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Abstract

*

For the most part, existing criticism on Robert Musil

" -centres on the novel-torso, Der Hannf@hﬁefE;génschafteni

, . ,
Hence’ this investigation will concentrate on developments 1n
Musil's prose fiction leading into hils late fragment, thus

on the early novel, D;e,Verwi§§§§genfges ZgglinggiTaé;ess,

and on the five novellas comprising the 1913 duology,

Vereinigungen, and the 1924‘tb11@gy, Drel Frauen.

The point of depaggfure for this examination 1is .the .role
.of space and spacial imagery in these works. This theme
-will be traced through the short prose and into Der Mann

ohne Eggensgﬁéftgq to point out how symbolic movements and

spacial imagery are revealing with regard to the characters'
positive or negative development, as to their relatilonship
to those modes of experilence wg;ch are important éleméntsaaf
eac&wcrk"s pla.t;. Spadial imaéés recur throughout these
works to describe the struggle of the central character with
that duality—atbat antithesls, for example, ~of "ratianaﬂity“
and "mysticism" which proves a prominent theme thrcughcut
Musil's writings. Thus the proposed study recommends itself
as a concrete approach to abstract and general themes, both
actual movements and figﬁ%ative flights and departures
emerging as a reflection of inner struggles ‘and |
deveTopments.

Chapter One deals with Die Verwirrungen des Z8glings

Térless, showing how Musil§\stablishes in thils debut-work a



link between actual movements --in this case the hero's
perigrinations relatlve to the schooly s Jufisdietieﬁaj and
inner relationsilips to varying modes of thought and

experlences. Chapter Two and Three épply a similar approach

to the duslogy and ?filagj,QEééEéEﬁiéély;wéhé;iﬁéfzhé
figures' mobility --or lack of 1t-- as indicative of thelr
capacity to relate to QVEEEIity which 1s problematic in 1its
divisian into two ways of thinkingi%nd feeling.

Chapter Pour attempts an overview of Der Mann ohne

T e

character's relationship to the rational and my3t?

the prominent use of such spacial 1lmagery as Jjourneys|{.
departures,, K returns and window scenes, in this mannerh
facilitating an ﬁnderstandiﬁg of the protagonist's method gf.

dealing with what Musil himself refers to as the "t%ue and |

ineluctable antithesls of existence." As with such figures

e . v = e S ;,,"ﬁ,_ i Lr My rom kN wk A e e gt (2 g Ve L haaei i
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Intreduction

* Between Robert Musil's first suctessful novel, Die

#

Verwirrungen des Zdglings Tﬁfiej% (1906), and the Mann ohne

Eigenschaften torso which occuged the last decade or more

.of his life, (1932a19u2), stand the flve ,novellas comprising

the duology, Die Vereinigungen (1911), and the trilogy Dreil
Frauen (1924). ¢
These short prose works are obviously unique in Musil's
oeuvre as masterfully crpfted short works of the mature
artist. Pursuing in variegated complexity the sensitive
themes introduced in the debut novel, and doing so without
falling prey t@lthat painséakiﬁgly scrupulous exactitude and
1ntegrity which Eendered-the 1%st novel, with iﬁs numerous

brill%ant premises, a traglc fragment, these five ngvellas

Musil's artistic development, as for example by F.G. Peters
in his recent ﬁéﬁﬁgfaphgl Thus, where in recent yeafa'

Musil-criticlsm has preponderated in studies cancentr&ﬁiﬂgsﬁxﬁ

4

on the late opus magnum, this study will ccncentrate on the

five "novellas, tracing through them lines Qf develapment

which flow from eafly to late novel, and expanding inuthiafz
way upon studies by Annie Een era—Servranckx; for example,
”and Raleigh Whizlnger which have already pginted to such
concrete motifs as Journeys and departures as a starting

point for examining "constancles" and "developments" in



’

-

Musil's prose fiction.2

The point of“departure for closer examination of these
tdo novella-cycles in this investigation s uue*heme of
space and spacial imagery prdminent in all of tbese wWorks.
In novélla—cycles and novels alike, actual external |
movements -—Setween two distinct spacial or geographical
areas, for example, or between settings of.dark, confining
closeness and light, airy spaciousness --are a significant

element in the depiction of internal action. In the

Tdrless novel, for example, it 1s the hero's movements

relative to his school's sphere of Jurisdiction --in

particular his seven "escapes" from the classroom or

- dormitory to the red chamber-- which provide the method for

.conveying the hero's inner crises.

der Llebe consists o

In the Vereinigungen cycle,'the action of Vollendung

one main Johrney for Claudine--a

flight outside of £fhe realm of her familiar exlstence and

emofions to a Yocation where sﬁe becomes 1solated physically

as well as motionally. Once again, this movement in the
physica)Y sense isbreflective of the central character's
inn struggles with her own unaccustomed feelings and their
onsequent deve10pmeht.,

The Veronika work comprises a counterbalancevto

Vbllendung der Liebe. Where one woman moves outwards, the -
other retreats into an enclosed space, thus forming the

cyclical image which will be in evidence throughout Musil's

work.

1
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Grigia, Homo's flight from his family and home also leads to
a total isolation in a setﬁiﬁg far removed from reélity. He
is una?le to complete the cycle, and will theréfcfe not
survivé. - |

With regard to Die Portugiesin, 1t can be noted that

slgnificant ezenﬁs of, von Ketten's life are comprised of
dépaftures'and returns from his castle. His personal crisis
attains its climax when an opportunity for movement 1s no
longer afforded him. Later, he will resolve his dilemma
with hils cat-like climb over the wall surrounding his
icastlé, and will thus prove .himself in pQSSéssiéﬂ of the
flexibilty that allows him completion of theicygle and
consequent survival. *

Tonka parallels Grigia in that here, too, there is a
character who cannot complete the pendular, cyclical
movement. Tonka's -journey into ganf{némEﬁé is one-way, thus
indicating that her fate will be like Homo's.

. Finally, in Mann ohne Eigenschaften, Ulrich's 1life,

even before his crucial Journey home at the novel's
midpoint, 1s characterised by a series of significant
departures and equally significant returns. In this york

the image of pendular, measured action, a fine balance

. between two modes of existence will be most evident. It is .. ..,

a clear indication of Ulrich's iInner development and

complex main character.

1 3



To b; sure, Musil's concern in these works regaréingié
the éharacters' inner emotional and spiritual developments
speaks against over-estimating the importance of elements éf
superficial plot and external agticﬁi Nevertheless, the
possible links between real movements and the images of
space and motion so prominent in novels and novellas alilke,
in describing emotlons énd inner developments, suggest the
iﬂvéstigaticﬂ of space and spacial imagery 1n these works
might contribute to the unééfstaﬂding of major themes and

developments 1in Musil's prose fiction.



Chapter One » B

Die Ye:aiffﬁngenﬁdesfZég;;nsngég;egg

‘In an examination of the T6rless novel 1t ts important -
to acknowledge the vital Palevplayed by the intr@duet@gy
quotatidn by Maeterlinck, to adopt it as an expression of
i theme; and images significant éPfcughcut the work. 1In 1t
Maeterlinck states the concept of duality between th@ughts>
and emotioens and theié expression and then continues with a
-deliniaticni@f'that concept, using images of space and
lightg Iﬁ discusses two realms: gné might be termed the
"pre-verbal®™ sphere of unexpressed emotlons and thoughts.
Images of sungEged treasure are used to describe these
feelings and thoughts. They glitter th%bugh the darkness a:
‘water, suggesting potential wealth. Tﬁé 5ther aphere, thé
"verbal" realm, encémﬁESSES the act of expression. It 1lifts
the "treasure" out of the water, renders it clearer. But 1t
‘remains in some way lpadequate, a superficlal rendition
where the submerged glittering "treasure" becomes no more
than shards @figlass. Here the 1images lncorporate surface,
bright light, and clarity.

Musil's FéaSDn for theé cholce of this élliimpartan%
introduction 1s soon evident. The struggle of the main
character, T8rless, with these two realms 1in the course of

his activities at the military academy, hils angulshed



attempt to sort out their meaning and relationship in his
own life comprises the bulk of the navel' acﬁam Musilf’
account of T8rless!' ganfréntatién wlth: the two spheres
*; iﬁcarpérates an extension of the 1mage§y introduced Ey the
cpenihg quotatioen; actual physical movement, as well as
"7 1images éf light and séécE, ccnve& the internal or emotional
éF@gFESSiBﬁg ‘
) Térlesé' eﬁeéunte?s with painfully unexpressable
"pre=verbal"™ thoughts and feelings are often presented as
‘figurative moves from the brightly 1it, clearly defined
"surface" into the Eafkﬁgss of hidden chambers or secluded
lacatiansrihere personal 1ntras§;é%1§ﬁ is possible. Iﬁdeed,‘
the plcé'sgstructure ié based on Eéfless' physical Journeys
between one "realm" and the cther% Viéwgd simply, the

structure is almost geometric. , | .

; . 4jhr2:§;Pgwﬁ-
éEbl d%,’ of 4 ‘E’ | : A,Ga f ‘ |

C@\fmf@n and
Ml‘&‘;lﬁ of emokion

=
i

(ﬂagc set for crigis) | (Lﬂ}') SQIVEA)



The story begins with the long indirect walk back to
the school, and concludes with T6rless' departure. The
central core of action within the realm of the academy is

comprised of T8rless' seven flights to the red chamber.

with different modes of experience, and which reflect his
1nternal emotional and intellectual dEVElcpment. These

éxternal actlons, tagether with 1magery of light and space,
central problems dealt with 1in the work.

;The story 1s set in two contrastive locations: the
academy's sphere of Jurisdiction, and chér realms either
.closed out, or hidden Hithin: thus on one hand the
clagércam;~the study hall and defpitérj, and on the other
hand both the town and the secret hiding place known only to
the few. Although not much actual distance separates them,
they differ greatly in both nature of thought as well as 151
physical description. The school represents that realm
which can be équatgd with Maeterlinck's "second sphere." It
advocates éatianal stratghtforward thoughts and actions.
The bewildering thoughts and "pre-verbal" feelings )
experiéneed by T8rless are (accardlﬁg to 1its fchEPES) not

ackngﬁledged therefore represged anlyxlagical, rational

Vi g g e | b B Y

'1deas are enccuraged.
The town, on the other hand, is representative of a
loose, much less rigid environment. It has no walls, as



’
does the academy to isolate itself. Emphasis by the author

is on dark corners, hovels, dirt and animals. Here, Ehere ié
a great deal mcfe freedom of tﬁéught Ssinmply because there
‘are no regulations that govern emotions énd ideas. The
seemingly more "natural" atmospher®, where emotions are
unshackled, 1s a constant lure to Tﬁflesé, as are the
emotions he experliences as a result of contact with this
(for hiﬁ) unfamiliar atmosphere. Later this atmosphere will
be fourd in the.red chamber. 7

Td8rless' response to the military academy provides a
key to the ﬁédefstandiag of the main 1deas presented in the
'wgék; The_eenstént urge to "escape" 1ts physical and
emotional boundaries ~--his movement between classroom and
red chamber--reflects his intense inner struggle with the
two spheres in the introductory motto.

At the outset of the story, Tdrless' external action is
already suggestive of the nature of his problems. The basic
‘movement tﬁraughau} the initlal episode 1s towards the
academy. It 1s important to note, hawéver, that the line of

movement 1s by no means a solid one; it is ingerrupted on

mére than one occasion by detours, both 11tér;1 and
figurative. (This interrupted journey theme will be in
evidence throughout the remainder of the work). As they
march through the peasant quarter,a realm quite different
from the academy, TOrieese*.thoughts are drawn to it. Then,
drgading the return to school 1life's monotony, he stops at

the cafe. He lingers there awhile, contemplating this



!'i"
unfamiliar environment. This is followed by a visit to
Bazéﬁa, the village prostitute -~ a still more radical
"detour" from the "path™ of academy life. The Fealizatian .
by means of thils strange, excitingly dangerous world of a
completely different side of 1ife than the one he to which
he is accustomed is the doorway to a realm of unfamiliar
dark éﬁatians., Confused, he FéSéFtSnﬁé éampariscns with the
world he knows, but 1s stunned by the fact that his'mqther
(in his eyes the 1image of pristiﬁe fémiﬁinity) ié cglled
repeatedly to mind as he struggles with his emotlons towards
Bozena and the_sitQatién’sufrcunding her. LA

These detours and the confused reaction ;hey elicit are
a cleaé indication that T8rless harbours same;ccnflict or
uncertainty of emotlions with regard to thé“sehaai- He 1s
drawn to both: the rigld rationality of the academy of which
he outwardly and consciously strives to become a member, as
well as the need for diversions and escapes from thatirealmi
The thought of returning to the academy becomes ilncreasingly
appregaivé to T8rless. On the last leg of his journey back
"'his emotions are by no means positively inclined towards the
school; thils confuses and disturbs him.

T8rless 1s fully aware that the academy and the 1deas
it stands fgf are constricting and stifling. This 1is
suggested by Musil's use of linear imagery: o

. T8rless sah nicht rechts noch 11nk$, aber er fihlte
es. Schritt fur Schritt trat er in die Spuren, dle
soeben erst vom Fusse des Vordermanns 1n dem Staube
aufklafften,--und so f{lhlte er es:...als elnen

steinernen Zwang, der sein ganzes Leben in diese
Bewegung--Schritt fur Schritt--auf dleser einen
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Linle, auf diesem einen schmalen Streifen, der sich
durch den Staub zog, einTing und :
Zusammenpresste....T6rless seufzte unter diesem
Gedanken, und bel jedem Schritte, der ihn der Enge
des Instituts nihertrug, schniirte etwas immer fester

in ihm zusammen. 3 ‘

It 1is pfeciéely this constriction and confinement which
TSrless fears. For him, the academy suggestg an abrupt,
painful break with feeling and, 'in his estimation, 1ife
. 1tself: . ’ \

Jetzt schon klang ihm das Glockenzeichen in den
Ohren. Nichts Trchtete er n#mlich so sehr wie
dieses Glockenzeichen, das unwiderruflich das Ende
des Tages bestimmte--wie ein brutaler
~Messerschnitt....Nun kannst du gar nichts mehr
erleben, wihrend zw8lf Stunden kannst du nichts mehr
erleben, fur zw8lf Stunden bist du tot...das war der
Sinn dleses Glockenzeichens. (16)

It 1s clear that young T8rless displays the basic (but
as yét unrefined) characteristics of an individual native -to
the first sphére. He exhibits intense em@tlags with which
he has difficulty dealing. The fact that these emotions do
not coilncide with what he feels 1is expected of him as an
1deal cadet adds to his sense of allenation. Prior to the
novel's present T8rless bas'ﬁade several attempts to remain °
in contact with what 1s in a;maniféld sense "the outside -
world." With his letters to hls parents at home and with
his friendship with the religious prince, he has reached
Bey@nd the known sphére to which normal school 1ife confines
hih. The letters reach to his past childhood, and reveal
Ahis effcrts to express his own confused emotions. Since
this 1s difficult for him to do in the framework of school

life, he resorts to the letters to reiease the tension his



emotlions are creéting- With the friendship to the péince, he
reaches for a soclal class and religious attitude different
from those he has known. The boy and what he represents
(philasaphigal; religious ideas -- ethereal caﬁeepté not
baged on concrete proof or reality) facinates a T8rless who
1z as yet uncertain about his apinlans cencerning these
cancegts. By appraaching his young classmate! s faith with
the schqal s rational "yardstick," T8rless destroys the
ffiehdship and thus the opportunity to escape to this
"Quelle eines feinen psychologischen Genusses™ (11) becomes
les¥and less.possible, until soon escape 1s gﬁuﬁd only in
gloomy introspection. As the novel béginsgjférless is but:
superficlally a welleaéjusted cadet, hils marching along with
hls bolsterous comrades cancealing é des%erate inner
emptiness.

It can be seen then how Tﬁflessf fluctuation between
strenuous outward efforts to become a successful product of .
the academy's ideals and his anguished attempts to aevelap
within himself “iﬁner spiritual"” forces is a direct
_reflection of his struggle to come to terms with precisely
}hase two facets dealt with in the intr@ductcry motto: on
cne hand clearly expressed thought, intenticns repre$ented
by the everyday "daylight" life of accepted school activity;
on the other hand subjective emotion, matters such as faith_
and inexpressable thoughts called to mind in the "dark,

3

secluded" realms, hidden from academy life. Thus the three
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detours--the episodes in~the siavic sector, in the cafe'aﬁd
in Bozena's abode-~-are more than simple physical movements
which serve to further the plot of the story. T&rless
emerges from each of these episodes even more torn between
his two modes of experience; on one hand he is drawn to
escapes to this dark and mysterious world, on the other hand
he struggles to remain a conscientious cadet attempting to
find 1in his studies some interest which might render his
escaoes unnecessary. His attempt to come to ‘terms rationally
with these intense and inexplicable feelings 1s a

- frustrating one. | | . |

Thus, 1in thejlong introductory episode of the work
(pages 7-36), TSrless' return "to the academy, his conflict
and his position within it are made clear. A further |
oresentatfoﬁ and his method of coping with this conflict are
given within the setting of the academy itself--the central
portion of that symmetrical pattern evident in the novel's
episodes.

T8rless! return’to the'academj heralds the outset of
the work's central crisis.- The first portlon of the work
has exposed TSrless‘ inner conflict, using as a vehlcle
‘Torless' movement between the dull restricted "path" of
’academy life and the reelms where he 1s exposed to vastly

=

'dirferent experiences._ _ o
The academy itself is the location of the continuing
.presentation of T8rless' conflict. The two distinct loel

contained within it parallel the contrasting "spheres"

=
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already introduced in the opening episodes. The "dayiight"
realm of academy life is’repﬁesented by the classroom, dorm,
study hall etc. of the chaélgjaﬂﬁ Térless' thoughts 1n
adherence to the academy concepts.

The contrasting énvir@nment 1s encountered in the red
chamber to which T&rless escapes on 3%?éfaligccasians. This
chamber is hidden from everyday academy life, and the_
thoughts and emotions he experienees as a result of his
visits there are correspondingly "dark" iﬁ their opposition
to academy rules and concepts.

For the other cadets, the red room 1s but a physical
retreat from the areas controlled by the rﬁles of the
institute. For T8rless 1t represents a gaad deal more. He
remains detached and obJjectlive t@%ard; the actions of h;s
élasémates and develops consciously and carefully his
eancluéians regarding them. The room's attraction for him
1s the atmosphere of unusual experiences which had lured him
into detours Séfcre his arrival. He alone 1s fascinated by
Ehig hidden atmosphere charged with the idea of:

| «+sein Zustand platzlicher neuer Gebundenheit, in .
dem schon die ganze Zukunft enthalten 1st; elne auf
dle Schirfe eines Nadelstichs kanzentrierte
Inkubation... (46) :

With the introduction of the Basini case, Tdrless'
vague sensatlons are intensified. It comes as a shock to
hifi that Basini could in fact be guilty. That a person in a .
position similar to his own (that 1s, a cadet of his social
status) could plunge so suddenly, as if through a trapdoor,’

into such a different world (one of depravity and
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corruption) is difficult for him to grasp. He is thus
exposed once more to the confusing aspec:s of 1ife that were
shown him in Bozena's room. It should be understood that it
is not.so muéh the actual actions which take place that are
S0 confusing to T8rless, but rather th; feelings and
‘emotions he experlences as a result of them. ‘Cénsequently,
the red chamber becomes gaseéiated with some of his most
frightening and irrational thoughts.

Térless moves three times between classroom and red
room for critical observations of Basini. As his
observations éreiprélanged and repeated, his involvement in
clasér@am activity begames more and more intense. Thisralsé
applies to the degree of emgticnai release he allows
following each visit. What in the first chamber episode 1is
simply a canfuged response to Basini eveives into a pcwerfulf
sexual att?actien. This in itself indicates Térless'
increasing desperati@h- 7

It can also be observed that the episodes in the red
room are indicative of a contrast betweenjéhe céde;’s .
-attraeticn to the other sphere and his desperate adherence
to the academy's way of thinking. ' The latter is obvious in
his continued frantic attempts to retain a hold on "order"
and "Jjustice,"” on thelwellaregulated life that he strives to
become accustomed to, advocated by the academy. In the
Tahguage and manner of thaﬁéinstiﬁu%icn;'he.passés jﬁégeﬁéﬁég
on Basini: "Zu uns passt er nicht mehr" (47). Basini has

become ‘an example of what evils can befall an individual in

\ e
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T8rless' own position. Td8rless! judgement (or attempt at
one) is indicative again of the struggl: to restore order to
his own thoughts and emotions in the only manner to which he
has been exposed until how.

The occurrences directly f@llawing each egisade in the
:hamber adhere to a pattern equally symmetric to the pattern
of "escapes." After each visit to the ﬁéd'raem, TS8rless
attempts a restaratian of clarity and order ta his thcughts,
which became confused and panicky as a result of his
"revelations" in the red room. The thoughts and emotions.he
é%petiéﬂces iﬁ its isolation are difficult tq apply té his
exlstence 1n the "daylight" of E?EPyday académgflife. Each
time he flees the chaotic environment and seeks instead that
protective order of the institute. Each timMe, he galns new
insight into his own position with relation to the two.

After the first episode in the Eed chamber involving
Basini, T&rless does his.best to avoid that individual, so
that the ematianalijelt he has experlenced ﬁill be lessened.
Perhaps with the thought of Pemcving Basini, T8rless writes
to his parents, requesting their adviee and cﬂndemnaticn of

the delinguent cadet. In the attempt to elicit from them

the same disgust that he himself feels, it is notable that
he does not voice his own feelings (even in written form, as
he did at first). They are by no means buried, however, fgr

“they ‘become evident orice more, calling him to the red
F
chamber. We can see his attempt to restore clarity te his

confused position by turning to the academy's value judgements



and conceﬁts, but he 1s unsuccessful. He attempts only a
removal of the problem's cause, not a recognlition of an
éttempt to deal with 1t. Of course this manner of dealingi
with 1t is ineffectual and the resulting confusion draws him

back to the red chamber in the hope that he will find an o~

answer there. . : | ]Lg=\
Following the second flight to the red room, a similar

pattern of reactlions may be observed.\ T8rless' physical

return to "sunshine" and "daylight" irfdicates his attempt at
restoring clarity to hig-GWﬂ confused 'emotions. As he
reclines against the school's wall (indicative of his
emotional leaning on the security afforded by the school's
mode of thought) he becomes aware of the "endless" hole 1in
the clouds. Initially, he is horribly i;ightehed by his
discovery, and instinctively, he relies on the explanation
given him by his schooling regarding the concept of
infinity. He retreats to the approach put forth by the

academy, and attempta to explain and describe the phengmenon

of infinity .in terms of what he has been taught by his
mathematics instructor. Perhaps there 15 hope on his beM
that a union with the mathematical concept and his éwn
perciption will afford him an operable method of contact,
handle that -will help him té deal with these awesome
discoveries and feellngs. ?7 L 1 :.v: ) _
The 1mportanﬁ éapégt of this discoveéery of infinity 1s
the realization that the concept of "dual nature” which he

perceives 1in the sky's helght can be applied to ali things.:
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Thus Térless has purposely snght out safety in daylight
cﬂiy to discover that the bright gky can hcﬁse deepness and
@vysterious aspects as well. However, he now has words for
those concepts, wéfds he hés learned 1n the classroom. &
Whether he contemplates Basini's gullt or the conceﬁt of
infindty, both (or anything) can be defined 1n the ordered,
-Patiaﬂgl terminology of the classroom. T8rless has begun to
percelive the duality of existence (refleétive of the 1deas
put forth in the iﬁgréductary mett@) and 1s now 1in the
position to prepare himself for such an exlstence, making
use of his newsfagﬁﬁncwledge and sensitivity. ’

There 1s a definite p@sitive_p?agréssign in T8rless'
manner of salvingKhis confusion and problems --from Ehéi
static defensive manner of retallation to the active
confrontation Df the problem. In the 1n1tial sta..r'ﬁjr
seeks only to remove what he believes to be the c¢ause of his
problem, that 1s, Basini. In this manner of avaiding the
problem, he must not deal with 1t or acknowledge 1t.
| This method of course proving itself ingffective,
Tdrless 1s forced to face and recognize the problem. This
having been achieved, he is 1in é position to apply his
-knowledge to aid him in coming té terms with his confusion.

After awakening from a dream in which his parents,

gteagﬁebsg friends (in short, all influential persons in his
' 11re) appear before him, he realizes with“a smile that he
has developed (on his own) ideas and theories that the

"little men" like the mathematics instructor, and even Kant

=



\cgﬂnzt grasp. Thése 1deas, he feels, should be put to
iber. . . | | i .
In a stumbling attémpt,'Térlésé seeks to compile ﬁis
own treatise, clarifying his position in the duality of his
*‘own exlistence. He uses termiﬁélegy; metﬁads and #acabulary

learned at school, and, also interesting, writes his work 1n

the classroom, from the -chamber. Thus it can be

. seen that he/chooses the stﬁdy hall as thé setting, together
Ewith the rafional approach of the academy as the method in
order to ﬁ}rin% to light" his gubmerged *weal??" of fgel%gg
and insightf. ) d | ‘

The attempt ﬁade by T&rless ﬁsing his own philosophical
treétise 14, however, not successful. It is not ﬁcssible
for him to lemploy the_termin@légy of the academy (which
incorporatefs the one. side gf the duality he atéempts to come
to te%ms wifh) to Justify and explain this newly discovered
1s 1Qgicai that the terminology of one extreme
tsxthe concepts of the éthér extreme or the
& two. - g »

: o Ve
pt at clarifying his thoughts and emotions

rejecting it. What ié more, hé knows the
rejection. He looks about the classr@am;and
Auserwlihlter® (92). 1In writing his paper,
has made the step from writing simply to note facts and

record lectures, to Jotting down inspirations and ldeas, a



a-process closer to art;than he has céme_befcre: ﬁé has . %:
"risen above" the anaaidedjéxiétenee of the acédemys

Haviﬁg now discovered the dual nature of 1life, his outlook
téwards the academy has ehangéd considerably. |

With the series of "escapes", there is evident 1in
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Térless an increasing ambivalence to the school, as well as - -

an inereaéing awareness of the reasons beﬁind his desire to
escape.
| He 1is drawn to desertlion aware that these hiding places
render the other side in extreme form -- yet also aware that
they are the inyvmeana left open to him in the academy to
' come to grips with the other aspects of life.
In his next confrbntation with Basini he does indeed
. come to grips with such matters, and this fourth
‘desertion impells him towards the resolution of this
dilemma of which his complex response to the
military academy is both symptom and cause.X

This fourth chamber episode and the events which
surround 1t reveal the most intense cggtact with the extreme
"holiday“ from the sebécl routine, thus 'he 1s isolated with
Basini, Whé‘faf Térless represents the non-rational sphere,
within the academy Hhichris indicative of the purely
rational.

