seine ganze Lust ist, gut zu
essen, versteht sich allein auf seinem Zimmer. (XII;187)

The pefspective alters from that of an objective onlooker to that of an

all-knowing (omniscient) narrator. There is a transformation from viéual
observation to inner peréeption. Ilse Winter notes that‘Lhe process of
observation contains several instances of unconvincipg aésumptions. For
example, how could the '"Vetter" possibly know that tke contents of a .
basket of food include some herring wrapped in paper?37 She also
“explains that this amounts to the "Ubergang vom Anschauen zum
Erschauen'.38 The panorama.of this market square,‘viewed from the

: . REh
window, is just as much a part of reality as the "Yetter's” attic room,
only now the colourful life outside has stepped in and awakened the
creative power within him once again. ' -

As usual, reality is the starting point of a successful work of
creative writing. Just ‘as the Serapion:artists established previously,
the best kind of writer of fiction needs that colourfu%fand busy scenery
in‘actual life from which o gain the stimulus to write. The '"Vetter"
establishes the prereqﬁfsites <r \Fin Auge' - having the eye with which
to perceive the outside world. To his cousin he says: "Das erste
Erfordernis‘}ehlt dir dazu, um jemals in die Fufstapfen deines wiirdigen

{
lahmen Vetters zu treten; namlich ein Auge, welches wirklich schaut' (my
emphasis) (XII;173).
As beforg, in the theories of Callot or Serapion, this reality

perceived by the poet's vision (eye), has its "Hebel" effect, setting

the "picture-making'" capacity of the poet in motion. The "Vetter'
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continues:

Jener Markt bietet dir nichts dar als den Anblick eines
scheckichten, sinnverwirrenden Gewiihls des in bedeutungsloser
Tatigkeit bewegten Volks. Hoho, mein Freund, mir entwickelt
sich daraus die mannigfachste Szenerie des biirgerlichen _ebens
und mein Geist, ein wackerer Callot oder moderner Chodowiecki
entwirft eine Skizze nach der anderen, deren Umrisse oft keck
genug sind.-(XII;173) :

Describing himself as 'ein wackerer Callot", the "Vettar' is presentiing
his observations more in the manner of skits or brief episodes of
realistic, busy and colourful figures. Hilde Cohn refers to this form of
"Dichtung" aé "verinnerlicht" and.thérefore "eine Beispielsammlung zur

Verlebendigung des serapiontischen Prinzips".39

EY

The ending of Des Vetters Eckfenster forms a link in its motto, "Et

s?jmgle nunc, non olim sic erit", "If it is bad now it will not be
lafér"@XIT;ZOO), between the Vetter's osc%llation from hope to despair,
and that of the Serapion rule which also indicates a determination and
hope for renewed étrength to create, despite the power of time or
transcient nature of existence.

This tale does not offer any new poetological statéments or
principles, although some critics have attempted to prove this, but the
evidence points more clearly to a progression and confirmation of
Hoffmann's theories gxpressed in the two ear&§gr cycle- voluﬁe;. Ilse
Winter coﬁcludes that the demonstration in this story of how to proceed
from a visual observation of the exterior, to an intuitive, stjective
pércéption of the same vision, represents a confirmation of Hoffmann's

whole code of practice as a writer of fiction.40
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7. Firal Remarks.
The progression from the painting or sketching of fantastic

illusions drawn from real life in the preface to the Callot-collection
7 )

to the more music-like rules of the '""Marchen" discussed in the

Serapion-cycle finally culminates in the "Eckfenster" theory of "schauen

.

und auffassen". The common biﬁding thread running through all of

Hoffmann's theoretical statements can be summarised as follows: The

importance of "real-life" scenes for the artist Jagues Callot is
P v

parallelled by the "Hebel" or "lever-effect" discussed in Die
R 'y

Serapionsbriider, which is in turn further enhanced by the

"Himmelsleiter" idea in the fairy-éale discussion. Throughout each of
)

these criﬁical conversations and especially in connection with Jaques
Callot, there is an emphasis on the'"Zauber seiner ilberregen Phantasie"
(1;9), through which ali such impression§ of the actual exterior world
must be filtered. The "Vetter's" subjective perceptions of the busy
life in the market square illustrates perhaps'most clearly the earlier
ideas in E.T.A. Hoffmann's poetological views.

HaYing now examined the ideas on fictional writing as presented in
theory, the practical demonstration of them in Hoffmann's works wfll be
discussed. The author's methods of communicating to his reader-audience
the interior visionary world he experiences will be analysed by
beginning with a look at the poet- and narrator-figures. Such an

analysis will reveal the extent to which Hoffmann's theories are put

into practice.
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3.Theory into Practice: The First-Person Narrators and Poet-Figures in

Selected Works by E.T.A. Hoffmann.

3.1. Introduction
/ .
This chapter will consider how the first-person narrators and

poet-figures are inspired to create‘aﬁxogd structure, and what recurring

s
v

themes and leitmotifs attend or déscribe that creative procedure. Thus I
intend to show how Hoffmann portraysvfigures and episodes which reveal
the nature of requisite charactefistics and experiences.in order to

-y

illustrate what processes are involved in an individual's creation of
poetry or fiction. Such characteristics of poet-figures as their
eccentricity, introspection and apartness will be included in this
‘iscussion, toge&her‘with the similar personaliky.traits of many

X ¥
first-person narrators-- themselves occupants of the work's time and

setting. .
In addition to analysing how.a fanciful vision comes to life in
words, the chapter will include a few comments on the way in which the
fairy-tale aspects of a written work can relate to, and merge with, the

everyday, ”feal" world. Narrators and poet-figures alike will be
examined in those often similar moments when they are inwardly inspired
to(divulge in written form their vision or experience pertaining to
another reglm.

gil shall investigate these instances of ;creative impulse in a

%
o

content- and detail-orientated rather than chronological order.

Beginning with the first and also in this respect, typical story, Ritter

Gluck (1809), I shall then comment on other works offering brief

portrayals of the poetic process. For the most part these are from the



two cycle-volumes, Phantasiestiicke in Callots Manier and Die
;D RY

Serapionsbriider. After drawing from these shorter depictions a survey of

1

recurring motifs-and images describing poetic emergence and activity, T

¢ i

shall proceed to’'those works - above all Der goldne Topf - which offer

the more extensive and detailed treatment of the poetic existence and
: i

mission.

3.2, Ritter Gluck: Eine Erinnerung aus dem Jahre 1809.
e '

The first of Hoffmann's Phantasiestiicke in Callots Manier, Ritter

Gluck, is an important early poetic document of Hoffmann's views on art
as a whole.l With its first-person narrator also appearing as a figure
recalling these events of a late autumn day in Berlin in 1809 which have
moved him to tell his tale, it is also a‘'saliert early portrayal of a
poetic act. Noteworthy from the outset is the relationship to the
commonplace reality of that location and time: It éqnstitutes the
background and circumStances of' the vision as the st;ry ﬁnfolds.

The essence of the Ritter Gluck story anticipates that of Der goldne

Topf, portraying in short version certain characteristics pertaining to
i1opr, p ying C P 4

poets or writers which recur throughout the pGBse works and particularly

RN

in the Anselmus-story. The writer is presented struggling to relate the -

visions expressing his faith in the grand myth and missien of art, music

- s

or poetry, to the everyday in which heJaknowledges himS;lf'as recoted and
from which he can escape only in dream, intoxication or rever}e.‘Thus
the story sheds light upon the creative act itéelf whicﬁtfor a writer
torn _betw '¢ 1 philistine, comﬁonplace world and his inner world of
visions reflecting life's wond;ous essence, always revolves around t -

elucidation.and aknowledge- ment of those two realms. Important here is
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g%gt the writer is never shown to be in total "flight", rather in
relating his vision, he also admits or signals in some way tﬁat it is
merely a vision or dream, trigéeredvby reality. Thus the writer is
involved in a two;étep process of - to borrow the Topf story's terms -
"Glaube" followed by "Erkenntnis". He relates those visions in which he
has faith, yet at‘the same time he recognises tha£ those visions are
merely‘products of his inventive imagination.

It is also pertinent to bear in mind Hoffmann's own situation at the
time of‘writing Ritter Gluck sincé those years in Berlin between 1808
and 1810 were especially problematic. Poverty stricken after the Wars of
Occupation, the author worked day and night in his home ‘in "Friedr;;h
StraBe" (also the narrétor's home in the storyz). His- musical
compositions were not being accepted at this time either, his baby
daughter had died and his wife was ill. One critic sums up Hoffmann's
acute awareness of the artist's position as follows: 'Nie hat Hoffmann
die Diskrepanz zwiscﬁen Traumreich der Kgnst,und trivialer Wirklichkeit
bitterer erfahren als in diéser,Zéit, die den Kiinstler - Enthusiasm zur

‘allein lebenserhaltenden Kraft werden 1&4pt". 3

[

-

A further p?oblematic asbect of the artist's existence, common also
‘to many Romantic writers and of barticular concern to Hoffmann
~personally, is the position an artist holds‘in the world full of
philistines. The Gluck-figure criticises those who findafaﬁlﬁ @ith thg
. ﬁost minute details_of‘a work of written or musical composition.
Ultimately, he maintains,_talking about art does not‘lead to sreativity:
. (,..) liber dem Schwatzeﬁ‘von'Kunst, von Kunstsinn, und was weiff

ich - kénnen sie nicht zum Schaffen kommen, und wird ihnen

einmal so zumute, als wenn sie ein paar Gedanken ans Tageslicht'
L
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beférdern miiften, so zeigt die furchtbare Kdlte ihre weite
Entfernung von der Sonne - es ist lapplandische Arbeit.

(I;18) :
Hoffmann's faify-tale elements originate from the tangible worldly

realm which acts as a spring board from which. the tale can leap into a

fantasy world. First-person narrators are frequently used to introduce a

work in this way and as such they are clearly depicted as true-to-life

characters, living and working in the ordinary manner. The narrator in
Ritter Gluck ig typical of many later stories in this respect. The
reader is showﬁ how, after describing the hustle and bustle of people at
"Klaus und Weber', the narrator chooses to sit at a slight distance from
the "kakophonischen Getdse jeneg vermaledeiten Orchesters" (I;11) and
throughout the tale there is further indication of his isolation from
those around him. Then comes the crucial moment a£ which the whole
perspective dramatically changes from exﬁerior description to intérior
musings. Having discovered a remote cofner of the coffee-house gafdens
where he can breathe freely, he reverts to pondering: |

(...) da setze ich mich hin, dem leichten Spiel meiner Phantasie

mich idberlassend, die mir befreundetg Gestalten. zufithrt, mit denen

ich iiber Wissenschaft, iber Kunst, iber alles, was dem Menschen am *°

teuersten sein soll, spreche. (I;11)

~ :

Thus his imaginative faculty is seen to dominate and he becomes
quite oblivious to the strollers in the gardens. But tﬁe fbllowing
remark is more significént: "(...) nichts kann meine phantastische
Gesellschaft verscheuchien" (I;11). This seemingly aloof sort of person,
living in Berlin and apparently relating an e¢-perience, is particu{arly
brone to indulging in fantasies and abandoning himself to his

imagination. The references to "befreundete Gestalten' and ~
&

Yy

"phantastiscﬁe Gesellschaft" (I;11) suggest that the ensuing meeting
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wiﬁh Glucklis an event taking place solely wiﬁhin his imagination - the
" entire encounter offered here thus no more than his dream, 2 product of
his alcohol-aided fantasy. .Withdrawing into intoxicated reverie with his
' musings, retreating inwards from the chaos and cacophony, the narrator
seems to conjure-up his table companion. Having bégunwwith his dreaming,
he then: complains ab(;t the appalling musicians and suddenly turns to
find a fellow musi ver, a previously unnop}ced soul-mate seated in
front oﬁ him. Gluck*and the journey on which Me subsequently takes the
,ﬁarrator are, arguably, both figments of the lgﬁter's imagination.
Two of the most frequently recurring motifs in Hoffgann's shorter
xqprose wbrks relate to modes of intokication;.smoking pipe-tobacco and
drinking alcohol - usually wine, beer, or steaming-hot punch. The
disposition of thg chafacter involved is often indicated ;nitially, but.
after indulging in either of the above, the senses are charged, -the
emo;ions stimulated and precisely at that moment a poeticvor imaginative
vision of some "other reality" comes to life;nBéth the first-;erson
narrgtor and his Gluck-figure create’gnﬂéf?phéyihf}ueqée ofLélcohol. The

»

©llow imbiber,

LY
dmat, 8

intoxicated narrator notices how b Has"conjdfed éﬁ;his ﬁél
Gluck, who in turn transforms the”patheéﬁé ofcheé£%é;s‘of%e?ingé"”Sp

"~ belebte er»das Skelett, welches jene paaf Violinen von\Qer,Overtﬁre
gaben, mit Fleisch und Farben" (I;9). Thus the narratof, as an inspired
Berliner, is‘bortréyed looking into the fantastically -enhanced mirror
of his own inner world of images to see the artist in grana egtremg,'ﬁis’ﬁ
fantasy, having responded to reality, é;eates a wondrous figur;lapd'seﬁ
of events which pqrtray,vin vivid form, his "feal” situatidnlégmévﬁpogt”
trapped .n Berlin. e

Wwhen the overture to Iphigenia in Aulis is over, the stranger seems
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exhausted, ''wie jemand, den eine lbergrofe Anstrengung entkréftet hét"n
(I514), but the narrator interprets the sighing as indicagive of thei
eccentric musician awakening from a dream; "Er seufzte. tief auf, er
schien aus einem Tragme zu erwachen" (I;14). A parallel can be dgawn’in
this instance with the narrator's own feeling earlier, when he seemed to
be rudely disturbed in his‘fanciful ponderings by the rather painful

sound of violins (1;11]12). Thus the effects of such intoxication

perceived here continue throughout this strange meeting as the two

characters increase their consumption of Burgundy-wine: ci trinke
Burgunder, er kostet mich nichts, wir befinden uns wohl i¢ inander, und
damit gut" (I;11). Indeed, as soon as they go inside, ¢ .- eifects are

demonstrated. The narrator describes the Gluck-figure's rither-strange
clothes - from his perspective as usual - but becomes '  reasingly

enraptured by the man's appearance, behaviour and words: '"Ganz ergriffen
. ] ' '

von des Mannes sonderbarem Benehmen und den phantastischen KuBetﬁhgen

eines selteneq’musikalischen Talents, schwieg ich".(I;}é). The dregm has -
envelopedvtﬁe narrator again, allowing him, with the help of the wine,

to continue in relating it. ‘entricity and intoxication --these two 4

“motifs salient in this tale recur in many other stories, and in ﬁ

particular in Die Abenteuer der Sylvesternacht (1815) andxih.Déf goldne

Topf (1814). - - | -

<
. d

. . . 1%
The -~revious demonstration of musical tale: .n the cof?ee-hqyse can

3

be viewed as a forerunner to the stranger's - final performance of the

N

"Armida'". Between those two, Hoffmann has inserted a detailed

presentation of the artist's inner realm. Whilst explaining to the ,

narrator that a gift for the melodious can be nourished quite unnoticed,

kR

the eccentric goes on to elucidate how one comes to compose.:The
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emphasis throughout Gluck's excited explanation and descriptidn of that
path to artistic.success is on "Traum", and immediately following it he

empties yet another glass of wine. The realm to which all artists aspire

o«
is described as follows: S g ’

Es . 1st eine brejte HeerstraBe, da tummeln sich alle herum und

jauchzen und schreien: 'Wir sind Geweihte! wir simd am Ziel! -
‘Durchs elfenbeinerne Tor kommt man ins Reich der Traume (...):
(I;16) o -

5 . u '
‘However} it is -also made clear how few are so privileged as to enter

, that other Qorldk yet even fewer awaken from it to ggalise that they are

'indeed dfeaming: the crucial point ‘is madey- “é...) vielélyértréumen den

Traum im Reiche der Traume" (I;16). The poet's, or writer's - and here
the musician's - situation is clarified. The recognition of the nature

of that visioh‘4 its existence merely a dream - remafﬁs as important
‘ . %‘! f‘ T

wlthln the creative act as the whole 'vision 1tself
i . :

The second'ehcpunper between the narrator and his imaginary

N v e

Lo . 2 4 to
*.companion occurs in closg&g;oximity to the” Brandepburg-gate in Berlin.

