
- NkMEoF A t t T H O R f ~ I D E - L  T E U R ~ ~ O d ~ D e " - @ & ~ ~ & L - - - -  - 

I t  

T I T L E  OF T H E S I S / T / T R E  DE LA T H ~ E  H i s t o r i c a l  Experience and t h e  F i c t i o n a l  Imagination i n  t h e '  

Era of Fascism: A Study of Thomas Mann's D;. Faustus." '  
< 

, , 

U N I V E R S I T Y / U N I V E R S I T ~  Simon F rase r  Univers i ty  

DEGREE FOR WHICH THESIS WAS WESENTEDI 
GRADE POUR LEQUEL CETTE THESE FUT P R ~ E N T ~ E  Master of A r t s  

YEAR THIS DEGREE CONFERRED/ANN/!E DD'OBTEiVTION DE CE GRADEJ 1978 

NAME OF SUPERVISOR/NOM DU DIRECTEUR DE T H ~ S E  Professor  J e r a l d  Zaslove 
* Q 

- - - - - - - - -  - - - - - - - - -- - - - - - -- - - - - - -? 

Permission IS hereby granted to the NATIONAL LIBRARY OF L'autorisation esr, par la prgsente, accordde B la BIBL/OTH$- 

CANAQA to microfilm .this thesis and to lend or sell copies QUE NATIONALE DU CANADA de rn&ofi/mer cette these et 

of the film. de prgter ou de vendre des exernplaires du film. 

The author reserves other pub1 i'cation rights, and neither the L'auteur se rgserve- les aurres droits de publication; ni /a 
e. 

thesis nor extensive extracts from i t  &ay be printed or other- theseni de longs exrriits de celle-c, ne doivent &re imprirnCse 

W I  se reproduced without the author's written permission. ouf@&@rif reprduits sans i'autorisation &rite de /'auteur. 

PERMANENT ADDRESSIR~SIDENCE ~/xi  

 



x I* National Library of Canada Bibliotheque nationale du Canada 

Cataloguing Branch Direction du catalogage- - - - - - - - --- 
- - - - - - - 

CanadiinTh esesDivTsTon 
L 4 Division des theses canadlennes 

Ottawa, Canada %, - -- - -- 

-4 

' NOTICE AVlS * *  

. - 
d-  

3 microfiche is heavily dependent upon La qualite de cette microfiche depend grandement de la ' 
, -- originalthesissul)mltted-formicrofilm- qualit6 de la these socimiseau micjof~lmage. Nous avons 

ing. Every effort has been made to ensure the highest tout fait pour issurer une qualite superieure de,repro- 
quality of reproduction possit#e. duction. 

i 

If pages are missing, conjact the university which ' S'il manque des pages, veuillez communiquer avec 
granted the degree. - -+ d l'univers1t6 qui a confer6 te grade. 

* ,  

Some pages may have indistinct prlnt especially if La qualite d'rmpression de ,certaines,pages peut 
the original pages were typed with a poor typewriter lalsser a desirer, surtout S I  

orig~nales ont ete 

ribbon or if the university sent us a poor phot8copy. dattylograpbees a I'aide d'u ou si I'universite 
nous a fait parvenir une photocopie de mauvaise qualite. 

4 
Previously coDyrlghted materials (journal articles, , ' Les documents qul font deja l'objet d 

publ~shed tests, etc.) are not filmed. teur (artkles de revue, examens publles, et 
P 

A 
m~crof~lmes. 

f 3 
Reproduction in full o ~ . i n  part of this film is governed 

' 

La rgproductio.n;mhne partielle, de ce microfilm est 
- by t h e  Candian :Copyright A ~ ~ , - R . s , c ~  1~970, ~ T - C - ~ D ;  -; --Tso"mise $la 

Please read the authorization forms which accompany ' 1970, c. C-30. Veuillez prendre connaissance des for- - 
?this thesis. 1 '  

a .  mules d'autarisation qui accompagnent cette these. 

THIS DISSE.RTATION 
'HAS BEEN MICROFiLMEQ 

EXACTLY AS RECEIVED 
. 

pf 

" 

LA THESE A ETE . 

, MICR,OFILMEE TELLE QUE . 
, NOUS L'AVONS RECUE 



IN THE ER.4 OF FASCISM: 

?! STUDY OF TFTOMAS 

Jody Dee Ber-land 

R . = .  Simon E'raser Univers i ty  lQ7? 