In the study hall, alone except for Basini, Td8rless
attempts once more to read Kant, an indication of his’
continulng struggle with the rational approach and his
attempt to understand it. This attempt 1s however

abandoned, as T8rless flings the book away from himself 1n
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'frustrated fury:

Aber es ging nicht...T8rless warf witend das Buch
zur Erde. (95)

In the night, Térless harbours passionate, violent
thoughts, all directed at Basini--a stark contrast to the-
numbness he felt'during the day: \

Solch elne mdrderische Sinnlichket war in ihm nach

der Pein des gedankenlosen, stumpfginnigen Tages

erwacht. (96) '
The next evening, his thoughts and emotions are still with
Basini; he seems obsessed with this individual who elicits
such .a non-rational'reaction in himself. He feels a strong
urge to go to Basini and touch him. Thia¥§§ge finally
overwhelms him, and he does go to Basini -bed. He awakens
him,_and on Basini's cue, they go together to the red
chamber.

The trip he makes now is the most extreme swing made'to
this point»intb the non-batioqel. ‘His experience with
.Basini borders on pefversity. Eroticism 1s mingled with
images of blood7and fire: ’

Der plbtzliche Anblick dieses nackten, schneeweissen
Ké8rpers, hinter dem das Rot der Winde zu Blut ‘
wurde...Und T8rless fithlte das Bild dieser Nacktheit
wle helsse, weisse Flammen in seinen Nerven

auflode . (98)

When Basin "enlightens" him with reference to what:

Beineberg and Reiting have done with him, Tdrless is at once

. T

repulsed and attracted. But he does not succumb to the lure
of this erotic, non-rational extreme yet.
Instead he tries tirelessly, in a process described as

"mechanlscher Gleichméssigkeit," to arrive at an explanation
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of what has happened so- far, and his emotlions regarding 1t.
Thus he resorts again to a logical,'mathematical method to
deal with his emotional aspect of his 1life. Once agailn,
spacial imagery 18 used to describe his thought process:

Erst ein Gedanke weckte T&rless auf...zwlschen dem
Leben, das man lebt, und dem Leben, das man fihlt,

ahnt, von fern slieht, liégt wie ein es Tor die
unsichtbare Grenze, 1n dem sich die %ilder der
Ereignisse zusammendricken missen, um in den
Menschen einzugehen. (106)
In short, TSrless has begun to obtain a clearer
understanding of the two spheres he has had to cope with
until now. Hevhas a foot in both the rationai as well as
the non-rational, and reallzes that both are extremes, but
that both elements are necessary in human exlstence. w1th
this realization comes the beginnings of his attempt at a
careful balance between the two, ahd an obJectivity he has
not displayed until now. Whitinge® suggests that TSrless is
.now:

..at the turning point away from the confused
cadet, torn between extremes, and goward the morally
sensitive, better balanced adult.

' .
This 1s indeed the case, for Tdrless will act with more
objectivity, maturity and conridgnce from this point on.
Following the péttern set by the first thyee Journeys -

to the red chamber, and their "corresponding experiences,"

Tbrless undergoes the most intense total submeraion in the

ws.

non-rational after this trip to the red room, as Basini

lures him into an erotic affair. It is interesting that the

epilsode 1is constructed so that Tbrlgss.seems to be



intebacting with a feminine figure who, as in Husilfgﬁathér
works, represents the gaﬁﬁratianalz_ | -

Die Sinnlichkeit...war jetzt zu ihrer vollen Gr&sse

erwacht. Sie lag nackt neben ihm und deckte ihm mit

ihrem welchen schwarzen Mantel das Haupt zu. (108)
The realization of the perversity of his actions only serves
as a clearer warning to T8rless underiining the danger of
becoming trapped in extremes. He has questioned the rigid
cénfinement of the academy up to this point, but now he

also realizes the negative éspects of the mode of existence

to which he has escaped until now. For indeed, the red

chamber i{s equal to the academy in its capacity for

constriction and confinement, only in the opposite
extreme. ~ |

The rifth episode in the red chamber reveals the marked
change in T8rless' attitude. He no longer clings to
Beineberg's or Reiting's every word; 1nstea5 he actually
challenges their ideas. No longer éaés'he-turn to the
school, its methods or its members for securlity and

clariffcation. The fact that such a challenge 1s even

possible 1s indicative of Tdrless' increasing awareness and

‘confidence 1in his situation.

- For rather than falling back upon school rules, he
rejects their undertakings according to his own
-feelings and beliefs; and rather than seeking clear

_ explanations and definitions from the Pealmﬁaf '
... 8chool activity, he admits his own doubt. ’

This rejection and consequent aself-reliance and
confidence 1s evident throughout the two remaining chamber

eplsodes. T&rless by no means loses the fascination

I —
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for the “che; realm," but he 1s less and less tormented by
the conflict between the. two. With the help of his
1nc?easing awareness he galns the abllity to turn to himself
for explanatiansg He admits at one point to not belng able
to say anythlng about a situation, and it 1s important that
he acgeptsrﬁhvg inabllity rather than turning frantically
and unsuccessfllly to the meﬁh@ds of the academy, which 1is
Just one extreme and therefore useless, for his answer,

In his final visit to the red chamber he affects a
total disassoclation with the perversity so‘féscinating ta
Relting and Beineberg. It 1s important that he criticises
his companions according to his own values, not those
expected of him by the academy. There 1s a rejectlion on his
part of all of the cfudity and depravity to which he has
béeﬂ:expgged in the red room. What remains though 1s his
se;se for the more positive aspects of the secret realm
apart from everyday actiﬁity.

‘ The pevverse;éctians and T8rless' response to them
serve only as a vehicle for his awareness, 1its violent
nature possibly the most effective manner in which to make
an impreasionkon his 1lnexperlenced emotlons. _

Throughout the last three epiaédes of flight to the red
room, & positive development towards emépiaﬁal stability can
be observed .in young T8rless.  He is seen examining and. .
later affirming what positive insights he has g;eaned
through tne!visits to the red room and also giving

consideration (using his newly discovered insights) to the



methods utlilized by the school in dealing with certain
situations. His criticism of them on the grounds that they

are too rigld and one-sided shows us that he is now able to

form his own opinions and substantifte them, an obvious move

towards ﬁéturityi

There remains one more important physical movement
which 1lluminates T8rless' iﬁﬂer feelingsé;his flight awaj
from the academy itself, Jjust before the hearing. First and
foremost, thils action .shows T8rless' understanding gnd
rejeetion of the extremes that tore him (or, more
specifically, between which he tore himself). He recognizes
that he must now explain his behaviour to someone other than
himself. Until now, he has not had to put words to the
revelations and emotions which he experienced;' Doing this
implies that he must come before the officials of the school
(who represent the academy's ideas and concepts) and offer a
Justification of his "dark, mysterious" actions.

This inevitable confrontation between his newly found
‘1deas and the‘hgrmé?bf the institution 1s what frightens him
and dri#es him to flight. When T8rless does come before the
teachers it is with aeélear(purpase in miﬂdi - He wishes té
relate the %haughts hebexperieﬁees to others and view their
reactions, and is intent cnxéxplaining his newly discovered
vfevelatiané on dﬁality to them.

He enjoys little suceess,!finding that these feelings
are not easily explained. Although he 1s capable of sensing

these feelings asséeiatedxwith the deeper "first realm" he

24



has not yet advanced to the polnt where they can be put to
words. Still, his outlook has broadened: ’
Térleas has deveiaped a faculty for perceptlon or
cognition which, encompassing thé& dark or hldden
side of things, far transcends the confined outlook
of the school and7thus defies rational descriptlons
typigal of 1t....

What i3 most 1mportant is not T¥rless' abllity to sense
this deeper mysterious side of things, but hils
reconciliation to the differences between the two.

"Ich weiss: e\ange sind, die Dinge und werden es

" wohl immer bleiben’ und 1ch werde sle wohl immer
bald so, bald so ansehen. Bald mit den Augen des
Verstandes, bald mit den anderen....Und ich werde
nicht mehr versuchen, dies mitelinander zu
vergleichen." (138)

He has finally become aware both of the beauty that is
evident in the other mode of being, but also the dangers ?ﬂ{
that lle hidden in i1t. He recognlzes that they are separate
entities, and a fusion of them 1s utterly impossible. It 1is
precisely this; a fusion, that he had attéﬁpted to attain
previous to this, and the very fact that it was impossible
is what lay at the root of his frustration. Relief from the.
terrible frustration comes not in the resolution of the
prcbiem, but in a ?écagnitién of how to deal with 1it.

In T8rless' attempts.at an explanation (to himself as
well as to his lnstructors) it 1s qulckly obvious that the
"1mpaase cannet be avolded. The 3school's atitude tcﬁards Coomeem
religign, phllesophy, or its rigid adherence to a thcught
process based on anything other than fact and proof, makes

the instructors too 1nflexible to understand Térless'



dilemma. From their point of view he 1s simply 5Dméwhat
"affected" .and quite incorrigible. They cannot understand
him through logic, therefore i1t 1s impossible to accept

him.

T&rless on the other hand gaiﬁs something ff@m the
ceﬁfr@ntaﬁién_  What begins as an explanation and defense,
ccncludeé in an exeréiﬁe in expression. Although there are
times when he Qaﬁ barely finé words for hils feelings, he
does express many of them. It 1is glgost a religious
experlence for him, and gltimately he 1s not concerned with
his teachers' judgement_VWith in part justifiable scorn, he
has elevated himself ta'a position where he locks down on
Ehém; his experlence Githv“duality“ placing hiﬁ above his
'1nstruetara and affording him the insight to resign frcm the
academy Gf his own accord. No longer in need of escapes
from one extreme into the other,--thinking one 1s right, and
one 13 wrong, yet torn between Judgementa of wﬁich is |
"which-- T8rless can now recognize ;he irreconcilability of
his insights, concepts and emotlons with the rigid
guperfieial point of view of the academy. Natewarthy her§
i1s that he rejects the academy because it Fepresents an
extreme order and Eatlcnality.

Thus his ultimate departure from the school no langer

leads to retreats like the red room, which he can now
recognize as a portion of that atmosphere of extremes.
Instead, 1t leads away from the entire setting of the red

room. This can be interpreted as a rejection of dealing in
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extremes --a rrecognition of thE'éuélity of realms and a
mature acceptance of and competence in dealing with both.
With this knowledge, T&rless' attitude towards his
former ffigﬁds,'the peasant quarter, and even Bozena has
undergone a change as well. He no longer subjects himself \-
to the alarming thoughts and fears, and goes a step further -
in recalling his earlier fears and recognizing them as
insignificant and childish.
‘f‘his last depaéturé, \:hééefére is g.stur‘e rejecting.
bath the chaotic emotions to which he had once escapeds-in
thé chamber or at Eazena'Sasand the confilnement of the

school. Freed from this’ganfinément, and able to resume

1]

unhampered mobllity (as can be seen from his Journey) he
proves himself able to continue development of his
_character. Hcticﬁ within the confines of the academy .
initiated and established the beginnings of his:quegtianing
and 1inner growth; now, movement outside of the schcal wiilz
assure its cantinuatian- T8rless' insights on his trip
hameward reflect some of the newfound duality. In pondering
hils actions and reactions he 1is fully aware of the dangerays
implications of the experiments with Basini, but also of the
. positive insights gleaned from the affair. Although he 1s
ashamed, he may ccnséle himself with thes; positive
1§naigﬁtg;=ﬁﬁiéh'§ﬂ&blé~h1ﬁ’té'aéé Ehréuéh the confustion he
once experienced. He now has something much more essential
and fundamental than :Fat he sought to gain by dealing with

reason and logical concepts.



Although T8rless senses the negative implications of
extremes in the deep, mysterious world to which he has
subjected himself, he recognizes and anticipates whag the.
newfound sensitivity will afford him in the futﬁre.

He 1s fully conscious that extremes or the restriction
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and confinement of -ideas- and thought (symbolized by actual - - -

physical confinement and loss of freedom through Musil's use
of walls, darkness and othér spaclal images) will not a;low
the healthy development of his character. He therefore' |
frees himself. Thus the confusion with which he entered the ..
academy 1s dissipafed, and T8rless emerges as a mature,‘
lunconstricted, sensitlve young adult. =
He makes this last "journey" gzéx from the military‘,
.acadeny as'a result of his newfound knbwledgea Confinement
and restriction is not found only in the ideas and
rationalify of the academy, but also id a total submersion

in the extreme of emotions and chaotic thoughts. Thus tﬁe

Journey 1s made towards a conciliation of the two.



Chapter Two

Vereinigungen

I. Vollendung der Liebe ‘ e R s

The second of Musil's works, Vereinigungen, 1is-

extremely difficult to approach. 1In its two components, Dile

Vollendung der Liebe and_Die Versuchung der stillen
Veronika, Musil deals with a theme similar to the one
introduced in T8rless--namely, the -confrontation of the
sensitive individual with an unfamiliar realm or sphere of
existence-- but through more complex and Iintricate
techniques.
Musil steadily rewrote what he had already written,
making "Unions" denser rather than longer. A8 a
result of this manner of writing, the two storles
" have a complexity and opaqueness that make them
among the m@stadifficult works 1n modern German
literature.

To be sure, the works aée,diffieult, but if one
concentrates on the concrete observable movements and actlon
in the story, using them as touchstones throughout the
course of the plot, it may simplify understanding of a very

- plicaﬁed structufE;‘fa? that concept of spacial imagery
=A% a monitor of the character's "inner landscape” is still ,
very much in evidence and effectively employed.
Claudine's Weg 1s geradezu paradigmatisch fast alle

Musilschen Prablémegund Motlve treten in ihm und an
selmem Rande auf.

As mentioned, Musil touches again on the concept of

29



30

duality dealt wifh»in Térless, but in a manner which 1is a
great deal more obscure. At times, duality is closely
entwined with ambiguity, and this 1ést theme 1s employed
often throughodt the wbrk, as both a concept, and a literary
method. Musil thus encourages the reader to. feel, rather
“than try to underStand-ind arialyse the wafk rationally.
Consequently, there is a similar if somewhat milder version
of the protagonist's struggle throughout the work, of
rational thought vs. pure emotlon. .

If Vollendung der .Liebe 1s examined in light of what

has been determined in Musil's initial work, 1t can be seen
that the usage of space ahd spacial imagery Jjust seen in the
Ehapter on T&rleSs is used, and indeed developed fuf;hér
here.

Musil has chosen two main types of spacial 1images;
those that centre around spheres or cycles, and those
concernihg pendular, back and forth movement.

A8 was the case in Tdrless, the basic‘avert action 1is
vihdicativé of. impor£ant emotioﬁal evenﬁs- Céntra1 here 1s a
~Journey awa&-from.a known, qaticnal environment, 1in Hhiéh
the protagonist finds hHerself vaguely uncomfortable. What
is achieved 1in Tbrlesé by his repeated visits ﬁa the red

-chamber and the blzarre experliences he encounters there 1is

" paralleled closely in Vollendung der Liebe by Claudjme's’

' 2
journey to the small mountain village where sh& too makes
"startling discoveries about herself and her experiences. It

1s, in fact, a town in which she has experlenced events
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ilmportant to her at a time in her past, and this Jjourney to
visit her‘daughfgs‘(é figure which will prove symbolic of
her past) reveéls itself to be a journey backwards into
Claudine's own memory and "preVious" existence in a sphere
radically different to her presént way of 1life.

Structurally, one can observe in Vollendung der Liebe,

‘é rough parallel to T8rless. Here ﬁoo, Musil introduces the
protagonist in the rational environment in which she has
existed until this point. For Claudine, this is represented
by her home and matrféd 1ife. In this routine world, her
1deas seem to be acceptable,band she- 1s ‘able to express
herself rationally. But she, like T8rless, will embark on a
Journey beneath (to use Maeterlinck's symbolism) or away
from the rational, into the realm of the irrational. These
experlences with the emotional, the non-rational are.éalleq ;
forth by the actual departure and train trip. He;e;'in the
womb-1lilke rocking space of the train car, she is isolated
and alone for the first time‘since her marriage. She can
begin to experience herself as an individual rather thén‘one
half of a relationship.

The trip includes repeated referencés to Claudine's
thoughts as she looks éut_qf'the window, and the reader wili
observe that those observations are indicative of the phases
or her 1ntrospection. Through the obseryab;e, conqrefé
wﬁ;pbenings, her developmgnt as a character'can be followed;

Claudine will expebience several physicalb"moVes" that'

will prove important to and indicative of her inner

t



development and struggles. While on the train, she passes
through an outside "thawing", then a subsequent "freezing",
which will "gel"™ in her a portion of her cbar&eter better
.adapted to exlstence within the isolated realm of the

non-rational.

‘1solated (by snow), in which she will encounter experiences,

revelations and conflicts which result in inner struggles

not uniike T6rless'. . Within this isalé%ed:lécaticﬁ, she

*
-

will experience again and'agéiﬁ the physical 'sensations of
hot vs. cold, alwayé-iﬁdicﬁtive of the pendulum within her -
between the forces of cool, rational thought, and the 7

turbulent, heated emotional sphere of existence. While on

this trip, she will interact with a human being whag:much as

did Basini, Beineberg and Reiting for T8rless, brfngs out
~within her the feelings of non-rationality. That is, in the
Tﬂéle§§ novel, Basini, Beineberg and Relting répresent si§e§
of T¥rless theh are unfamiliar to him. §3F3; the stranger
represents that emotional side of Claudine which she has
suﬁpresseé for so long. This interaction with an actual
peraon and a §1acé symbolic of the "cthervwgrld" of emotion
and the ﬁGﬁ!EEEiD531 serve to complete Claudine's character;
sﬁadiﬁg in the half éf ﬁes inner structure which she felt
was wanting befdre. S _ )
Consequently, she, like T8rless, will re-enter the
"known" routine, rational environment with new, more

complete insights. For both characters, T&rless and

32
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I Claudine, this completed character (devéloped for us by
Musil within the,context_of spacial imagery) 1sba crﬁc}al
factor in their ability to cope and exist in the routine
normality of their environment. '

What 1s carefully pointed out in Térless with an actual

Eéturn Journey, 1is only Suggeéted in Vollendung derrﬁiébé:”_
Here, Musil has I1ncreased the complexiﬁy of his spacial.
image;y to such an extent that he leaves it to the reader to
complete many of the actions that are but vaguely hinted at,
yet left Yo assume and understand. Tﬁis vagueness and the
confiqence that the reader will f111 1ﬁ spaces left‘inrthe
plot will beéome yet more evident in later works, especially

in Der Mann ohne Eigenschaften.

Thus the reader can perceive in ClaUdine'§ character a
geometric pattern which is closely paralleled -and
minated by outward, observable "m.vés",and_spacial

gery. It 1s not unlike T8rless'.

HOME o HIME
“Union with ' ’ -unfonréw"th

Ahuskand Nusba

{SOLATION ISOLATION
* -in tvamn : -in hotel room

STRANGE STRANGER
"hm_pewacj W(+§ -Influenced b\/ non-rational
raf:omhﬂ - aceplanw af him
- rgw"on o;« | 4.Pe!du h-'m_"___‘

hm  TOWN
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In Vollendung der Liebe, moréso than in any of his

-otHer works, Musil presents confrontation with pure emotion.
He refrains ffom r;tianal analysis and chc@ses_instead to
subject the reader to a constant barége of emotions. There
is scarcely pime to process one when anéthef is presented.
 U§1ng_th};_techp@que! Musil creates an effect nearing .
emofional chaos, which 1s precisely what the main character
is experiencing, however well it may be hidden under the
opening scene's facade of serenity.

Musil's use of spaeial,iﬁagery, then,Ais not Pestficted'
to the Jjourney which comprises the second portion kathé
plot. He plunges thenfeader into ﬁhis imggeryéimmediately,
».even in this opening scene, using it to intraéuce the main
character, and reveal how she daes not quite .mesh with the
"home space" and the rational sphere 1t represents. {Later
i1t will be seen that even as Musil begins this work with ﬁhe
spacial imagery of a réam, so will he alSo end it 1in a !
simllar manner).

‘In the initlal scene, Musil is éxtéeﬁe;j successful in
credting a "set" ‘of utmost aerenity, balancé, beauty and
peaée. He employs so much detail that time seems to stap,
the reader finds himself almost suspended in space, holding
his breath. Musil himself says,"die Zeit...schlen plétzlich
einzuhalten"}(ISY). This balance, the lack of passing time
1s indicative of the 1solation in which the man and woman
exist. They view all else but each éthé; as the'"outside"

and are a combination of securéj accepted domesticity and
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Eatianal, nurturéa,'almcstzseleetiveiyKbred intell;genéeg
The*first discu3aian to which wé_aée witness 1s one
concerning a book which both of them have read. The woman
is eaﬁcgfned with a rational analysis of the criminal main
character's caneepticn of himself and his actions.
"Glaubst du, dass er ﬁhfeéﬁﬁ zu handeln meint?" she asks
(157). |

When Eer husband quesﬁicna this approach, she aﬁﬁempﬁg
to justify it. But the ebjee:ivg reader, especially after
having read the work more than once, will see that an
underlying ﬁcﬁive revealé itself 1in her discussion. Thefe is
a fascination, an identification with this criminal. It is-
net the actions and thoughts af a fictianai charactef Ehat
Eshe attempts to analyse and Justify; 1t is her own. :

In VcllenduﬁgrderiLiebE; there 1s dnce agaln a plcture

of a conflict within the individual, but where Térless and
Ham@ encounter paiﬂful extremes, Claudine's struggles;arg
not as*derined-v'Herxencauntera will prove to be.gentle

swings back and forth between the bcrders of the two realma.'

cycles.
Giaudine struggles painfully, nanethelesg, with
underatanding her own egc, her sense Qf “aelf. Thia
unveiling Df "sélf" the Fespect fDF a stable identity 13
one of the central motifs in Musil's works. It,is
interesting to note that in this work, the struggle for self

18 experienced by a woman, for especially in his later



trilogy, Musil deals with. the feminine character in'a muéh
different manner.

We may percelve the character, G.,blzarre and cruel, as
the ﬁomagig supfesseé alter-ego-~the pole of existence-
directly @ppcsité-té her own. This sexual offender seems to
set'pu?ely through 1mpulse and ématians1 that 1s
'nan!rati@nallyg She, on the other hand, acts intellectually
and rat;aﬁaily. And yet, this has not always been the case,
for she herself has cgmmitted what could be termed a sexual
offense in her past, of which her illegitimate daughter 1s
 the result. Like T8rless, she will confront and test this
facet of her existence by means of a departure from the
rational.

In the course of their diSeuséian, 1t becomes evident
that this seems an almost perfect union of two persons.

They almost share their thoughts: "Diese beiden
Menschen...dachten gemeinsam" (158); the t@uching of minds
and spirits 1s as important as physical touchling.

Perfect as the union m§§ seem, however, Musil makes no
>1ess than three references to the spacial imaggs of wiﬁdéwa
and doorways 1in theifig§t three pa;es of the story. Yet
where this union may appear élased,,écmpleﬁ; gné perfect,

- the spacial imagery seems suchr as to suggest a yearnihg, a
closed-out area, a narrowness. The room, which 1s the first
environment é@nnected with the woman, has dark; lidded eyes
that look @utwafé- "Die dunkelgrinen Jalousien blickten

aussen auf die Strasse...wie ein Paar dunkel und gleichmutig



hepabgelassene‘Lider,.."(iSG).

The cﬁiminal, her alter-ega,zis credited with feelings
that she experlences herself:"...er 1st wie ein Haus mit
verschlossenen Tiiren... vielleicht 1st er immér,ﬁieder mit
‘tastenden Hinden durch sich gegangeh, um ein Tor zu finden"
(158). This suggests that Claudine herself, as was T§rless,;
| 1s.look1ﬁg outward, ready for a break 1n,the accepted.and
proper existence. é’

Her vague feelings of uneasin $3 are suggested with
such fine subtlety that they are barely discernable --at
first, almost subliminal. Even the reader feels only that
there is a fissure in this seemingly flawless crystal of a
relationship. This 1is very effectively achieved‘by Huéil's
use of sudden "Jolts," breaks in the smegtﬁ serenity,_-

- somehow incongruent Gith the rest of the story.

Musillbegins the story with a scene of 53fenitj gndr
security. In this segment, even before Claudine's central.
Journey, Musil uses space énd Spéeial imagery to indicate
the intricate complexisy*of her relationship to this sphere
of marriage and home.d1fe, and to reveal the discrepancies
between the apparent harmony. and unity with whianMuaél sefs

the scene z;’ﬂfhé Actual uhderlying disharmony which is

submerged but increasingly evident in Claudine.