Thus once again the specific location provides the.realistic backdrop to
AN ! 'Y »‘.::_,\‘ i

Y [ 0 . 5

. .k - . . Ly s
a bizarre eventj-one sphere merges with, or -intrudes into, another. The

frequent chéng@ inlperspective also takes its effect on the reader as

%
.

\

's. "real" world and the envisioned

the. story oscilléte§jpetween Berlin

figures and events relatedAthr0ugh thé narrato:[s{Fyes. Lothar Kdhn

- mentions that both the narrat}vefvoice and the work's structure serve to

confuse the reader.A This is a stimulatinghgbutNﬁot quite accurate

L oy Wi
point, sincké the Qéxttﬁas given ample oppg@iunity for the reader to
realise that the Gluck fféure is @ne of the narrator's '"befreundete

Gestalten" (I;ll)i " L .

' Gluck describes his personal:expefiencé to“ the narrator at the end

.
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of the tale when he explains how he came to compose his works. The

A

recurring theme in this passage relates to the all-important inspiration

acquired whilst in that "Reich der Trdume'. Referring to his pages of

1

music, he says:

Alles diese, mein Herr, habe ich geschrieben, als ich aus dem
Reich der Trdume kam. Aber ich verriet Unheiligen das Heilige,
und eine eiskalte Hand fafte in dies glithende Herz! Es brach
nicht; da wurde ich verdammt zu wandeln unter den Unheiligen
wie ein abgeschiedener Geist - gestaltlos, damit mich niemand

kenne, 'bis mich die Sonnenblume wieder emporhebt zu dem Ewigen.
(1;23) : ]
' S

The magical elements remain with the composer to such an extent that,
firstly, he treates music from blank pages and, secondly, he continues

to dream of that adorablé flower - the ”Sonnénblume" which he

encountered in that realm beyond the ivory gate (I;23). hx

by

This passage captures the-relationship between the narrator and his

)
musician-figure, paralleling the fevered emotional reations of both: The

narrator reports, '"ich war aufer mir'" after hearing the incredible piece
of music and continues, "Alle meine Fibern zitterten (...). 'Als er
geendet hatte, warf ich mich ihm in die Arme und rief mit geprefter
é? 3
Stimme: 'Was ist das? Wer sind Sie?'" (I;24). ¥ ,n_f
. ‘&f “ ;.4'\'\,
Clearly the. state of emotional turmoil, the influence of alcohol,
the pipe-tobacco and the strong tendency towards introspection all
contribute to the portrayal by the narrator of his recolledted dream -
' & . . .
the vision of the composer, Gluck, and his envisioned sunflower world.
[ ¢ o
What has been presented here is a figure embodying in vivid form the
grand "mission" and "torment" of the gifted artist, exemplified in the
character of this musician, whom the narrator "encounters'. The

>

Gluck-figure is seen as a creature once of.the sacred world of higher
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- inspiration, evoking its beauty despite all torment even inf¢the city of
Berlin. That figure is then finally shown to be the creation of the

narrator's fantasy.

3.3. Selected Stories and their Leitmotifs and Themes.

Two important recurring motifs have been establiéhed;'intogication
through alcohol or smoking, and eccentricity, both of which will "be
found in various later stories by Hoffmann. In this section I shall

concentrate on story-tellers or poet-figures who reveal in some way the

.

<
process taki!g place. which leads to or further stimulates their written

portrayal. This discussion will then lead to the analysis of one

particular story, Die Aberteuer der Sylvesternacht, which includes all

‘_of these important aspects, and in which, once again, the first-person

! + -
g v
-l

narrator appears as the central character.

v

In one of the early works, Der Dichter und der Kompohist,iﬁfiﬁten in -

about 1813 and published in the first Serapionsbriider volume, a
discussion ingzglogue-form takes place between the two protagonists and
concerns the composing of o{;ras and lit%rary creatién. Althoﬁgh it is
not disclosed in any @y as to how Ferdinand, of whom is said, ."er lebte
9.
ganz den Musen, und hanchés geniale Erzeugnis)beurkundete seinen Beruf
zum Dichter' (V;89), actually acéuires the impulse to create, there is
an .indication at the’beginning of the story that in fact Ludwf&, the
composer, was stimulated by certéin beverages before meeting his old
- friend Ferdinand and subsuequently telling his tale (V;88). Despite the *
abdence of a first-pgrson narrator, Ludwig can thus be viewed as a

character relating his vision in words - a vision which comes to life

after his evening of wine-drinking, during which a "gemiitliches Behagen"
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gradually replaces the fear and intrepidation which was caused by the
raging battle outside. The wine serves both as a calming agent to relax

the household, as well as a source of inspiration with which Ludwig

attempts to recall his childhood companion Ferdinand:

(...) keine Arbeit wollte vonstatten gehn, die Erscheinung des
alten Freundes, den erf®seit Jahren ganz aus dem Gesichte
verloren, erfiillte sein Innéres, und wie in hellem Glanz trat
die gliickselige Juggndzeit hervor, die er mit dem gemiitlishen
.Ferdinand verlebt..(V;89)

.

Die Automate of 1814 involves a number of poets and'story-tellers,'
qamely the Serapion-club memberé, Vinzenz, Theodorvand Cyprian. Althguéh
there is little evidence available in the text concerning the process of
inventive literary production, each story-teller admits that he is
relating from experience, which is one of the most important conditions
of the Serapion-principle.” Edch of the episodes related are in the 5
first-person, another contriButory factor to the subjectively 2
"realistic' account of extraordinary events. |
‘Reéurring fragment stories have a specific purpose. At the end of
bié.Automate there is criticism ffom Ottmar (anotheerember of’the
Serapion-arpists) and a disdgssion follows in which Theodor's
(Hoffmann's) intentions predominate. JXist as in Ritter Gluck the reader
is léft to interpret the tale for himself; so too is the ending of Die_
JAutomate inconclusive: Theodor's words on this topic reveal the
importance of that open-endédness and in addition link with Hoffﬁann'sb
constant concern with his reader-audience: " Ich meine die Fantasie’des
Lesers oder Horers soll nur.ein paar etwas heftige Rucke erhalten und

dann sich selbst beliebig fortschwingen”.5 Not only is the imagination

of the poet or writer crucial for the success of a work of fiction, buﬁ
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the reade( also must play a role. The narrative is never clear cuf,
black or white. Instead there is that characteristic mingling o{ two
spheres. Thus, deciphéring exactly what happens and in which reaI; »
remains the reader's task. ¥

Two of Hoffm;%n's Nachtstiicke also involve pdet-figures. In Die

. ¥
Jesuiterkirche in G. (1817), the first-person narrator undertakes a

journey - another motif recurring in the short prgse WQ;P:“ and
encounters a mysterious arti;t (éainter) called Bernard (III;103). His
life-story is in turm copiedfdown by a studentIdf the painter and is
read to the narrator; thus one story by one type of artist is told to
énogher and its content concerns a third artist - the painter. This
complex intermingling of gifted arIists also contains the journey-motif.
A nar%ator as a character{%n a fable is often déscribed moving to a néa
place and experiencing something out of the ordinary while there, for

example in Die Abenteuer der Sylvesternacht. At times the journey takes

place only in the m1nd for example in Der Artushof (1816) where the

-~ s 2
L el

narrator appeals to his reader to travel back in their imaginations to
the days of King Arthur (ITII;166). In the second of the relevant » |

Nachtstiicke, Das Majorat (1817), the,poet-figure and his uncle tréVeIﬂto
g

an eerie castle, relat1ng to an actual place called Runs1tten on the
, 7 :

Baltic coast (III 190). It~is the Baroness there who recognises the main fb

protagonist as a musician and poet, and whenever he attends the

banquﬁ the influence of wine causes him to imagine voices talking to
him, or to experience vivid dreams. There is in addition to the
. ‘ ) . .
intoxication and journey-motifs in this tale, a story within a story

B

told by the Uncle of the castle. Relating ghostly or marvellous events

undoubtedly becomes a topic in itself, expounded invmény of Hoffmann's

3
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LY tales and di%ﬁussed by the Serapion artists. In a later work, Die
Kénigsbrauﬁ Q1819), the journey-motif occurs in a more obviously ironic

sense (VII;216). The narrator begins by requesting his readers: to

journey with him-to a specific place - annarea-around the Main river.
But despite the realistic setting . . mannefﬂgf'fairy-tale and quiﬁe
i N

incredible events are narrated: mandrakes, vegetables coming to life as

~

characters and paiaces in kitchen gardens. Hoffmann's opinion on the

‘fréquént mixing of the 'real" and the fairyftale is explained in one of

& the critical discussions amongst the.Serapion artists. Theodor

maintains: C :

Im Allgemeinen ist es aber auch meines Bediinkens gar nicht tbel

e den Schauplatz genau zu bezeichnen. Auferdem daf das Ganze
dadurch einen Schein von historischer Wahrheit erhdlt, der
einer tridgen Fantasie aufhilft, so gewinnt es auch, zumal fur
den, der mit dem als Schauplatz genannten Orte bekannt ist,
ungemein.an Lebendigkeit und Frische. (V;165)

Eccentricity, already discussed in connection with Ritter Gluck,

also plays an important role in such stories as Der Einsiedler Serapion

(V;16-295 and Rat Krespel (1;32-56). These appecr in this order in the

first volume of the Seragion-cyclé and illustrate a specific moral

 principle: the narrator in each goes on a journey, encounters an

"~ exceptional character and realises, especially as regards the

' at a crucial balance is required between the ‘two
g . ‘s . R £ . .
spheres - life, ordinary existence, and the magical realm of artistic

2Serapion-hermitg”

. i '
creativity. As clarified in chapter two, Serapion's madness is
attributed to his lack of this capacity: "Armer Serapion, worin bestand

<

dein Wahnsinn anders, als daB irgendein feindlicher Stern dir die

: v
Erkenntnis der Duplizitit geraubt hatte, von der eigentlich allein unser

irdisches Sein bedingt ist'" (V;60, my underlining). The eccentric

- o
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musician Krepsel, on thé other hand, is of a slightly more balanced
~disposition. Only because every thought becomes action does he féap
about and gesticulate; The first-person narrator begins’ telling of hié
experience after he has moved to a new town: d%ieser Rat Krespel waf

namlich einer der allerwunderlichsten Menschen, die mir ;emals im,Leben‘

vorgekommen" (V;32). The narrator figure\DroséelmeIér in Hoffmann's

famous children's fairy-tale, NuBknacker und Mausekonig (18}6); provides
another example of a rather isolated and certainly’unusﬁal character Uhol
relates his giiéhts of fantasy to ghe listening children after smoking
his pipe (V3254). The dfeam motif is als@%present in the first half of
this story. Marie experiences thé marveis of the nutcracker's battle
with the micé and then faiq%s when she feels pain in her arm. On waking
the narrator comments: "Al; Marie wie aus tiefem Todesschlaf erwachte,
lag si& in ihrem Bettchen" (V;253). |

Poetic inspiration ?s uﬁveiled in Theodor's story, Die Fermate
(1815), as originating from a painting - an egperience‘of which Theodor
speaks to his collé%ﬁ’es as follows: ”Is; es euch rechﬁ, sprach Theodor,

g

so gebe ich euch eine kleine Erzdhlung zumc%esten, die ich vor einiger
Zeit aufschrieb und zu der mich ein Bild anfé;te“'(v;63). The p%ecise
details of this pﬁintin@@épd the exhibition of autumn 1814 in Berlin
fthen form the opening paragréph of Theodor's story. The two characters,
Eggardvand Theodor, decide to discuss the beautiful piece of art work
over a bottle of Italién wine. Theodor, however, already seems lost in

’

his own dreamy musings. His reaction to his friend's suggestion that
y g 3

e

they go into a bar reads as follows: "Ja, das laB uns tun! fuhr er jetzt

auf, wie aus einem Traum erwachend, aber kaum loskommen konnte er von
O -
dem Bilde (...) (V;65, my emphasis). The core of the story begins after

’ .o
] -
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the friends have talked and drunk a few glasses, but once again it is
one from ?heodor's meﬁory -.a personal experience of which the painting

reminded him: ”(..!)_gégigwunderbarvist es doch, daB;das-Biid getreu

"_;mit.vél;igef Portrat- ahnlichkeit der

,

handelndenfﬁérsonéﬁ,-Xiigéilt"‘(Y§66). Thus his mood is stimulated by

e Y

B . . ’ .
that vague ‘recollectiofl and-his' imagination is further assisted in

. i . .

n ¢ L . .
producing the vision through intoxication. Another example of a story in

which a painting provides the stimulus for writing 'is Der Artushof which

in fact ‘concerns a sensitive character who is aroused by & painting and

discovers his artistsic inclipations (V;166). , .

It is interestingitovhoté;ﬁdw; %ﬁ'D?e K6nigsbradt Q18199, Hof fmann
presents a satire on a poet-f}gﬁre. ﬂnﬁgﬁeél;ifignce; a student, is (<;f)
ridiculed for his overt>egoism;i38piriné'tq‘beia true poet but lacking
in genuine talent.‘Ironiqally he is aiso debicted smoking his pipe in
the vain hape: of fif_{diﬁg divine inspiration (VII;252/253).

Finally it would be perﬁihent £b3allude Briefly to one. of the

.

R » . . .
author's last works, Datura F 'sa, ‘'oder Der schone Stechapfel (1822)

in which the protagonist, Euge: .us, a?}tudént of botany, has lofty
‘?& d '>~ £ -

inclinations. Although he can sensejthat flfme of higher knowledge

. : :‘:A h ‘ 1

within him, he is quite a stranger tS.ﬁhe}Qfdinary world and his

N -
. ’ ]

excitement can be intensified only by a%¢eholic consumption.

‘Intoxication is the crucial moving forc is inventive imaginings,

& , o ' ‘
but. he is lacking in the all-igéortant v _e and recognition of those
two realms. o 0

~

Cyprian, in Die Serapionsbriider, makes some interesting remarks on

such inwardly divided characters depicted by authors. The discussion

takes place after the reading of Die Bergwerke zu Falun (1817) whose
. & )
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central character Elis Frobom is tragical. -orn between his two worlds
]

- one below the ground and one above (V;197-230). Cyprién gives his

opinion:

Theodors Erzdhlung hat mir doch im Ganzen nicht so sehr
miBfallen als Dir, Ottmar. Wie oft stellten Dichter Menschen,
welche auf irgendeine entsetzliche Weise untergehen, als im
ganzen Leben mit sich entzweit, als von unbekannten finstren
Michten befangen dar. Dies hat Theodor auch gethan, und mich
wenigstens spricht di€s immer deshalb an, weil ich meine, daf
es tief in der Natur begriindet ist. (V;230) )

To sum up the distinct themes and motifs recurring in Hoffmann's

A
Stories, those in particular that attend the literary depiction of an

imagined vision, this study has so far established the following: misfit

characters or eccentrics, be they figures within the story or narrators,

motifs of intoxication, the journey or flight into the imag:nation,

recollections and the narration of personal experiences, paintings as

“stimulus and, finally, poet-figures who reveal their struggles in a dual

existence. |

.