A THESIS SlTBMITTED IN PARTIAL FULFILLMEPT OF 

THE mQUIPEMENTS FOR THE DEGREE OF 

i n  Special. Arrangements 

@ JODY DEE B ? P ! J D  1978 

SIMON FPASEP. UNIVERSITY 

February 1978 . 

p.11 r igh ts*  reserved. %is thesis may not  b~ 
rep&2uced in'whole or  i n  p a r t ,  by photocopy 

o r  o tSer  means, without permission oC t h e  author.  



APPROVAL , ii . 

Jody Dea Berland 

DEGREE? Master  o f  A r t s  

TITLE OF THESIS : HISTORICAL MPWIENCE AND THE FICTIONAL IMAGINATION 
I N  THE ERA OF FASCISM: A STUDY OF THOMAS MANN'S 

- 4 

DR.  FAUSTUS. 

EXAMINING COMMITTEE : 

Chairman: Bruce P .  Clayman, 
3 Assoc ia te  P r o f e s s o r ,  

A s s o c i a t e  Dean, Graduate S t u d i e s ,  

P r o f .  J e r a l d  Zaslove,  
. ~ ' s s o c i a t e ,  P r o f e s s o r ,  Eng l i sh  

Yrof .  Mart in Ki tchen,  
b r o f e s s o r ,  Hi s to ry .  

P ro f  . Graham Goode, 
~ s s i s t a ~ t  P r o f e s s o r ,  Eng l i sh  
U . B . C e A  

P r o f .  Ken O'Br ien ,  
A s s i s t a n t  P r o f e s s o r ,  S o c i a l  Sc iences .  
Col lege  of Cape Breton 

Date Approved . . .  7.r. . . 



- - - - -- - - - -  

PART l AL COPYR l  GHT L l CENSE 
i 

I  hereby g r a n t  t o  Simon F rase r  U n i v e r s i t y -  t h e  r i g h t  t o  lend 

my t h e s i s ,  p r o j e c t  o r  extended essay ( t h e - t i t l e  o f  which i s  .shown below) 

t o  users  o f  t h e  Simon F rase r  U n i v e r s i t y  L i b r a r y ,  and t o  make p a r t i a l  o r  

s i n g l e  cop ies  o n l y  f o r  such users  o r  i n ' response  t o  a  r e q u e s t  f rom t h e  
# 

l i b r a r y  o f  any o t h e r  u n i v e r s i t y ,  o r  o t h e r  educa t iona l  i n s t i t u t i o n ,  dn : 
i t s  own b e h a l f  o r  f o r  one o f  i t s  users .  I  f u r t h e r ' a g r e e  t h a t  pe~rnkss-ion 

. f o r  mu1 t i p l e  copy ing o f  t h i s  work f o r  s c h o l a r l y  purposes may be g ran ted  

by me o i  t h e  Dean o f  Graduate Studies. .  I t  i s  understood t h a t  coPpyi ng 
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.4 
This thes i s  is the  r e a t  od,an interdisciplinary study of &- J 

culture fmn the l a k t  quart- of the 19th century through the.~e& 
F 

r <  , . 
mpublic (1918-1933) and the  subseqkent hei regime. choee t o  study 

. P'" 
Mann's f i c t i o n  as a f m s  f o r  .investigating ?a& important cul tura l  and 

soc ia l  t e n s i o n l k  that period,, and how they entered i n t o  A d  were ex- ' 

pressed through l i t e ra tu re .  Mann's l i t e ra tu re ,  unique i n  cer ta in  respects,  
8 

I 

confronts most exp l i c i t ly  the  emotional and crqative tensions which 
A 

- - - 

T 

resulted. from Geman politica1,and 'social developments during t h a t  period. 