. Th;§ t1me,>th¢_§pac1a1 image 1s that of an an;lgg,midg r w e

up of the man and the woman, and Musil uses it téiinterjeet>
a Jolting stumble into the feeling of serenity. This also

marks the 1ntroduct15n'of the ambiguity which will be so



much 1in evidence throughout the remainder of the story. We
can interpret this angle in two ways: one, that the two are

really at opposing angles td one another, and that the union

1s not quite as perfect as it would seem, or two, that they

are two elements necessary to cémpliment each other to
comprise the angle.

The scene could well 5& an impressionist painting; soft
and lackiﬁg sharp carﬁersi For this reason; the 1asﬁ‘
sentencé'éf the opening paragraph cemes.as a harsh o
suférise,- ; | |

Der Arm der Frau aber ragte von der Kanne weg, und

der Blick, mit dem sie nach i1hrem Manne sah, bildete

mit ihm einen starren, stelfen Winkel. (156)
This angle Qith which the woman views her
‘husband could perhaps be c¢onstrued as a bond. Musil
‘allows this, but he 1s careful to specify the

properties of that bond, which are by no means

positive.

*
Gewiss einen Winkel, wie man sehen konnte...als
~spannte es sich zwischen ihnen wie ein Strebe
h8rtestem Metall und hlelte sie auf ihren Plitzen
fest und verbidnde sie doch, trotzdem sie so weit
- auselnander waren, zu elner Einheit, die man fast
mit den Sinnen empfinden konnte.... (156)

It céuld be that this bond is also a burden.

This departure from the aesthetic, painting-like

perfection 1s not long lived, for in the same paragraph, = =~

Musil returns to.the soft fécus'andAcempéfés>the couple to
butterflies, "...als ob thre Herzen wile zwei Schwirme
kleiner Schmetterlinge ineinanderflatterten" (156). This

could saPely be called the opposite end of the spectrum



‘from the hard metal beam Just used to describe them. Thus
Musil allows the pendulum to return to the insulated *
serenity aﬁd ¢ontinues in the déscriptiam.af thelr unian.

The two peogle enjoy a relatiahship that extends beyaﬁa
physical and emotional love as we understand 1it. Tﬁey‘are
so sensi;ive to each other that they are as one. - Musil
continues with the spacial Lmagéfy, this time choosing a
sphere, calling to mind the afiantal|y1n-and yang:

Wie zwei-ﬁunderbar anéinanderéépasste H4lften, dle

- zusammengefigt,ilhre Grenze nach aussen verringern,
wihrend ihr Inneres grdsser ineinanderflutet.

(159) | |

Hence 1t may be observed that Husi; 1llustrafes'the
rift which is forming betﬁegn Claudine and the environment
in which She'finds’herself; by his sh;rt in images beéweén
the exqulsite sphere, and the haréh’angies. i

Musil exhibits true mastery in creating empathy with
the characters. The reader is totally drawn into the .
feeling of unity between the two. It séems an ideal,
perfect, very civilized love=--but again, Musil re?ealsza
flaw in the}spaciai‘spheré of thelr relationship. Claudine
.makes a statement,:a breathleés,‘ccnfus;ng éémisaicn of her
‘vague feelings of uneaslness. At the samé1’,‘,7‘:!.:11@1-;;l shég
attempts, apologet}cally and rearfullj to Justify those
feelings to her husband. 1In comparison to thg bassive;
.iﬁiling'cdmfobﬁ;shdih Séfare; thisHSGeﬁé ia éiﬁégt fféﬁtic;-"

k]

"Errinerst du dich", sagte pl&tzlich die Frau...Und.
ich konnte es dir ﬁicht sagen und musste erst iber
dich l&4cheln, well du es nicht wusstest und mir ganz -
" nah zu sein glaubtest, und wollte es dir dann nicht
mehr sagen und wurde b&s auf dich, well du es nicht

=
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'selbat fdhltest ‘und deine Zirtlichkeiten fanden
mich nicht meh?. (159)

She contlnues with similar hysterical;brun—an sentenceé for .- .
sevgral b}eathless'mements, Egt then,'almost'iﬁﬁercept&bly, -
the pénduium returns and the perfect unianiis once more 1n

: evidence: |

Sie fihlten, dass sle ohne einander nicﬁéileDEﬁ
konnten und nur zusammen, wie ein kunstvoll in sich
gestitztes System... (159)

- The short period of hysteriavis efféctive, for 1s serves as
the emo;ionai dévieé needed to free the woman of héf ties.
The h;ndows, which were . likened ﬁa half-closed eyes are ﬂQH.
opened, not Just by the woman herself, but by both of them:
"Dann sagten sie nichts, sondern zogen die‘Lgdéﬁ hoch  und

sahen auf die SEFESSE hinaus" (159)' She 15 now ready to

embark on a Journey out of the 1salated envirgnment « This '

love she: bears for hef husband will not suffer though.

" journey 1s meant by Claudine to "complete” her love yet.
'rurther. ;

Claudine's jaurneég'then; is scmeéhat different from
T&rless'...Un¥ike him, she does not <confront a strange new
sphere of -extstence. She has developed far beyond the stage
at which T¥rless finds h1m§elf and, precisely because of
this;'she éxhibits a sophistication not yet avallable to
him. Instead, this 1s a :eiégéfngtaﬁiag with a situation _
.that has been assumed ccnqﬁefed. '

Thus she will make a journey, more specifically a
return journey to Italy (a warm sultry setting, well known

for its sensual, emotional conotations) where she went once

’
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before, only to succumb to the elements: of impulse and
physical drives which resulted in her 11llicit éfegﬁancy‘
"This return Jjourney should suggest to the féadeE that she

'~ willl be exposed once more té these non-rational elements, as
iﬁﬁeéd she 1s, when she meets the stranger with wth she |

will evEﬁtually engage in an affalr prampted by purely
physical desires. B

Upon embarking aﬁ the Journey, the woman is_referred to
for the first time as "Claudine.™ She 1s now an individual,
r&ﬁﬁer than half of a "§ys;em":‘gf “dieaFrau.é The reasah_
faf‘this»jaurﬁey is to visit hér daughter, who effectively
‘represents Claudine's past.: -

Like Téflesa Claudine makes her journey by train and
like Tarless' Claudine 8 physical "journey will prove
representative of her emotions and 1nn;r develameﬁt;v
:Therefare;_in Jcﬁrneying to fisit‘Lillir Claudine nct iny
travels to a Small town. She also Journeys backuards in her
own memory and emotions. The time during which L1111 was -

conceived 1s foremost in her mind, reminding her of her
emotions and féeiingg at that time. )

Musil gives the reader a shart suﬁmary of thesg;
feelingg f%gagding her aeticﬁa, but it 18 not safe to assume
that the aame feelings will re-— emerge ﬂcw. Her experiénces
have affarded her Dbjectivity and kncwlédge, 30 that she may
view what will happen differently.

Claudine Jjourneys into an isolated environment 1n-whichr

she will attempt, although perhaps not always
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consciously, tojresolve the stfugglé of rational vs.

non-rational. Peters offers the following description of

her struggle:

Unlike Musil's typfcal male protagonists she has not

been striving for an ultimate synthesis between
- reason and emotlon, sclence and mysticism, the

‘masculine and the feminine. She sought, rather, to

achleve a state of pure feeling in a realm that
‘excludes alternatives and that therefore obviates
the individual's need to reconcile and synthesize
the dialectical perspectives.l0

vThiaxfpufe;feeling“ 15 the main bond (initially deacribed by

It 13 this b@nd which she will further ccmplete in the
course of the work. This must, however, be achieved through

isalatian; so that she may gain a sufficient measure cf

persgnality and experiencgs can she attempt a completion and

perfectign of a union and -a consequent "Vollendung der
Liebe." Her Jjourney to the town where L1illl resides
praviQBSinat'cnly physical, but also emotional 1solation; -
her husband will be pushed from her thoughts by the memortes
and feellngs of her past.
.The process of her isolation begins at the train
station. Standing in the aggréésive!érawd Claudine seeks
to escape, and does, by fleeing into a private
'apace;-heraelft n o T )
Sle...zuckte zusammen, wenn ihr Jemand zu nahe kam,
und verbarg sich hinter einer bescheidenen Miene.

- Und fiuhlte dabel heimlich) entzlckt, wie es sch&ner
wurde, wenn sle nachgab und sich dieaer leiser,
wirren Angst uberliess. (162)

This retreat into herself\ introduces the bridge



to her past. She percelves a heaégéhe, "...spannte sich
ss.eln Kapfsehmerz vor ihre Gedanken" (162). This pain
which blégks her "thaughts" 1s dezeribed for us by Musil

thraugh the use of a cyclical imagery: '

e..Was sile litt...wie von éiner Krone...

43

.s+8ie glaubte dabel, einen schneldenden Eeiffum‘aie”' B

Stirn zu fdhlen... L

.« sund manchmal wWar es nur ein fernes kreisendes.
Singen in ihrem Kopf. (162)

" Claudine 1is slightly puzzled about the thoughts that.

seem to flgw through her unbidden, but suddenly it bécQ@es

clear 'and she makes the cébnnection. She haswﬁfﬁégienced

these feelings befare 1nfheffpas’ and the similarities draw

her further and further from her present existence.

Denn sc war es damals, ihr kam pl&tzlich vor, einst
als sel sle lange anderswo noch nie fern gewggen.
(162)

T8rless, too, vaguely recalls an Itallan journey in his
past, when he hears music and a foreign singer in the town
that he visits. In examining Musil's later works, it will

emerge too, that Ketten, Homo and Ulrich also have

encounters with trips to warm, earthy-emotional lands, which

serve as a stark contrast to the precise, rational
stereotype often called to mind by northern Germany.

Once on the train, Claudine's Jjourney into emotions

‘contimues, and Musil's use 5t spaclal’ imagery becames nsrex”d”

evident. Claudine looks out of her window (a favorite of

Musil's images) and lets the visual effects of the landscape

wash over her. This "looking outwards" serves to helghten

i )



her awareness of barriers belng lowered, daers being
,opghed.
...und es war etﬁés Ldstiges; ein Weltwerden, wie
wenn sich Widnde auftun, etwas Gel&gtes und =
Entlastetes. - (163)

Qutside, 1tvshou1d be noted, the snow and 1ice are
‘_¢e1t1hg, and 1t 1s obvious that Musil means the 1andééépe to
be indicative of Claudine's emotionai landscape. |

Das...Aufgelockerte, Tauende der Natur draussen
--es war als hitte sich ein Druck von Claudine
gehoben. (163) '
 The tnawing which 1is evident in nature 1s 1ndicat1ve af the
disolving~of Claudines's own assumed mode of exlstence. "Es
- flel ihr plétzlich ein, dass sie.allein war™ (163).-

Once she has reached this point, Glaudiﬁefs own
‘explanation for making the journey is revealed. Uniike
Térless; she now seems sure of her reasons; she has a
definite purpose in mind, rather than experimental,
oftentimes aimless wandering; Claudine 1s intent an,makiﬁg
her ¢xistence as complete an experiehce as possible. She ia:
.pot unhappy in the exlstence with her husband, indeeé, she
:enJoys an obvious comfort with him. But Claudine uses her
rationality and intelligence to understand that her life 1is.
by no means complete. From her poinﬁ of view, the snlj
:perceptible flaw in her part of the relatianship lies in the

e e

yearning for experiences passed by 1n h 11fe. >in

embarking on her Jjourney, she hopes t¢ smooth away this
flaw. In describing what she yearns for, Musil uses the

. . 1

image of an untrodden path, continuing his use of spacial



imagery;
Es gibt so viele Fragen in dem Verh#ltnis zu
geliebten Menschen, Uber die der Bau des gemelnsamen
Lebens hlnausgefdhrt werden muss, bevor sle zu Ende
gedacht sind, und spiter lisst das Gewordene keilne
Kraft mehr fFEi um e3 sich anders aueh nur
vortustellen. Dann steht wohl irgendwo.am Weg ein
sonderbarer Pfahl, ein Gesicht, siumt eln Duft,
verliuft in Gras und Stelnen ein nie betretender
Pfad, man welss, man musste zurlckkehren, sehen,
aber alles dr ngt vorwdrts, nur wie Spinnwebenfiden,
Triume.... (153)
Perhaps she believes that she can experlence what she feels
~might have been, by taking this "other path".
ﬁuail continues with Claudine's "path"--that 1s, her
trip--and further presents us with lmage upon image of
opening doors, windows, or barriers being disolved.
«+s+23 war, wie wenn man eine Tiir, deren man sich nie
anders als geschlossen entsinnt einmal offen
findet. (163) -

+«.als hdtte man heimlich etwas lang Geschlossenes
in ihr zersprengt. (163)

Claudine,continuea on her journey through emotion, to a
point where enough doors have been opened, so that she
- percelves a feeling of welghtlessness, a neutrality from )
which she can step into the next 1&?31; an ldentity which 1s
hers alone, and private;

' Ihre Gedarken fiihlten die Menschen so gross und laut
und sicher werden, und sie schlipfte davor in sich
hinein und hatte nichta als i1hr Nichtseln, tihre
Schwerlosis keit ein Treiben auf iﬁgend
-etwas. ¢}

At this point, Musil again emplays his technique of
sharp changes. From "draussen tobte lautlos dle
Laﬂiaﬂhaft“jghe goes to: |

Und allmihlich bgéann der Zug ganz still in welchen,

45
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langen Schwingungen...zu fahren...in dunklen, grauéﬂ"
Vorhidngen von. langsam dahintreibenden Flécken auf
_der Erde zu schleifen. (167)

physical ambience, and 1t should be noted that Musll resorts.
agaln to the pendular spaclial Image to achleve this effect.

More of the same: . A
Y

In den Wagen wurde es démmrig...die Umrisse ihrer
“:Mitrelsenden schwankten langsam und uawirklich hin
und her. (167) . .
. So'also does Claudine's spinning emotional turmoil subside,
~ and i1t is interesting that it does so Enly when the image of

her husbandirecédes; thus diSpeliing one of thesconflicting

forces. She tries to envision him, but finds that his 1mage‘;f

L

is like a room "mit lang gésch1DSSEHEﬁ Fenstern" (167)
—--—another spacial image. She 1z now truly free thhct ‘and
percelve as an ;ndividual! not as paft of the unit af their
marriage, and cgﬁtinues on her "path."

% * '
4 " Ihre Gedanken wanderten. langsam draussen in den
Schnee hinein, ohne zurickzusehen, immer welter und
- welter. (168) h :

Yet another of Musil's geametric;!very balanced
éatterns of a }aurney'emerges, this one within the duration
of the traln trip 1itself. As mentioned before, 'it can be ;
recognized that this trip 1s a Jjourney not only through é

“Peal“ 1andscape, but alsc thraugh an® inner landscape Df
P

ematians and thoughts. Claudine, alone at fifst_just

physically, retains a bond with her husband in the spiritual

Y

sense. She is with him and feels his thoughts within her.

But as she retreats into herself and Joufﬁiéé backwards into

¥
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-emoti§ns of her past, the images of herahusband Fecedé.-
This takes plaée in the presence of a thawing 1a§dscapé;
‘which would indicate that her rational identity, the one
which her husband knows her to possess, 1s also dissélviﬁgg
After becéming aware of the feeling of weightlessness
and deutralityh and. after the perception of an individual
identity, Claudlne sees that the train 18 now passing
through a freezing landscape, whicﬁ QOP?ESPGD&S.EB the inner
"geling," the emergence and formatlion of a new Claudine,
open to ihteractien with thé'eleméﬁts of the non-rational
‘environment. This imagery of hot/cold, freezing/thawlng

"will continue throughout the work, each time signifying a

swaying within Claudine, as first the realm of pure instinct’

--and emotion, the rational intellect take the upper hand

within her.

It can be observed then that within the space of the
. : 4

train Journéy; she experiences an lnner escape from routine

-normality. She is 1is *yited as her thoughts "fly out the
W,
window " and ste pragresses from belng péyﬁ;cally alene and

frightened to being spiritually alcne and’ sgcure in the

)

search for an ldentity. ing now will shﬁ'prave ready for

her interaction with the stranger. Wheﬁ she campletes the

I""
a;

re-acqulsition of her own pbivate self he i3 thersa.

Again, Musil employs the door fmage; this time a portal

i1s being opened into Claudine's’ existence.

« Es war, wie wénﬁ elner angepccht ‘hat. ;,sie fihlte

(168)

47
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Once at the station, ready gmbark on the last leg of her
Journey, Claudine's instinctive attempt at redson and
contemplation 1s undermined.
‘ Als Claudine wieder zu ﬂbe:’*legen'began, fand sie
o sich. schon mit vier anderen Menschen in einem der
kleinen Gef#ihrte.  (168) .

~Once again, MuSil introduces a fourney, continulrg

Claudine's fligﬁtiinta 1solation. The sleigh ride is likened

to a dark passage: "in einem dunklen Gaﬁg, der gegen ein

Ziel zu immer enger wurde" (168). Servranckx ‘says of '

movement: -
Wieder ist also die sichtbare Eéwegung gleichlaufend
mit der eigentlich gemeinten inneren, "die.
Landschaft" ist eine Landschaft der Seele;...sie
relst auch auf den schicksalhaften Augenblick zu, in
dem sich ihre Vergangenheit in einer neuen
Beleuchtung einer méglichen Zukunft zuwenden wird.

During this trip, the man plays an'impartantrrale.

First, it 1s noted that his presence would seem to dispell

rational thinking: "Er versperrte ihfen Gedanken den Weg"

(169). Next, Musil connects the door image with him:

Wie wenn ein Tor zugefallen whre, fand pl&tzlich
Jeder Blick seine dunkle Figur. (169)

At the hotel, these images continue. At night she 1is
awakened suddenly to find that 1t 1is snowing heavily
outside. Her lack of carefully reasoned thought 1s evident
again.
Dunkel kam ihr dabel vor, dass sie ihre nackten
Flilsse wie ein Tler auf den Boden setzte. Dann
starrte sie, nah und stumpf, in das dicke Gegittet
- der Flocken....und es war noch etwas sonderbares in

dieser Enge, wie ein Kifig.... (171)

She now experiences the beginnings of basic, very
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natﬁfal animalistic emotions, a considerable swing from the
1life she led with her husband. These enotions are |
important. But are they locked in, or shut out?
=Unaecustémed as she 18 to éaw instincts, she feels
claustrophobic and frightened for some time.

Sie hatte leise schreien mégen, wie Kétzen‘schréiﬁ:

vor Angst und Beglerde. Und platzlich ‘dachte sie:
wenn er nun k#me und einfach zu tun versuchte, was

er doch sicher wollte. (172)
This claustrophobia 1s yet another example of Musil's
collection of spacial imagery. It is not so much the actull
emotion that frightens Claudine; 1t 1s the shock she feels
at experlencing it. It indicates a lack of control over her )
“self,* which both surprises and frightens her. Where,
until naw;.ﬂu;il's use of spacial imégery has suggesbedva
looking outward, or moving farwar: through windows, portals
or doors, the spacial iﬁages now suggest a constricting,
ccﬁfining almost stifling énvirsnment for Claudine.!?

The images are described at first through natural

phenomenon: o ' T -

"Wir werden eingeschneit werden" (169)

»..28 Schneite, weich und schwerrstand es 1in
der Luft. (171)

+..das dicke Gegitter der Flocken." (171)
and 133!? thraugh the 1mage cf the room itself:

Eng 1ag das Zimmer hinter ihr...es war noch etwas
Sonderbares in dieser Enge, wie ein Kdf1ig... (171)

«..peltschengerade, schwelgsame Enge. (172)
But the imagery which 1lluminates Claudine's

frustratiém, confusion and later almost terror are not



: COnflned to concréte spaclal lmaggfy- Very subtly, Musil
intertwines more and more Peferencea:ta the straiger and her
thoughts of him with this strange senée cf_cenflnémentg
| Indeed, it bécomes obvious that this experiénée with the
emotional realm 1s 1in several ways ccnnected with her
'thoughts and fantaaié% concernlng ‘the dark atranger 7

)

«+.Wenn er nun kamell, - (172)

Dann machte sie den Vefsuéh, sich ‘den Menschen
vorzustellen... (172)

It could be sald, then, that her friéhéening feéling éf
being caged-in stems very much from the battle within
herself of the purely emotlonal which draws her to the man,
and the logical and intellectual with which she fegardé what
1s hiﬁpening to her and forms opinions. o

At this point Claudine realizes the duality or .
ambigﬁity within herself between emotion and logilec:

+e«8ie filhlte blass den vorsichtig, vargedehnten ®
tierhaften Schritt ihrer Gedanken. - v (172) )

Nur zuweilen sah sie etwas von ihm ﬁ%e es in. "3

WirkIichkelt war. (172) N \
More contradictlions occur when she feels a "scorching cald;\
when thinking of him (172). . Alth@ugh Claudine undergoes
ﬁhese strong animalistic emotions and iﬁsﬁincts, she: is
never completely under their control. There 1is alwaysr
.uevidence of the presence éf a4t least é vestige of rational
thought. She 1s always "conscious" of what she percelives,
whether 1t lies within the rationality she has taught

herself to employ, or the emotional realm she once

experienced, but left behind.
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,Néver:is she so0 swept away thatishe totally ceases to
thiﬁii As a matter of fact, it 1s a faint ;Qngiaé echo from
her routine existence that she héabs within the isalatédr
enclosure of her room (so both lﬁfluences‘are working on
her) that difectly‘pfecedés an 1mpartant realization.

...lber Grenzen verwehten, fremdher wie Sternlicht
flackerte Musik...welt iber alles Wohnland der
Seelen hinaus. (173)

Alone in her room, Claudine's realization ér,her feeling
these raw, instinctive emotions 1s evident. She also
becomes aware of what Paie this subjugatian to the other
sphere will play. |

Und doch begriff sie dunkel.a.éine feinzahnige
71%3?, prelsgegebéne Seligkeit sie zu sein, Mensch.

»++und wdhrend sie ihr Herz schlagen f{thlte, als
truge sie eln Tier in der Brust. (173).

...da fihlte sle, dass hier sich etwas vollenden
sollte. (173) |

Thus 1t 1s clear that the panic within:her has
subsided, through the underlying presence of her
fatieqélity..;She herself sees that something is abautﬁ:a
precipitate, and Qill indeed be completeq here. This ,
preclisely was ﬁes goal in undertaking the Journey. :

Claudine aisc experiences a further realization of
'purpose. She sees now that she 1is searchiﬁg-fgr:
‘i. JSetne Valrenduﬂg suchendes Tell ainer Liebe...fllr "
dle es 1in der Sprache des Tags und des harten,
aufrechten Ganges noch kein wart gab. (174)

Consequently, there 1s contact once more with the realm

‘of the non-spoken, the "pre-verbal." There 1s no
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‘termiﬁnlagy ccntrivéd by ma; 1§_bis “auffeebten Gang"” pf
intellectuality which denotes what will happen here for
Claudineé It 1s eerﬁaiﬁ,hciever,,thét her experiegces iill
: be heavily influenced by aamething in the realm of the |
non- Pational. . . -

on the next day, Claudine cantinues with her
introspectlion. She examines her Eefleetien in a small
mirror (which can be construed as a "window" into herself) .
only to find that the reflection 1s blurred and Hazy,
.suggesting:that ﬁer identity 18 not yet clear to ﬁer.r She
aﬁtémpts a letter to her husband, but tears it up,
Ee!éstablishing her. 1solation ffam_him;

From here on, the ccn2eptvqf’the pendulum; ﬁhatlis,
Glgudiﬁe'a flueéuaﬁiana between séneres of existence, will
be glluded to @fteﬁ, and deécribed in a v%:iety of spacial_
images. 7 | | :

Claudine passes thertime wandéfing back and forth and
around the small town, Musil's metaphors furthé& describing
her emotional swing back and foffh; between "hot" and "cold"
emotions. ﬁ

'-..fieberhaft Heeren Welte...die Luft war klar und
trocken... (hot)

.+.glitzernde Plattchgh.-- (cold)

J..eine Hauswand rosa rot aufleuchten.,_Es war etwaS'ii

wie Feuer in ihr... (hot) = = (176)
Thg'spaeial imagery continues. Claudine 1s subjected to
constant, very regular pendulum-swings, fiprat to the one

side of rational, logical intellect, then through a personal



inner conflict (resolved by gradual syntheslis éf the two
_fofeea);anﬂ Into the other side of pure emotion, only to be
swung back agalin. The pendﬁium situatiéﬁ’culmiﬁaéés, of
course, with the declsion to have the affalr with the
stranger, but agaiﬂ only aftér she tries to analyae
rationally (using the theory of random possibility) thé
connataticns of what seem to her animalistic actions.
Sie begriff...dass bel 1hm wirklich werden SDllﬁé
was hler noch ein Spiel mit M&glichkelten }
war....soll ich Sodomie treiben?...ich unter diesem
Tier? (18@)

HEP flrat interacticn with the stranger 1s campletely'
verbal, a relationship based,on the spoken word. Butlthis
medium falls her; she sgeaks a lie for what seems to her
one of the only times in her life. ;The'llé fgﬁthermare
concerns her love for her ﬁusband: "Nein, nein, ich lieﬁe'
ihn Ja gar nicht" (187), and thus begins yet another éwing ’
to the opposite extreme. v o

When, at night, she returns to her racm_(which has
aiready been shown to be representative Qf her own
physical/emotional isolation), she hears the stranger éausé
outside her door,. which 1is lcckeé from éhe 1nsidé¥;anéther |
1ndicatiqnfcfkself:impased isolation. Here she undergoes the

most dramatic feelings of pure animal emotion yet:

Da packte sie eine Lust, sich auf diesen. Téppich Zu

werfen, die ekligen Spuren dieser Filsse zu kllssen
und wie eine schnuppernde Hilndin sich an ilhnen zu
erregen...Sle knilete sich pldtzlich zur Erde...ihre
Hidnde starrten einander wle zwel finffach
‘gegliederte Tiere an. (189) -~

Again, Just as quickly, she 1s torm from this; the pendulum



moves faster, mefé franticéily. "Sie richtete sich 1angsam
auf den Knien empor...Und versuchte es auszudenken" (189).
At this point, the obJective reader knows that Claudine 1s

exhausted;;sut only after this pendulum-like swinging has

drained and somehow cleansed her of all assumed emotlons ané-'

' feelings can she find ﬁeééé- 'She ééfé né% éifegtiy‘frgm.the
core of her being; the "Ich-gefihl" is established; she has

the necessary strength.