‘Ong“fairyftale adventure tnat incorporates all of these themes

appeﬁfs in, the Callot Manier collection, entitled Die Abenteuer der

-Svlveste:nécﬁt (181 ). I have singled out this story because it depicts

the narrator as an actual character and also permits a more detailed

o

analysis of the circumstances preceeding the ...arre events he relates.

o

3.@. Die Abenteuer der Sylvesternacht.

-
L]

The opening sentence of the editor's foreword to this story forges'
an explicit link with Jaques Callot: "Der reisende Enthusiast, aus
dessen Tagebuche abermals ein Callotsches Phantasiestiick mitgeteilt

. _ ' N\
wird, trennt offenbar sein inneres Leben so wenig vom aufern, dap man
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beider Grenzen kaum zu unterscheiden vermag" (I1;305). Also, the source

of the story is established, and the travelling enthusiast's experiences

v

Fave evidently caused the difficulties in distinguishing elements of his

©

inner world from those of the outer. Already the journey and flight into
fantasy motifs have been introduced, as well as the narrator-figure

suffering from an irreconcilable dualism. -
. v S \

The story opens with a first-person voice describing utter panic and

.
terror. Thé protagonist's mood is qgominated by serious misgivfhgs about
N d -
the coming year and the previous one - he is haunted by the accusing

voice of ﬁhe devil:

Fir den Silversterabend spart mir der Teufel jedesmal ein ganz

-besonders Feststiick auf. Er weifl im richtigen Moment, recht

furchtbar hohnend, mit der scharfen Kralle in die Brust

hineinzufahren und weidet sich an dem Herzblut, das ihr

entquillt. (I;306) :
This is the indication of the misfortune he is about to suffer. The
surprise for him at the "Justizrat's" New Year's Eve party is described
as follows: ”(.7.) aus der Mitt. der Damen auf dem Sofe strahlte mir
ihre Geastalt entgegen. Sie war es - Sie selbst, di« ich seit .Jahren
nicht gesehen, die seligsten Mcmente des Lgbens blitzten in einem
machtigen.ziindenden Strahl mein Inneres - (...)" (I:;307). The encounter
wth his former lover, Julie, is one of intense emotion. He cannot think
Straight or behave normally. His mood®is then almost disbelieving -
"Regungslos, wie von einem Zauberschlag plétzlich getroffen'" (I;308). He
is lost in his dreamy reminiscences of those former days - "(...) [ein]

Leben voll Liebe und Poesie" (I;308). Then music arouses him further

' \
before finally he begins to drink steaming hot punch; thé effect is
R ) )

illustratey immedjately:



(...) - ich trank und trank - es war m1r, als knisterten und
leckten kleine blaue Flammchen um Glas und Lippe. Geleert war
der Pokal, und ich weifl selbst nicht, wie es kam, daf ich 1in
dem nur von einer Alabasterlampe erleuchteéten Kabinett auf der
Ottomane saf - Julie - Julie neben mir, kindlich und fromm mich
anblickend wie sonst. (I 310) ®

Ftom this we gain a clearer idea that the vision of the beautiful Julie
has been«cocjured up in the protagonist's imagination. At that wvery
moment Qﬁcn he is‘desgarately hoping she has returned to be his forever,’
the husband, "(...) eine tdlpische, spinnenbeinichte Figur mity
herausstehenden Froschaugen" (I;BIO), enters the scene and shatters all
his hopes. o

The,ncxt episod; revealing the ptcconditions of tﬁe central figure's
vision, takes place, significantly in a beer cellar. Having.fied‘the
brevious company, our victim (the narrator) feels the need for "(...)

4
einen tiichtigen Schluck starken Getrinkes" (I;312) and joins a group at

the bar. The intoxication theme occurs once more and this time both

l'alcqﬁol and pipe-tobacco precede the whole of the remaining incredible

talc:

Ich forderte eine Flasche guten englischen Biers nebst einer
tichtigen Pfeife guten Tabaks und befand mich bald in solch
einem sublimen Philistrismus,  vor dem selbst der Teufel ReSpekt
hatte und von m1r ablief. (I; 314)

The two characters he sh?sequently'encounters are mysterious figures -

ane based on Chamisso's Peter Schemihl.character, who sold his shadow,

the‘other named General Suwarow, who has lost his reflection. Even after

' leaving the’ bar. the central character meets both gentJemen a 4/; in his

Vown rcom - at least-he thinks he does "Das ganze Ding mit d X}elnen

.o
war auch wohl nur e1n lebhafter Traum,; dachte 1ch eben (.. )" (7;322).

‘The postscript by the travelling enthqsiast confirms precisely the
. ' . ' |

-
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text's indications that the entire story was a dream. The uncanny powers
which sometimes‘disturb one in sleep are explained in a direct address
from the narrator to the.author, E.T.A. Hoffmannvhimself:

Du siehst, mein liebgr TheodorlAmédéus Hoffmann! daB nur zu oft

eine fremde dunkle Macht sichtbarlich in mein Leben tritt und,

den Schlaf um die besten Tridume betriigend, mir gar seltsame

Gestalten in den Weg schiebt. (I;341)
The experiences at the "Justizrat's'celebration and the vision of Julie
are interpreted as follows: "(...)zjenerkJustg;rat [war -irklich von
Dragant, sein Tee eine Weihnachts- oder Neujahrsausste ng, die holﬁe
Julie aber jenes verfithrische Frauenbild von Rembrandt oderICallof'(...)
(1;341). |

As mentioned in the introduction to this chapter, the most‘detailed

and extensive treatment of -the poet's position and mission is offered in

the fairy-tale, Der goldne Topf (1814). Considering the works in this

order, however, a certain prcgression and indeed an anticipation from
the first tale, Ritter Gluck of 1809, towards the two later works of
1814 and 1815 becomes apparent. While in Gluck the reader was left with

tairly subtle textual hiﬁts indicating that the entire encounter was a

dream, the '"reisende Enthusiast'" in Die Abenteuer der Sylvesternacht

(1815) affirms without doubt that the exéeriences he has related were
mere the preduct of the worklngs of his imagination. As noted earlier,
.Ritter Glugk provides; in short version, an anticipation of one
particular aspect of the famous "Topf'-story. There, in the %;elfth

vigil, the narrator. reveals clearly the poet having a vision. He shows

how he has conjured up a figure, Anselmus, who portrays vividly what an

artist's situation can do. In addition, Der goldne Topf incorporafes and

expands all those fundamen:al motgfs discussed in relation to the
s 4&:‘5‘ .~ * .



various other prose works.

v
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3.5. Der ®¥1dne Topf

v

": Introduction

Not only is the narratorgoﬁ'tmié“ﬁdrk'exemplary in the sense that he

achieves a vision and then. tfeates a:word structure; but the two main
"‘.'.J',a ’,"’. . a
characters, AnselmQS'and“hls menfor,,Arphmvarlus Llndhorst,%also

Y

'represent parallel 51tuaﬁprs and have s‘mllar characterlstlcs The more

QJ

4

obv1ous portrayal - of chree wmergvng poets ﬁlll also bﬁ axamlned in the

»

light of Hoffmann's usual use of leltmotlfs As- LlndYaﬁst is the first

"to relate h1s story in the text I shall begln u1th an analysis of his
act1v1tyﬁfollowed by that of his’ pupll the central figure, Anselmus,
P e

~,.x

and’ Leadln flna l to thu narrdtor s 51Luat10n - clarlfled in
g8 y

. A2

"‘ ’
sl pa’xticulair by the twelfch and’ finé‘.‘f"yigil. Also, it is interesting to
. e . ! .

nqtiée that the internal poetic act, represented by-Lindhorst, is

LECART | . N

o “’_ k4 . St
- fgﬁ'.embraced by Anéelmus"developmént,ﬂwhich in turn is an expression of the

¥
@

.

g
: ',' . } N '
3.5.2. Lindhos&t* and Anselmus
Ihe rééder is introduced to the character of Lindhorst by

Registrator Heerbrand and. is made immediately aware of the general

impression society has of this strange figure:

Es ist hier am Orte ein alter wunderlicher, merkwiirdiger Mann,
man sagt, er treibe allerlei geheime Wissenschaften, da es nun
.aber dergleichen eigentlich nicht gibt, so halte ich ihn eher
fiir einen forschenden Antiquar, auch wohl nebenher fu¥ einen ’
experimentierenden Chemiker. Ich meine niemand andern als



o

wasern Geheimen Archivarius Lindhorst. (1;222)

Despite the rumours that this scientist/chemist has various

magician-like tendencies, Heerbrand dismisées such ideas. But the
dual-existence has still been hinted at. The precise details of
Lindhorst's background and corigins are not offered in total until the
eighth vigil, whéh‘his daughter, Serpentina, in the form of a gold-green
énake, explains the family's destiny (1;270). Lindhorst does, however,
aﬁtempt to relate his story publicly in the third vigil, but the

: 1
disbelieving listeners deride hi-~ incredible tale of the Jingling

~ Phosphorus and the "Feuerlilie". Heerbrand calls it "orientalischer

Scﬁwulst”_(I;ZZS) and, even though Lindhorst persistently confirms the
truth Eehind his words, there is no other reaetion other than

"sch ‘lené@s Gelichter" (I;228). Already it seems that this eccentric
figure has one foot in each of two realms; he lives and works with his
so-calléd*éhemical experiments and manuscripts of unintelligible
languages, but his roots remain in the world of salamanders. More
notewéfthy is the fact that Lindhorst acknowledges ‘and accepts this
dual-life, fully aware that the philistine audience will never take the ”
family-story seriously, but continuing to live his double-life anq offer
his artistic renditions of his truths. Serpentina clarifies her father's
mission in the commonplace world of "Erdgeister' and this illustrates
how he ha$ managed to achiéve a balance through "Erkenntnis'" (I1;270). As
punishment for falling in love with the green snake - daughter of the
fire-lily - Lindhorst, the sa}amander, is condemned to live ;n earthly
life, as Phosphorus says: "(...) - sinke hinab zu den Erdgeistern, die

moégen dich onecken und hohnen und gefangen halten, bgs der Feuerstoff

sich wieder entziindet und mit dir als einem neuen Wesen aug der Erde
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3 emporgtrahlt” (I;271). Lindhorét's punishmett also serves as a reminder
of tﬁe pfedicament in which‘defmann's Gluck-figure finds himself. ¥ ,
too, is condemned to léve émbng thé.eérthly creatures after ﬁaving
expefienced.all but'algiimpsé ofvthe sunflower realm (I;18).

Thus thg taskyisvset. Lindhotst:has a sentence to serve, a tale to )
tell, and it is heéeéséty for him to exist within this dualism. Any
artist.leaAS,the eXistense of an exile. Lindhorst knows th%& he is of
the mythical sphere but he is trapped, figuratively speaking, in the
glass-bottle . He functions artistically in the tale, offering such
art-works as his.stories - the expression ofi¢his real origins -Athe ring
and the bowl. Despite being a victim of the ever-more divided and’

(o] . ' .
complex universe, he holds on to his dreams and visions and is able to
maintain an ironic position, sittipng in the coffee-houses of Dresden,
after telating the truth about his intredible‘background in vivid .
pictures.A |

~ : _
‘Precisely at the moment when the philistine citizens are laughing at
the incredible story told by Lindhorst, Anselmus is emerging 2s at
character who has a certain affinity to this eccentric figue. ft’is
AnSelmus‘- the only member of the audience who.does not deride
Lindhorst's story - who also feels ill at ease in the everyday life of
Dresden, yet cannot quite comprehend or rec06c1le the higher tealm of

"Poesie" to whichvhe feels increasingly drawn (I;229).

// Lindhorst is depicted in’the role of guide or mentor to Anselmus;
-~ | . g

Klingsohr in Novalis' fragment Heinrich von Gfterdingen. This work

echoes that of Hoffmann with freqent, apparently satiric intent.

Lindhorst's and Klingsohr's stories teach a'lesé%n to the newly emerging

f
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poets, Anselmus and Heinrich. [Thus the myth they are to repeat is
exemplified for the two ”apprentice-poets”.6
Anselmus' process of development.and initiation begin at the actual
¢

start of the story as the reader witnesses the threatening words of the

old woman whose applecart Anselmus has upset: (...) renne nur du

[
”

éatanskind - ins Kristall bald dein Fall - ins Kristall" (I;ZIG). From
this incident the sensitive character's awkwardness and discoﬁforﬁ in |
his surroundings are revealed. De Loeéker refers td,the hero as "ein
ewiger Pecth&el“7 and also notes the strength of the emerging poet's

imagination: "Das Verhdltnis zu seiner Umgebdng ist gestort: er ist

f

unsicher und lebt fortwidhrend eingeschlossen in der eigenen Einbildungs-
welt."® As a student aspiring to become a civil servant, Anselmus

appears on the one hand to be firmly rooted in the '"real" world of

Dresden, caught uprspasmodically in his affections for Veronika, whose

character is domindted by over-efficient domesticity and strong social

class consciousness;fOn the other hand, however, Anselmus possesses a
certain ”kindlicﬂes poetisches Gemﬁt” (I;273) and is constantly
searching for some other realm beyond the confines of the everyday in
which he seems doomed to fail. His feelings are expressed in the

, monolbgue which follows the apple-cart incident:

. . {

-~ Wahr ist es doch, ich bin zu allem moglichen Kreuz und Elend
geboren! - DaB ich niemals Bohnenkdnig geworden, daf ich im
_Paar oder Unpaar immer falsch geraten, daB mein Butterbrot
immer auf die fette Seite gefallen (..g). Ach! ach! wo seid ihr
hin, ihr seligen Trdume kinftigen Glﬁc%s? (I;212/213)

Ry

Thus the central chara(ter'é disha;ﬁbny is pbrtrayed. He is incapable of
achieving his aims in the bourgeois world. In fact he ée%@g*thwarted and

.’;v ol ° )
f%&ﬁuently prefers to lose himself in seemingly dreamy musings which
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.entice him away from the city life in the form ofweécape or flight.

Both Lindhorst and . Anselmus live a double-life, on the border
between two opposing realms. But the inexperienced student has to yearn
fromihis guide, Lindhorst, in orderito achieve that crucial-balance, to
attain complete faith and insight, "Glaube" and ”Erkenntnisﬁ.quhe
motifs which attend the didactic process of Anselmus’' initiation infe

o y
the poetry world of Atlantis include most of those already discussed in
this chapter intoxication,’ flights into fantasy or imaginary Journeys,
contemplatlon of art works (ring, bowl and books), and isolation or
apartness of charaeters. CA ,

The first vision of the gold-ggeen snakes takes place after Anselmus
hes sat down on the banks of the Elb river and smoked his pipe‘(I;212).
Afterwards, when he is noticed by some passers-by for talking to himself
and is accused of being drunk, he reacts as follows:

(...) dem Anselmus war es so, als wiirde er- aus einem tiefen

Traum geriittelt oder gar mit eiskaltem Wasser begossen, um ja

recht jdhling zu erwachen. (I;217)

Schumacher suggests that he is incapable of flndlng orientation between
the fantastic, dream world and the sober objective world. 10 Lindhorst
emphasises this in his treatmeet of Anselmus as  his pupil-caligrapher.
The sudden appearances exactly on the promised hour, his bizarre
clothing .and, most of all, the regula; glass with every meal. One critic
compa?%s Lindhorst!s indulgence with the old crone's sobriety: 'Wie

: ’ :

Lindhorst im poetisch inspirierenden Getradnk Arrak und Punsch erscheint,
se ist die Rauerin in der blrgerlich spiefigen und nichternen

Kaffeekanne zu Hause"_.11 The theme of intoxication is noticable

throughout Der goldne Topf. Whenever the protagonist has further
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communication with1  3y
uncertain whether he is‘dreaming or really seeing the beautiful snake

form. In particulér the ninth vigWl reveals the extent ‘to which a

confused Anselmus can be affected  y alcohol:

Aber sowie dem Studenten Anselmus der Geist des Getranks zu
Kopfe stieg, kamen auch alle Bilder des Wunderbazen, Seltsamen,
was er in kurzer Zeit erlebt, wieder zurick. Er sah degn
Archivarius Lindhorst in seinem damastnen Schlafrock, der‘wie
Phosphor erglidnzte - er sah das azurblaue Zimmer, die goldnen
Palmbiume, ja, es wurde ihm wieder so zumute, als misse er doch
an die Serpentina glauben - es brauste, es gidrte in seinem
Inneren. (I;279) '

Yet as soon as Anselmus has diunk the sobering coffee, all his doubts

return and everything to do with Lindhorst and his amazing house seems

'

to him prosaic and tasteless.lZ The ultimate test for Anselmus is

brought about by the imprisonment in the bottle - Lindhorst'S'punishment

1

for any spilt ink on the manuscript which Anselmus was copying. Anselmus
realizes the importance of Serpentina's and Lindhorst's entreating words
that he should have faiﬁhT'Trapped in a glass bottle on the library
shelf he is made fglly aQare ~f the limits of bourgeois rationalism.and
of his own folly in not following his own inclinations (1;287). In his
cry for help he appeals to Serpentina:

.d‘Serﬁentina:- Séroehtina, rette mich.von aieser Hollenqual!