The tliesis demonstrites t h a t  Mann'spfiction was a conscious attempt 

to  d i n e  the narrat ive structure and attentiveness to-Social  conf l ic ts  
. s 

of the  European novel with the l i r i c a l ,  mythical t radi t ions  of German 

writihg. H i s  desire  t o  play the  ro le  of "representative" writer f o r  Me 

German middle c lass ,  combined w i C h  the  development of h progressive social  

* 
consciousness i p  response t o  p o l i t i c a l  events dur ing . th is  period, form a 

paradox tha t  f inds its,most e x p l i c i t  expression i n  D r .  Faustus. This 

tension can be identif ied s t ruc tura l ly  i n  ;the balance between symbolism 

and naturalism, which lea& t o  a synthetic mode of writing Mann cal led 

"constructivismn. It i s  a l so  apparent i'n the ambivalent a t t i tude  ex- 

pressed through the novel* towards *the reactionary p o l i t i c s  of the Geman 

d d d l e  c lass  in te l l igen t s i a ,  a p o l i t i c s  of nihilism and authoritarianism 

crudely masked by the aesthet icis t- ideology of Geman romanticism, of 

which Mann had e a r l i e r  been a staunch advgcate. p e  thes i s  attempts t o  

show how Mam's experience of the h i s to r i ca l  hnd socia l  ca€&tro@he of 

German Nazism appeared i n  h i s  f i c t fon ,  essays, arrd letters, m t t a l t e r e d  --- 

h i s  or ientat ion towards society and, subsequently tawards li te'rature . The e 

ambivalence suffered by Mann concerning hie p n  creat ive ident i ty ,  which 

was frequegtly i n  conf l ic t  with h i s  own intelleckual' and p o l i t i c a l  b 



/ 
. 

i s t i c  d i f f i c u l t i e s  of f i c t i o n a l  writing faced bl- the rnkern, novel is t  
1 

? ' 
who has l o s t ' a  sense of integrat ion with himself o r  with society. 

The f i r a t  chapter t races  Mann's development, both as. essa&t and as - 

novelis t ,  from the Expressionist and & ~ e ~ l h t i . r e  tendencies of h i s  s y l y  

s t o r i e s  t o  the more cmmftted socia l  or ientat ion of hid 1ast.novel.  In- 

fluences of the soc ia l  and cu l tu ra l  mi'lieu of Weimar Garmaiy are con- --. 

' 'k- 
sidered. The second chapter explains how Zeitblam, narrakor of the novel, 

B 4 

exemplifies i n  h i s  in te l l ec tua l  perspectives. the mentality of the  German 
0 u 

petit-bourgeois. The chapter includes a h i s t o r i h l  analysis of the ex- 
8 b 

perimces of t h a t  soc ia l  c l d s  i n  Gemany. The th i rd  chapter studies 
* 

the fona and s t ruc ture  of Leverkuhn's music, explaining how Mann came t o  

associate the 12-tone system with authoritariahiem and al ienat ion.  The 

, fourth chapter invest igates  the  relat ionship of symbolism t o  realism i n  ' 

, 
the novel i t s e l f ;  the f i f t h  chapter summarizes changes i n  Mann's f i c t iona l  

or ientat ion i n  connection with changes i n  h i s  p e r s p e c ~ v e s  on a r t  and 
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~ntroduct ion  ---- 
~homas Mann is widely consi@red to  be both the 'grea tes t  and 

"representative" Gerxwn wri ter  of this century.' To be - the "representative" 
I 

German w r i t e r  was a public ro le  veiry much sought by him, f i r s t  w i a i n  . 

Germany and l a t e r  internat ional ly,  af tem his permanent ex i l e  from ~ e r m a n ~ '  . 

o p e n t s  +at was matched by the  response of h i s  audience: 1 
1 ... no other "serious miter was quite a s  widely +ad i n  h i s  own 

l i fet ime o r  a s  successful i n  bridging the  gap between the minority i 
publics available to  o m  "serious" writers. only very f e w  of 
these minority groups, re jec ted  Mann before 1933; only very few 
c r i t i c 8  fa i l ed  to, agree that  he was the most important, the most 
distinguished German wri ter  of imaginative proee during the fir* 
half of this ~ e n t u r y . ~  4 

which began i n  1933. His integrat ion of 09- t r ad i t ion  d& the European 
i - 

That Mann's f i c t i o n  began and remained fixed upon h i s  preoccupation 

with t h e  moral and aesthet ic  pmblems of the i so la ted  a r t i s t ,  fundamen- 

t a l l y  alienated from h i s  own society, does not contradict this self-assigfied 
- - -  - - -  - 