Like T3rless' revelation with the igfinity he perceives

in the sky, Claudine too finds release, peace and,
ultimateiy; a solution. As can be expected by now, Muéil
describes this release through spae%al imagery:

Und dann kam die Ruhe, Q"Weite. ~Das Herein-
strbmen der schmerzhaft gestauten Kr#fte nach dem

Durchbrechen der Winde. Wie ein glinzend stiller
Wasserspiegel lag 1hr Lebe xn Vergangenhelt und

Zukunft in der Hohe des Adgenblicks. (190) ¢

B;}meansvgr her physical Journey away from the tﬁé‘
raufiné her 1aclatian and later too, by means of the
ayelieal and pendulum-like vghicles Musil exposes Claudine

to all pasaible dsgreea of the arc between reason and
emotion. From these, she gleans the understanding so vital
to her urgent search for the éiah"( EP; as she terms it in.
her diéeusaians with hersélf,,the “du")}» And ﬂiﬁh this
diaccvery of the “icb/du" Claudine finally, with almast

painful reliéf camp%etes the lave, shcwn through the now

familiar imagery:

Und es kam ein Augenblick, des Sich Schliessens und’

alles Fremde aus Sich Ausschliessen, und 1n elner
halb schon triumenden Vollendung éine grosse, ganz
rein sle enthaltende Llebe. (191)
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«++80 schlief sle ein, ruhig, bei offener Tir.

. (191) ‘q

No 1@552? mﬁét shgjimpcse the isal;tian upon herself;
‘there 18 no need now. Consequently, 1n‘tﬁe final scene of
the novella, a portion of thé.camSumétiaﬁ of the ccﬁplieated
affair can be witnessed. While shedding théir'clqthes; the
man (long since having been connected with the emotional
side of the pendulum) bids her "Oh, schwelg” (193)-=he does
not favor ;he need for words, or terminology. More
important 1is ?hé fact that she can: that 1s, she does ﬁQt‘ 
findA;t necessary to find the words that would indicate
dependence on therraﬁianéi., Witﬁ her newly acqulred
knowledge, her capacity for acceptance 1s far'expandéd;lbit
would seem that thls is almost visible, for her'lc%eé
notices, aﬁd says, "Endlich, endlich...sagst dﬁaﬁu“ (193),
symbolising that she has indeed fauné Ehe "1eh/d§".

~ Thus the affair becomes possible. It will ﬁgt'impase‘
upon, or injure the love she haaviith her husband. Musil
has 1l1lustrated, through the:éver;present, gkilifully§
employed vehicle of overt, physical moves, and ﬁia‘uge of
the ambiguous, that, in spite of and because of the affair
and Claudine's experience iiﬁh both realms, she has

perfected aﬁd“céméléféd'ﬁégégi;iégéfﬁﬁé-lévee

i
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II. Versuchung der stillen Veronika

Hhere in Vollendung der Liebe Muail provided the feader

Hith at: 1east a basic framewcrk or plct to follow, making it
samewhat less difficult to grasp the ideas put forth in the

stary; in Verauchung der stillen Veraﬁika he affers little

more than a stream of conciousness. There 1s ‘almost no
actual action 1n the story, apart from the obscure wafting

. and gliding Musil employs to bring the characters;inta
contact, and theréfcfe very!liﬁtle from which the reader can

. take directicn: -The reader, says Petéré,

¥

haphazardly averheard bits and pieces of two evep

continuing and never fully expressed monologues that

exist far removed from daily reality and from

patterns of thought and ffgling that can be

articulated in language. "~

Oof all Musil's work, this very difficult plece has
attracted the least attention from critics. Upon attémﬁting:
to read the story, the reasons are readlly evident, for hot
only 1s the subject matter "of a decidedly repulsive
nature,"!" the style 1s difficult as well. |
| It 1s this writer's opinion that Musil once again deals

“WIth the “theme of" the protagonist's search for seif, and
also to some extent the conflict between the opposing realms
of rationa 1aathat 1s: pure logic, the high level of human
thgught and reasonling--and the purely physical, irrational

and natural. The possible synthesis of the two worlds is



not stressed here, as itlis in the previous works. Here,
the more complex concept of amelioration through a careful
balance 1is 5tfessedj'as Musil devélaps and expands his more
sophisticated pendulum imagé;fa Journey into an unfamiliar
sphere, and a rgturn frcmrit;-a_@éasured swing ffDm\GQé;
ré;im intarthé éﬁher; |

Eefsmghungfﬂer7st;;;§§7Y§P@n;§§ can be understood more

easily if 1t 1s kept in mind that this is net a separate

unit. It comprises the second half of the YeréiniggngEﬂ

piéce and can be viewed as almost a blurry, distorted mirror

iﬁage of Vollendung der Liebe. Ther is a distinct contrast
in the lines of motion: Claudine Jjourneys outwards
--Veronika retreats. Together, these line of motion form

the pendular image which Musil will continue to develop in

‘his later trilogy and in Mann ohne Eigenschaften.

' Although this is an extreme ééviatian from what 15
obviously ﬁuail'a "usual style," there are some elements 1n
which he reméin;'éanﬁtant. Like the cther works, 1t depiéta

an individual's struggle with the coriflict between rational

and non-rational elements. As in other works, this struggle

takég place iq an isolated location; and it (along with the
characters' thoughts and emotions regarding it);is :
illumina;ed tggaugg'thg>g§g§af\spac%gi_imaggry;u
The story centres almost exclusively in two characters;
Veronika énd Johannes, a visiting (§r@bébly distant)
relative. Much like Musil's other protagonists, both of

these characters experience a search for "self" and

~/
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deflnable ildentity.

These "quests," their settings and their results are
descfibéd through images of light and space. Veronika and
th; environment connected with her (the large old hcuse)-are
always described wiﬁh the help of metaphors alluding to
éarknessgycévers and c@nfinemént. Jchaﬁnes, on the other
hand, 1s portrayed with light and doorways. He will be :
Successful because of his ability for movement, for a
Journey away from the confining space of the house.
Verdnika will not, and this may be attributed to her lack of
mabiliﬁy;_ | |

‘To simplify discussion of this complex work, the axis

around which the discussion will revolve will be Veronika's

aﬁd Jchannes' quests. The fact that Johannes moves ana

finds a:purpase for himself, and Veronika CPEQéining static)
emerges frustrated and ready to repeat her strange plan for
completeness of self yet again, reveals much with regard to
Husli's l1deas eéneérning'chaﬁaGEEE development and survival.

It will be seen here and in the trilogy to come (as was seen

in search of self, mobility is crucilal.

‘Veronika's éeareh for an 1dentity‘ca;i§ té miﬁd thg
underwater 5p§erg>cf_ex;g§enee_?gfgrrga to 1in the
Vﬁaéferiiﬁck quote at the begihﬁing of iﬂrlesg. The
direction she takes to find herself 1is inwards; she searches
for and exists in an environment beneath the surface of

reality.
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Johannes, on the other hand, looks outwards and upwards

for a direction to life. He has a strong will to belleve in

a higher plane of existence, and percelves God (or what he

thinks 1s God) in'ﬁany things around him. He searches for a
. centre around which his existence can revolve:
"Kreisendes," flehte Johannes,..."dass du ein Kleld
hdttest, an dessen Falten ich dich halten
kénnte...Dass ich sagen k&nnte: dd bist
Gott..."...und einmal hatte er zu Veronika gesagt:
es 1st Gott; er war furchtsam und fromm, es war
lange her und war seln erster Versuch, das
.Unbestimmbare, das sle beide fihlten, fest zu
machen. (195) ;
¥
He will find his place in the "surface" of reality and the
cutside world. .

Although their quests are quite different, almost
diametrically opposed, Veronika and Johannes are tied
together to some extent because each believes the éthéf is a
part of his/her "solution" to the problem of exiatence.
Johannes wants Veronika as his lover and wife, so that they

can begin a new life together after leaving this

environment. Veronika seeks a pure, higher love, a caupliﬂgi

of spirits, and for this she wishes Johannes' death.
The characters are placed.in the setting of a
vacuum-like isolation, 1n a dark house: »
s«sund wie ein grosser Hohlraum stand das leere
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- dunkele Haus pl8tzlich Uber sie gestilpt. (199,pp.

_195 =196 passim.)

In addition to the isolated setting of the'hause, it

can be observed that the characters themselves are iselated»

"within lt--within tﬁ!ir own spheres Qf existence and theiri

own personal quests. What interactions they haveg when they
do meet in attempts to realize théir‘vgaa;sJ are only in the
form of speech. Even then, their conversations are largely

one-~sided; thelr words are spoken more for thelr own
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benefit, rathér than to each other. These cenversatians ar
punctuated by long silénces, 1nabilities to move freely even

in . the verbal realm.

r

Veronika schluckte naah Warten und wieder entstand
eln Schweigen.

...und wieder daﬂach dieses Sﬂhweiggn-.. - (197)
Within this dark, 1solated setting then, Veronika
Rursues her goml. She searches for a pegfect love, but she
has a conception of love that 1is difficﬁlt to define. The
(1ave she seeks must be "pure," and by this she meaﬁs
~ lndefiled by the physical. To succumb to the latter is akin
!tc aéd@my;(in her view) éné shé:sees all sgcﬁ physical
Qmpulses as animaléstic. She does experience the pﬁysigaf
sense of a?ausa;=ghgn she finds herself close to either
~ Johannes or Déiétéf% the other man living in the house, but
does not understand or accept.them; aﬁd can.only think of
animals. | E
+«.Demeter musste so.sein wie der Hahﬁ_j.‘ (197)
...du bist das Tier. (198) o

««.ein Hineingeschlucgfwerden wie von einem
trinkenden Tier. (201)

te+80 unpersanlich konnte uberhaupt kein Mensch
sein, konnte nur ein Tier...Hilf mir doch, warum
kann ich immer dabel nur an ein Tier dénken? (202)
The reason for this fear and disgust regarding sexual
intimacy or even physical touching lies 1n Veronika's
suppressed gullt about her ehcounter (during the time of her

. puberty) with her St. Bernard dog. She therefore assoclates -

*sexual arousal with animals:



Und da, war sle so eigentimlich geldhmt gewesen,

wie...wie wenn sie selbst ein Tier ware, und trotz
! der abscheulichen Angst, die sle empfand, duckte

sich etwas ganz heilss in ihr zusammen... (205)

Consequently, for her, the ultimaﬁe, civilized and perfect

iove can be attained only if the physical aspects of love
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are surmounted, surpassed, and only the touching of sduls ™ ~

and spirits 1is involyed.

.}f Vehoﬁiké éctdélly concelves of a pldA to realize this
perfectilqvé. . She desires Johannes' spirit, free frqﬁ the
threatening aspect of his physical.body. She sees his‘
dedication tohher, and theVWeakness his own struggle blaces

upon him, and actually suggests to him in the conversation

where they both finally conflict and make demands of each

other: "...ja, vielleicht wenn du sterben milsstest..."(202),

thus almost demanding his death.

Johannes 1s a young man with "normal” qgeétions of
life, and the usuai varied phésesgif beliefs. He has
_considered the priesthood in his ;eabch for direction in
life, and‘béliéves in a higher, determining force that
moulds his fate. This rather romantic idea ig rejected with
time, and his attempts are now centeréd around persuading
Veronlika to leave the gloomy  -depths of the house and
experience the "surface" of reality with hinfNHe 1s
'unsuccessfulz -"Dreimal sagte sie ..;nein"'(203).

In the emotionally weakened state in which his own
turmoil has left him, Johannes almost accepts Veronlka's
proposition after she rejects his; determlined as he is to

win her favour. In thils, "her" environment, he 1s
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hef=uay of thinking: "Ich gehe fort; gewiss, vielleicht
werde lch’ sterben," he says (203). As will be seen, it is
the trip, spurred by this mctive.(ta galn Veronika's favcﬁf)
that will save his life, ané give him purpose.
| After the idea of the journey has been broached,
Musil's use of spaéial imagery becomes mg}e réédily
apparent. Veronika examines her inner emotions as 1if they -
Wwere ; concéete, physicél thing:

+:-8le hatte ein unklares, fliessendes Gefthl von

sich selbst, und wenn sie sich innerlich betastete,

fand sie nur..verhilllte Formen. . (207) ~

As’befité_ner characterizing element of dérkness;

Veronika herself 1s often described as shrcuéed or enveloped
by a loose éover, or blanket; that 1s, an object with no e
real depth, and an;j two dimensions, and yet pcsaéssingﬁtnéf
capaciﬁy for shutting out light. Thus there is a-vast
e@mplexity;»but it exists ggggg ﬁhe surface: 5

-+.und wenn sie sich errinnerte, wie sie sich
selbst...splrte...war das frilher wie ein runder,
gespannter Wassertropfen, und jetzt l&ngst wie elne
kleine, welchgerandete Lache; ganz breit und schlaff
und spannungslos. (206)

...€3 war wie wenn sievunter einem weichen Tuch
lebte. (207) p

«».Wle wenn man unter einer Decke etwas sich bewegen
fuhlt, ohne den Sinn zu erraten. (207)

--.€3 musste bloss irgendwas einmal gewesen seln,
dass sle dem Leben niéher stand...und hatte nur
gewusst, dass selther etwas gekommen sein musste,
was sle verdeckte. (206) ' :

{ .
Enshrouded by loneliness, Veronika has made an almost

vaccuum=1like éxistencé for herself:
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Es blieb ein leerer, ungeheuerer Raum dazwischen und
in diesem lebte 1hr Kérper. ,

’...unte“ einer Glocke von dunngeschliffenem
Horn. (207)

Veronika does maké one small Jgubney durlng the céufse
of the story; she accompanles Jahannes on his trig;te the
traln statién fram which he will ‘depart, présumably to
commit suiclde (for her benefit)near the ocean:

«++€5 war pl&tzlich 80 fest dass sle sich wie ein

:fﬂhlte.,.er ging und wﬂrde aich téten sie prdfte es
nicht... (212)

Just a short time outside of the house 1is enough for her to
experience a revelation:

-sssind mit zwischen 1hnen den letzten Weg ging, war
es geschehen, dass pl#tzlich, mit voller
Bestimmthelt in Veronika auch diese verlorenste -
Erinnerung emporsprang. (209)

The Journey also serves to help her recognize that,
with Johannes' departure, her only connections to reality .
are severed, and that she has crossed a threshold.
es.3le empfand dass in diesem Augenblicke das
.wirkliche Erlebnia, das Erlebnis an den wirkllchen
Johannes, selinen Scheitelpunkt iUberschritten hatte,

und beendet war. Sie hatte in diesem Augenbllck ein
Gefﬂhl wie ein Auseinanﬂgrfallen. (209) .

suddenly able to peraelve things more accurately. She 13 so

unaccustomed to the non-reallty of the house that this seems
strange to her:
Veronlka sah nach den Biumen, seitlich ihres WEgs,

sle standen gerader und aufrechter als ihr natﬂrlich
geschlenen hitte. (209)

This break-off with the "real" Johannes, 1s exactly what



‘Véranika wants. Johannes is her last tie'ﬁa reality, and it
is precisely this reality which welghs her down, énd séems
't00 much of a burden to her. It 1s therefore shunned' and
‘avaided-. |

From bE;é on, theist@fy centres almost entirely on
Vergﬁika3§ retreat, which conversely parallels Glaudiiefé
Journey outwards. Where Claudine left the masculine
influence 1in her life to Journey away from her day-to-day
existence, Veronika wants nothing more than ta retreat back
to Hhat she kn@wsvand 1s accustomed to. She takes refugé in
the darkness and‘canfinement of the.gloomy house and 1its

dimly 11t rooms, much in the same way Tlrless did in his

escapes to the red chamber. In the Drei Frauen trilcgy, Hcma

"and Tonka too will Journey further and further 1into
confinement. Por these two characters, confinement will.-
lead to eventual death. Veronika's case 1s similar.
,Althpughbshe may not actually die, her character 1is stifled ;
to aﬁéhian extent that no positive development and |
pr@gregsi@h is possible. This adherence to one extreme
;135315 her as one of Musil's inflexible characters.

Once Johannes 1s gcne and Veronika makes ‘the return .
',tfip ta the housae alaﬂe, she feels almost reborn. It 1is

noteworthy that tqf metgphgr uaed to describe thia ia the

.1phcen1x image, af# ;1ieEl one, which fareshad@ws the fact

that she will die Cﬂf only symbolically) again:

Wie aus elner zerbrochen am Boden 1ieggnﬂen Hillle
war 1hr aus diesem Abschied ein Geflthl von sich
emporgestiegen. (212)
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This euphoria comes from the fact that she 1s confident that
Johannes is going in order to commit suicide--she will be
-freed of the physicai.threat he imposes, and free to unite
with his spirit.
...er ging und wirde sich tdten...ihr war, als s&he
. - sle k8rperlich in der Luft, wile dle Bezlehung ihrer
" 7" Seele zZu dieser anderen Seele .zu etwas Letztem,
Unabanderlichen geworden war, das wie ein Aststumpf
in die Ewigket ragte.
Und allm8hlich begann eine seltsame Lust

" Veronika zu tragen....Es war ihr fast ibel vor
Gltck. (pp. 212-213) .

She 1s not confident until she 1s safely back in her
own enQironment, illuminated thromgh Musil's use of spacial
imagery:

Diese Spannung wich erst von ihr, als sie die Hand
auf das Tor 1hres Hauses legte...als sle es

schloss...sile stand im Dunkel, wie in einem stillen,
unterirdischem Wasser...sie wusste dass sie bhel sich

war. (213)
’Thus Musil alludes once again to the opening quote from
' eress, Veronika does indeed represent the underwater
sphere. . . ' |
o During'the.nignt in wnich shekbelieves-Johanneg»to:have'
"killed himself, Veronika readies herself for her union orf
spirits. Again the 1mage of a blanket covering her is .
used. ‘

...ein Gefﬂhl des Geheimnisses legte sich langsan in
vielen Falten Ubev Veronika. (21&)

Since a communion with Johannes' spirit 1s her goal her
thoughts are naturally on him. She lights every light
(Johannes' symbol) in her room, so that.she 1s immersed in

his element. For a long time she drifts in and out of
(
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. 8leep, her thoughts wéndering:at random. At the end of her
meﬁitatian, she really believes she 15 close to him:

Ihr war dann, als fihlteMsie Johannes ganz nahe bel
sich, 80 riahe wie sich selbst. (217)

This 1s important, because it ;5 herself ("sich aelpst");.
and only that which she feels. Her thoughts and
imagination, the powers of her own mind are really very '
vast. Whegﬁahe awakens, however, she 1s almost éampletely
back in her own element: "Es war kilhl um sie" (217). Allgaf
the candles but one have extinguished themsel}esi
...dle Kerzen ﬁafeﬁ‘herabgebfannt und nur eine
letzte leuchtete noch; auf dem Platz wo Johannes
gesessen hatte war jetzt ein Loch im Raum, das all
ihre Gedanken nicht fiillen konntens  (217)
Thié suggests that Johannes, along with hissrepﬂesenﬁative
-element of light, are a door for Veronika, remindiﬁg her
that she can leave the darkness and take up residence 1in
réalityi It also makes a stétem3§t about how very teméarary
the experience (one which she théught would be
al;égncémﬁasaing and infinite) reélly is. Her thcughts;hafé

only so much power-~-they cannot contlnue to fil1l the "hole"

that Johannés has left.
Veronika does not grasp at this last symbolie

-~ opportunity to live a normal 1life. thannes"elemént o

expires, thg-épening to the passage to his life dissappears, -

and her own element returns to ehfold her: - o
Und pl8tzlich verlosch lautlos auch dileses kleine
Licht, wie ein letzter Weggehender leise die Tire
schllesst; Veronika blieb im Dunkel. (217)

Veronika 1s not as content as can be expected at being left
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1n;her'darknesa._ The experience she so looked forward to
-has not gone according to her expectations, and she 1is
frightened by what was once her own element:

Sle angstigté sich berelts wieder in diesem fremden
sle umschliessenden Dasein. (218)

_Se;pching agaln for her identity, she fails:
| Veronlkas Blick suchte unwillkilhrlich den Platz WO
an der Wand der Spilegel hin und fand i1hr Bild.
nicht; sie sah nichts. (Elg)
This suggests that, in order to find her 1dentity, Veronika
s in need of the light (Johannes) that she has just allawed;
to expire. Hithgut light, she cannot see her refléctian,
and conéedﬁently not recognize her "self" either.
The image of wéter, whlch Veronika once welcomed as a

‘comfort, now also takes .on a less pasitive connotation:

Die Finaterniss filllte das Haus wie eine schwere
Flﬂssigkeit. (218)

As daylight, gymb@li;raf Johannes, approaches, Veronika
becomes even more confused:

' Und Je heller.es wurde, desto unwahrscheinlicher
erschlien 1ihr, dass Jahannes tat sei. (220)

And yet, now, after this night af almost delirioua th@ughta,
Veronika finally percelves her sought-after unity. '
Sie empfand eine wallgétige Weichheit und ein
ungeheures Nahesein. Mehr noch als eine des
Kdrpers, elne der Seele...es erschien ihr wie eine
gehelmnissvalle geiatige Vereinigung (220) ’
. B ? 4
This union is, hawever, Hithﬁtﬁé soul of a living
person, not with someone who has died. The very fact that
' Veronika feels this overpowering sensation of unity says

much regarding the stéength and p@éer of her thoughts. In



' this self-imposed vaccuum of an enviraﬁmeﬁt;VShé is in less
"danger" from physical stimull and,_ therefore, her miﬂd hag
compensated. Her thoughts are a very powerful substitute

1

for the "real" thing.

As daylight (Johannes' element) finally comes,. it 1s'

L
i

-evident that Veronika's feeling that Johannes still lives
indeed true. The news 1is almost explosive, nonetheless,
~foreing 1its way into Veronika's darkness. |
Und als es ganz kié?, und blelch und Tag geworden
war, kam der Brief...Es pochte am Haus und riss
durch die Stille, wie ein Felsblock eine dfinne
Schneedecke zerschligt; durch das gedffnete: Tar
bllesen Wind und Helligkeit herein.
In this segment Musil once agaln uses the image of a

x blanket (this time a cold one of snow) to Eépfeseﬁt

Veronika's protective cover of seclusion. Johannes' feeling

of life 1s so strong that 1t forces itself;IntQ the h@use,

téaﬁing the blanket that covers Veronika. This statement 1s

a strong reaffirmation of the‘phyéical; it confirms the
\SEXual connotations that have béeg subtly i{lluminated in
Veronika's previcua "union" scene. This scene with its
bsuggeati@n of tearing the thin blankét, and the éxplanatiﬂﬁ
' made by Jghannes with féféfenée to a "Pfahl" beilng rammed
into thé earth and taking'life, strongly suggests rape.

.eseich bin davon wie ein Pfahl gefasst und verammt
und wlieder verwurzelt worden... (221)

Among other things, Johannes substantiates that argument
that the héuaé‘is confining arnd restri¢ting; that escape 1s'

life for him. "Ich fand auf die Strasse,”" he says (221),

indicating that he has found his way out of the darkness
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onto the patb of reality.

The reallization of this escape is painful to Veronika.
It seems to her that the energy and effort that went into
thls experience, and the heighﬁened séﬁsitivizy and feelings

that come out of 1it, were all in vain.