(,..) Bin ich denn nicht an meinem Elende lediglich selbst

Schuld, ach! (...)¥ habe ich nicht schnode Zweifel gegen dich

gehegt? habe ich nicht den Glauben verloren und mit ihm alles,
alles, yas mich hpqh begliicken sollte? (I;286)

i
His faith is renewsd then by his conversation with the three scholars,
also imprisoned in glass, yet quite unaware of any imprisonment since
they know nothing beyond their commonplace reality. As #nselmus points

& .
b,

“%ut, " (...) die schauten niemals die holde Serpentina, sie wissen nicht

@
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was Freiheit und Leben in Glauben und Liebe ist, deshalb spiiren sie
nicht den Druck des Gefidngnisses" (I;288).

The motif-of the bottle pro&es a crucial symbol in Hoffmann's story

'since it mirrors the positjion of all three poet-figures. Lindhorst -

condemned to serve Qis sentence on earth; Anselmus - confined to the
ordinary world in Dresden, at least for most of the tale, ahd the
narrator who, in the final vigil, alse reveals himself and his

9
restricted position.
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3.5.3. The Narrator in Der goldne Topf

F'At the beginning of tﬁe twelfth vigil the narrator enters the story
not merelyfas'the first-person voice of the fable's creator, as in
vigils four, seven, a&d ﬁine,»but also as a figu:e occ;pying the same
time and space Qsihis'charaéters, yet revealing h;mself as anothér word
artist, trapped in Dresden with His visions of other spheres.In the
twélfth vigil's opening paragraph, he expresses the sﬁruggle he has
experienced in putting pen to paper: "Ich hdarmte mich recht ab, wenn ich

//d%e eilf Vigilien, die ich glicklich zustande gebracht, durchlief urd
.nun dachte, daf es'mir‘hohl niemals veréénht sein werde, die zwolfte als
SchluBsteln h1nzuzufugen (1;299).

- Revealing hlmself as a writer in the mldst of his attempt to bring

. .
his v151oo‘1ntc written form, to communicate his 1mag1nary poet-figures

z
o .

. in their struggle, the narrétor caps ‘his work of fiction with a third

portrayal of poetic.activity, paralleling the previous two and revealln \
r’b
the relationship among them. . ‘ B

’

The narrator has admitted that he has had difficulties in his. task ‘$

Y
R
‘.:

as a poet, just as Anselmus has struggled with his interpretation of V%
4

r..

3 O

W

s

visions and written symbols. The opening line of this vigil also shows

how profoundly affected the narrator is by the flight of Anselmus to o §§¥ :

JOre
KL
o

Y,
o RN

Atlantis and his subsequent unification with his beloved Serpentina: X

Wie filhlte ich recht in der Tiefe des Gemiites die hohe
Seligkeit des Studenten Anselmus, der, mit der holden
Serpentina innigst verbunden, nun nach dem gehe1mn1svollen

wunderbaren Reich gezogen war, das er fiir die Heimat erkannte
(...). (I;298)

He then identifies with the imprisoned Anselmus when he‘saysA- "Ich

fiihlte mich befangen in den Armseligkeiten des kleinlichen
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Alltagslebens,‘ich ert nite 1uf er iem Midbehage:, :h schlich umher
wie ein Traumender (. «7:2s4). ire his cor ral ¢ -acter, the
narrator does not fit - with ~is e -ervday surrour gs and turns to his
inner world of dreams ar. “an sies .r sclace. 1s at this point that
the reader has a clearer indi ticn ¢’ o -ctor's mood directly
before the vision of Atlantis is ac  .cu:

Da warf ict denn die Feder hin und eilte ins Bett, um

wenigstens von dem glicklichen Anselmus und der holden”

Serpentina zu triumen. (I;299) :
Caught up in the mundane everyday, trapped in his attic room, the
narrator flees into further dreams from which result the intervention of
his character, Aréhivarius Lindhdrst,_who comes to aid him. With
Lindhorst's flaming punch and his words of insight, the narrator is
helped in hi§ envisioning and déscribing'of the ideal c;se of the figure
Anselmus (I;300/301). The progression from flight - thé narrator's
secluded attic room - to dream then leads to the arrival of the letter
anddthe subsequent visit from Lindhorst, who personally enhances.the
narrator's drink:

Der Archivarius Lindhorst verschwand, erschien aber gleich
wieder mit einem schonen goldnen Pokal in der Hand, aus dem

eine blaue Flamme hoch emporknisterte. (....) Es ist
angeziindeter Arrak, in den ich einigen Zucker geworfen.
(1;301)

After Lindhorst has then actually stepped into the drink - to the
narrator's utter amazement - the alcohol takes its.full effect: "Ohne

- R
Scheu kostete ich, die Flamme leise weghauchend, von dem Getriank, ‘es war

késtlich!" (I;301). He is thus doubly intoxicated: both by the alcohol

and by a figure of his imagination. ,ég )

%

‘
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Now the vision of Anselmus,” bliss is glimpsed by the'narrator.

N P l’;c'r ,’- '.b
Lindhorst has served as the guide just as he did a%th the young student..®
.»'.'. &

Intoxication remains the key open%?g/into that dreamy realm and yet the

values of "Glaube" and "Erkenntnis" remain eqyally as important for the
narrator as for his two poet- flgn*es Immaﬁ@ately follow1ng this vision,

the narrator bemoans his bottlg-llke exégzence in his attic room, fully
i ' o '
aware tnat his fate is to remain there and that he will never reach the

paradise that Anselmus has:

Aber ich Armer! - bald - ja in wenigen Minuten bin ich selbst
aus diesem schdnen Saal, der noch lange kein Rittergut in
Atlantis ist, versetzt in mein Dachstiibchen, und die
Armseligkeiten des bediirftigen Lebens befangen meineén Sinn
(...). (I;303)

Ej}

3.6. Final Remarks
The twelfth vigil of Der goldne Topf provides an account of a

s

'?an and words, but also demonstrating

poet/writer struggling for s

that fai+h and recbgnition necessary for reconciling the visionary
capacity with real existence. The "reality" of this last episode lies in
the writer's location aﬁd predicament both at the start - when he
confesses how difficult'he is finding the creation of the twelfth vigil
- and at the finish when hégadmits he is not in Atlantis, but visits
there only figuratively by way of dream and fantasy (I;303/304).

account is realistic, too, %n that the narrator.achieves7fheIinspiration
for the poetic picture he offers by flight into both dream and
intoxication. The factgghat he hints at how‘the events are dreamt and
the visions achigved via the stea;ing punch,13 is also fealistic and

forms a parallel with the narrator of the Gluck story. Although the

appearance of Lindhorst swimming in the punch cannot pos;ibly be real,

- o

T.
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the events are graphic images portraying the process whlchbreﬁults in

the envisioning of the state of '"Poesie". ’ . ;

Looking at Anselmus' whole story'gheré igv;n expansidnfand
poeticizing as the narrator's Situation‘ccmes to light{;Tbe bottle-
episode is.revealed to be.a poetically vivid and gréﬁhic,‘parallel to
the narratar's garret life, and Anselmus' assertion of insight ;nd faith
followed by his flight to Atlan;is is the grand poetic versisﬁ of ‘the
narrgtér;s more realisticaily deségibed ané,ﬁode;t breakthrbugh. The‘
"chinese-box" technique is now éompléte:'ﬁindborét'svstory contained in
the tale of Anselmus is in turn presentedrbt the narrator. Both the
Jinternal poetic aéf in Lindhorst'sugééé ;nd the embracing of it by
Anselmus' poetic emergéncé are ékp:essions of the narrator's technique.
Although Ansel;us'is created as the narrator's ideal, his model is

Lindhorst - the-JaﬁLs face. Pe;sohifying in the tale both alpha and

omega, Lindhorst dispatchés fifstly Anselmus and then the narfator upon

0
. o

their Atlantis;journeys. T6 ‘each of them tHe salamander holds a bowl or

-

art-work, intéxicating them béth and beéomiﬁg'their mddel or ﬁe;cher.
The narrator. then offérs his reader audience a "golden bowl" in the form
of his fiétlonal tale. Thgs both the ideal figure, Anselmus, and the
narrator must learn'from the duél-citizen Lindhorst who occup%esvboth

dream-land and Dresden.
kY 5 .
The final success for a poet is the recognition of his duality in

..the world - Serapion's unsolved proBlem - and a mediating mobility

between the two worlds without renouncing either one. The narrator of

Der goldne Topf achieves this position and is granted his own personal
glimpse of that place where his visions originate, but at the same time

he is quite certain that his destiny remains to be that of a writer,

¥

P



stfuggling in the commonplace world to communicate in writing ‘the

workings of his imagination.
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- 3. Christa Karoli, "Ritter Gluck", p.339.
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8. Armand de Loecker, Zwischen Atlantis und Frankfurt, p.51.

9. Throughout the tale of Der goldne Topf, Lindhorst and Serpentina are
constantly appealing to-Anselmus to have faith, "Glaube"; i.e. to

- helieve in their existence, but also, as exemplified‘inwthe bottle
punishment (tenth vigil, p.287), to have the insight, "Erkenntnis", to
recognize that a balance betwesen the two realms is crucial ‘for the
success of @ poet.

‘ ) ’ . J
10. Hans Schumacher, Narzif an der Quelle, p.120-121. ?

11. Hads Schumacker, Narzip an der Quelle, p.120. S .

12. Hans Schumacher,.Narzif an der Qﬁelle, p.121: "Deswegen erkennt er
in seiner Erniichterung den paradiesischen, blauen Garten Lindhorsts
/" nicht-mehr wieder, alles erscheint ihm prosalsch, gewdhnlich und .
- geschmacklos und auch die erhellende’ Mitteilung Lindhorsts, daP er,-
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13. Hoffmann, P.W. I p.303: "Die Vision, in der ich nun den Anselmus
leibhaftig auf seinem Rittergut in Atlantis gesehen, verdankte ieh wohl

den Kiinsten des Salamanders.'
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4. Narrative Intrusions and their Implications: Revelations of the

Poetic Process.

’

4.1. Introduction
w

v ’)"

This hapter will be.concerned mainré@f%ﬁ& those works in which the
narrator plays a more prominent role than in ihe examples above, those
iﬁstances in which the narrator interrupts the account of his fictional
figures and events to reflect on the problegatic nature of "Poetry" or
thé poet;s task. Sﬁch intrusions of the narrative voice usually add;éggi
the reader directly, in the second-person informal mode, aq@ are very
revealing as to the nature and problems of the poetic act. THus the
reader-audience is not merely presented with a typically romantic vision
- be it that of the demonic genius in Ritter Gluck or of Anselmus'

ascent to Atlantis in Der goldne Topf - but is shown a broader and more

detailed context which alerts him to ths constant problems a writer
faces in his attempt to crcatexa{work of ficﬁion,,and especially one so
rich in wondrous and fairy-tale elements.

This examination will® show E.T.A. Hoffmann's continuing pre-
occupation with the writer's dualism. Hoffmann's‘narrator, reflecting
critically in these intrusioﬁs, is on{the;%ne handydépicting the
wondrous.events of that fantasy realm, and on the?otﬁ;r staqging with

cyone foot in the rational world of théﬁreader. Much akin tévFriedriéh‘
Schleggi aqd Jean Paul, Hoffmann has his narrator-figure or his
Tarrative voice explicitly interrupt and initiate reflections on
creativity. Augmenting hés poetic vision with critical reflection, the

. ) :
narrator brings to bear on his entire presentation a wider spectrum of

Ve
his hentalvcapacities, a wider range of that world he would depict. Thus

L 75 . :

\
\



presiding over his work with an "irony" akin to that outlined in
Friedrich Schlegel's theories, the narrator "potentialises" or enhances
his poetic statement by reflecting on its relationship to a greater

reality, a process particularly evident in Der goldne Topf.

Specific attention will be paid,to the above-named work in this

discussion, sincevit represents the first major breakthrough of

el N
narrative intru§ion in E.T.A. Hoffmann's works. This turning point is

also significant due to the concluding depiction of an artist (writer), °

struggling to keep hir :lance on the brink of two worlds - a situation
of particular relevzace t the author as a writer, presented

realistically in thk:s tzle Hoffmann's concern with the poet's position

&

and his direct add.e.s co the reader are recurring elements within the

narrative technig.e of h.s later works. These, especially those which
A}

echo many of the :deas in Der goldne Topf, will be diséussed,in the

final section of tais chezoter.
\

)

. |
4.2. The Reader - coE &V

Before looking .t these particular instances of narrative .intrusion,

a few comments shcou'. be made on E.T.A. Hoffmann's attitude towards.his
reader-audience in general.

Hoffmann's gift for reaching out to the average reader has been

B

noted by many critics. Hans Georg Werner claims that Hoffmann aimed
above all to affect and please a wide audignce'-‘in this he was clearly

successful as his reputation in Euébpe shows.l It is evident also that
N N » "

Hoffmann wished to make his presence felt both physically and mentally

in ‘his stories. Friedrich Schlegél's pertinent comment on Hoffmann's

L

narrative style was the'description of him as "ein analytischer
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SQEr tsteller" and he explains this in more detail: "Dieser beobachtet

den Leser wie er ist;f&énach macht er seinen Kalkiil, legt seine

. . N
‘Maschinen an, um den gehdrigen Effekt auf ihn zu machen.f'2 Barbara

Elling, in ng study of the reader in E.T.A. Hoffmann's work, explaiﬁs

.

similarly that the author expects his readers to undergo a learning
[

process when reading his stories, since the direct address to the reader

has the effect of activating and integrating him.> She also puts
forward the view that Hoffmann's technique with the concept of forming a

synthetic or ideal reader is indeed akin to that of Schlegel's -

contrary to the opinion of certain other critics, especially Werner.
Elling explains this concept as follows: ' T

Wie es der 'synthetische Schriftsﬁeller! laut Friedrich
Schlegel tun soll, 'konstruier* und schafft' [er] sich einen
Leser, wie er sein soll; er denkt sich denselben nicht ruhend

und tot, sondern lebendig und entgegenwirkend.