J 

and widely accorded ro le  of representativeness. ~s &te c r i t i c  has 
' I 

camtented , 

trends of realism and naturalism showed a responsiveness t o  current devel- 

The representative o r  exemplary s ta tus  asswed by and sametimee- 
granted t o  modern German wri ters  may seem t o  contr  c t  what has b" been implied a h a t  t h e i r  tendency towarcla a c u l t  f inwardness; 
but where the c u l t  of inwardness i s  general t o  the  point  08 being 
b u i l t  i-, the  (German) educational qetem, the contradiction is - 
l e s s  acute than it seems.3 

Certainly the philosophical background i n  German thought was charac- 

te r ized  by euch introdpection. 6ch i l l e r  ls idea., which l a t e r  influenced 
, 

> 2 
M b h ,  exemplified this ideological passivity,  which ca l led  f o r  heedon 

- 

of thought but igndred the question of p o l i t i c a l  righte. f n  f a c t ,  
- ... the whole inkel lectual  movement of we German eighteenth 

century-had as its almost exclusive aim the education of the 
, individual,  and t o  t h a t  it subordinated a l l  p o l i t i c a l  demands.5 

Mprnn c o d d e r e d  himsel5'to be a sympathetic descendent of the 
B 



hiq emotional a f f i n i t i e s  were w i t h  the-lt of imardness".  A t  the /- 
r 

time he believed the  inheritance of that t rapi t ion  to  be the national d e a .  internat ional  catastrophes caused by the  Nazi. after 1933. Thia is bu 

tiveness" coma to  be examined. Any d i ~ ~ s s i o n  of Uann's work, spanning - 

as it does over $alf , century of dramakic i o c i a l  and cultUral changes, 

must begin w i t h  a recognition of the  hosts of such contradictions. This 
.m \ 

is en t i r e ly  consistent  w i t h  h i s  work i t s e l f .  The dosire  t o  explore the 

posi t ive and negative aspects of his own t radi t ion ,  and to  discover how 

they could ba contained within one system of thought .(exemplified by him- 

s e l f )  w a s  to ocizupy him f o r  a11 of h i s  l a t e r  ye-, 

This essay w i l l  -t-at MaM's l a s t  major novel, D r .  Faustus : The Life - 
6 

of the  German Composer P[drian Leverkuhn As Told by a Friend (1947) a s  a 

conscious and exp l i c i t  attempt 'by the author to  account for the en t i r e  
@ - -  - - 

- - 

scope of h n n ' s  ear ly  work i n  the  context of k t a  'rel'ationship t o  the 

d e v e l o p n t  of Gennan contempckary history. .'While the intent ion of t h i s '  $ 
. 

study i s  t o  analyze aspects of D r .  Faustlls a s  a l i t e r a r y  work, the very 
0 

nature of the novel demands an-evaluation of its relat ignship t o  Mann's 

e a r l i e r  writing, both f i c t i o n  and cr i t ic i sm,  and more par t icular ly  the 

nature of i t s  response t o  an 'sntire epwh Qf h i ~ t o r i c a l  and p o l i t i c a l  - 

"development t o  which Mann f e l t  h i d e l f  uniquely responsible. - 

Part  of Mann's desire f o r  accountability is enactetfthronrgh the  - ---- 

astounding cmplexity of tfie novel, ~ h i c k  purposegully demands a reading 

which canmake sense of i t s  many levels  of meaning only by'considering its 

b in te l l ec tua l ,  emotional, p o l i t i c a l ,  and cul tura l  geneeia, Such a task,  

i n  i t s  e n t i r  ty ,  would require a . t h o k g h  analysis of Mann's l i t e r a r y  'work, / 
a w l  as  hie  p o l i t i c a l  anrt c r i t i c a l  etasays , i n  the  context of a p o l i t i c a l  

I ' 
/ J 



and cul tura l  h is tory  of Genaany. Only t h i s  exhaumtivenems could q l e t e -  
.. - - A,- 

l y  explain- the  trauma and catastrophe a t  every l eve l  of hmmn e G r i e n c e  

which gave impel& t o  the f i n a l  work. Of  course, euch thoroughness is ' 

imgosrrible here. y e t  rather  than concentrating on a single aspect of the 

novel I have chosen to consider a range of t h e m ,  t o  ,elaborate on several 

of them, and.abwe a l l  t o  bring i n t o  focus the  profoundly d ia lec t i ca l  re- 
b 

latioxwhips between them. A proper study, l i k e  the n w e l  i t s e l f ,  should 
- 

reveal connections between the  ra t ional  in te l l ec tua l  processes within the 
- 

b 

s t ruc ture  of the  novel and the emotional impetus of its creation', as well 

aa the  ident i f ica t ion  established within the navel between the p o l i t i c a l  - . ' 

, 

and the aesthet ic ,  the h i s to r i ca l  and the  uniquely individual.  
k! 