Es war endgliltig alles um soich einen géschehen, der
. nun ernichtert zusah. (221) o -

N But in spite of her disappointment, she has experienced
a union. She has indeed allowed herself to experience the

emotion she had stifled for so long. This "Fernliebe,” a

] .
favorite of Musil's them&s}S 1s what Veronika perceives as

1]

reality, and the reader is left little choice but to doubt
that she will ever even want to experience a "normal™
' =
affalr, complete with physical intimacy. She 1s aroused
only by the "thought," allowing néthing but her mind
(unsullied by the physical) to arouse her. The very thought
of being 80 close, -and yet not touching a man excites her.
She 1s confident in the protection that the house affords
; her; and can therefore find pleaéure in such tﬁings as
 this: |
Sie aéhlich manchmal bis an die verschlossene
Haustidr und lauschte, bis sie einen Mann
vorubergehen hdrte. Die Vorstellung dass sle dort
stand, im blossen Hemd, fast nackt und unten offen,
widhrend draussen einer vorbeiging, so nah und nur
durch ein Brett getrennt, bog sie fast zusammen.
(222) | o
It 1s conceivable (after reading the final paragraph)
that Veronika %11l attempt a similar "affair" with Demeter,
although this 1is not’certaini What can be assumed, however,

1s that Veronika, tied to her environment by her own desire,



will remain in the gleam of the hause and eventually meet
with an end similar to her aunt's--41d and alone in endleas
%‘gloom. ‘This immobility assures that she developﬁ no
further, as can be Seéﬂ from the suggestion that she m ight
repeat thé cycle again with Demeter. The pawer of her miﬁd
' jmay be great but it 13 finite,’and cannot provide a
complete aurragate for reality and light, both of whlch are
necesaafy for her development. .
Johannes, on the gtherrhéﬁd, does find the purpose and
dikacticn he sought, and is 1is important’ that he finds it
outsi;e pf the vacuum, thraugﬁ a jagéney away from 1its
restrictions, into reality. 'Like the treasure brought ﬁa
the surface and daylight, Johannes' 1ife will have a

"graspable" element.
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Veronika and her éxperiences’will Fema;n*in the extreme

of darkness. The dirfereécg between the tyo young people

lieg‘ig their flexibility and gépacity for mcvemen;.
»Hﬁgii tHus makes his familiar comment with this most

unusual work. Johannes and the lifestyle he represents

prove that they have the capacity fof movement and to.

reprodﬁce themselves and survive. Veronika,. in her extreme,

will remain.static and sterile, and thereby guarantee its

'-demise and ultimate extinctlan. This idea will be further ;

R, .~—

developgd in Muailrs Drei Fraugn-




Chapter Three’

. - Drei Frgt;,eﬁ

=

The théme Qf‘ jcurneys and departures as spa::ial :I;magea

is doubly evident in Musil's trilogy, Drei Frauen. Not only

are the emotional and inner turmoils of the protagonist in
each of the stories symbolized with the help of concrete,’
real Journeys; Musil also incorporates the idea into the

very structure of the trilogy in that Die Portugiesin is a

. '
'depaftufe from the other two works which flank 1t. Musil's

alpha and omega 1s the mcder’-n timeier'icd (1.e. Grigia and

Tonka%_ In Die Portug%gg;g, Musil Journeys to a very

distant, almost mythica?l past. Thefé, the hero's problems

.(much,akin to those of the modern characters' of the first
.and last ‘works) come to a positive and satisfactory

conclusion. Those of the médepn heroa do nati;

Die Portugiesin looks back through time to reveal von o

Ketten's successful "moves"; moves tha; reap him eventual
physical'as well as emotional develapq&nt and well-being.
But .the trilogy starts and endaéwith @cdern day scientlsts,
for whom "movement"and departure from their accustomed,
.rButine'lifestyle will prove a problem, if not a :Epgadyh
-For these two men, Homo and Tonka's lover, movement, or the
lack of 1t, will destroy. ' .

In Grigia, the protagonist will embark on a jaurney to-



a scutheén landlé which represents quite the opposite of his
routine existence. As a sclentist, he seeks solace in
concrete words, labels and rational ex%laﬁaficns, énd;is
awkward and unskilled in the realms of instincts and emotion
that motivate man. Here, he will meet alﬁéman,
representative of the non-rational realm. Through his
felatihg of events within the space of the journey, Musil
will reveal Homo's confrontations with the non-rational, and
etentually his downfall. 1In Grigia, another of Musil's
patterns may be abserved; but thié one 1s not symmetrical.
Homo's jaurney‘will be one-way, 1ea§iﬁg him into ever more
eonstricting areas until, ulfimately unable to mgveggt all,
he dies. |

| In Tonka, the protagonist is more fortunate. VHe
himself does not die. However, Tgnka,-whc will prove
symbolic of the natural, Ematiana1>elgmeﬁtéawithin;him,
does. This time it 1s she who meets tragedy because she 1is
not allowed sufficlent freedom to move. In Tonka there is a
simllar pattern to Hgmc's; Tonka progresses in stages rr@m

free movement to none at all, and’ consequent death.
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I. Grigia

'In‘ presenting yet another hero's emotional turmoil and
development: (whether positive or negative) through jaufneyé
and departures as images, Musil carries on the pattern

established in Tdrless, and developed in Vereini ungen

Granted, the physical journey made by Homo 1is not éuiﬁe_és
symmetric aﬁé geometrically structured .as in the Tdrless
novel. As mentlioned previously, this geometric structure
occurs 1in the trilogy as a camplete uﬁit rather.thaniin al;
the separate elements themselves. However, the journey
continues to be pﬁé to use by Musil here, Just as 1in his
pfeviqusvéafka. The inner emotional movement and landscape
of the character is bfilliaﬂtly 1l1luminated through the use
of actual physical movement and spacial imagery. Musil .
thus cantinues.iﬁ his development of a powerful, effecﬁi?e'
method of aquainting the reader with his .sensitive tépi:s.

As 1s the case with Térless and Vereinigungen, Grigia -

begina with the breaking of a family unit; signifying a

break with and departure from the well=known, well-éeegpted
‘‘mode of existence. Like the two préviéusly discusseéiﬁérkg,.
this breék is initiated by the central character as a resﬁl%y
‘af his own vague feelings of digé@ntent with his particular

mode of existence. Homo's feelings are as follows:

Er empfand seinen Widerstand als eine grosse
- Selbstsucht, es war aber eher elne :



Selbst-aufl8sung. (234).
It can be inferred from this that he 1s in need of charnge.
This;change 1s not by cholce however. The events in his

1ife seem to leave him no other regaurse.g

Homo 18 clearly. digsatisfied with his existence in the

stability of the family unit. 'He 1is aware that he does not

experience.the love that he should for his son, and this

troubles him: :
...aber diese Liebe war durch das Kind trennbar
geworden, wie ein Stein in den Wasser gesickert
i1st, dass 1hn immer welter auseinander treibt.

(234) '

In addition, the boy 1s somewhat sickly, a commgnt on
Homo's failure as a masculine flgure to reproduce himself
effectively, for the boy does not measure up to the ideals
so strengly gaverning Homo himaelf—ﬁthat is: 5tréngth,
vita;ity, and ratianality; features often attributed to the
' malé in Musil's works. 1
>Thia "self dissolution" e:perienéed by Homo can be /
. éaralleled by farlésg' perception of an "absence of self™
;and by Clgudine's *incompleteness of self " Like Tﬂrleaa,
_Hamé thus bgcames vulnerable to an 1Prational dimension of
i 11?,, fram which he might atherwise be pratected by way of
his ties to a atable family unit (inaéfar as an “accepted
family u;it" would giéé him the necessary expasure to a
certain degree of emotion).

As did the protagonists before him, Homo, too, makes
his Jjourney away from the well defined "normal" world by

e
train, a powerful, surging symbol. The similarities do not
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end here. Homo too,vfinds himself in "eﬁother»world.' His
movements within and actions concerning this unfamiliar
other world are once again indications of the central
character's inner personal struggle.

At this point, it should be noted that Musil allows for
a very sharp contrast between the youthful, creative, rather -
flexible character of T6rless, and the rigid, rational Homo.
For both characters, fhe experimenfs and journies into the
othev-worldly are a dangerous, addicting, drug-like
experience, Through the yehicle of trips; they become
exposed to aspects of thelir characters and modes of
existence‘which were certainly present, but lay dormant
until now. ® ’ , _

The dirrerence lies 1in the'eharacters' abilities to -
utilize. this mind;expanding drug~like experience to their
_\advantage."Térless>1s, after a series of confusing,
frustrafing episodes, quite eble to cope. He has the
capability, prectivity end‘above éll the flexieility to
'.turn this experience into .an eddcational, constructive one.
It serves to build end'etrengthen hig character. Johannes
1s also able to see the value 1in flexibility‘and a life
rooted in reality. Yet Homo loses all conception of reality
thie.W1thin the "other world,® The conflict betﬁeen»the
natural end.the rationallis too much for him. Where Térlees
survived due to his flexibility and capacity for mdvement,

it will be seen that Homo dies due to his lack of it. This,

as mentioned before, will become the main spacial image in



this gtéryaithe fact that the-chéraetebs cannot gcvé and
deﬁelcpg | *
In this work, Musil's spacial images are more linear.
.He refers often to borders, edges, and opposing éancepts,
- The town in which Haga experiences his interaction with the
atﬁerlréalﬁ;is described as having an atmcéphere, “éus |
Schnee und Suden gemischt" (235), thus located on a |
threshaié or border. The small town is separated from the
surrounding countryside by a "Steinbrficke.” The ac¢tual
reason for Haﬁa'a visit to the t@wn,'"der Saumweg, der sie
hierhingefiihrt hatte" (EBSL 1s another linear image. Later
it will be seen that this "Saumweg ¥ Ehe physical path into
‘the mountain to find treasure, is closely paﬁalleled_by
Homo's own path 1nta.ﬁhe ﬁountai@ agd his eventual deéth.
Homo's difficulty in peéaepticn of borders and
opposing concepts becomes increasingly evident:
--.-man_konnte kaum unterscheiden, was noch gold
gelbe Ferne des gesegneten Tieflands war, und wo
schon die unsicheren Wolkenboden des Himmels
begonnen hatten (236)
He does not see contrasts beWeen:

«++.und der Mensch trug Willkommengeschenke 1in
den Augen... (237) '
h

ana -

. &qf‘!.“:‘.;

:+:auch ein alter Bauer winkte mit der Sense wie

der leibhafte Tod. : ¢237)

and 1in:

*+¢€3 gab HA3user, dis einst auf einem Higel und
Jetzt am Rand eines Abgrunds standen. (237)

It 1s also an interesting eaanast that Homo has
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studied the sclence of the earth in his role és a geologist,
but that he cannot grasp or deal with "earthyness," its
primitive instincts and mannerisms. These prominent
contrasts seem symbollc warnings which Homo, restricted as
he 1s to the rational, unable to undérstané the language of
nature, cannot heed.

Like T8rless and Claudine, Homo 1s unwillingly
attracted to thls new world with its primitive nature,
instinet and emotlon. But, unliké Térless, he 1s unable ;a
deal with it. Because he has lost his capacity for seeing
contrasts, he no longer has. the ability to separate one fféﬁ
the other, or even to Eeccgéisé what 1s real, and this will
prove fatal.

| In losing his connection Hith Pealitﬁ; he also severs
his tie to existence and the drive to 'émain living, théreby
losing his fear of death as ﬁeli. ~
...von diesem Tag an war er von einer Bindung
befreit...eine Eindung an das Lebendigsein- = :
wallen. (241) P | , ,ib

During his almost "religious® experience in the "
forest, he rejognises the mystical, even magical powers of
nature, and i:\ﬂﬁﬂld seem  that he chooses nature and 1its
Fép?esentaéives as the source of gaweé with which he hopes
to resolve his inmer confliet. Several references are made
to tﬁezrealm of mysticism and magic:

...als hiitte man ihm einen Zauberring um den
Kopf gelegt... (2U47) o

...das alles war genau so einfach, und gerade so

\



vévzaubert-;g (247)

Consequently, Homo seeks a union, 1in order thét he éay
ach;eve the means withvwhich to deal with his identity
crisis. This union 1s made possible through Grigiaggwhé
1ncorporates raw nature itself. She 1s named after the cow,
vhich'wauld suggest fertility, femininity and in géneral a
woman of the earth. Hcmq tries to justify his attraction to
her: ' |

...dass die Natur nichts wéniger als natiirlich

ist, sie 18t...Wahrscheinlich war es gerade das,
was 1hn an die Biuerin band. (245)

-And still later
-.sund sle hatte Zauberworte... (247)
Servranckx suégests the following:

Agathe, Gfigia Tonka und die Pcrtuglesin;;aben eine
dhnliche PFunktion und Wichtigkeit...Die PFrau ist
stets der Gegenstand des minnlichen Interesses,
Inhalt seiner Perspektive, Ziel .seines Suchens,
Geheimnis seines Lebens sle 1st seine verlcréne
H4lfte, 'sein Ab-Wesen, sein Gegenpol, die "andere™
Selte selnes Lebens. 17 J ‘

"But through his relationahip with Grigia, Homo follows the

i )
. path to his demise. .As the "Saumweg" goes deeper and deeper

into the earth and darkness, so does Homo. The diagram on
the following page may help to. clarify Homo's course of 0

action: - s L

- . . ; H A
T, s 3 ¢
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- One-way movement-
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As cén be seen from the diagram, Homo makes a stegéy
. progression to spacea wherg he is 1ess and leas able ﬁa
"move" freely, as Tﬁrless does briefly in his dark narrow
pasaagefcf almost perverse sensuality. As is the cage 1in
Musil's previaus Hark,rﬁhis physicél‘"mevemént" is chéiai
in the characteri& p@sitivé develcpment gﬁé in moving
steadily to places where mcvement 13 confined (of his own

f‘ree will) Hamc assures himaelf the r_esult of the _ultimate ’

o e
: 2 el AS

stillness-—death.

The plat of- Grigia is 1n1t1ated with Hama 8 Journey to
i,aly, a.certain indicatian that he 15 quite mobile. At
"this point, his character is still atable and easily ‘

i

\ ¢
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defined. But from his routine existence in a large city, he
steps into a smsll-tcwn on a "...von der Aussenwelt !
getrenntes Séitental" (237). It is also physically "higher
up,” that 1s one step closer to the mystical. It is F
isolated by stone and mountain ranges, and it 1is nat .
, coincidental that these are Homo's medium.
. From here, Homo ?Eagresses to Grigla's cottage, an
environment even more clearly indicative of nature and tﬁe
earth, and one that 1s even more eanfining than the village
itself. He now shares the environment with a represeétative
of nature itaelf; Grigla. 'These interactions pliéé him in
the pasitiéﬁ of Eeing able to converse directly with nature,
which he éces in the dark, earthy confines of the f;rest
-path. Again, heijs closer to ﬁature, and in a smaller, more
cahstrigﬁing isolation. - | | :

The iméges become even more evident. On his next visit

to Grigla, Homo takes her to the barn. Of this, Musil
i -
saya: -

:Dér Einfall, zusammen in den Heustall zu gehn—i man
8ffnet ein schweres h8lzernes Tor, man zieht es zZu,
und bei Jedem Grad, um den sich in den Angeln dreht,

widchst die Finaternis, bis man am Boden eines
braunen, senkrecht stehenden Dunkels hockt. (247)

Homo seems to want Jjust this,ﬁand!after thld encounter, he

makes the aatisfied statement “als staken seine Schuhe schcn

- étﬁés 1m Ecdén“ (EBT) " This can also be construed as a

clear foreshadowing of what 1s to come for Homo.
In the cave, where he ventures next, the "h&lzernes

Tor™ 1s replaced with a stone, the hay is replaced with



earth: "noch einmal rann Grigla wie welch trockene Erde
durch 1hn" (251), and the semi-darkness gives way to the
total blackness that Musil describes as a wall: "das Dunkel

ringsrum war so dick wie efne Mauer" (251).

81

Sealed in the tomb of stone and Eafth; Homo has come to '«

the final stage in his jourgey. In his quest to become one
with nature, to possess some of her power, " he attempts to

get as close aé passib}égfc the earth. 1In this, his final

stage, movement 1is impcssible, and so is the continuation of

his inner development and 1ife itself. Death, the loosing of
the ties that bound him to life and a concrete, real
exlstence, 1s a necessary pr3sfequisiﬁé to his becoming
involved in the lesévgangﬁete,-etherégz sphere from which he
“hoped té‘drag his power. 7 ) B

Thus Homo has made a journey into another world. His
departure Frcm the Fatianai normal world leaves him without
a defense in the HDPld ruled by&nature, ematiana and |

mysticism, where aurvival of the beat—equipped applies.

Those regulations plus ‘the fact that he 1s too inflexible to

extract himself from the extreme, ensure the fact that
, /
Homo's end 1s a tragic one.
Homo's journey can be seen as cgntaining three basic

parts: the firat portiun 18 his dep;rturg from the “naﬁﬁal"

world of rgtianality.;lEﬂgpted sceial norms and family ties. .

The second 1is a serles of steps further and further into
retreat; the stages of his ever more constricted movement.

Last, one may observe his final step into the retreat from
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which he will not re-emerge,that 18 a total escape from life
itself, into the spiritual by means Q his suicide. b

e
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In Q;gf?artugigéin, which has already been discﬁsseg as

a deéarture on Husii‘aibehalf,fféﬁ the”wérks Hhich fla@k-it,
Musil continues g@develep his technique of images in the
spaclal, physical context as indicators cf the charaétersl
- inner deveiapmentj The use of borders, linear and cyclical
1mages: as well as jéurneys 1s once again in evidence; 1t )
wiil be observed that Musil now incorporates in this one
work, all of the images developed until ngw.

As seen in Grigia, the absence of mQVEmeqt may afrect

Xge &acter a3 much as 1ts presencei In Die Partugleain

th%igfctagcniat yill be abggrved in a serles of stages, each
one more céﬁriﬁ;ng than the one previous. But this tlma;g%él
tEF reader will also witness a return, both to a "normal,
‘rcqsine" exlsterice, as well as to the eépaeb;yrfar

movement.

- The setting of Die Portugiesin is significant.’ By

placing von Ketten's castle on the border between north and
_ \ _ v

south, Muail suggests a position for ‘hls characters that

encompasses both the cold, 1ntellectual raﬁ;analiam
. 's

symbolised By.the north, as well as a sensuous, emotional

. warmgh, called to mind by the south. oo

...8le waren aus dem Norden gekommen und hatten vor
der Schwelle des Sildens halt gemacht. (252) :

Cyclical imagery 1is also in evidence. Servranckx

-
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pafnts out:
Die Burg wird alg der Mittelpunkt eines Kreises

dargestéllt:...der Blick "in die tiefe Rundheit
es Ausblicks..." "N .im welten Umkreis"

"...umkreist", 1¢

Ketten, the central figure, 1s but one "link in a
éhain“ of von Kettens; that 1is, a specific, 111ﬁmina€éd
point, a life cycle within a long line of ancestry, thus the
linear image 1is suggested once again. |

Musil emphasises the 1sciat16n of the setting,
clarifying that this story too will take place 11‘L
atmaaphere remcved from the normal:

i-.lag auf einer ‘fast frelstehenden, lotrechten
Wand, 1hré Burg. (252)

Keln Schall der Welt drang von aussen in das .
Schloss der Catene, durch dieae davcrhangende
Matte wilden LArms hindurch. (252) .

and finally,

R

...und fﬂhlten sich nirgends hingeh&ren als zu sieh_
(252)

| Therefore it ia abviaus that once again, Musil uses.
hot/cold, north/south symboliam to Fepresent the appaaing
realms of rational and non-rational, both of which are

present in the castle. Von Ketten himself represents the’

masculine tralts af.g cool, intellectual, rational naturé,

] sensual mystical aspects.

%5

and his 1ady, the .| 7
' ’ -
Ketten is ch;racteriaed with such cyclical imagery as:

Als scharf und aufmerkaam galten alle Herren von
Ketten und kein Vorteil entging ihnen im weiten

Unkggls.  (255)

:..-wahrend er umkrelste wie ein wglf... (258)

This can be interpreted as foreshadowing that he will
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complete a cycle himself. He will journey away, as well as
return. The lady seems mbre linear. She is:"geheimnissvoll
wie die vielen Perlenketten..." (254), and "...wle ein

Brunnenstrahl..."(259)

In DighPaftus;eéég, von Ketten, unlike Homo, does ngt.
enter the "other realm" of mysticism and irrationality to
ﬁage the battle afrdualiﬁy within himself there. Ven Ketten
Journeys to the south and brings the woman (who 15 symbolic
of thezother Héfldi back ﬁith him, thereby é@htinuing to
exist and»functi@n on his own ground, enveloped by the world
which upholds his masculine traits of strength, virility and
aggression. It 1s observed, therefore, that he does not .
use Jeurnéya as frustrated flights from an unhappy
existence. He and his lifestyle are pfecedgd by a solid
background of von Kettené who have establiéhed an accepted,
admirable Pepufatian for the men of thé family.

Von Ketten makes his first journey to the south to find
" a beautiful woman so that he may beget beautifulichiidren.
There 1s no antagonism here. More important in this caaé,
is.ﬁia Journey back. That 1s, he returns willin;ly-with
that element of mysticism, fully prepared to incorporate 1t
into his household, and ev;n to eag?ine with it to the
;extant thﬁt»sams gr its traits uili»;ppcgr-iﬂrhig-pE@genyg? .

It 1s 1ntere§€1ng; hqweve}, that he himself spends as
short a time there as possible. This is very ﬁnlikeqﬂéma,i
Hhcvgégg to the isolated world of Gri;ia‘a villagi, and was

held there and consequently destroyed by the very strong



. 86
powers.: or nature and mysticlism. she incorporated. At the
outset of each story Homo and Ketten represent two .
-different ways in which men with their qualities can
mis-relate to that sphere of existence represented by -
femininity: on one nand, there 1s Homo's long neglect of :
this sphere which, once his attraction to it is awakened,
leaves him a helpless victim to 1its intensity. On the
other‘hand,'there 1s Ketten's underestimattoﬁ/o} its
differentness and power, hils belief that he ean simply set
out to get it, possess it, integrate it and be done with
it. .

: Von Ketten himself (at least for most of the time) 1is
in command of the 1solated environment of the oastle. He’
returns to 1it, leaves it, and allows elements other thqg his
own into Lt at his will. .s ‘ /

Thus Musil's upe or’Journeys or departures &%fim&g?ry
for the\emotional landscape of thepnain character is once
a;ain'in evidence. First, von Ketten makes a journey to

'bring eloser to him that element with which he will later
conflict. 4 Second, for as long as von Ketten is arrorded the
opportunity to continue making Journeys, remaining flexiSle
as a result of his mobility, as long a3 he 1s safely able to
depart rrom this isolated world of the castle, ‘his role asg s

- the protector and virile lord of the estate can be upheld.

.Constant motion towards an established goal, a purpose for

which he can strive, is the mainstay of his existence, hoth

physical and emotional, He is uneasy about staying home for



any length of 1:l1me!i somehow sensing that this will prove to
be his downfall. | S
Zwel Tage spiter sass er wieder im Sattel. Und elf
Jahre spliter tat er es noch...Er filrchtete sich’
wohl, lénger zuhause zu blelben, wie sich ein Mider
nicht setzen darf. (256) '

This 1s a positive, flexible mobllity; a setting forth

. of masculine activity and aggressiveness, based (consciously

or subaanseiauslj) on a hesitancy or uﬂwillingness tao fest,
reflect, and become “familiar with" uhat awalts -him in his
house. (Later this same unwillingness can be seen in Mann

ohne Eilgenschaften in ULricn, who only in the second book,

with his sistérh.sheds his usuglg aggressive, attacking mode
and sits at ease, a knight out of his armour.)

‘ Ketten ia equally uﬂwilling tg return to his castle in
a weakened condition, which supports the fact that he
harbors some understanding of the loss of power in the loss
of mcbility; This 1s evident fram the fell@ﬁiﬁg quagés*

Fﬂnf Tage nach der Kunde von seiner VerwundUHg kan

» er erst zu ihr und blieb bloss einen Tag. (256)
) _ o
62‘: ‘ ’ ‘; / . ! E
Der Her? von Ketten, am Rﬂckzug verwundet, ‘kehrte
‘nicht gleich nach Hause zurick; zwel Tage lang laé
er in einer Bauernhuttg verborgen. (256)

His anifety 1s warranted, as the reader will disc@veﬁ later'

in the story. He is- gfrald of &n#kactiviﬁy that would také”““”

him "out of armour," out of his usyal apprgaeh- ,isg

4
Van Ketten's need for matian and freedom beccmea

obvious when h‘ appartunity -for, ;ﬂepartul‘gs 1s taken‘frc;m

him by. the death of the Bishop. Perhaps 1t'is signifiaanb

[
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that even this 1s not brought sbout by von Ketten and a -
victory, but rather throufh what may be termed an "dct}of
God," an 1htervention of a spiritusal, non-rational natdre;
" namely, his illness. This illness suggests the vulnerablity
of the-armoured wasrior, and the‘abruptiend to the battles
is 1nd1ct1v;~of the senselessness of his long fighting, for
on hisllast trek- homeward, voﬁ Ketten is bitten by a fly,
and falls deathly 111 This proves to be the beginning of a
progression of stages toward immobility, and yet another
symetrical pattern, which 1s established in both the

physlical 4s well as emotlional movement and development.

Intact Mm{
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When Ketten's capacity for movement is limited, his own

-

character 1s in danger of being extinguished. As long as he

) .
‘is able to move freely in the physical sense, his soft and
vulnerable emotional side goes uﬁﬁatieed; Only a decision
for movement and action (one which Homo did not elect to

make) will re-establish and allow further development of his

.. .character. . ; . | , ! )

. After being bitten by the fly, Ketten ﬁerceives a great
Waniness aﬁd fg;iiaint@ a deep, fevered sleep, from which
he rouses himself with difficulty. This sleep, the first of
his symbolic deaths, indicates that ,his 1life as' Ketten the
warrior, the aggressive protector, i1s being stripped away.