7 . x

The role to which the reader is assigneq:relates'to thaf of ﬁhe ideal
reader: "IA dieser Rolle ist %: epgagiert uﬁ?ifelbéttétig,-éimﬁi am
Schaffensprozef teil, istIVert;aute? des Eré;hlers und ist
eingestimfnt.”5 Th;\?eader is>d:awn inéo the tale and schooled as to
how to iéentify with Hoffmann's characters, for example in Der goldpe
Topf, when Anselmus is trapped in the bottle (1;285). The narrator is
seen to admit and apélogiﬁe for his incredible tale, ;ut he'also
indicates that it is juﬁt a vivid expression of what we.sense or dream
and therefore we should be able to identify with it. -

The idea of a receptive and alert reader has already been noted in

the discussions of the Serapion-club. After just a few stimulatdng

' ideas, the reader is left with '"food for thought" to imagine what

happens next or, more oftén, to decide for himself what really did
, . & , :

L3N
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of Phantasiestiicke in Callots Manier, that these concetns Eégéd'to

78

happen and what was merely dreamt (VI;113). The mdod of Hoffmann's

-

readers therefore becomes an important issue, particularly since the
aughor is appealing to their imaginations. His growing tendency to
intrude as a narrative voice suggests a dévice £o gﬁide or mpuld thét
mood into one of imaginative sympathy.
4.3. Brief overview of pre-1814 storiés.

Few works were published before 1814 mainly because E.T.A.
Hoffmann's- career as a writer had only begun in 1809 with Ritter Gluck.

The other stories which appeared in Phantasiestiicke in Callots Manijer

A

prior to Der goldne Topf include the Kreisleriana works,6 Don Juan

(1813), Der Dichter und ‘der Komponist (1813), Héchst zerstreute Gedanken

- (1814), Nachricht von den neuesten Schicksalen des Hundes Berganza

(1814) and Der'Magnetiseur (1814). Not one of the above mentioned works,

however, contains any narrative intrusion as such, yet all of them
4

reveai a certain awareness of the creat;ve process, be it musical or
literary. Thé form thié féertain awareness' takes, as far as a
poetological procedure is concerned, may vary; Riﬁter Gluck, as
discussed earlier, illﬁstrates a ﬁafrator's dream-like vision\?s the

impetus for his tale. In others there is often more than ene

story-teller who indicates the source of inspiration or makgs the reader

N S

aware that he is telling'a story, for example in Die Automépeiand Die

Q

Fermate, written thguyear after.Der,goldne Topf.

Thus at this eafiy stage of his writing céreer‘Ho'»_’; entral .

concgrns‘are gradually‘cdmingbto light in his §hort.pfo B

by
&

until the bqblication of Der goldne pof”iﬁ 1814/15;, 1ﬂ*théiﬁhird volume

t B
-
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‘eherge even as a theme of the story, imparting to each an element of

Schlegelian "Poesie der Poesie", that is: adding to the wondrous
, o~
revelations by way of reflection. Thus the narrative vojce begins to
. . v
show more obviously Hoffmann's on-going concern with hoy and why a

writer concocts such ingredible happenings and characters.

4.4. Der goldne.Topf. v : , G

,As‘the‘firstvof E.T.A. Hofmann's longer '"Mdrchen" and one which

possibly brdught.him the most esteem and renown, Der goldne‘Topf sets

the tone in its narrative techni@ﬁe‘for many of the later stories. By

addressing the reader directly, the narrator of phis tale reveals

y oY

himself moré obviously and his’presence is felt throughout the work to a
much grater extent than in any of the earlier works. Not only does this

story represent a turning point as regards narrative technique, it also
exemplifies the author's speciality, as discussed yé the ‘

"Marchendichtung" conversation: the mingling of the wondrous or

fairy-tale realm with that of mundane reality.

The importance of Der goldne Topf to Hoffmann personally is
expressed in several of his letters to Kunz (his publ%@her) and to -

Hippel. Determination to succeed with this tale is mentioned in a note

3
to Kunz as follows:

v

e
Gott lasse mieh nur das Miahrchen enden, wie es angefangen - ich
habe nichts besseres .gemacht, das andere ist todt und starr
dagegen und ich meine, daP das 'Sich herauf Schreiben' zu etwas
ordentlichem, vielleitht bey mir eintreffen‘kénte{7 ’

Placing the work in context withyhis others, Hoffmann reiterates the

1

- significance of Der goldne Iggf in a letter to Helmina von Chézy, four

years aftef the publication of the collection of the "Callot :Manier"



stories:

Gewif hegen Sie ein zu ginstiges Vorurteil fiir meine Werke, das
mich zwar ehrt aber auch zugleich beschamt, da ich bis jetzt,
das Mirchen vom goldnen Topf vielleicht ausgenommen, nichts von
eigentlicher Bedeutung geliefert.

Cl;arly this "new" iype of fairy-tale with its sub-title, "Ein
Marchen a&é der neuen Zeit'", was considered to have particular
significance in the authof's view, as well,as'in critical opinion ~
generally. Hoffmann's letter to Kunszhich accompanied the comp%gted
mandscript”in’March, 1814, contains two comments which are crucial to

Bl

' ~any analysis of the story's narrative presentation: "Ohne Sdumnif

)

schicke ich Ihnen in der Anlage das vollendete Mihrchen mit dem

herzlichen Wunsche, daP es Thnen in seiner durchgehaltene Ironie

Vergniigen-gewahren moge!" (my emphasis).9 This so-called "sustained

Iy

ironic tone"£2 relates precisely toibhe main coﬁceGQ here - the-
narrative intrusions. Stepping‘out of the nérrative, out of tﬁg
fictional world, thevnarfaggr creates an irohic tone by suddenly
addressing the reader rega?éing the task at "hand, thereby interrupting
the illugion or image he had been at pains to create. Tﬁus thé ab§§e
letter assoéiates this "durchgehaltene Ir&nie” with the modern and quite

unconventioal technique which involves the intermingling of two realms.

-

Die Idee so das ganz:Fabulose, dem aber wie ich glaube, die
tiefere Deutung gehdriges Gewicht giebt, in das gewdhnliche
Lepen keck eintreten zu lassen ist allerdings gewagt und so
viel ich weif von einem teutschen Autor .noch nicht benuzt
worden. !

2

T

'Tn the discussions of the Serapion-club, Cyprian expresses the general”

L3

opinion that playful depiction of such serious figures in a fairy-tale

realm is "ein gewagtes Unternehmen' (V;300), and refers to the result of
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such a narrative: "Wahr ist es; daf sich daraué ein gewisser
ironisierender Ton von selbs§ bildet" (V;301).
Hoffmann, as narrator deliberately shatters the illusion created to
"discuss with the reader precisely what he is trying to do; The
intrusions occur just when events take a p?rticularlyAwild and unreal

turn. The rirst instance takes place at the beginning of the fourth

-

- vigil, following the increlible story of Archivarius Lindhorst's family

‘origins (I;228). The first question posed to the reader asks for his
N . » . N
' participation in trying to imagine the sort of feelings Anselmus is

experiencing and to have sympathy with him and his confused longings:
, . .

Wohl darf ich geradezu dich selbst, ginstiger Leser fragen, ob
du in deinem Leben nicht Stunden, ja Tage und Wochen hattest,
in denen dir all dein gewdhnliches Tun und Treiben ein’ recht
quidlendes Mifbehagen erregte und in denen dir alles, was dir
sonst recht wichtig und wert in Sinn und Gedanken zu tragen
vorkam, nun ldppisch und nichtswiirdig erschien? (1;232)

The narrator then continues with a description of Anselmus' inner strife

- his confusion between the two opposing spheres, one in which he is

rooted, the other for which he senses a longing - and his feeling'of‘ho

longer quite belonging to "diese Welt" (I;232) in which he sees the

‘eolourful "Gewiihl" which arouses in him neither pain nor joy. The

‘ narrator then concludes his explanation of the central character's

predicament with the assertion - "Ist dir, glinstiger Leser, jemals so zu

Mute ge;eSen, so kénhst du selbst aus eigner Erféhrung den Zustand iﬁ
dem sich der -Student Anselmus befand" (I;232). Thus, as Martin Swales
péints out, the narrative véice both registers Anselmus' incompetence
and clumsine;g within‘the bourgeois world of Dresde; and, at tge time,

urges the reader to make common cause with the protagonist in his

process of gradual translation into the higher world of the spirit.12

r
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- enforce his depiction of Anselmus and all the other aspects'of the
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“ In the next section of this intrusion, the narrator attempts to

¥
i

wondrous realm by revealing his misgivings about convincing the reader:

Uberhaupt wiinschte ich, es wire mir schon jetzt gelungen, dir,
geneigter Leser, den Studenten Anselmus recht lebhaft vor Augen
zu bringen. Denn in der Tat, ich habe (...) noch so viel
Wundéfliches, das wie eine spukhafte Erscheinung das
alltidgliche Leben ganz gewdhnlicher Menschen ins Blaue
hinausriickte, zu erzahlen, daf mir bange ist, du werdest am
Ende weder an den Studenten Anselmus noch an den Archivarius
Lindhorst glauben, ja wohl gar einige ungerechte Zweifel gegen
den Konrektor Paulmann und den Registrator Heerbrand hegen,
unerachtet wenigstens die letztgenannten achtbaren Manner noch
jetzt in Dresden umherwandeln. (I;23273)

The concern expressed here signifies more:thanvgh_attempt to engage'the
reader or, as one critic.says, "(...) ihn [den Lééer] in die Hanle;g
hineinzuve;ﬁitteln”rl3 The narrator seems to be!making tws
contradicto%y'tsmmgnts.la On the one hand he is §tressing the

fictional‘natﬁté éf'his work by indicating subtly-that the reader may
well disbelieve the stories of Anselmus an& Lindhorst, énd i%éeed may
doubt the existence even of Paulmann and Heerbra;d who, as overtly
stated, .are in fact taken from real life and satirized. On the‘other
hand, thé n@ﬁrator is‘admiﬁting here: subtly, that Lindhorst and
Anselmus are characters of his own invention and he is 7plly aware tha£

the reader will not take him literdlly as regards these two. Conceding

this, the irony of '"real" and '"unreal' becomes more striking and the
Yy g
: 1

narrator appéérs to be explaining ‘the complexity of inner versus outer

\

worlds by illustrating that relationsﬁip of dream/fantasy (in Lindhorst

and Anselmus) and everyday Dresien (in Paulmann and Heerbrand).
.The intention behind his fictional Qork of art, however, is

clarified fully in the final paragraph of the fourth vigil's intrusion,

<



@2y

s | ' 83
and forecasts also the idea expressed'in the twelfth.ld The reader is
entreated to try to recognize the familiar everyday types he meets in
this world as they appear "in dem feenhaften Reiche voll herrlicher
Wunder" (I;233), for if the reader succeeds in doing this, he will then
believe that the beautiful realm of wonder lies much closer to him than
he may have thought. As the : :xt itself reveals, the narrator's aim in
writing-the story of Anselmus comprises this realisation:

(...) versuch es, geneigter Leser, die bekannten Gestalten, wie

sie taglich, wie man zu sagen pflegt im gemeinen Leben, um dich

herwandeln, wiederzuerkennen. Du wirst dann glauben, daf dir

jenes herrliche Reich viel ndher liege. als du sonst wohl

‘meintest, welches ich nun eben recht herzlich wiinsche und dir

in der seltsamen Geéchiéhte’aes Studenten Anselmus anzudeuten
strebe. (I;233) ' . N

As Armand de Loeékef concludes. in his study of Der goldne Topf, the

’

serious narratiwe voice is trying to make his story more believable ani

o
.
A

at the same time entreating the reader to discover the fairy-tale realm

even in the “commonplace world. This is achieved through the narrator ?

&

admitting, with an ironic, self-critical tone, that Anselmus and

Lindhorst are just too far-fetched to believe, but that they have real

validity as expf(ﬁions of the wondrous, and of modern man's

‘4

relationship to it.16 .
. . / N ’
Thus the idea intended with this work - as Hoffmann's letter to his

17

publisher shows - amounts to a demonstration of the higher realm,

the Golden Age existing not in some distant sphere, L1t Fere among those

‘familiar characters of the reader's realm. De Loecker also illustrates

¢ -

this point but adds that in order to reach such a conclusion the reader

needs to be coaxed into a certain disposition.18 In other words the

narrator's aim in directly addressing the reader and in deliberately

’
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explaining the difficulties involved when a writer depicts a fairy-tale

realm intruding into an everyday, familiar world, is simply to take the

¢

wind out of the realistic reader's sails by admitting the fantastically

fictive nature of his main poet-types, as opposed to the plausibly but
e
satirically drawn Paulmann and Heerbrand. The narrator then goes on to

4

plead for the vastly greater importance of Anselmus and Lindhorst as
representative of the wondrous dimension which "really" is there. As

% this sphere interrypts the commonplace activities set in Dresden, the

b,

4 .
_#eader should realize that if his powers of perception and imagination
%

&xe sufficiently acute, that desired realm of so-called "Poesie' can be

found to exist within his own ordinary environment, and not in some

far:gff unreachable future.

,¢ﬁ .
Y,

second narrative intrusion occurs in the seventh vigil where

X
@a

Veronika’ and the old crone are experiméntigg with secret magical recipes
sh ) R
‘*S\ . A %

2y

2

‘with the inggntion of drawing Anselmugféééy fro@ Lindhorst and towards a
) ' | e T |
fully bourgedﬁg‘way of life with Veroniké}QI%ZGO)m The scene, at first

) . g, N o
objectively depicted, .is interrupted with the following
. B‘:‘?"i - tiea gl ‘

direct-reader-address: "Ich wgﬁl? i

vﬁéﬁ du giinstiger Leser, am
dreiundzwanzigsten September auf der Reise nach Drésden begriffen
gewesen wirest (...) (I;260). The effect of such an iﬁn%rruption is
initially to create distance’between the reader” and the events
depicted.19 At the same time, however, the narrator is attempting to

engage the reader as "Mitakteur"20, and thereby bestows greater

RO

importance on this scene. The detaildd portrayal of these stran@%

. )
nocturnal happenings continues but the ‘reader has his feeling dictated

to him in the second-person informal voice, for example: '
- ’

7

Wie du nun so in #: insternis daherfdhrst, siehst du s
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pléﬁzlich in der Ferne ein ganz seltsames flackerndes Leuchten.
Niher gekommen, erblickst du einen Feuerreif (.:.). Es war dir,
als seist du selbst der Schutzengel giner, zu denen das zum

(Tode gedngstigte Mddchen flehte (...). (I;262)

\

The final words in this episode which are directed at the reader‘reveai
m;re clearly the story'§ "durchgesaltene Ironie" in that mood and
atmésphere have been compellingly crea;ed only nowlto be unceremoniously
swept away again. Having deliberately tried to invoivé'the reader in
imagining that he was actually preéen£‘on the 23rd September, the
qarrator ultimately dismisses the whole idea:

- Weder du, glinstiger Leser, noch sonst jemand fuhr oder ging

aber am dreiundzwanzigsten September in der stilirmischen, den

Hexenkiinsten ginstigen Nacht des Weges, und Veronika mufte

ausharren am Kessel in tddlicher Angst, %15 das Werk der
Vollendung nahe. (I1;263) -

This playful technique between narrator, his story and the reader echoes
Friedrich Schlegel's theory of art beiny both playful and serious, and

the constant emphasis on the paradoxical nature of art and its essentigl

EE

dualism.21

In the brief address to the reader at “he beginning of the tenth

vigil, the narrator's prime concern seems to be to sharpen the reader's

imaginative faculties, to increase 'his participation and make Anselmus'

‘imprisonment in the bottle comprehensible. i certain ironic tone may be
X

sensed in the opening line'- ”Mit‘Recht darf ich zﬁeifeln, daf du,
gﬁﬁstiger Leser, jemalé in einer glisernen Flasche verschlosséh gewesen
séin solltest, es sei denn, daf ein lebendiger neckhafter Traum dich
einmal mit éolchem feeischen Unwesen befangen hitte" (I:285). The
indication here is that‘such an 1ncred1ble punishment could only occur

in a dream as a v1v1dly graphf%\express1on of some complex and abstract

. LTS -NERIN L
Vo ok AW s Lo e
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psychological problem. Interesting to note at this point is the distinct
lack of.aﬁy'attempt on -the narrator's part to convince the reader of the
£ruth of suchigvenfsfffhe main inteption - as the na;rator_continues
with a detailed description of how one would feel, trapped "in einem
festgefororenen Ather" (I;285) - 1is to arouse sympathy in the reader

vand to help him envision such a peculiar situation and to understand
22 .

what it represents.““ He appeals directly tq his audience: '"Habe

Mitleid, glinstiger Leser, mit dem Studenten Anselmus, den diese
namenlose Marter in seinem glisernen Gefingnisse ergriff" (I;285).
Roland Heine su&gests that the address to the reader Hére amounts to
another'fabrication gamé.23 In order to ensure that Lhe reader can
really imagine what it is like for Anselmus in the'botlle, he is placed
in exactly that poéition: |

(...) hast du aber auch dergleichen nie getrdumt, so schlieft

dich deine rege Phantasie mir und:dem Anselmus zu Gefallen wohl
auf einige Augenblicke in das Kristall ein. (1;285)

8

Included’ inthis depiction of Anselmus being stifled, unable to move or
breathe,ZA is the ‘specjfic intentioﬁ of portraying vtvidly the

v
anguished mental situation of an individual atuned to a wopndrous

dimension yet trépped in a real, modernvworld. Precisely that situation
: ‘ . . ¢

is depicted in more "realistic" than ”symbblic“ terms in thé twelfth

vigil, and relates to the narrator's pe;sonal position. Tﬁe tenth vigil:

;ith its imprisonment in the bottle, can thug be said td;}oreshadow tﬁe

vision portrayed at the end of the tale éf a wrigér trapped within the

limits of his common- place, earthly surroundings.