He 1s évgp Tembalmed"” by the physiciana,’but the
symbolism suggests that he will rise,again.
Dann lag der Herr zwei Tage lang in den saugenden
Krautverblinden, liess sich von Kopf bis zu den
Fissen elnwickeln und nach Hause schaffen. (261)
His return to the burg &and cagtinued 1llness place him
itn a situation éimiiar to ﬁamc‘si He 18 now quite immobile,
and (against his will) in an environment from which he
cannet~éseape. This ehvir@nment is presided over and ruled
by a woman, the mystical temptress. However, in Ketten's
case, the scorceress, aided by her magical powers, 1s there
to help, not to destroy. | '

++«.dle Portugiesin brachte ausserdem noch geheime
Zeichen an TUr und Bett an. (262) =
Von Ketten too undergoes a mystical, religiaﬁs
Y

experience. In his weakened state, 1mmobilized within the.

realm presided over now by his wife, "die mondnichtige

I L T Y



/'Zaubér-in,“ e;pcs-ure to her wcmlé 1s inevitable. Por a shor:

7 while, duriné a critical ga;g of his 1llness, he journeys
entirely 1into tA:)épiriﬁual world so unfamiliar to him by
-means of an "out of body experience." For Ketten, the fact
that'this experlenceiis so different from anything physical, "
as well as Yhe fact that he recognises that it is spritual;

’ i
is of utmost importance. Until now, he has known @nly'the

physical; 1t has been a way of life with him. The scene 1is
very effective:

. Der Herr von Ketten und dessen m@ﬁdnachtige Zauberin
watren aus 1hm herausgetreten und hatten sich sacht
entfernt: er sah sle, doch er wusste, mit elinigen
grossen Springen wiirde er sie danach einholen, nur

( Jetzt wusste er nicht;, war er schon bel ilhnen oder
noch hier. Dass alles...Das mSchte Gott sein.
(262)
It 1is most important to acknowledge that von Ketten's
e:peéiegﬂe is peaceful, g;easant and, above all,
contributing to his "reincarnation." He 1s nursed, fed and
cared for by the mystical element, and at no time 1s he .
actually threatened by it. (This 1is in direct contrast to
4 ’ ,..
Homo's foreshadowing his death). Directly following this"‘
= ' A
~£Xxperlence, Musil writes:

%inmal als er aufwachte, stand der Wolf da.
{ 262). '

It 1s safe to imply that the Q@lf represents von Ketten's
former 1dentity (he has Eean>ccmpabeh to a wolf) or.at least
awakens‘in}ﬁim Fhe ifrength”tc_acthaecgfdihg to the ?31935f:,“_A‘i
upanAWEisE‘he_has based that existence and identity. This
is subétantiated by the fact that he has the wolf killed, an

act of violenge (reminiscent of his former "life") which
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proves that he has not suegumbed,yet, and that he will

return to hisgﬂafmer healthy existence and re-establish °

‘himself as the wolf. In fact, this deed brid&s the lady .
. . .
closer to ﬁim, because he destroys thed entity which she .has

taken as hils éurragatei

Thus, von Ketten embarks on his return to life from his
: » 7 ; )

experiséce with the complete "other-worldly," the realm of :
the spifitual; mystical. Musll therefore touches again gpffii;

. - ~ !
the importance of returns as well as departures. The

significance of this theme will become increasingly evident
in the last segment of the trilogy, and prove, 1tself an '

integral element of Mann ohne Eigenschaften.

Throughout his 1llness, von Ketten demgnds*that he be
placed on a patch of grass outside the castle. This
adherance to solid ground, especially as a hedling factor,
symbolizes the strength that von Ketten finds in the solild,
the nénaspiﬁitual- Even after his spiritual experience, he
’insisﬁs on returning there:

Er war noch schwach und schlief immer noch viel auf
dem Grasfleck in der Sonne. (263.)

The conflict he wages within himself, the question of
duality confronted by all of Musil's protagonists, now
7begins in earnest. Having experienced the spiritual, 1t
seems evident theg he now retalns some vestiges of that
sphere  within his own charmeter. The young knight who ™
visits the von Ketten; can thus be considered von Ketten's

alter-ego. He represents all that 13 demanded of the ideal

i knight, as does von Ketten himself, but he looks like the
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Lady. ,In other words, the young knight represenfs s:helding
of the two worlds of spiritual and ;atianal. kNext, von
Ketten Tinds that hils heaj, a spaclial sphericdal symbol of
-tHe *rational and intellectual, has become smaller. This
marks the very first timg\that he 1s frightened and

cénfused both are feelings ‘with which he 13 not familiar

“:—ﬁ-a
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...die Frage war damit weggeschafft, denn kann ein.

. Schddel klelner werden? (263) ]
xﬁdyeover, he feels wedk and vulnerable. Musil uses the
\sgh;re—like image of two thin bowls: )
\ .+.und wenn man ihn von innen, mit den Gedanken

befiih@te, so war er noch viel kleiner und wie zwel
dUnne aufelnandergeklappte Schilchen. (263)

The solutidnrfgf Ketten at this point 1s not a -
compromise; for as long as théiyoungrfriend éwha represents
_the balahce.between the two spheres) remains with them in
the castie Ketten 1s at .a loss. He has Eeaégéd this stager
of recovery on hls own power, but 1s unable to continue
»furtgér: ,

Aber 1in Wirklichkelt war der Herr von Ketten noch
sehr schwach, and allzu langsam kehrte das Leben 1n
ihn wieder; er konnte die zwelte Stufe der Genesung
nicht finden. (ESM) o »
The return Jeurney on which he has embarked 1s therefore
halted,- and ;he situation reaches an impasse. This point 1s
Just half way between the point where he 13 bitten by the

fly, and his recovery cohcluding the story.

°
into total emotional immobility and frustration, what

if a "death experience”" marked von Ketten's passage

element 1n the story serves to jélt him out of the static

-
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.- Piret he makes a move of decision:
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* 8ituation? The answer lies in tr who enters the
caftle. From the beginning, it is that this is no
normal cat; her actions, above al. - - :fering, serve to

elevate her and place her 1in an almost human position.

Sie stand vor dem Tor als wollte sie nicht nach

Katzenart Qber die: Mauer S8etzen, sondern nach

. Menschenart Rlnlass. (265) .

She 1s also referred to as a martyr {a tg?m;uaually reserved
for human beings) thus being elevated 5£ce again by Musil té
a positlon higher than animal. The characters in the gtory
are also aware that she 1s not a usual cat.
After describing the-smalliéreatufe's suffering for a full
two pages, Musil allows hér to die what 1s deemed by the

characters a martyr's death. The cat has taken .on zke
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sorrow and suffering endured until now by von Ketten and, in-

dying, relieves him of his intense pain. - Once this burden

'has been shed, von Ketten 1is suddenly able to plan once more

s E

a course of action. L’

Immediately after the death of the cat, there 1s a
confrontation betweén von Ketten and his lady, the first
real confrontation in the gtory:

Sie blieben beieinander stehn, sahn nach den Hunden
hindber und fanden kein Wort...eine Kuppel von
Stille war um die Beiden - (269) S
After this confrontation, von Ketten 1s able to eiperience :
the revela¥®ion that 1is the prerequisite for his "cure,"

&

Wenn s8ie ihn bis zum Abend nicht fortgeschickt hat,
muss ich ihn t8ten. (268)

He makes this decision regarding action against the visitor
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according to the values and customs with which he ha&
existed until naw. They hdve become as second nature to him,
and his decislon to kill the visiter comes almost as a
reflex. However, the revelation lies in the fact that these
values are no langer%ascribéd to by vén Ketten. This is-
obvious, takiﬁg inté account the following quote:

]
Er vermochte déﬁ Entschluss nicht zu finéEﬂ der 1ihn

sein ganzes Dasein lang spielend leicht gewesen war.
Pferde satteln, Harnisech anschnallen, ein Schwert
zlehen, dlese- Musik seines Lebens war ihm
misstdnend.’ (268)

In a time Sﬁ“war and conflict, von Kettengrajhéﬁing to
his methods and values, had a purpose f~He pursuéd ghis
purpcse in the manner demanded by the conditions of war, and
was therefore succéssful and above al%,:ét peace with
higself_ Now, after war is no 1cnge7€én element of his
life, the ald}gan Ketten and his values are useless.

. Therefore- 1t 1s understandable that he falls 111 and FEm&iﬂa
belpless. Von g;tten is smitten by this 1llness as a S3ymbol
of that which 18 no longer a functioning element in his
’ienviranmeﬁt. A a ﬁarriar; he falls rapidly from vital to
obsolete. : .

The time that von Ketten spends in the tsolated realm
of ‘the castle, and the fact that he does not die of the
illness afﬂ}icting him, proves that he 18 one of Mustl's

mere_flexipie“gharacterg-.vais alone aasures thifréaéif?Q»
that von Ketten, like T8rless, Claudine and Johannes, will
survive;j

Von Ketten survives because he 1s able to flex as 1is

.
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demanded of him by the situation 1; which he finds himself.
Hailng been exposed to the nog-rational realm,phe retains
enough of 1ts characteristics to dissolve some of thé ;;}
'fisldity demanded of siim by his own purely ratieﬁal< !
standards. The final element of his search for a nhew
identity (an identity that will find purpose in its
environment) 1s one that is pureiﬁ and totally ;gratiéﬁaig*“'
Also important, 1s the fact that it takes the form of a
short Jéurneyav

He scales Ene castle wall. It 1s interesting, however,
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that he arrives at the irrational conclusion to unéertake <

CE O
%

the task by simple, pure, 1légic: 1if tﬁé’} iy
castle in the manner that people shéuld, then
the castle in the manner sﬁited to cats. The éat took von
Ketten‘s'piace to dle, and so helin turn, will asaume!her
plaée, in order that she (or her actians),may be "reborn." %9
The solution 1s indeed effective. Upon completion of
the act, von Ketten finds that the Qoung knight (his
alter-ego) 1s gone. ﬁhgt'ggfﬁg}e:;thg visitor left at the
rising of the maaj 80 it dan be assumed that the lady, at
all time sensitive to her{husband'sfdesires, has sent the
"viai’tcr away on her own. A;sa,_,%an Ketten regains th‘
ability to mdve freély and 1in the physical sense: .
' \ ;:Ehten

Er stoberte durch das Schloss, aber schon k acdhte
die Dielen und Fliesen unter seinem Tritt. (269) .

The statement made by the Portugese Lady upon von
Ketten's appearance in her bedchamber substantiates the itlea
that the cat did not play an ordinary role in the plot of

‘3

a



the story, that she was a vital element of von Ketten's

recovery and rebirth: . -

"Wenn Gott Mensch werden konnte, kann er auch Katze
'weréen“, sagte dile Portugiesin. (270) A

The fact that von Ketten has succeeded in his quest
for identity 1s substantiated by the image of a

window and light: = . .

Er zog den schweren Vorhang vom Fenster zuruck, und
der Vorhang des Brauséns stieg auf.... (269)

The story has completed a cycle; the dense, protective
.curtain which charactérized the Ketten eaétla at the
beginning of the story returns.

" There 1s evidence agaln, then, of Musil's skillful use
of the theme of Jjourneys and spacial imagery. Von Ketten -
must make Jjourneys, departures and flights to remain
functioning in his enviromment. When this environment of
war no longer exists, von Ketten 1is forced to make a journey
" . into and out of the spiritual --that 1s, a Journey into his
inner self to arrive at a method of survival within his new
environment. N

duality of the two spheres to which he 1s exposed, and he
emerges from the conflict not beaten, but strengthened and-

able to continue.
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III. Tonka / P,sz

In this last segmenﬁ of his trilogy, Musil once again

allows the réader to w%tnesa the development of the
pr@taggn;s;'s character with the help of spacial imégeryi

In this stéfy the protagonist 18 (as can be expected by now)
a ma‘ﬁef 8clence, at home in the rational world of formulas,

labels, plans, and specific answers. It 1s interesting that

this prétaganiét, perhaps the most obsessed yet with words,

speech, the "termable", is known not - by name, but simply by

the masculine pronoun, "er."
In Tonka the protagonist will enter into an.unusual
relationship with a woman who 1s (as wWas the case in Grigila

and Die Portugiesin) representative of the non-rational

sphere of existence. She does not have the ability to
express herself in the spoken or written media; she simply
feels, and therefore exists.

Musil characterizes Tonka, moreso than the protagonist,

. With the aid of spacial imagery. The image of a box and _
ccA¥$a£€f§§lcsed spaces 1s used in connection with her from.
start to finish.

Tﬂgjgratag@nist first sees Taﬁka on a;falk --a small
 §§%p“§ﬁEy\fFGm his military station whioh oalls -to mind the
- T8rless and Bozena relationship. Tonka is framed by a .

doorway. This marks his entry into an existence colored by

her nature, one which he will never stop attempting to

=,

ﬁis‘g
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suppress and change.

As his relazio;ship with her. continues and expands he
will take longer yalks "out"‘with'herg first within the i
walls of the town, then to the edge of the forest, until
finally he moves with her to another city, entirely out of
‘His routine existence.*®This last move will alaa herald the
temporary desertion of his studies.

It will be observed that the more freedom Tonka's iaver
achleves, the less free She becomes. As mentioned in the
Introduction, this last Segment of the very balanced trilagyg
will show the survival of the rational sphere, rather than

its demise (as 1n Grigia), or a balanceé between the two (as

was the .case in Die Portugiesin). The .protagonist's efférts

to change and suppress Tonka's n&ture succeed, but the
Success 18 tragic in that Tonka dies due to his efforts.
Yet some=of her qqalities will become incorporated into his
existence, bringing‘about a synthesis of the opposing
realméz He himself remains able to move at will, thwms -
assuring his survival. But in the course of these
movements, Tonka 1s bound and constricted more and more,
until she is finally "consumed."

The protagonings 1hteraction and experlences with
Tonka during her lifethe, as well as after her death, leave
. him with a. char;cter much more complete thanithe one
introduced at the beginning of the story. He will continue -
with a better understanding of the natural, mystigal realm

that she represented, combined with a knowledge bgaég in the
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rational, logical world in which he 1s at Home and
successfyl. It 1s this type of protagonist, more
8ophisticated than the others, which Hil’ be se€n in mugch

more depth 1in Mann ohne Eigenschaften.

In 25252 there 1s evidence again, of Musil's images of
borders, paths, doors, Journeys and departures. The
protagonlist meets fcﬁka in his yeab of millitary service, a
departure from his usﬁal routine life. Musil qualifies
thils:
Niemals 1st man so entbldsst von sich und elgenen
Werken wie in dieser Zeit...Man 1st ungeschiitzter 1in
dieser Zelt als sonst. (270)
As mentioned, he first sees Tonka

-+.an einem Zaun gestanden damals, vor der dunkel
offenen TUr eines Hiuschens. (272)

- With the image af-the d@arframe, Musll suggests that she 1s
his entry, his doorway tgﬁthe mysticél non-rational realm.
She 1s also lilke the mystical Portugese lady in that she 1s
cannecteé with the waxing and waning orb of the moon.
Tonka: ! |

-+»+8chlen, wihrend sie sprach, nach dem Mond zu
sehen

++.fUhlte sich im Schutz des Mondes.  (272)
Muslil characterizes Tonka in considerable detail, and with
the help of images now familiar. Her first duties .as a
child 1§c1ude accompanying female convicts back to prison, a
feﬁeated back and forth Journey connected to a confined
space.

«s.durch einen Begleiter 1in die Anstalt
zurilckgebracht werden...gew8hnlich wurde Tonka damit



beauftragt. (271)

Tonka grows up in a somewhat 1solated space. Musil stresses

L]

that she lives 1in the back of the house, and that 1t was:

...8tehen geblieben awischen schon hoch
aufgeschassenEﬂ neuen Hdusgrn., (271)

The house has windows, "looking out" Qnta the world, "auf die
Strasse hin" (271), and yet also, ambiguausly withhaléing
or hiding somethlng.

.wdhrend vorn die funf PFenster, vornehm verhdngt,
nichts.. /.verbargen als ein*énrdchiges Quartier.
(271)

Toﬁka then, 1isolated to Sémé‘extéﬁt from her surrcuédings;
1s sti1ll able to depart from sﬁch~cbafinement (as can be
seen by the fact that she Jjourneys back gnd forth freely
from her home to the prison) untii hé? lover sees her in the
doorway. Thelr glances-meet, and Musil hints with a spaclal
allusion at what this relatlanship will bring for Tonka:

Es yar seltsam, dass ein so heiterer Blick sass wle

ein Pfell mit einem Widerhaken, und sie schien sich

selbst daran wehgetan zu haben. (273)

The man takes Tonka away from this isolated area éﬂd

puts her to work as a companion to his grandmother, 1n an
atmosphere that 1s equally, perhaps more inhibiting. He

himself describes it as an environment of "halbfinstere

Zimmer, das leise Sprechen" (275). From here, he begins to

make outings (or small journeys) with her. First these ;akg y

place within the stone walls of the city:

Er ging eimml mit ihr, um etwas zy besorgen
...zwischen den Mauern der Stadt... (274)

Then they progress to -longer trips:
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Wieder einmal war er mit Tonka heimlich spazieren-
- %egg?gen, sie machten Ausfliige an dem freien Tag...
27

a

Still later, he takes to the edge of the forest:

+-.ein andermal, sassen sié an elnem Waldrand, und

er sah bloss durch elnen Spalt der Lider, spragh

nichts, und hing seilnen Gedanken nach. (277)
On the way back from this trip, he begins to make demands of
her.‘ "Sie mussen sich a:\pich gew8hnen," he says. .

And so their affair begiﬁsg Throughout its duration,

the protagogist is continually §uzzled and éli@at disgusted
with Tonka's inability to understand or make herself
understood through the ‘medium of chds; the "speakable™,
The entire story is riddled with eaﬁments to thi§ effect:

Tonka war nicht dumm, aber etwas schlen sle zu
hindern, klug zu sein....er sah, dass sie mit
Antworten k#&mpfte. (274) .

Langsam. Stockend. Die Worte verbessernd, als ab
man etwas schwer zu Verstehendes begreiflich
machen musste. (275)

s-.wollte er, dass sie 1hm mit eigenen Worten
‘beschreibe, und das vermochte sie nicht. (276)

He, on the other hand, 1s quite at home 1n the realm of
rational terms and words:

-..antwortete der Sohn nicht well es ihm wichtig

2u sagen dilnkte, sondern well i1hm seine

Redegeschicklichkelit reizte. (280) _
Tonka 1s confined by him in his world of speech by her éwn
inabllity to be mobile within it. a

When the grandmother dles, and Tonka weuld normally be .

released from this confinement in a werld 1n which She is
obviously not at home and censtricted; he prevents her fram

escaping. He observes her desperately trytng to pack her
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belongings into numerous boxes, they are too small, and she
attempts in vain to fit everything into them. This metaphor
of being too large tor the boxes or space 1nd1ca§es-that
Tonka, tpo, has insufficient space to move freely..The door
has been opened fof her,'but he steps into the wéy. .

Die Tir ihres Zimmerchens stand offen...

sag r pldtzlich, "Sie sollen nicht...
zuankséhep" (281)

~~\\--— / .
~ With this statément, he commits himself to caring for

Tonka and she becomes his responsibility. This marks t:l';e,ii
beginning of yet another phase in his l1ife; he leaves his
home, the Eoutine 6f h;; studies, sharing this journey and
Its destination. with the non-rational Tonka.

Er legte selne Prifungen ab, und verliess das
Eiternhaus....sein Weg fUhrte ihn nach einer
deutschen Grosstadt. (285)

Once in the city, Tonka accepts a position in a store,
but her position 1s described as a somewhat static one. She
- makes no attempt At freeing herself from a confining
position. She'ba§ lost the strength, or perhaps ‘the
desire: -

afP?r warum bat sie nie um Erhdhung” (284)

,.abgr ebensosehr rehlte ihr jedes Streben, aus
Lﬁkem Kreis in einen h8heren zu gelangen. (285)

Tonké remains pure, unmaterialistic and natural: "Sie blieb
wie{aie Natur rein" (285), her oddness isolating her more
and more. Once again, Musil chooses the enclosing image of L

a box to describe her. ) .

Und...war das wle schdne Steine, deren Namen
man nicht weiss, in einem K#stchen gelegen. (285)
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Later, Musil uses an image reminiscent of the metal beam
_'used to describe Claudine's felatladiiip to ‘her environment

and her husband

Seine Beziehung zu ihr war damals in elner
merkwirdingen Spannung. (285)

He rents a room (again an enclosure) to simplify this
relasionship with Tonka. But this closed space, along with -
her relationship to him, constricts her yet further: ‘E

.« .und widhrend er dle unwillkilrlichen Bewegungen
Tonkas verfolgte, kam es ihm vor, als wire sein
Gedanke wile eln Seil um 1lhren Kndchel geschlungen,
das bel Jjeder Wendung kilrzer wurde. (286)
When the tlme comes for the affalr to be consumated, her i
lover makes this observation of Tonka:

w Ihre Haut schloss sich rilhrend wie ein zu enges
Kleid um ihren K&rper. 287) -

 From'these.and other metaphors, 1t becémes obvious that
Tonka 1s on the same path as Hémo; or even von thten, when
" they Journey fﬁrtﬁer and furtherlinta confinement. She .
progrésses subtly but certainly through evér mére

constriéting stages.

- TTonka diminishes as har _
- inement increases. I)EATH
~Ulimate
HC;‘EPITRL_ Shillness
- IHH-E‘&% iv‘d
"FEE;rNauL
) ) ~She hg“[fv b"ﬁ
K SHOP bau:mi )
N x i ‘ﬂé h'g .b Y& -
NE ©
_ ’EEJCHVV%EH '!Er Soul
i 2, - Eyer! move.-
GKANPHEDEE') nstricfing
-ggaig;mnnuwt.hﬁ4¥§gn“



She begins in he§ home town, 11§ing in a gmail box-1l1ike
house that time has .forgotten.  However, she is moblle; she
walks the path to the prison (very much like TSrless' walk
to the academy) every day. When she takes the postion as a
companion, she isiibnfined slightly more; she can only "go

out™ two days a month. In the city, she 1is "kept" in a

‘rented room by her lover, where thelr affair constricts her

even more.

Her lover,'an the other hand, 1s unconfined (éxeép;
perhaps'by his responsibity to her) and able to move (and
think) freely. Indeed, his stages run almost directly
opposite to Tonka's. : -

At first, he 1s in the rigid confines of the militarf.
From there, he goes home, and then to a larger city, then
back to his studies, which provide him with almost unlimited
freedom (in the, intellectual sense). His journey into

mobility and vigorous inner development 1is inversely

More than that, her increasing eénstrict;an 1s a direct
result of his relatlionship to, and power efer her.

To support her”lover's studies, Tonka accepts yet
~ another postion.
...siarging damals 1n ein groases, h#issliches
Geschidft....sle sah die Sonne nicht...und man
liess ihnen keilne Zeilt fir ihre Seele. (289)

" ...sle welkte unscheinbar wie ein'kleiﬁg% i
KUchenkraut. (290) .

This time she 1s completely shut away from the outside

world, even to the polnt that there 18 no light in her

A&



life. 7
Musil employs an extremely 1ntfigate aﬁé erfecti?e
spacial image when he rgveals that Tonka is pregnant. That
character which has always been déscfibed through images of
boxés, and closed dark Eacia and spaces, suddenly becomes

such an enclosure herself. »

<. «den Midchenkdrper umformte sur Samenkapsel.
(301)

At the same time that Tonka 1s becoming more and more like
‘the enclosure which characterises her (and therefore less
healthy) her lover is thriving and growing.

When his mother pleads with him to put Tonka aside,
.thus releasing her; he refuses, and makes the declsion to
keep her with him. The decision "sparks something within
him"™ (292). He takes the underground train in a path
straight back to Tonka and her non-rational environment and
resumes his relationship with her. It 1s almost as 1if he
~"feeds{ on her.-

r arbeitete an einer Erfindung, deren,Bedeutung
chliessli¢h auch flr andere gross sein wirde, und
da war es sicher, dass ausser dem Denken noch etwas

dabel war, ein Mut...ein ‘gesunder Lebenssinn, der
ein Stern war, dem er folgte. )

Ein kleiner Spalt mit fernem Schimmer war
offen, selne Gedanken begannen die Richtung
hinzufinden. (293) ’

It can be observed, then, that he has that will to survive
and pursue a gbal\that Homo did not, one which 1s crucial to

his own survival, as has been seen in Die Portugiesin.

At the same time, he 1s torn between keeping her and

rejecting her in a jealous rage. Because there is a stéang

105
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’
possibility (in his estimation) that the child she carries

may not be his, gnd because she refuses to offer him
"sclentifilc " proof, the situation does not run according to
the regulations that govern his way of thinking. His
rigidity 1s so overwhelming that it 1s difficult for him to
live with, and he torments her steadily because of 1it, but
he does not release her. 1In fact, he seems (although '
perhaps not consciously) aware that he still needs hér; and
almost guards her: ,

Dann btegleitete er sie...well er sich nicht traute
sie allein zu lassen. (295)

As Tonka's pregnancy progresses, so alfo does his
fntellectual accomplishment flourish:
Es war...eine Zeit grosser wissenschartlicher
Erfolge fir ihn. Er hatte seine Aufgabe in den .

Hauptziigen geldst....Schon fanden Menschen zu ihm
den Weg. (298)

'This whole period of time 1s like an interlude in his life,
8 break with the routine ér his existence, but somehéw on a
different level, nof 1nf£ad1ng into the normal. Musil uses
the image of a wall of thorns, "ein~ﬁornengerank" (280),

alluding\fo the fairy tale of "Sleeping Beauty". Lateér he

says:

Togka war in die Ndhe tiefer M&rchen geriickt.
(280)

In such a magical, mystical environment, events will come to
-

pasa that concern the charactera, but not the outside world
itselr. .
It becomes obvious at this point in the story that

Tonka comes increasingly closer to the realm of the
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sgifiﬁﬁal or unearthly. . She now stands on the tﬁfesgc;g
between life and death. There 1s mention of the "wonderful
process":

«+.der...dle Haut des Bauches mit feinen roten und

blhuen Adern durchzog, so dass man darilber erschrak,
wie nah der Aussenwelt das Blut krelste, als ob das

den Tod bedeuten kdnne.  (301)
. Once agaln, Tonka and her lover inhabit a
"kleinbirgerliches Zimmer" (301), where both are quite
isolated:

Dle Fenster des engen Hofes 1agén blind im Schatten
£302) :

That 1s, they cannot see out, nor can light find 1its way in.
Finally, Tonka becomes too 111, and consequently progresses
into the even more constricting realm of a hospital bed,
_.Where she 18 restrained by her illness (to which she would
not have fallen préyi had;she not bgcéme a "capsule") and by
medical Eéchnalagy, a fleld closer to his: .\

Sie war ergriffen von der Welt und auf den Tisch Y
geschnallt. (304)

'The:reader»is informed immediately:
An dem Tage wo sie aus dem Hause fartgekcmﬁéﬁ war
*s.War er wlieder mehr er selbst. (303)
Thus it.canfbe seen that he has achleved yet more freedom as
a result éf her confinement. When he goes to see Tonka, he
does étep briefly into her realm, but is safe there, because

he has the freedom and strength to step out again at w111;
! ﬁéé@ er an Tohkas Bett sass, war er daher oft stumm.
(303) | i
- So sass er an ihrem Bett, war lieb und gut zu ithr,
\ aber er sprach nie das'Wort aus...Ich glaube an

‘ dich... (304)



‘Und weil er an Tonkas Spitalbett oft wenig sprach,
schrieb er 1hr Briefe,...da erst filel ihm ein, dass
er dle Brlefe nie abgeschickt hatte. -(304)
It 1s evident that the man for whom speaking and verbal
ccmﬁhnicatian was never a problem steps into her realm of
non-speech, and cannot bring himself to say to Tonka that he

believes in her. He cannot bring himself to make a

statement based on faith alorfe, one th&Y requires no proof

- L
or  substantiation.