Many critics claim that Der goldne Topf's most Significant impact is™

acquired in the final vigil.25 The most memorable narrative intrusion

ey
P ket

o
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g
-

) {
occurs here where the> pérspeﬂtlve alters, dramatlcally Whlle'throughout

the first eleven vigils th AR or is an auktorlaler Erzahler“-6
or, as another critic destr}f'”’him;~"an incorporeal medium relating,the

e

story"27 he now becomes a character w1th1n the story 1tself Whereas

all the other v1glls 1nvolV1ng narrative 1ntrusions were only a few

- '
paragraphs long, the twelfth vigil contains five separate sections in

1

_whféh the writer's predieament‘is*portrayed through the figure of the

narrator. , )

In the opening paragraph, the reader is informed of the profound

[

effect Anselmus' ”hohé Sellgkelt" (1; 298) has on the narrator himself,

"in.der. T1efe ded"Gemiits" (I; 298) Thls e%Pathy is. further empha51zed by
. Y.
the whole vigil 4in whlch the narrator takes over that role and in fact

-

'becomes a second Ans’_elmus._z8 After complalnlng of the dlfflcultles he

\ R . - .
is experiencing in his‘attemﬁt to depict all the wonders of Atlantis

v - ' :
_which had befallen Anselmus and Serpentina, the narrator sums up his
™~

" wretched position: g

—

9

Ich fiihlte mich befangen in den Armseligkeiten des kleinlichen
Alltagslebens, ich erkrankte in qualendem MiBbehagen, ich
schlich umher ‘wie ein- Traumender, kurz, ich geglet in jenen
Zustand des Stugenten Anselmus, den ich dir, gunstiger Leser,
in der vierten Vigilie beschrieben. (1;299)

‘e . ’

- Thus the'narfatOr, now an active character within the‘plot.of'the tale,
shows his'trhe %eelings. He 'is struggling beéween hhe letter and the
spirit,29 between a aimly}rceived vision which he cannot find \the
.pfoper words to exppéss.30 Like his hero earlier, the narrator feels
trapped by the insufficiencies of his world and'overﬁhelmed by the
inadequacy of the written wqrd.3¥ In this respect another‘parallel can

be drawn between Anselmus' task and his difficulties as a scribe and a
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copyist, and the similar’ situation for the parrator as a man of

K 1etters.32 The despair at feeling so unable to write his twelfth -vigil

as the keystone to his fable reaches such an intensity that the nerratﬂr .

has no choice, he feel. . to glVe up and go té bed in the hope at

least of dreamlng of Anselmus an& Serpent1na 33 '

The full involvement of the narrator in the story continues with the
. \ .

relation of his experiences in Lindhorst’s company. After recetrving a

-

letter offering him help with his tale's conclﬁ&ing sectzgn, the

narrator visits_Lindhorstfs incredible "azurblaues Zimmer", (I;300) sits

-at the same table as dlg Anselmus and, with the stimulus of

angezuaéeter—krrak““—€f¥300)—experlences that vision,of Atlantis. Once

age in, Andhorst 1s the gu1d1ng force beh1n6//he narrator's vision. As

pre. ic ..y mentioneg, the Archivarius even leaps into the flaming drink

v

- "(...) der Agchivarius warf den Schlafrock schnell ab, st. = zu meinem
nicht geringen” Erstaunen in den Pokal und verschwand in den Flammen"
(I;301)." Also, as a reminder of the narrator's role as a’ second

gnselmus, he finds the vision of Atlantis written down before him, as

N . . . ‘
one critic explains:

o

Wie vdrher Anselmus, ist Jetzt der Erzdhler zym Organ des - \
Arch1var1us, des Geisterfiirsten, geworden; “wie vorher Anselmus,
findet jetzt er das visiondr Geschaute als Geschriebenes

L 2
vVOorT. g

,
v

The presentation of a narrative voice as a character involved in the
tale;s events affects the‘overail narrative perspective, As‘Roland Heine
states, the narrater was'unable to,write the final vigil in ﬁhe manner
"Erzahlautonomle" 35 6r indeed in the same way he -had eomposed
h36

his previous eleven vigils, and his new role as "ein erlebendes Ic

results in the loss of that narrative autonomie. However, this new .
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appearance of the narrator on the same level as those he had descr1bed
in the tale up. to now has the effect of intensifying and expandlng those

" parrative intrusions in vigils four, Ynine and ten. The twelfth Vlgll

reveals that Anselmus' actions are a product of fantasy-writing and thus

the derisive audience has little to criticize. With this ironic
concesdion there seems‘to be a plea for the events'to be taken seriously

T . . . s
as vivid expressjons of valid and actual problems.

“Presented in the first-person voice, the encounter with Anselmus and

e maa -

Serpentina in that realm of paradise is described very effusively, for
example ”Es rischeln und rauschen dlerggnklen Bische - die hohen Biume:
. (...) Die Quellen und Biche platschen und sprudeln (. ).‘Im Jubelchor
zwitschern und singen bunte Vogelein;"37 This divine realm of jo& and
love, where nature and man are in‘complete‘harnony,<§ymbolizes in the
lost island of Atlantis the Golden Age for wh1ch many IOmdntiC writers

expressed a yearning. Anselmus wérds 1llustrate how he has finally
£

reached this perfect 'Leben in der\§0e51e” by way of_hls “"poetisches

-

Gemiit" (I1;273):

1

Serpentlna' - der Glaube an dich, die Liebe hat mir das
Innerste der Natur erschlossen! - Du brachtest mir die Lilie,
die aus dem Go.de, aus der Urkraft der Erde, noch ehe
Phosphorus den ' :danken entziindete, entsprof - sie~ist die
Erkenntnis des heiligen Einklangs aller Wesen, und in dieser
Erkenntnis lebe ich in hdchster Seligkeit immerdar. (I;303)

Anselmus' battle with his soul has been stilled. He retains the crucial
recognition and awareness of both spheres (as the bottle-episode
revealed) and above all his love, hope and faith. Not only the
protagonist but alao the narrator have experienced the stages of

development as a sensitive .artist-figure. The twelfth vigil shows his

. N

attempt to convince the reader of both his skills and his weaknesses,
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and .also that he too can attain that_féélm of "poesie', if only for a

r ‘.
o

brief glimpse. The final section pays tribute to the_nafrator‘s and
) » 4 . ‘
" Anselhus' mentor, Archivarius Lindhorst, the only figure who appears to

<have found a true baiance between the two spheres:

El

Die Vision, (my emphasis) in der ich nun den Anselmus
leibhaftig auf seinem hittefgut in Atlantis gesehen, verdankte
ich wohl den Kiinsten des Salamanders, ﬁmg herrlich war es, daf
ich sie, als alles wie im Nebel verloschen, auf dem Papier, das
auf dem violetten Tische lag, recht sauber und augenscheinlich
von mir selbst aufgeschrieben fand. (I3303) .

Thhs{th?ﬁnarrator has been assisted in his struggle to compiéte the tale
by being granted a vision - qleérly an indication of the whdig dream:',
like experience - which enabled‘him to findfﬁomentary respite from the
monotony aqd problems of life as a writer. Cne-critic interpreté the
o Atlantis realm of "Poesie" as "(...) eiﬁe erweitete Vernunft, die

Realitétkéu transzendieren".38 Despite the hégpiness and relief at
finishingdhis tale, the ngrrator describes hig‘wretqhed existence in the
worldly sphere, caught up in li%e's dreariness. He envies Anselmus,
")) der'du die BﬁrSe des alltaglichen Leﬁéﬁs abgeyorfen”‘and because
the young student has discovereé "Wonne und Freude" in that "Rittergut
in Atlantis" (I3303). Finding himself bac: in ﬁhé\attic room where he
had struggled with the dgpic%ion of his fairy-tale~c3;racters,kihe |
~ar xtor'longs more férvently for that sacred harmony - 1d blessedness in
wh.:ch Ansélmus‘reSides; .

(...) Aber ich Armer! - bald - ja in wenigen Minuten bir ic%

selbst aus diesem schonen Saal, der noch .lange kein Rittergut

in Atlantis ist, versetzt in mein Dachstiiben, und die

Armseligkeiten des bediirftigen Lebens befangen meinen Sinn, und

mein Blick ist von tausend Unheil wie von dickem Nebel umhiillt,

daf ich wohl niemals die Lilie schauen werde. (1;303)

Once again it is Lindhorst who acts as a guide. He provides the

i
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2

comfort1ng words of reassurance when he . pg}nts out that the ‘narrator has
r s

jdstvbeen allowed‘a éllmpse of that Atlantls realm and that he too.
' . A -
possésses there '"einen argigen Meierhof als poetisches Besitztum
‘ R e ¢
[seines] inneren Sinns" (I;304). The very last question and sentence of

the tale by Lindhorst reinforce the earlier indicationms that Atlantis.'

and Anselmus' harmony represent no other than "das Leben in der Poesie"

(I;304). These words point to a deeper meaning, as Ingrid

) : A
Strohschneider-Kohrs illustrates:

:' i , . N \
Es zelgt sich in der letzten Szene den Autor nicht mur in Not :
Und Gliick der Schreibesituation, sondern es handelt sich viel
‘allgemeiner noch vom poetischen Sinn und nennt sich selbst als
ein Stiick konkret vorliegende Foesie.

Above his narration Hoffmann has created, through.his use of

"Ironie" 40 é hlgher level of reflectlon Ingrld Strohschnelder Kohrs
eiscusses this.concept in relation to Fr1edr1ch‘Schlegel s theories. She
explains that his "jlliberaler Zustand",“l i.e. the rigid-aitachment

to his own work'e>evenf9 and figeres, is e ¢ondition from which the;

artist must free himself. To do this he ‘must experience ”eine'Beweguﬁg
: : » A
des BewuPtseins," 32 tak1ng the form of ironic distance. An auth@r ~Q®.'

et //

should reveal his awareness of tLr fact that #he 1deal world deplcted in
his art work representsgbut one ¢iny component against the backcloth of

2

"die Fille des Seins" = the plenitﬁde of exist:ence.z‘3

Lindhorst's explanation indicates that one may reside in Atlantisuin
one's mind and that the harmony is' possibile if;}t is viewed as one
moment against the backdrop of creation - just gs the narrator's
experience illustrates. Thus the "Marchen" as a work of "Poesie' should

be ynderstood as the momentary reflection of the poetic and wonderful.

~ 3
Through an ironic/tone then, the narrator, and" behind him clearly
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Hoffmann hlmself relativize and ”pdtentialiagw the work of writteh

.,r,,.

. creativity It is put forwaxd as one‘component of the 1nf;n1te

possibilities Uf poerlc instinct. The twelfth v1g11 feueals to t%e

—

reader a reallst;c deplctlon 6f the artist- r1gure struggllng to xéep hls

% éfgll ‘as reflectlng itself.
- Lad
<57? With an 1ncre351ngly prom1nent narrator, reflectlng on the wr1ter S

task in the form of narrative intrusions‘and dramatic perspective

‘chahges, Der gbldné Topf marks a turning poiht as far as Hoffmam's

narratlve technxnue is concerned Not only did he progress gradually
towards this, he also progresses beyond it in th_later storles A brlef

selection of the shorter prose'works and the two longer fairy-tales w111

form the discussion of this final section..%%
. . ¥

~ 4.5, Echoes in Later Works. . N
f 4.5.1. Der Sandmann. .
Der Sandmann, one of Hoffmann's so-called "Nachtstiicke” - a
Y C s - ) '

o

collection of which was published in 1817 - echoes Der goldne Teopf in
the following respects: in narrative appegls to the reader, ironic tone,
: . 5 .l\j .

and an emphasis on the imaginaﬁion. It also represents a further

- evolution of many important theoretical ideas in practice.

P

The first of ‘just two narrative intrusions occurs after the storv
has begun in letter form, related without any narrator at all. The
opening line of direct address reveals to the reader that the whole work {

w

is the narrator's invention - an experience from within him:
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b

Seltsamer "und Wunderllcher kann' nichts erfunden .werden, als
dasjenige ist, was $ich mit meinem armen Ffeunde, dem jungen '
" Studenten Nathanael, zugetragen, und was ich dir, giinstiger’

Leser, zu erzdhlen unternommen. (TII;18)

'

Whilst admitting his difficulties, the narrator also anticipates the

A . o N

scepticism he expects from-his reader in reaction to?the incredible and
. o N - ) ’f' ) .

sinister happenings in the story. Instead of appealing to the reader to

try to imégine the situation of one of the character's in the_plét;éat_.;"

_ SR

he actually depicts h1s own inner turmoil,- asklng the rtader Eb pét
himself in his shoes: Hast du, . Genelgtester, thl Jemals etyas erlebt

=i

das deine Brust Sinn und Gedanken ganz und gar erfillte,- allgs andere

.»\If K L

daraus verdréngend?" (III;18) He continues with a’desﬁ;i?t&bn‘ofjhis

- ‘ TniLL
_ 'inner turmoil, once again, dictating thoughts to the %eéié};'as'in Der ..

goldne Topf: : L ‘ . ff.}; . ’

Es garte und: kochte in d1r, zur s1edenden Glut entzurdet,

sprang das Blut durch die Adern und firbte hdher deine Wangen.

Dein Blick war so seltsam, als wolle,er Gestalten, keinem

.andern Auge sichtbar, im leeren Raum erfassen. (III 18) .o

. 0! .

The way the reader is addressed here by a reflectlng.narratlve voice
. N @ : X}
constitutes.the very essence of 'romantische Ironie":

farstly, the

actual dntrusion by the narrator destroys the fictional illusion, and,

secondly, the '"permanente Parekbase4> - that constant commentary and
: . I : .
critical reflection - is voiced. . The narrator of Der Sandmann with his

sudden intrusion, his attempt to explain to the reader hisadifficulties

in finding the approprlate words to commun1cate hls inner v131on, can be

compared to the similar situation of the twelfth v1311 “in Der. goldne
Topf. #fdselmus in his role as aﬁ‘aspiring poet-figure cah‘aiso be

compared to the writer of poems, Nathanael whose constant internal

battle between his visions and the communlcation of them mirrors the
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narrator's own predicament. It'is<n6tewdrthy, howevq‘, that in this tale
‘ ) |
,of Nathapael's 'verhingnisvolles Ldben" (I11;18), the qﬁrratorﬂs,4}~
. presente and the depiction éf-his\gredicament as a writer are sfflﬁ nore
L . .
‘ . .

_promiﬁently detailed, echoing the most important eLéments in Hoffmann's

theories. Not only does the narrative vojce discuss the centrdl concern

.'x', .
T ‘;ﬂz a -

SR

""of communicating inner visions - "das inneré Gebilde" (III;18) but there

LY A

' isgklso menﬁfog on two uccasions of '"ein kecker Maler'' (III;18) and the
tendency to sketch the outline of the inrer image in order to make the

final portrayal easier, something of which the narrator is envious:
. ’ . B A} ; " .
.. N !

Hittest du aber wie ein kecker Maler erst mit einigen
v’rwegenen Strléﬁed den UmriPB deines innern Bildes hingeworfen,
so triigst dusmit. ¥ eichter Muhe immer glithender und- glithender
die Farben auf (...).%%

While trying to enlighten the reader as to the intention behind his

_epistolary narrative at the beginnigg of the story, the narrator

expresses the profbund urgency he felt to convev his ideas (III;18). He

2

also dlscusses his aversion to such fairy-tale beglnnlngs as "Es war
einmal™ (III 19), which shows that, to an ever increasing extent, it is

poss1ble to relate all the narrator's qualms and concerns with thoie of

-

E.T,A;’Hoffmann himself - the late romantic writer for whom such a

conventional style of writing fairy-tales was both senseless and -
. - e ~

»

ineffective. , 2
In Der Sandmann the narrator progresses from Ipspiration to

reflection in that he recognises his inadeqﬁacy:
; .ﬂ.

So trieb es mich denn gar gewaltig, von Nathanaels
verhangnisvollem Leben zu dir zu sprechen. Das Wundbare,
Seltsame davon erfiillte meine ganze Seele, aber ebendeshalb und
weil ich dich, O mein Leser! gleich geneigt machen mufte,
Wunderliches zu ertragen, welches nichts Geringes ist, quilte
ich mich ab, Nathanaels Geschichte bedeutend, - originell,
ergreifend, anzufangen. (III;19) '

hY

v
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Limited as always by language} the writer struggles to pass from that
oy e |
sinspiration the second and more sigu.ficant .tay of the creative
‘process - communication. Just as .he nerra ve atrusic's o¥ Der goldne
Topf inferred, Hoffmann has his nar iror « tv the ‘ecler's )
tolerangd in regard to the wordr ¢z L ooendingss T _espair over his
o L4 . '
inabilLEy to portray his'vistan re .ne- suclk dep.! taat, !ike the

- narrator of the twelfth vigil the writer figi-e 'n Do Sendmann decides

¢
H

tosgive up: "Mir kam keine Rede .n der . i .. “ im .indesten etwas
T A

von -dem Farbenglanz des inneren B.'des abzuspiegeln s ien. Ich

beschlof, gar nicht anzufangen" (III;19,. (

*ihis resolution is in part quite accurate since the opening section

of the story comprises merely three letters and no narrative voice

. Gntil this intrusion. Indeed the narrator entreats his audience to

accept these letters. as the out?iﬁe of his fable into wﬁich‘he will
attemptAto bring an increasing coiourfulﬁgés. The intrusion here has a'
sigﬁificaht effect on the narrative perspective in the work as a whole.

[

Having peguh in the authentic moda\ff the first-person letter-form,
there is then in this interruption, a.change to.the‘first-ﬁerson voice .
of the narratér himself, and finally the remainder of the story is
related in the more typical fictioﬂal third-person voice. In_midiature
this process is mirrored by the narrator's contradictory first and last
& »
sentences in his paragraph of intrusion. He begingywith the statement,
sﬁ?essingvghe ”invehtive" nature of tgg\;?bgy: "Seltsamer und
wunderlicher kann nichts erfunden werden'" (III;18), yet hefconcludes hi

direct appeal to the reader by asking him to imagine having-seen these
. . . : v .

characters witlk his own eyes, in otheg words by insisting on the element
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of ”Lebenst;éug".47 The overall effect of sfich contradictions is Onée

L

éﬂ‘ imore an ironic one. An illusion is created, only ,to be disrupted later
4 : )

— ~ N R -~
.

. on. Finally, .the narrator's expressed hope” that the reader will fini\'

v
v

familiarity*with his characters reminds one again of the fourth vigil in
PN S :
Der goldne-Topf where there is a similar appeal. Here also there is a

‘ °) . - ~ ° ' . 0 Y 4 . « -
; distinct ironic tone: the narrator, having adm;tted that Der Sandmann is
oW - R

the product of his fanciful visions, nevertheless asks his audience s

make full use of their imaginations:

v Vielleicht gelingt es mir, manche Gestalt wie ein guter
Portriatmaler so aufzufassen, daB du sie dhnlich findest, ohne
das Original zu kennen, ja dap es dir ist, als hattest du die
Person recht oft schon mit leibhaftigen Augen gesehen. (IIF;19)

As mentioned earlier in his direct address, the nafrator‘s hope is

to present the reader with a total picture, 'so daP es wie ein
- ' ,

: ,j‘r elektrischer Schlag alle treffe" (III;18). But his final words echo

those B the lgst paragréph of Der y.ldne Topf, only here the narrator

is more explicit. If he uses his inner eye, the reader should be able to

see and realise that the realm of wonder exists nowhere but in this .
\ )
world:

«

Vielleicht wirst du, O mein Leser! dann glauben, dafl gs nichts
wunderlicher und toller sei als das wirkliche Leben, und daB
dieses der Dichter doch nur, wie in eines matt geschliffenen
Spiegels dunklem Widerschein, auffassen konne. (T111;19)

This last sentence demonstrates to éhe reader-audierce the central

message of the work, i.e. -that the story amounts to a mental image

reflecting the figures of everyday life. The g : anding on the part

of the narrator is now evident. He acknowled » y@%hat he is

descridbing is a werld of fiction, but in acéﬁa %dmitting this he
. !

raises himself above his work of art, showing an awareness of his

L4
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lg;;tations. The ffllowing comment is patticuiarly aczurate: "This

. N - N - -
. I «
act of reflection checkgﬁa poet's enthusiasm anc¢ allows himugo coolﬁthe-'

49 4o = o A '

heat of,inspiration". &s Kite Hax@!kger §tat§§ﬁu%heiself-conscious /ﬁ

~
»

narrator, through his#reflections on nlmse}f and on the creative \\.
. \ ( : 5
process, never lets us forget that we are jn the realm of art. 2 o

4

Thus Der Sandmggn has many parallels with’Derggoldne Topf. Yet tﬁg

. . . . 4
later work shows an rncreaﬁlngly more obvious narrator presence, a more
) R \
. -

frequent ‘use of irony,énd a more distYnct poet-figure as character. The

v

final image of the one lengthy intrusion is’that of a writer, in constant"

battle between inspiration and communication, as illustrated in the

ending of Der galdne Topf.

¥

L]
P

Brief mention should now be made of q?o er of Hoffmann's "Napht-

stiicke'", also published:in 1817, which ingl des a 'short, narrative
) . - . j .
intrusion and a further link bétween the n%jrator's and the author's
1 N !

- personal views of philistines.

+
o

4,5.2. Die Jesuiterkirche in G. N

- » ; ~

- .

This story, related in the first-person, begins with a description
. 1]

of the narrator's journey(and then immediately shifts perspéctive to

-
v

agdress the reader. Mere it is simpiy a matter of sympathizing with the
lnarrator's {ineasinéss. He has'arriQed in a strange town and knows no one
there, although he immédiately ch;ractefises the citizens,‘or
"Kleinsridter', as self—centred philistines intereéted only in their own

affairs and averse to strangers £11I1;103). This crjticism is interesting

;
since the narrator begins as follows: "In dem Wort

-
'

eht ja erst der

Geist dés Lebens auf in allem um uns her", and then draws the analogy to

x

. . . o ,
the inhabitants qﬁir J'Limile from music, "(...) die Kleinstddter sind

P

w
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wie in s%éh selbst verlibtes, abgeschlossenes Orchester eingespielt und

= eingesungen"SQIII;lq3). The narrator's evident dislike of such soci;zties‘6
S . v L4
s -
pe echoes E.T.A. Hoffmann's personal aversion to : ilistines or to those
. . B - ° /
who nei r appreciated nor understood -his musical or }iterark¥

ol {
- ' Ji . - B

. ‘ . : . . ) . .
Y cbmpositions.Sl It is .interesting if note the progression depicted

: ‘ : . x - ' '

- here from the importance of_m?sic to the superior written word.

Indicated by the'narratqr is also the central concern of Hoffmann

himself: only from the world around him does the writer find a source of

£,

inspiration. | ] ;
Although there are only brief direct-reader addresses throughout lhe
work, it is one involving various aftist-figurés - in partic;lar the
/2 V painter Bernard - and the\p;oblemigfaéing them which form the ég;e‘ﬁf

the story's plot. Thus Die Jesuiterkirche in G illustrates a few more of

E.T.A. Hoffmann's concerns with the difficulties confronting the man of [

f \K' »
words.

v

4.5.3. Klein Zaches gehannt Zinnober. ‘ )

In the year following the publication of his "Nachtstiicke" (1817),

1 ~

-Hoffmann's second longer fadry-tale appear%ﬁﬁlKlein Zaches genannt
-‘ B :

Zinnober has been described as one of the few works in which Hoffmann

1

2 ;\\iiég increasijngly experiments with new poetological structures, the writer's -
}. .

source of inspiration - "die phantastische Eingebung' - and his artistic

s language of communication.52

- . P

The number of narrative intrusions has inc-eased :rom our in Der
.- goldne Topf to seven shorter ones ih Klein Zaches. The maiﬁ&intention
behind this work is expressed clearly by the aut »r in his letters, and

the conclusion drawn is.important whem comparing this tale tosDer goldne

~
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Tépf. As Hans Schymacher explaiﬂs, Hoffmann's idea for the storv was

/f\\ 4 .

\,

bsrn of an ironic imagination. 33 The author s letter to Graf Hermann

v@n Pu&kler 1llustrates this p01nt: -

¢
(\/) . . * .
Sie fanden einiges Wohlgefallen an meldeq schr1ftstellerlschen

sse verlassen, das, wie mir scheint, die Geburt einer etwas
au§gelassenen ironisierenden Fantasie ist.

A\D\\w/q_Pz;suchen, eben in dem Augenblick hateein Mdrchen von mir die .

.,~ P

In/a letter to Hippel this ironic tone is linked with the humouroug_{

elem ments the story,. since the author sgems to be constantly stressing

the ligh fearted nat of his work: ) ‘u . \ ; ,
- .- 0 ’
, \

Lies doch den Zinnober, das tolle Marchen‘alrd Dir gew1B, ich
darf es glauben, mén;hes Lacheln abzwingen. Wenigstens ist es
gis jetzt das humoristischte (sic), was ich geséhrieben und von
inen hiesigen Frelnden anerkannt. ,
\ - “ \‘f
In anobﬂgr letter the tale iikdescribed as "ein Sper-wahndinniges -
\ ' . § :
Buch"% or comprising nothing more than "die lpse lockré Ausfihrung
einer scherzhaften Ideé".szmlq other words, Hoffmamﬁ?ggd not intend
: i \ ) .
the work to beltaken as seriously as many critj ;lly did - a point

-

-~

he ngées and includes. in his next tale Prinze sin‘B?ambilla. In that

work's foreword he explains his aim clegsly in the hope, as he says, of

avoiding the analytical reaction calledfforth by Klein Zaches:

¥r { X .
Un nun jedem MiPverstdndnis vorzubeuge ‘erklégt Qg;
Herausgeber dieser Blatter im voraus, daf eben so nig wie
'Klein Zaches', die 'Pr1n2e551n Brambilla' ein Bugh ist fur
Beute, die ,alles gern ernst und’ wichtig nehmen. {X;7)

From the text ofiKlein Zaches one can readily detect -the humourous

* - \/L
and satirical tone behind many of the figures and events: for example,
£

in the description of the fairies, their magﬁcalupOK?rs have such an,

~effect on the .nhabitants that thay simply believe '"an das Wunderbare

. » ‘ A
(...) ohne es Selbst zu wissen"/(TV;123). Balthasar attempts to explain

J "

=
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. ] .
" to his very sceptical friend Farbian the unusual carriage belonging to

the doctor Prosper Alpanus:

So ist zum Beispiel sein Fuhrwerk so seltsam beschaffen, dap
ein Mensch, der von lebhafter, feuriger Phantasie ist wie du,
mein Freund, wohl dahin gebracht werden kann, alles fiir eine

 Erscheinung aus irgepdeinem tollen Marchen zu halten.
(1Iv;165) ‘

Evidently the relationship between these two figures is. an ironic

mirroring ofsthat between author/narrator and reader who are fully avare

A

of the entirely fictional nature of such characters as‘Zaches and the
invented cify of KérEPESu However, the critical kght in which the
society is placed when the§ éccept the selfish and conceited Za%bes,

comprises one of the many realistic elements of this humourous tale.

’

. . ’ ) ".‘. . . .' )
The entertaining tone of the satirical narrative intrusions serves
to enhance that’ which is to be found in the Story itself. In the first |

of the seven brief intrusions, the narrator explains wh¥ he wishes to

'

relate all that he knows of the fairy Rosenschén:

t

Du konntest, lieber Leser, aber doch, trotz deines’
vortrefflichen Scharfsinns, in falsche Vermutungen geraten
oder gar zum grofen Nachteil-der Geschichte viele Blitter
iberschlagen, um nur gleich mehr von dem mystischen
Stiftsfriaulein zu erfahren. (IV;119) ~  ° ' -

In the second address to the reader, as in most of the others, the

narrator comments on the characters beirtg depitted, often with

- tongue-in-cheek humour. For example, when the academic Ptolomdus is

R

described: "Du gewahrst, O mein geliebter Leser, daB man ein .groper
~ Gelehrter und doch mit sehr gewdhnlichen ErSchgiﬁungen im Leben

unbekannt sein, und doch iber Weltbekanntes in die wunderlichsten Triume

v

geraten kann" (IV;132). ' o

Although there is less of a serious concern-.in this tale with the

g . .
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writer's predicament, one conversation between the kindly‘magician-type,
Alpénus, and Balthasar, the poet-figure, .involves the characterization
of artistic souls. Balthasar feels the opposing forte§ of yearning ang
loving in his heart but then suddenly overwhelming joy at the prospect.
of destroying, Zaches and thus gaining his loved one Candida. Alpanus
then explains why he is so fond of such a disposition in a writer:

(...) ich liebe Junglinge, die so wie du, mein Balthasar,

Sehnsucht und Liebe im reinen Herzen tragen; in deren Innerem

noch jene herrliche Akkor '~ widerhallen, dievdeth fernen Lande s

voll gottlicher Wunder = . 'téren, das meine Heimat ist. Die

gliicklichen, mit dieser in. eren Musik begabten Menschen sind

die einzigen,'die man Dicuter nerinen kann. (IV;195)

Another parallel can be drawn here between Lindhorst's role as guide and

mentor in Der goldne Togg, and Alpanus' role in solQing the whole

problem of Zaches' damaging presence in the town. Balthasar, yearning
po 5

through his lines of poetry for his beloved Candida, can be compared

with Anselmus, longing for unification with Serpentina.