And so Tonka dies, quite alone, and enters the final
stage of immabilityaédeath- Her lover on the other hand, 1ia
strcng; and able to continue. All prev jous tension is
released and he goes on in his pathtj

Die Spannung der letzten Woche...hatte sich gel8st.
Er stand im Licht und sie lag unter der Erde, aber

alles 1n allem filhlte er das Behagen des Lichts.
(306) .

mystical in a different way in Tonka. The protagonist
almost seems to "absorb" Tonka and that which she stood
:farg

Er fiihlte sle von der Erde bis zum Kopf und ihr
ganzes Leben. Alles was er niemals gewusst hatte,
stand in dilesem Augenblick vor ihm, die Binde der
Blindheit achien von seinen Augen geaunken zuy
sein... Und Vieles fiel ihm seither eln, das 1ihn
etwas besser machte as andere, weil auf seinem
gléinzenden Leben ein kleiner warmer Schatten lag.

(306)

With this conluding image of a warm shadow, Musil gives

the reader one last amblgucus gllmpse, and shgws that thia

protagonist, like those before him, also experiences a

revelation, a balance of rational and mystical. It 1s not



| necessary that he himself has the death experience; h{é
"anima,™ his "other half" accomplishes it for him.

Das half Tonka nicht mehr. Aber ihm half es.

(306)
It does help him. This protagonist has the strength and the
knowledge of both realms to fall back on now. It 1s this
flexible strength which Musil. first introduced in TYrless,
then developed through to this point with the aid of spacial
images, that will be evident once more in the last of

Musil's works, Mann ohne Eigenschaften.




. Chapter Four

/» Der Mann ohne Eigenschaften

\

Given the very numerous examples in Der Mann ohne

Eilgenschaften, 1t 1s evident from the start that Husil

develéps and expands his use:ar spacial imagery in this, his
final'and most celebrated work.

Because of the work's complexity and volume, it 1is
difficult to treat it in the same detail as the shorter
prose discussed up to this pc{pt- For thls reason, this
chapter will focus primarily on paths or escapes, pendular

’action, and window and portal scenes as apacial imagery
1nd1cative of the protagonist's development.

Discussion of these examples should provide evidence

-enough that Der Mann ohne Eigenschaften 1s no exception to

Musil's established pattern of imagery. On the contrary, 1t
proves 1itself a culmination of Jjust those techn{ques which
were evident in their embryonic stages in Térlgégr

Of all Musil'# works, this, his last, has received the
most attention from critics in all éf its facets. The tople
Bf space, and the “Peai" world as indicators of the
protagonist's inneér development 1s touched up@n very briefly ’
by a rew. B.R. Hlppauf says this:

Die dussere Wirklichkelt hat keinen Elgenwert, sie

ist nur im ,Zbusammenhang mit dem Inneren zu
verstehen.



In fact, HiUppauf devotes a chapter'ta "Raum als Erschelnung

des Bewusstseins" in Von sozialer Utopile zur Mystik,
continuing in the veln of the above statement, and
suggesting that "space" and imagery alluding to it are a
good indicator of the emotional state of the characters.
Another critic, W. Berghahn suggests:
So 1st Jenes am Fensterstehen und Hinausblicken in
die Nacht oder in eine befremdende Welt sogar zu
elner Urgeste der Musilschen Romanfigur geworden.
Jedesmal sind es ausgezeichnete Blicke im Schicksal
der Figuren, Anfang oder Ende von etyas, wichtige
- Entscheldungen, Versuchungen... -
R. Whitinger also comments on physical movement:
The examination of these movements facilitates, much
as dild the investigation of T&rless' relationship to

the military academy, the understanding gg the most
essentlial elements of his development. -

In light of what has already been determined in Musil's
provIEZ§;wcrka, in the realm of spacial imagery, 1t is -
worthwhile and interesting to examine further thasebpcints
which these cfitics have suggested with respect to space and .

movement in Der Mann ohne Eigenachaften.

&

Der Mann ohne Eigenschaften can be handled more easily

if a technique with which to approach 1t 1is éetermined; A
viable way 1s once agaln; through the coricrete, observable
--actions ihherent_iﬂ the basic plot. R. Hhitinger points out

‘an interesting fact, from which a s0lid base for the
‘"framework” of the plot may be derived. He identifies three
" "escapes" made by ﬁlrich, around thch the plot revolves.
Although the escapes are not true."physical® ones, they are

A4
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attempts to escape confinement to a defined space, to extend

his capacities to a»widéf specﬁfum of life. The escapeg
polinted out by Whitinger are aé fallawz>

First, the escape ffom the military to adopt the role
of a scilentist; second thé dgﬁarture from this role to a
"vacation," in which he strives to find some area in which
to apply his abilities (within the realm of the rational);
and third the escape from the rational into the "other
. realm” of mysticism.

Within these broader cétégcries; examination will
reveal that Ulrich fluctuates often between adhering to this
rational, logical, reglmented sphere, and belng attracted to
the realm of the mystical, stressing,once more the
importance of the pendulum image. Tbesé two spheres (the
rational and the mystical) will in turn be characterized by
Ulrich's>affin1tyifaf movement, and by his urges to take
" forceful action, or by his rejection of tﬁ¥s quality within
-himself. It will be:seen that he 1is never so 1solated 1n
one realm thaf the other ceases to affect him. Mé?g@?gf? he
1s, aware of this conflict within himself. In fact, the
entire work revolves around his attempt to come to terms
with these conflicting fgréea within himself.

Musil 1s not a bellever 1in absolutes, for they imply
a rigidity which 1is clgged to movement, and time

1

Finally, within a narrower spectrum, the images of doors or

windows, and éllusicna to light agf%spaca, are lncorporated

; ) . { . : . e
into the story to further illuminhte Ulrich's development.
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A good overview of Musil's incorporation of spacilal

‘imagery in Mann ohne Eigenschaften can be obtained by

adhering to this basic framework.

Of all Musil's pﬁataggnists; Ulrich 1s the. one most
aware of ,the value 1in remaining flexible. He 1s fully
consclous (where those before him had displayed what seemed
no more than instinctive awareness) that it 1is crucial to

his own development not to

Jlow himself to be constricted
or bound (either physically or emotionally) by soclety or
1ts norms. It is precisely this knowledge, coupled with the
desire not to confine himself to certain properties and
specifics -- akd thus r;:;}hing flexible and "moblle"--
that earns him his title, "der Mann ohne Eigenschaften."
This should be qualified. It must not be suggested
that Ulrich displays no qualitiés. Rather, he displays
- | .
many, but his efforts not to adopt any specific qualities as
indicative of his life-style or character assure that he is
known by that title. His friend Walter explains this well
in his discourse on "qualities" in Chapter 17:
~"Er 1st ein Mann ohne Elgenschaften!"...Er ist
begabt, willenskriftig, vorurtellslos, mutig,
ausdauernd, draufgingerisch, besonnen...er mag alle
diese Eigenschaften haben. Denn er hat sie doch
) nicht' Sile haben das aus ihm. gemacht, was er ist,
und seinen Weg bestimmt, und sie gehdren doch nicht
L zu ithm, 24
The awéreﬁess of the importance of fleiibility is also.
- - the single most important reason for Ulrich's "escapes."
~ All are made in the attempt to avold restrictions, and to

extend or expand the approaches inherent in hi§ various



career choices Eeyond‘their narrow boundaries.

Ulrich's first career 1s with the military, as a
' soldier in the cavalry. Although he will not remain with
this choice for long, it is an important éne ngnthglessa At
the beginning of the novel, Ulrich's character Feflécts an
aggressive, forceful épproach-fan urge to “tage action,¥
indicative of a military approach. Again and again, he will
be observed to draw upon his training as a soldier in order
';o achieve a.battle-like "victory” averig situatién. His
own/assesmen;—of the profession 1s "a sharp and glowing
insﬁrument"' with which he cén "burn and cut the world fer
its.own salvation" (36). It is also noteworthy that -~
selectlon of this career imposes great restrictions on the |
realm of the mystical, non-ra?ioﬂal in Ulrich's character.
One can observe thatethroughout the first 8 Yume this.
mystical realm will be viewed as "the other" by Ulrich.
Although he questions and examines aapeéts of 1t, his
experiences within it are few. He 1is umfamiliar with, bupg
ihéxplicably dfﬁwn to the emotional sphere of existence. °

'Musil dwells oﬁ Ulrich's first career for scarcely onRe
page before he introduces- the fiFSF of his protagonist's
escapes. Ulrich becomes disenchanted rather quickly with
his chosen profession. It 1is 1ntereating - that even in this
short Space,.spacial imagery 1is employed to. explain the
reason for Ulrich's diseqchantment and consequent path away
from the military: g 7

«--und sah'mit einemmal einen betrunkenen jungen
ann auf einem leeren weltem Platz randalieren, dem

—
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nur Steine antyorteten. Als er das begriff, nahm er
Abschied von dfeser undankbaren Laufbahn...und
verliess den Dienst. (36)

o4

The first of Ulrich's series of conscious Journeys away
from restrietion is one madebout of his military cafeeé into
the realm of science. Here, he tries his hand first as an
engineer, then as a mathematician. It should be understood
that this escape 1s not made because he. is uncomfortable
with the forceful approach advocited by the militafy;
Instead, 1t 1s made 1in an attempt to extend and elaborate on

This quality, but within a less restricted area.

; _ _ i -
Ulrich's careers in engineering and mathematics
constitute consecutive attempts to extend this
aggressive aproach beyond the narrow horizons of the
military profession to a wider spectrum of -l1ife...As
an engineer, he hopes to approach all aspects of
life--even such traditionally vague sub jects as
morality, ‘ideas, feelings or matters of the
heart...with that readiness for practical,
unemotional action !gich had characterized his
military career...

But Ulrich 1s no happler in this profession. Through
spacial‘metaphors,'the reader 1s given.to understénd that
Ulrich is stili isqlated too much in the realm of the
rational, and.shielded from the non-ratiqﬂal,lthusr
malntalning an extreme that is not conducive to the fuli

development of his character.

.. .der Rechénschieber, das 1ist eiln klelines Symbol,
das man in der Brusttasche trdgt, und als einen
harten weissen Strich uber dem Herzen finlt:...(37)

L3

Moreover, thls career 1s still too constricting, as 1s

'

suggested by tﬁe "frame" it creates, confining his
) . -« L 4

lifestyle.

Das war zwelfellos elne kraftvqlle Vorstellung vom
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Iﬁgenieurwesen. Sie bildete den Rahmen eines
relzvollen zukinftigen Selbstbildni lsses, das einen
Mann mit entschlossenen Ziigen zeigte....(BT}

Ulrich desires (although still not consclously,
perhaps) an element of the mystical side of 1ife. He
ecmplainé that the scientists speak 1n a "besondere, steife,
bezlehungslose, aussere Art...die nach innen nicht tiefer
'als bis zum Kehldeckel reicht“ (38) Where before he had the
garrison walls to confine him, he 1s restricted here by the
boundaries- of his profession, "éiﬁneéﬁita his drawing board,
like, and through his work. He 1s surrounded by men who
‘refuse to apply thelir ideas to anything but their work, and
do not think of turning their talent for understanding to
their own emotions and feelings. Ulrich refuses to accept’
this. | v
| Consequently, he turns to mathematics. 'This career is
described with metaphors calling to mind!the "white<hot
instrument” of the military, but with one exception-~the

introduction of the concept of mabilitzi

. .».von der harten, mutigen, beweglichen,
D measer—kuhlen—und—schaEfEﬂ Denklehre der Mathematik.
(39) -

Ulrich's is a very different approach to sclience, indicating
that he 1s beginning to lean slightly towards this
non-rational sphere he faintly perceives.

Er war weniger wissenschaftlich als menschlich
verliedbt in di1é Wissenschaft. (40)

After some time in this career, he emerges with "fragments, "
not only "of a new way of thinking,‘ but more important "and

of feeling" as well. But this image 1s blurred by "immer



zahlreicher werdende Elnzelheiten" (47). Therefore the
stage 1s set for Ulrich's second journey into what he feels

1s less confinement. He decidesis

es+.sich ein Jahr Urlaub von seimen Leben zu nehmen,
um eine angemessene Anwendung seiner Fihigkeiten =z
suchen. (47) —
Thus the Ulrich introduced in the second chapter displays
the complex, dialectic character that this Qragfessién of
careers has forged. Up to this paing, Ulrich, like Tdrless

and the male protagonists of the Drel Frauen trilogy, had

been in danger of being trapped in the extreme of a

one-sided existence. Now he Fevealé his flexibiliﬁy with

the conscious attempt to move out of the confinement in

which he finds himself, expanding®¥s "attack" beyond the

.ldrawing board and barriers of his Erafessicn.

'When he is first seen, it is in a window scene. He is
engaged in a very "scientific" activity: counting and timing
the paésing vehlcles below:

Er stand hinter dem Fenster, sah durch den ‘
zartgrinen Filter der Gartenluft auf die briunliche
~Strasse und z8hlte mit der Uhr seilt zehn Minuten.die
Autos, die Wagen, dle Trambahnen...er schitzte die
Geschwindigkeiten, die Winkel... 1(12)
~Yet, ambivalently, he ‘rejects this pasttime in Jjust a few

moments and laughingly labels it "Unsinn.® When he leaves

renunciation. Musil describes the action as: "wie ein
Mensch, der Jjede Beriuhrung scheut" (13), which at first
seems odd'for this prOtagénist; This outward resignation to

immobility 1s rapidly contradicted, however, by Ulrich's
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next action, which assures the reader that he has without a

doubt retained his'prcpensity for forceful forward action.
«..und als er...an einem Béiball, der dort hing,
vorbelikam, gab er diesem einen so schnellen und
heftigen Schlag, wie es in Stimmungen der
Ergebenheit oder Zustinden der Schwache nicht gerade
Ublich 1ist. - (13) '

Musil's penchant for ambivalence 1is thus once again 1r
evidence. Ulrich will vacilate more and more frequently now
between the forceful approach to matters --his attraction to
the scientists and scholars at Diotima's meetings-- and his
qgestiaﬁing and rejection of this quality in the society in
which he finds himself. = '

As a "man without qualities", he hesitates, as he
had throughout his antecedant development, to
"realize" his "qualities" within the boundaries of
established society and 1its professions, avolding
the imprisonment of his capabilities--typified by
the forcefulness of his youth--within the immutable
set of values of a profession.

Ulrich 1s offered an opportunity to apply himself and
his abllities in the form of the "Cocllateéral Campaign."

This 1s urged upon him by his father, who Is characterized
as "a man with qualities"™ (13). He attempts to stress the -
importance of securing "a definite position in life, ™ and
making progress 1n one's career (77). This path is, however,
'rejected at first by Ulrich and he continues in his‘réstless

~search for an area in which to make better use of his

abilities. 7

In this search, he continuously evaluates situations,
attempting to uncover their “deeéer" aspects. An aspect of

the other world does in fact exist within him, but as yet it
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lies submerged. In Chapter 39, Ulrich is described as

"zugleich leidenschaftlich und teilnahmslos™ (148). He

engages in contlnuous, relentless, scientific scrutiny of
the world around ﬁim, but as yet, he can only come up with a
hathematical "additive inverse" solution, befitting his

career.

Es ist eine Welt von Eilgenschaften ohne Mann
entstanden. {150)

L

Inhthe course of his descriptions of Ulrich's search
for meaning and purpose, Musil also introduces the character

that will represent the most intense facet of the

’hon-rational, that 1s, Moosbrugger. In this figure are

combined éLl the elements of ematian; sexual passion,
violence and, ﬁbove all, the antiaiggical_ It 1s Ulrich's
thoughts and emotions towards this monster-like human being
which arouse the memory of an episode in his.own life, where
emotions, rather than rational;,intelleetual thought, held

the upper hand. This episode concerns the almost forgotten

affalr with the Major's wife (Chapter 32). Upon recalling

this affair, Ulrich's interest in the:ngﬂ-ratianal sphere of

existence (always‘present, but well sumeFgeé under his 4

rationality) 1s called forth and intensified.
This brief interlude with the major's wife can be seen

as the first of many Journeys put of Ulrich's routine

'e;istence of concise soldierly rigidity, into the Pealm of

unaccustomed passion (as well as thoughts about Moosbrugger)

serve as indications thét even the older Ulrich steps into
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the "other world" from time to ‘time.
In Ulrich's recollection, the affair with the Major's
wife has an aura of the “ngﬁsreal“ about it. The extent of
the passion he felt at the time was frighteneing to him, and
perhaps because 1t suggested attachment and restriction.
Ulrich took pains to re-enter his routine life as quickly as
possible, and 1t '1s noteworthy that he finds an interim
refuge on an 1solated island:
Ulrich aber, hatte damals schon keinen anderen
Wunsch mehr, als von lauter Liebe so rasch und weit
wlie m8glich aus der Nihe des Ursprungs dieser Liebe
zu kommen. Er reiste blindlings darauflos, bils die
Kilste dem Schienenweg ein Ende machte, liess sich
noch von einem Boot auf die nidchste Insel ibersetzen,
dle er sah. (124)

Later, in his recollection, he connects the soft peace he

found on this island with his love for the major's wife:
Er versank in der Landschaft, obgleich das ebensogut
ein unaussprechliches Getragenwerden war, und wenn
die Welt seine Augen Uberschritt, so schlug ihr Sinn

'von innen an ihn in lautlosen Wellen. Er war ins

Herz der Welt geraten... (125) '

It is to this utoplan "other state" (which 1s also

encountered in the warm 1solated settings to which other

Musilian protagonists have fled) that Ulrich will swing when

the pendulum carries him away from the rational exlistence.

In his continuous attempt to remain unganstficted,f
Ulrich breaks off his affair with his mistress Bonadea. In
'daingqthisg he feels 5cﬁéhawithst:an equiiibriﬁi‘hﬁsﬁbééh'
upset. It {s clear, eSpecially when considering the
recollection of the "mystical" --love related-- experiencei

-

preceding this decision that a balance has indeed been t



tipped, and a critical point in his development has been
reac.ied. !
Ulrich’é emotions and introspection are illuminated in

a walk --a shartxjaurﬂey whigh takes him away from the

routine of his study, fe has sent Bonadea away. Musil
stresses the notion of release in that he states that
Ulrieh:

.».filhlte sich aus einem Kerker in ein weliches Bad
versetzt. (129)

While!taking this walk, Ulrich exhibits what has been
determined as critical to his éeﬁtinued;dgvelameﬁt; that 1s
"mental mobility" (129). At the same tié;, he can be
ébserved as trying to repress or subdue his urge for
physical action, that drive which was evident in him at_thé
outset of the novel.

In Chapter 40 Ulrich's pendular, ambivalent
contemplation continues. He 1is described.as having
"intellectual suppleness" and a "flexible dialectic of
feelinggf Perhaps it 1s in this ability to be mobile in-

- both spheres that the conflict he feels within himself 1is
rooted. |
Ulrich ist ein Mensch, der von 1rgend etwas
gezwungen wird, gegen sich selbst zu leben...
(151-152)

This “irgend etwas" 1s not yet known to him. The
: J{é;a;eéﬁicra§pé¢t is even mg;gmglegr;y'unééflined.an Ulr;éb's
‘léﬂg walk home. The narrator explains: "Zwei Ulriche gingen
in diesgvauggnbliek" (155). One 1is a resigned, sadly

smiling Ulrich, who passively, unquestioningly accepts his
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and(society's qualities and roles. The other walks with
clenched fists, angry and quick to question that with which
he 1s d{spleasediﬁit is thlsrsecand, dark;'less visible
Ulrich that the protagonist will pursue in his attempt at
understanding himself as a whole. ‘It 1s this aspect wﬁich
‘e perceives as the "real mind of the mind" (155). And 1t
is ﬁhis agspect that will bring about what his loss of |
equilibrium foreshadowed. E

Nur belnahe ein Zustand der Bekehrung,
der Umkehrung... (155)

It 1s precisely this "conversion" which marks Ulrich*s
conscious rejection of the regimented ridigity of soclety.
At the end of his walk, he becomes involved 1n a skirmish
with the police, and 1s consequently arrested. After belng
"processed" mechan;cally by. the police, Ulrich 1s pressed
(against his will) into service with the patriotic
"Collateral Campaign." From this point on, 1t 1s obvious
that he 1is unwilling to participate in, and critical of this
facet of existence. It conflicts directly with the attempts
he has made until noW to remain flexible, and precipitates
‘the growth of his discontent with soclety as a whole.
In some passages, Ulrich explicitly rejects...
regimentation. There 13 his criticism of the legal
system --compared elsewhere to the regiment...There
. 18 hls rejection of philosophy on similar
grounds....There 1is, finally, his long conversation
_with the general in which he ¢riticlzes modern
‘science and the militg;y for their one=sided
approach to matters. - '
Six months into his "holiday from 1life," Ulrich takes
‘stock of what has happened so far. He 1is aware only of an

Ay



aimless swinging back and forth, and is frustrated and

confused.

- .. .wdhrend er sich in der klelnen und nidrrisachen
Tdtigkeit, die er i{bernommen hatte, hin und her
bewegen liess... (256) - o

He ‘1s clearly displeased by'hie position in the eemeeige.
The advent of another window scene ie preparation fer the
fact that Ulrich will make a decision.

| In Chapter'62, Ulrich 18 observed in a night scene 1in
front of his window. He observes the trees, snake-like, |
"seltsam schwarz und glatt" (252), and is drawn into the
‘garden by some 1nexpiicable urge. This 1is an almost
Edén-like scene. He goes, "wie ee war." At the door, he
voluntarily shuts out the lights (indicative of his negation
of the clearly-1it, "surface“ existence) 80 thet he will be
better able to see in this darker epherei' This scene-1is
reminiscent of Homo's "religious experienee" in the forest.
Ulrich 1is on a "patn.tg the iron gate," ehieh forms a ereee
with yet another path; that is, at a Jjunction in his 1life.
In the darkness.of thevtrees; he 1s suddenly eveéﬁheimed by

the thought of Moosbrugger. Even now, his attitude 1s still

. one of ambivalence.

Die Sentimentalitst der Regung stiess ihn im .
gleichen Augenblick zuriick, wo sle 1hn beriihrte.

(252)

i ;;Ais.elegrhhqyeverg‘thgt“th;é‘beueh with the myetiealerealmwﬁ._
Iis a meaningful one. Ulricnee'expefienee serves to eever;‘
almost but not quite completely,vthe»leet Fiee which held

him to the rational world. He 1s described as looking like
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a "lunatic," and "detached from hisvbackground" (252).
Revealing the urge for action he has exhibited. from the
first, Ulrich makes a confident decision. This 1s clear
from the choice of imagery, as Ulrich returns. to the house.

«..aber er trat fest»auf den Weg... (252)
But as yet, this decision must be delayed. As can be seen
from the window scenes Ulrich is still & passive observer
of life, however restless he may appear. He will not take
dction until his scientific mind ! examined and evaluated
all facets of his situation in bol’f)ossible spheres of
existence, and the -elements of his conflict become clearer
to him. ﬁ- .

.l’

This becomes spossible at the final meeting of the
Collateral Campaign. ln this eplsode, the thoughts and
emotions which Ulrich feels witn respect to both realms are
brought to light more clearly. The premonition he felt in
the previous window scene 13 repeated. | '

Ulrich fihlte ein unbeschidigtes Verstandniss dafdr
in SICh..- (591) -

The necessity of restless swinging back and faorth between

the two spheres seems surmounted and rendered unnecessary,

and suddenly it all becomes very clear to him:
~»++80 h#ingt auch das, so verschieden es aussieht
zusammen wie die Kste eines Baumes, die nach allen
Seiten den Stamm verbergen....In dlesen beiden
B&umen wuchs getrennt 8eln Leben. (592) e,

Ulrich recognises now what the narrator explained
before with his reference to the "two Ulrichs." He has

.

finally perceived the duality, and that fact that it 1s
4
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incorporated within his own character. He also reecgnises
that the "two selves" must be brought together, and
experienced as a finely tuned balance: .
Seine Entwicklung hatte sich offenbar in zwel Bahnen
zerlegt, eine am Tag liegende und eine dunkel
abgesperrte, und der 1hn umlagerte Zustand elnes
morallschen Stillstands, der 1hn seit langem und
viellelcht mehr als n&tig bedrilckt hatte, konnte von

IR nichts anderem als davon kommen, dass es ihm niemals
> - gelungen war, diese beiden Bahnen zu vereinen.

(593)

His discontent untll now has stemmed from the fact that
this had never been done. Indeed, such a union at this pbint
wauldApréve impossible, for Ulrich has insufficilent
knowledge of the "other" realm. Experlence with that realm
1s a necessity before a solution can be reached.