Despite these obvious parallels, Klgin Zaches does not illustrate |,

the importance of a poetological realm oy tke\jﬁiter's difficulties in

portraying his visions as does Der .goldne Topf. Instead it shows how the
author, through his narrator and the intrusions, has set out té
entertain his reade: , to make him laugh even at the expense of not being
taken seriously. lhe most skilful use of ”romanfische Ironie" can bg
seen in this work from beginning to end. There’seems to be a def%nite
progréssion”from t=  milder hints of sarcasm and irony in préﬁious works

to tHis much - .re daring fairy-tale, foreshadowing in "% respect Die

’

Prinzessin Brambilla.
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4.5.4. Die Prinzessin Brambilla. .
" This work gs concerned with the :. T n particular style and
aim in'his litegary yorks. The narrz.: © .=.ons are so frequent as.
to occur in almost every chapter (six: imes in all)..Each of these

¢hapters contains a-synopsis.of its main events in the form of a

subtitle - a technique used in each of E.T.A. Hoffmann's longer

[y

"Marchen" and especially, in Der goldne Topf. These methods of conscious

~

narration, constantly showing the reader the way he is being led,

illustrate the general increasing preS%cupation with the presentation
and form of a fairy-tale}'

The longest and most enlightening of the narrative interruptions

occurs at the beginnihg‘of the'sécond éhapter and sheds light on the
idea behihd the depiction of the wondrous realm and initiates vhe
clarification of Hoffmann's concebt of "dream". The firzt expressed hope
is for the readerlat least to surrender himself to the fanciful sphere
by the end of the work. This is expected by the éerson who has

undertaken to relate the story. Gradually the first-person voice is

introduced and it is feared the reader may well have thrown the book

’

away after the first few pages, exclai~  for example: "Tolles

fratzenhaftes Zeug!" (X;30). The source and intention of the narrator's

. , .. \
incredible visions are then revealed:

Nun Kann ich dir sagen, giinstiger Leser! daB es mir {(vielleicht
weiBt du es auch aus eigner Erfahrung) schon hin und wieder
gelang, mirchenhafte Abenteuer gerade in dem Moment, als sie,
Luftbilder des aufgeregten Geistes, in nichts verschwimmen
wollten, zu erfassen und zu gestalten; daf jedes Auge, mit
Sehkraft begabt fiir dergleichen, sie wirklich im Leben schaute
und eben deshalb daran glaubte. (X;31) '

~

As indicated in earlier works, such as Der gdldne Topf and Ler Sandmann,
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the successful portrayal of the narrator's fairy-tale images depends on
the reader's disposition towards such concepts. Only if he is readily
prepared to envision them himself is he likely to accept and believe the

whole story. As noted in regard to Klein Zaches, the foreword to

Prinzessin Brambilla makes certain requests: firstly, the tale is not to

-

be taken seriously and, secondly, the reader should do as follows: "(...)

auf einige Stunden dem Ernst entsagen und sich dem kecken launischen Spiel

A

eines vielleicht manéhmal zu frechen Spukgeistes. (...) ﬁberlas;en"'(x;7).
Tﬁe narrator's aim in this work and, by ihplication, in any of his
othgr stories involving "ébénteuerliche Gestalten" and 'tolle Bilder",
confirms and clarifies éll his more subtle hints in the narrative
intrusions of works prior to 1820. He %eveals the source of his courage to

relate such fahciful characters: i

(...) das verzeihliche -Streben (...), dich aus dem Kreise
gewdhnlicher Alltdglichkeit zu verlocken und dich in fremden
Gebiet, das am Ende doch eingehegt ist in das Reich, welches
der menschliche Geist im wahren Leben und Sein nach freier
Willkiir beherrscht, auf ganz eigne Weise zu vergniignen.
(X;31)

1

De Loecker describes this narrative excursus as particularly important,
since it reveals the deeper meaning of the fantastic nature of the

narrative.>® To justify the presence of the wondrous elements, the

narrator refers to other tales and authors such as Chamisso's story of
!
Peter Schlemihl, stressing, as de Loecker expresses it, that - 'Das

WGndé%bare §ei nicht das Produkt einer unverbindlichen Phantasie,

’ P
sondern Ausdruck des versteckten Poeten in uns, fernes Echo der meistens

unterdriickten Stimme, die nur im Traum oder im Wahnsinn bis an die

Oberfldche durchdringen kann."?9 Mention of dreams here in the second

chapter progresses to a much clearer, definition of E.T.A. Hoffmann's
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concept of the "dream" occurring in the fourth. Here, more graplically
- ' y

than :n anv other, work, the dream is described as the conscious
{Eﬂ eﬁﬁre:sion, welling up from within, of the longing for 'a higher mode of

existence;. namely- for:

-{.—~) den Traum, den wir duch das ‘ganze Leben fort triaumen, der
oft die driickende Last des Irdischen auf seine Schwingen nimmt,
-vor dem jeder bittre Schmerz, jéde trostlose Klage getduschter
Hoffnung verstummt, da er selbst, Strahl des Himmels in unserer
Brust entglommen, mit der unendlichen Sghnsucht die -Erfiillung
verheift. (X;67)

The other narrative intrusions in Prinzessin Brambilla serve the

‘narrator's - and more obviously Hoffmann's - pleasure in creating an
ironic atmosphere. In the fourth chapter's intrusion, for example, the

narrator, after stating his particular interpretation of "dream", goes

—

on to criticize that type of author who comments and reflects on his

work! He blames them because - " (...) sie machen gar zu gern den Chorus
ihres eignen Buchs und nennen Reflektion alles das, was zwar nicht zur

Geschichte notig, aber doch als ein angenehmer Schnérkel dastehen”

E .
(X;68). As many critics point out, the abundance of instances of direct

deligiit in embellishment or simply his "Lust am Spiel mit der

addresses to the reader in this fairy-tale reveals the author's gfeat

Fiv ' ion" .00 The narrator's prominence throughout the story is
il nsrrated not only in the narrative intrusions but also in the
description of happenings. Through various comments and breaks in the

illusion, the narrator reveals himself as ''souverdner Herrscher"61.

One instance is particularly noteworthy. Towards the end of the work
Celionati‘appears to intrude into the narrative more and more frequently

with the effect of stressing the fictional nature of the whole, for

example in chapter seven: "Ihr dirft, O mein Prinz, nur davz: denken,
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daf alles, was wir treiben, und was et .getrieben wird, nicht wahr,

sondern ein durchauvd ;eriogenes Capriccic ist (...)" (X;107). $uch an
ironic tone pervades'the whole work, especially in connection with the
character Celionati and the éxplanatidn of Giglio s “chronic dualism"

(X;l%B). This has been regarded as the key to the problematic character

of the stery's main protagonist, but it is also significant to the

entire work and to Hoffmann's poetological principles as a whole. When

~
~,

Celionati discusses the character of Giglio and his condifion of
"chronische;,Dualismus", he indicates that &t is a matter of not being
able to differentiate properly between his '"real" existence and his \
fantasized one (X;I?glh).

The echoes of the condition of the Serapion priest become more
evident, and there are also direct links between this tale's sources and
" the painter/sketcher Jaques Callot. He is first mentioned in the
foreword. The-editor requests of the reader -‘”déch ja di? Basis des
Ganzen, namlich Callots fantastisch karikierte Blatter niéht aus dem
Auge zu verlieren und auch daran zu denken,:was der Musiker etwa von
einem Capriccio verlangen mag" (X;7). For his birthday in Janﬁary 1855
E.T.A. Hoffmann received‘twengy;four etchings by Callot wﬁich
reprgsented Italian maskea';érnival figures in grotesque poses. These

provided the author with the idea for his story.62

Thus Prinzessin Brambilla incorporates a number of crucial factors

s

concerning the process of fairy-tale writing. The humourous and ironic
atmosphere of the text, together with the best clarifications of his
intentions contained in the narrative intrusions (the use of 'das

Wunderbare" to provide relief from the everyday monotony and the

definition of "Traum") result in the ®verall impression of this work as
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4 .
the "tour de force" example of Hoffmann's later theories of creative

wr{ting; Far more than -ust echoing the traits of Der goldne Topf,

Prinzessin Brambilla symbolizes in practice most of the author's main |

concgyrns.

4.6. Final Remark;:

'This chapter has traced E.T.A. Hoffmann's progression frem a subtle

to a more prominent preoccupation with the writer's inner world. Having

discussed briefly those works (prior to Der goldne Topf) in whichxghere
is merely a general underlying concern with the art of writing, the
analysis then concentrated on the turning point in Hoffmann's narrative

,
3

technlque, represented by the story of Anselmus. The increasing‘amount

— e -

of intrusion on the narrator's part the breaking of illusions with
critical commentary and reflections on’ the poetic act, has been
illustrated by looking at the works published after 1814 and examining

the extent to which theyuecho or enhance those ideas in Der goldne Topf.

Ultimately, the longer ”Marchen and e:oeci~1ly Prinzessin Brambilla

reveal more clearly E.T.A. Hoffmannls-, recise intentions as a writer of

fiction.
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<5. Conclusion. g

-

This study has revealed one very obvious and important progression

in T.T.A. Hoffmann's develorment 'as an artist. From his beginnings in
-+ v -

the fields of painting and music, with their relatively greater

influence on conveying fantastic images and emothﬁﬁﬁ, Hoffmann has

cultivated literary skills which show an evervg ,’géérkedly analytic and
3 » R ’

reflective approach te fictional writing. His ¢¥oductions of wondrous

images and moods are combined with the increasingly prominent tendency

to theorize and pdnder on their relationship to reality.

Hoffmann's very early stoties were notably of pictorial nature, as
| .ustrated with reference to Jaques Callot. Creating inner pictures -
-ntoxicated visions of things around him which bespoke a higher world -

the author's  method of writing calls to mind C.S. Lew!s' essay Df Other -

Worlds, in which he describes ho% he came to write The Lion, the Witch

and the Wardrobe: ”

One thing I -am sure ofl .All my seven Narnian books and my three
science fiction books, began with seeing pictures in my head.
At first they were not a story, just pictures.

E.T.A. Hoffmann's particular gift for conjuring up vivid mental
pictures, later to be moulded into fairy-tales, was often further
stimulated by a glass of wine or some other libation, to which both

Hoffmann and so many of his invented'ftgures were quite partial.bThe
early days of his w. _.ug career, m;rked by the influence of these
picture;'and visions, gradually progressed tow#rds'the creation of the
musical féiry-tﬁle. Th;s singular mixture of the mundane and the

111 A



fantastic illustrates the constant awareness in E.T.A. Hoffmann's tales
t . .
- of the realistic difficulties in communicating such wonders. The

visionary must always reflect, form and convey that problematic task of
! . } A P
the writer, as the tale of Der goldne Topf exemplifies.

In the context of Hoffmarn's short~proq$;«}his work seems typical,

' decisive, and indeed seminal: The turning ﬁoint is thus reached with the

»

Anselmus” story of 181:? Futly aware of his short-comings, the ¢

2 faity-talefs narrator is depicted struggling tp;co icate his vision,

ultimately admitting that his attempt is but oné;iomponent of a far

vaster backdrop of creation. Echoed in later works, the increasing

prominence of the writer-figure, conveyed through a narrative

perspective interspersed with intrusions, Hoffmann .illustrates the

characteristic struggle between an "imagined" and an 'aetual" world. At

first glance the qualifying explanations and deliberations in Der gol
N v .

-~

S .
Topf and such works as Prinzessin Bra;gziigﬁénd Der Sandmann appear to.
be part of a deliberate attempt to convince the reader of the truth of
“he story's characters and events. Closer examination, ﬁbwever, reveals

trat Hoffmann was entirely aware of the reaction he would produce in?his

audience, SO mucﬁ so‘that he anticipated their critical remarks
concerning the sihging snakes and salamanders swimming in Elue drinké.l
By intruding to explain himself and his aims it wr ' ting such tales, he
*demomstrates an ironic awareness of the '"unreal' nature of his fable,
sthus taking the wind. out of the reader's criticai :a-ls. Yé£ at ﬁhe same
time Hoffmann preserves, with his explanations, the sense and
significance of his extravagant concoctions.

The gradual progression towards this greater evidence of theoretical

reflection is of particular importance because it links E.T.A. {




‘preoccupied with t
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]

Hoffmann's practice to the early theoriés of German Romanticism, |

expounded and developed by Friedrich Schlegel, and also echoed in the

N

yorks of other Early Rékénp;c writers. This link also emphasises certain

TS

. . Ea . , \\
constant elements of the va-'g%g‘Movement in German literature.

The concern, for exar, with the poet's struggle to relate his

]

~
fantasy and vision even to the most mundane reality is paralleled in
- . . ’ P -

several works in which the gifted artist-type, although capabie of
literal and, figurative "f&ights" away from the commogpiace'(parental) -1
wor1d~Ed .granted glimpses of eternal beauties, must always 'return"

or "awaken" to convektional reality. There, he is seen struggling not

only to retain his visions, but also to relate or convey them to his
s .

fellow mortals. This difficult "two-step" recurs in Wackenroder's

"Berglinger'" story as well as in some Tieck-tales involving figurg&pyho

would "show'" or "sing" of wondrous beauty (Der blonde Eckbert and Der

Runenberg), andhespecially in Novalis-works, such asvamnen an die Nacht

and Heinrich von Ofterdingen. In .that latter novel-fragment - which -

Hoffmann's Der goldne prf so glearly echoes and parodies-- the pendulum
v . ) . ‘ ca
always swings back to the realistic world of the father-figure, jus¢g as

Der goldne Topf oscillates between the world of Serpentina and

Linﬁhorst, and “hat of Dresden.
/ . ’
The Farly Romantic

eciall¥y Friedrich Schlegel, were also

1 faculties and forming capacities which had

4 .

to be integrated into the antire work as part of its attempt to convey a

complete, though‘cdmplex totality. With his appeals to the reader,
placed.ironicayiy in the midst of depictions of extravagantly fanciful

realms, Hoffmann aims to broaden his reader's horizons by entreating him

to use all his sensory perceptions .in order to catch a glimpse of that

¢
P
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.."other9 dimension, which s to be foﬁnd in the "real world. At the same
éimef‘howéver, thé awareness of the problems of division and
communi;atiod rémains constant. In this way, Hoffm%nn combines severai
essenfial elements éf Early Romantic theory and praétice: depicting in
_Anselm@b an ideal of poetic emergence echoing that of Novalié‘ worké;"
stressing the problematic aspects ofhsucﬁravpoet's relaﬁLonship to
ﬁupdaﬁe reality in'a way more reminiscent of Wackenroder and Tieck, and
realizing wiﬁh his narrative'structurg'those principles of Friedrich
_Schlegel which éstéblish as d.prominent theme of the work, the conscious
struggle wifh prqbiems of poetic crgativity.;ln S0 doing,‘E.T.A. '
Hoffmann embodies the almost parédoxicaL complexities which meander
their way'along the entire path of Roganticism, and as a fesult,

v

represents the essence and epitome of the whole literary progression.
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Endnote, to the Conclusion

1. C.S. Lewis, Of Other Worlds. Essays and Stories, ed. Walter Hoope ,
(New York:~Harvest, 1975), p.32. '
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