This enlightenment glves.rise once again to the feeling
Ulrich had when returning from the garden at night:

Und wileder hatte er den nicht recht begrindeten
Eiﬁdruck eine Entscheldung seil nahe. (599, compare
252)
" The decisilon which 1s obviously not easily made by Ulrich 1is
preceded by yet another window scene. At Count Leinsdorf's
house, Ulrich regards the "dark surge” Qf'prétestersibelaw
the window. He appears to have cut himself on a sharp»edge
("...er.habe sich dieser an einer scharfen Schneide
ﬁehgﬁt;n“ (63@), thereby indicating the severing of the ties
binding him to the rational. The fact that "a strange
- -Sreaneformation” (631) takes place In him conrirms this.
Ulrich. feels it as welia, He perceives an "odd apgcial
inversion", and then, "just as if some chance had taken him

thréugh a secret caﬁnectiﬁg door," he aska,himaelf "Kann man
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denn aus seinem Rahm hinaus, in éinen verborgenen zweiten?”
(632). |
It 1s clear therefore, that the "union" whicH Ulrich

had recognized as aﬂnecessiéy is now possible; the portal
from‘one sphere to the other has been opened. Musil refers
to this experience as a "wunderliehgﬁ Raumerinnerung der.
Vermischung des GeséEEhens vor und hinter den PFenstern”
(632). |

' After the window scene at Count Leinsdorf's Ulrich has
a.stpong urge to commit a "crime," and his thoughts are
always drawn back to Moosbrugger (632 ff). Ulrlch has made -
a decisive move towards action in some manner connected to
the other, mystical sphere. It is related to the passionate
affalr of his youth, to Moosbruggéf and his crimes of
passion, and to the ™"mystical experience" he has dwelt on in
previous recollections. Once again, the windaw proves 1ltself
the setting for important_contemplatian and decigian making.
This occurs at Arnheim's house (Chapterﬂ@) and, as can be
expected, Ulrich can be observed in the decision-making
brocess again, weaving uncertainly between courses of
action. Should he explain pis views to Arnheim or not?
Will he accept the offer put to him by Arnheim or no? He
to;s with stabbing Arnheim,with a4 pocketknife, but discards
- that tdes in favor of clapping him Jov1AIly on the “back.
Thus his ambivalence and the peﬁduléus swinging image
continues. In order to actualise his declsicn Ulrich must
pass through a symbolic "passage" to enter the other sphere.

{

\ =
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-Thils, Musil provides on Ulrich's walk back home.

Er durchschritt einen Torbogen in einem etwa zehn
Schritte lang neben der Strasse laufenden steinernen
Gang, der von ihr durch dicke Gew8lbepfeiler
getrennt war; Dunkelheit sprang aus Ecken, .Oberfall
und Totschlag fackelten in dem halberleuchteten
Durchlass: heftiges, altertimlich und bluti
felerliches Glick fasste die Seele an. (6%7)

Indeed, the change in "scenery" 1is immediately appafent.
First, Ulrich meets and converses with a prostitute (which
calls to mind Moosbrugger), and upon arriving at his house
he finds Clarisse, whom "he had never before seen...in such
a state of sensual excitement"” (660). ﬁéféﬁvér; he comes
go the ccﬁclusign that she, 1isé Moosbrugger, is insane. He
reflects:’

Clarisse sei nicht ein ungewdhnliches, sondern im

geheimen wohl bereits ein gelsteskrankes Wesen.

(662). »
It 1s clear that he 1is alfeadi much more deeply immerseé in
the non-rational realm which at the beginning of the novel
‘'was but a hypatheticalﬂpassibility to him. The decision for
' passage into the other Feélm 1s sealed with st1ll another
‘scene at a window, where Ulrich consciously realizes what
decisién the previaus!windew scenes have indicated.

After previous escapes, Ulrich has always returned ﬁé:
the precise, regimented,. routine world-gs In this scene,
the Junctigﬁ which was foreshadowed in the garden 1is L
realized. Ulrich will‘take thelpathf;ﬂtcvthe Shadowy side . .
wléfvhis éhapagter—%an expefiment in the realm of neglected
‘possibilitieg. This will necessitate a desertion of both

the Collateral Campaign as well as the socliety of which
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Ulr;chxhas become so critical. Both are‘evident in Ulrich's
third escape. | |

In the closing pages of the fipst vcluée; Ulrich
receives the message that his father has died. His decision
to leave home and routine 1is therefore assisted by the |
departure of the very figure that is representative of these
elements.

The second volume begins with Ulrich's meeting with his
"forgotten sister, " Agathe, in his father's home. The plc;
will revolve completely around Ulrich's relationship to this
character, which will be s§mbalic of Ulrich's vefygcamplei
exploration and search for himself. From the beglinning, it
1s evident that Agathe represents Ehaé "dark, neglected"
side of Ulrich's character. Numerous references are made to
the similarities Ulrich perceives between_his éisteﬁ aﬁd
himself. ' /é

...er fand sich durch geheime Anordnung des Zufalls
elnem grosse, blonden, in zarte graue und rostbraune
Strelfen und Wirfel gehilllten Pilerrot gegeniber, der
‘auf den ersten Blick ganz %hnlich aussah wie er
selbst. (676) ,

Es war ihm zumute, er wire es selbst, der da zur Tur
eingetreten sel... 'fégu) -

It also becomes evidgﬁt that the character of Agathe
reﬁresents the "aﬁiia,“ the feﬁining, mystical side of the
human psyche. We have seen tﬁe Agathe figure in 1;?)_
;embfyaﬁié stages in Bozena, Grigia; von Ketten's wife, and

Tonka. Here 1in Der Mgnnfahné,zigeh;chgften Musil develops

the character and her importance to the development of the .
- i = .
protagonist to the fullest. Ulrich's réflections on the
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feminine side of "man" do not stop at his realization that
his sister represents that aspect of himself, in that he and
8he are so alike. He‘pgnaers'the question of the "primal
héfmaphrcdite" (687),the two-spheres (masculine and
, femig}ﬁe;’theﬁéa—called yin and yang) of human existenee;
and relates them to his own life. 1In the recollections of
'_’his yauth;!he reméméers; | ! ' 1

.- .whhrend Ulrich bloss in den midannlicheren
Unternehmungen fihrte... (706)

Thus it is evident that in his own 1life, cnetside of the
balance of "male and female" 1is weigh;ed more heavily. But
even early 1in his life, the seeds of the ambivalence which
'will plague him later are sown, for noteworthy is his wish
to "be a girl." The impulse behind such é wish to be a girl
is thwarted by his father who, aé t@e ﬁan with all of the
"desi;able? quaiities, imposes them and th%ir rigidity with
characteristic faécefulness on hls son. 1In the father's
eyes, all’quali&ies related to the femifilne are to be
-8uppressed and discouraged in a son. He even goes 8o far as
, to separate young Ulrich and Agathe'as much as posslble.
The qualities of the feminine cgnﬁct, however, be erased
completely in Ulrich. It is this attempted suppression of
them which will give rise to the frustrating ambivalence
later in Urich's life.

Ulri%b 8 reunién with Agathe, wha can be viewed as the
fgrgétten,'suppressed "side," .as well as the forgotten
sister, provides a path away frgm every one of the

restrictions agalnst which he has been struggling until now.
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It provides escapé'fram the Collateral Campaién and 1ts (as
well as Ulrich's own) urge for action. It is escape from
soclety and 1ts functions, for he 1s almost completely
isolated with his sister. It defles the confinement and
restriction imposed by his father's wishes, in that he 1is
reunited with his feminine side. Lastly, it is a camp;eﬁe_
contrast to the usual forceful approach he adopts towards
‘the feminine, for 1n his relationship to Agathe, Ulrich -
exhibits none of his habitual aggressivness towards women.
It also proves to be an excursion into a realm assoclated
wigh criminaltand/ér socially unacceptable behaviour. Thus'
this "escape" 1s precisely the one foreshadowed 15 the first
valu?e byithe-parallel of the affair with the Major's wife
and the thoughts of Moosbrugger. This life with his sister
inval;es love (altncugﬁ it 1s not certain at just which |
level) as did the episode with the older woman, and,
consequently, exposure to EhEviEusive‘“ﬁystiaal experience."
It 1s an opportunity for deflance cf sagiety's norms and
accepted modes (of which he 1s so éfitical) in that his
relationship to Agathe borders on the incéstuali And
§1ﬁaily, it 15 experlence with the "crime™ which he feels
mysteriously compelled to commit (thus placing him in a
~position like M@esbfuéger‘sf in that he 1s a confidante 1n
Agathe's plan to deseét her husbaﬁd, in her forgery of the
Will, and in her deflance of their father's last wishes.
After his first day together with Agathe, Ulrich

himself confirms what has happened until now:
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"Eine grosse Verdnderung selt gestern'“
dachte er. (686) ,

It can be seen then, that this, his third escape, #s
the ﬁiggest step taken yet on his path tawards re-examining
long neglected aspects of himself. It 1s not a mere "change
"of horses" gas his fi%st step was labelled. This volume's
plaﬁ centres on Ulrich's autrigpt rejection of the sphere of.
»?aétian“ and masculinity 1n‘a desire to exist in the
neglected sphere of ‘the non-rational.

As mentioned bef@fe, however, Musil is nat an advacate
“of extremes. In order for Ulrich to survive, he must retain
flexibility, and this cannot be aghieved thrpough the
rigidity Df the absolute. As can be expected; therefare
although Ulrich steps from one enviranment to the ather he
does not lase that ambivalence which maintalned his mobility
prior to thi§; His conflict cannot be sglveé by a simple
step from one realm to the other, by a shift from rational
to mystical. It must find its solution ' in a fine balance
between the two.

ansequently,’just'as Ulrich experieﬂced the en§1e33 
-ipendulum of his reflectiana while he was rcoted in the
faticnal 30 also will this Fendulum be in evidenee in-this

seccnd volume. The scene at the Swedish Rampart i1s the best

indication of this. He is overcome 'by a "strong sense of

' action" (737), and yet,. in a vehement statement of opinton - -

quite contrary to this, Ulrich Eegaunééz the morality of his |
. . ~
time.

Die Moral unserer Zeit ist, was immer sonst geredef



werden mége, die der Leistung....Der Erfolg kann
alles vergessen machen....Unser Zeitalter trieft

® ohnehin von Tatkraft. Es will nicht mehr unser
Gedanken, sondern nur noch Taten sein....Es ist 80
einfach, Tatkraft zu haben, und so Schwierig,
Tatsinn Zu suchen. (739- 741)

Shortly afterward, Agathe makea this @bservatinn of him:

=

Ea fiel ihr auf, dass, ihr Bruder, wihrend .er. seinen
"Kopf gesenkt hielt und lelse gegen die Tatkraft
sprach, mit der Klinge des Taschenmessers das er,
ohne davan zu wisasen, nicht aus den Fingern liesa,
Schnitte und Striche 1in die Tischplatte kerbte, und
€3 waren an seiner Hand alle Sehnen gespannt. (741)
Her!metapngr i1s striking:
das war ein sinnloser Zwlegesang {ber dem Qrchester
der anderen Worte, dem sie auch gar keinen Sinn
verlieh.... 7(741)

This ambivalence persists thnnughcut the published
portion of the sennnd vnlume. It ‘does not seem unlikely
that this path away from the routine will nat be the laat.
‘Tt is cancelvable that Ulrich will continue with these
Journeys until this ambivalence (which leads to his
frustfating,-cftgntimes painful inner conflicts) 1s resolved
in recognition and understanding of the duality af‘human
'existence, of which he had a glimpse at the conelusion gf
the rirst volume.

Further examinatinn reveals an extensive use of spacial
-imagery, The house where Agathe and Ul?ich meet again, and
1ater Ulrich's ncme ftself are described aften as dark and
‘shadowy, ﬂhderlining the fact that thia 1s an excursion on.
Ulrich's behalf into the "dark, neglected" sphere of

existence.

Den ganzen Tag schon war diese Zimmer kilnstlich
verfinstert gewesen; es war satt von Schwarz.
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(677)

- +..dle Wohnzimmer dunkel und geséhﬁtzt; und die
Fenster glichen tiefen Lichtschichten, durch die der
Tag so zart und starr hereinkam, als bestsiinde ep
aus dinnem Elfenbein. (749) :

In den Leeren, ganz in den Schatten der Einsamkeit
gehdhlten Zimmern... (858)

~Ulrich's and Agathe's bedrooms are likened to “paddeé_cél;s”
leQ), perhaps an allusion to tb; fact that they are 1i§ing
removed from the rational world. Agathe herself, althgugﬂ
representative of Ulrich's shadéwy other self, 1s almost
“always referred to as surrounded by light. She 1is like aﬁ -
island In this dark environment, to which Ulrich can turn
when he feels the need to touch the non-rational.

“+..und die schwarze Erschelnung mit dem blandén Haar

schien 1in einer Grotte aus Luft zu stehn, durch die

strah%sndef Glanz floss. (694) '

»e-ungefdhr dort...hatte sich Agathe eine héchst

persdnliche Halbinsel geschaffen. (717)

««.dle Stehlampe bestahlte siexgemeiﬁsam; 80 dass am
Fussboden ein grosses Blatt aus -Licht entstand, auf
dem sle sich im Dunkeln befanden. (722)

Ihre Spur war durch gufflamménﬂes und verldschendes
Licht gekennzeichnet. (893) -

~Through this ambivalent image, Musil stresses and
intensifies.the ldeas of Ulrich's escape. Agathenga

1solated 1in islands of light from the dark environment of

the house, which is in térn (by way of 1ts darkness) further
’L_;ac;ated from thehguialde;ianld;.Hiharifaa§, §hr§ugh his=~”; o
interéctian with Agathe, Ulrich.13§ daubly; almost thermally
1solated from his routine. ' '

There are' many more such "ambivalent" spacial images,



emphasizing Ulrich's own state of "suspension" and
confusion.

Der Eigennutz blickte durch die Scheiben gerthrter
Augen wie eine Laterne, die man am hellen Tag
brennen lssst... (691)

Tages-und Kerzenlicht splelte auf 1hren
Gesichtern... (702)

--+Wie von den Kerzen, die bei Tag brenneén... (853)
Images of doors are once again present within this third
escape. Musil refers to t%’k often, and stresses the
concept of the "threshold" this time.

Als er aber durch die Tlire trat, stless er im
Nebenzimmer mit selner Schwester zusammen. (694)

Sie standen an die Pfosten der Tire gelehnt...
(702)
...als sie auf der Schwelle der Hitte standen und

die niedere Tir sich in das Dunkel des Ahends
-8ffnete ... (T&S) T .

Agathe reflects on her brother's actlon, perhaps the best

explanation of Musil's choice of this imagery:

...0ft schien ihr, dass sich alles, was er sagte,
gerade dahin bewegte, ja sogar jedesmal gegen Ende

immer genauer, und erst mit dem letzten Schritt vor

der Schwélle haltmachte wo er das Unternehmen
JedeSmal aufgab. (747)

L4 . 1

- This can be viewed as a rertain indication that this 1= not
Ulg;ﬂgf; last "journey," that he will eve 'tualgy step over a

threshold, and find the identity and purpase for which he

. mearches,

- To aid in the presentation of Ulrich's development as a
character, Musil turns once again to the image of the

wind@w. However, in this volume, with the intfcductian of
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Agathe, a "mirror image" of himself, the genre of the window

dentres around the concept of mirrors and reflections.

—

.eridﬁ actually uses, hls relationship to Agathe as a window
into himself; through her, his introspection 1is made
simpler: "...als sdhe ich mich 1in den Scherben eines
}Spiegelé."(jhu) Agathe too, has a noteworthy experience
before a mirror; |

Since their meeting, Agathe and Ulrich should not be
considered as seperate entities,.but rather as twa;halfes of
a whole. Given Musil's‘lengthy discourses (through Ulrich)
-regarding hermetic, primal Huality, it is not unreasonable
to assume thaf those thoughts experienced by her are
symbolic of what Ulrich feels when he suééumbs to thé dark,
non-rational spheée of existencei In Chdptér 21;>§here is a
lbng'mirror scene illuminating Agathe's (Ulrich's other
half) introspection: | ‘
' .;;es.hatte mit dem Gesicht durch einen Zufall
angefangen, denn ihr Blick war daraufgefallen und
nicht mehr aus dem Splegel zurickgekommen. Sie
wurde 80 fest gehalten...In dieser Weise wurde sie
ohne Eitelkeit von der Landschaft ihres Ichs

festgehalten, die ihr unter einem -Hauch von Glas vor
Augen lag. (852) '

Lﬁfer,.ﬁgathe and Ulrich stand tdgetheb'before a m;%rcr
(938). Tﬁe idea that/ the two people comﬁoée a complete
whole is not a new one. It has been evident prior to thié,,
in Vollendung der Liebe.. .There, Musil devoted the eatire . -.. .
wqu to the concept of "unions" or completion, which 1é in
evidence here as well. Ulrich is'sensitive’enough to

understand what the reunion with Agathe means. In a
°
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mystical experiencéAnat unlike von Ketten's he realkzes the
implications of having a visible, "other half" to his
= - -
character.
...dass er zwar, ohne zu zweifeln, in seinen eigenen
Schuhen stand, sich aber dennoch aus sich '
hinubergezogen filhlte, als sel ihm das selbst ein
Zwelter, welt schdner Kérper zu elgen gegeben
worden.... "Ich weiss Jetzt was du. bist: Du bist
meine Eigenliebe)...und nun ist sie offenbar durch
Irrtum oder Schitksal, 1in dir verkdrpert gewesen,
statt in mir selbst'...Es war sein erster Versuch an
diesem Abend, die Ankunft seiner Schwester in einem
Urtell festzuhalten. (899)
Perhaps 1t 1s because of the presence of this vocal,
physical other self, that no need arises for the symbolism
of the window scenes, as there was in Musil's work prior to
this. Before, the scenes at the window had provided the
protagonist with a view of bcth»spheres of existence; a link
between the two worlds. Now, uith’Agathe's‘prgsenee; this
link is no longer necessary. She becomes the window into
the other-realm. The fact that she is 80 1like Ulrich and
appears as his forgotten half, now living in peace and
harmony with him, Suggesta:that'this protagonist 1is égming
closer to a successful balance of the two. With Agathe,
Ulrich feels the confidence of transcending all of what he
has experienced until now, the rational as well as the o
non-rational. The unity he shares with her eleﬁates him and
protegts him_fram_gll,ﬁﬁgt eénfingd h;m,bgfargay?Eiartigtip-:ﬂe~~
Graben unweltlicher Herkunft schien sle in ein Nfrgendland ‘
‘elnzuschliessen" (1025). i
The isolation in which Ulrich basks will not last

-

though. It has been observed with other Musilian
. : - ’
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protagonists, in their jJjourneys to and e;perienc;s with
isolation, that 1if their fate was one of survival, a return
f raom this‘isclétigﬁ was essentlal. The peﬁduluﬁ must return.
It can therefore be assumed thgt Ulrich will leave this
setting, and make a return to his routine, enriched by'hié
experiences here, . o 7

| -ﬁusil's insertion Dfiﬁhe AéyiQmEEPisééé isAhia last
comment (in the published fragment of the work) on the
crucial role of flexibility with respect to the survival Df
the character. Chapter 33, devoted to the visit to
_chsbruggér's=place of confinement, 1s.filleaﬂwith spaclal ;
imagery. The hospital itself seéma an endlégs_maze of 1iron .
doors and ecﬁstricting:raams, and the Dverridiﬁg feeiing is,
of course, one of stifling restriction. This 1s not
‘'unusual. Butiﬂusil goes ané step further:

Meterdicke Bleibarren schienen zwischen diedi
Seelen und der Welt zu liegen. (984) .

These people, écnfinéi as they are, with no appoftﬁnity for
movement or escape, are isolated not only physically from
the outside world, but fr@ﬁ.life'itsélf_
-..Wle fremde, in einen gemeinsamen Kifig gesperrte
Vdgel, von denen jeder die Sprache elnes anderen
spricht. - (987)
Clarisse, now recognlzably less rational, feels this
_canfinement too. She 1s described as perceiving a
- “gonderbare VEFﬁundéﬂheitﬁ*(QBB); ‘The. man she observes is
likened to a caged monkey, and witnessing the doctor

festfaiﬁiﬂg him, ‘she feels a strange sensation:

*+.Wie wenn man pldtzlich das Gefihl unter den .



~Pissen verliert. (989)
That 1s, her ties to reality and the rational are weakening
.perceptively. The tour continues, throsgh.what Seem endless
iron doors, and In the last roonm they view the. feeling of
constriction is at 1its strongest. Here the inmates. are
forced to "stand by the wall,or sit on the benchos'that'go
along the wall " (390). |
The inmates stahd close to the door; some evén look as
though they are carved into the doorposts. This entire
scene suggests a straining, a pressing towards extremities;
@ struggle against the confinement which prevents thefr
movement, either physically or emotionally. It 1s without a
<doubt-syﬁbolic§ Musil continually equates the concept of
: extremes,»of one sidedness and lack of mobility with
insanity, that 1s, with absence of character and the
inability to exist independently (or within society) :_¥
With this scene, Musil phrases a warning against L
restrictions and confinement. The character that does not
‘Spossess the capacity for evading these restrictions will

share their rate~-utter loss of self. . Although 1t cannot be

predicted which path Ulrich will take after Chapter 38, 1t

1s evident that he, more than any Musilian protagonist,
.- knows ehe value of flexibility, and uses this knowledge to
uhis.aanntagea Even Ulrieh's last appearance in the
~ published version --where he 1s drawn alternqtély to flight.
with Agathe and to involvement 1in sooiety's actions-- as

well as the bulk of analyses on the novel's posthumously
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published'"cénclusiaﬂ,“gg show ;im retaining this
"pendularity" or “mcbility": ever striving to hold a balance
on his relationship to "life's true and ineluctable
aﬁtithesis."%o' - (



Conclusion

This 1nveatigatien has shown that there 1s one ;ain v
feature characterizing the more’ pasitive protagonist in
- Musil's work: the ability to move freely and 1n a balanced
mannef'bétweeh-the realms of, the rational and tﬁé mystiéaigf
This means that a certailn cyclical action iust be completed,
if.the character is to survive, a movement indicative of an
effort to relate ta both "polea" or "aides" of that
- prominent in Musil's works.

It hés been suggestedzl that the necessary solution for
Musilian pbétaganista 1s a synthesis of the two opposing
‘extremes of rational and mystical. It 1s this writer's
.opinion that this suggestion of synthesis ls too simplified.
In Husil's work there 1is emphaais instead on the more E
sophisticated image of the pendulum; a back/forth, in/out,
diastole/systole action which 1s at ohce both as eqmplei.énd
simple as breathing. Both phases of éhe action must be
completed; each-ia.dzbendéﬁt on the other.

The positive characters in Musil's iérks -~ T8rless,
Claudine, von Ketten and Ulrich --all exhibit thelir capacity
. for this movement. Thelr experience within the two ’
opbbsihé'modésléf>éxistéﬁéé is eventually tempered .
balanced. They develop and exploit thelr knowledge that
such a balance ailcws farna further healthy development éi.

character, and ultimate survival.

140



Those ch&réeters faf whém movement 1s a problem, for
‘whom there-ig,gg return or swing back, thus no flexibility,
are caught and trapped in the one extreme. This 1s seen in
the case of Veronika, Homo and Tonka. These characters will
not survive as surely as 1f they had taken a breath, never
tg.release it, or expelled one and never taken another.

To be sure, these extremes are encountered as well by
the cther characters, but 1t 1s their flexibility, and
consequent ability to counterbalance exlstence in one
extreme with the capacity to function as well in the other,
which assures that their development proceeds positivley.

Musil 1lluminates this capabiltity for "healthj"
movement, for the flexibility Ehatzal;cwa the completing
"swing," almost exclusively through spacial imagery:
dears/winacﬁS; thresholds/borders, darkness/light,
spage/eanfinement'and departures/returns.

7 Thialnvestlgatlanhaa attempted to show the very cloae
connection between the external, physical actién and the
characters' inner emotlons and development. Musil
1ntradu?ea>this approach 1in his Térless novel, and.proves
itgrviability by developing it throughout his five novellas,
and finally exploiting it to its fullest in Mann ohne

[}

Eigenschaften.

Thus he 1lluminates the venr *1cate and complex
inner landscape of his characters, and his extremely
sensitive and complicated themes, with a graspable, concrete

imagery, the study of which proves a valuable first step

N
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towards understanding and linking the main idegs of Musil's

ma jor pr@sé fiction.
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Drei Frauen trilogy. ‘Homo, von Ketten and Tonka all
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in time,
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SThlg theme is found alsc in Vollendurg der
Liebe and to some extent also in Mann ohne Elgensc¢haften.
Peters elaborates in his chapter entitled "Frustration
and Perfection" pp. 67-6%. A pure, perfect lcve is
one that is elevated far above the worldlz and the
physical--one in which' a spiritual union is far more
“meaningful than.a physical one. :

\ .

: _*EExaminati@n will reveal that all Musilian ORI
protagonists, th the exception of Veronika, make

z journey at one time ir their life to a Narm sultry

region, representative of ‘the mystical emotional. .
mode of existence. o . o :
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» lgIt is interestlng that the cat is reférfea to

as a “s;e.' therefore represeﬂtatlve of the same element
of the human psyche as the women in Musil's works, the
animag
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Mystik. Zu Robert Musils Roman "ﬁer Mann ohne Eigen-
scahften (Munich: Fink, 1971) p.

SlWilfried-Eerghahn Die essayistische Efzéhl-
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EBHE goes from his affair with thé Major's

wife back to the m;lltafy, from his "vacation from
1%fe" to a position in the regimented "Collatera]

“ampaign", and from his reveries and thoughts of love,
’passién thé myst;cal , back to the "real" worlqd.
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