Such a methodology is not without dangers. In  chooeing t o  follow a 

p a e i c u l a r  image o r  dynamic from one t r ad i t iona l  "discipl inen t o  another, 

it is  d i f f i c u l t  to  do' just ice t o  each. Unavoidably I w i l l  d i s turb  sane * f  
expectations of thoroughness, o r  substant iahon,  o r  selection, i n  tl-ie 

- - - -  

treatment of an individual problem. In  a sense t h i s  i s  precisely the - 
challenge tha t  D r .  Faustus presents. The very complexity and novelty 

of its s t ruc ture  demands a c r i t i c a l  methodology t h a t  Pa a t  preeent in- 
* 

suff ic ient ly  developed. A l a t e r  chap* w i l l  discuss the  degree t o  which, 
B' 

in the themetic and 'f oxma1 ?su%ddof s t  the novel, ewerything is  l n t e r n k l y  
9 - 

connected. History, autobicgraphf, f i c  on, myth: it is  imbioseible t o  P ' *  I 
cmple te ly  es tabl i sh  the borders thouih c s + a i h y  enough 

4 
6 - detective-work has bb n directed p u r p ~ m ,  ~ ~ B a k ~ 4 e  e b 

- -  - 

I ,  

-- 

P 
deliberate  i n  h i s  obs&ing of these boundhries. He. neither expected nor 

0 

desired an easy reading of t h i s  nwel ,  .Rfter  what he had seen i n  hi.. liYe- ' 
2 

time, he undoubtedly f e l t  sat' the  .per$metsrs between the o ld  . a ' " -  

of indi;idual, soc ia l ,  i ~ e o l o g i c ~ l ;  h+storical & p o l i t i c a l  "J 

ie ;. 



This necessarily direct6 the  c r i t i c  t o  be wary of the  narrow.scope'of 

interpretat ions available through ,the usual methods 0'2 l i t e r a r y  crit icism. . . 

Mann wouldc have d r e e d  M a t  " the sundering of a s c i e n t i f i c  from a poetic 

t r u t h  is the primal mark bf an administrative mind."' ~t the mme t h e ,  

seme c r i t i c a l  m * ~ h o i i o ~ o ~ ~  ia necessary which can do_ 3ustica to _tha_=e: _ - - 

carious relat ionship established by Mann between the crea t ive  and c r i t i c a l ,  
.-b . . 

f i e lds .  Mann insis tenkly rejected what he saw a s  a , f a t a l  A separation 
A <  

. - 

between science and poetry. The encyclopedic qual i ty  of h i s  longer - .  
*,- 

navels, and the  poetic licence taken i n  h i s  c r i t i c a l  essaya, a t t e s t  to  

h i s  reject ion of the  ant i-rat ional  th rus t  pf poetic  pract ice within Gennan  

aesthet ics .  Thus b ' s  attempt to i n j e c t  rational" v a l i d i t y  i n t o  an ideo- 

ogy--or perhapa more accurately, an emotional experience--that was anta- 
B 

gonis t ic  to auch a purpose, underlines dl his work. The t o r n  of t h i s  -- 

attempt a t  reconciliation, which i n  the  end was born of an in te rna l  

s t ruggle t h a t  would not release him, moved from irony-+he I resigned aar 
\ 

r 
bivalence of non-resolution--to tragedy, when the consequences of t h i s  

non-resdlution, i n  Mann's eyes a t  any ra te ,  had ravaged a l l  of Europe. 
I 

Of course romantic ideology, i n  i t s e l f ,  was cer ta in ly  not responsible fo r  

world War 111 o= other horrors, as Mann sometimes seems. t o  have thought. 

Here, a t  l e a s t ,  a more objective ahalysis can place~Mann's treatmsnt of 
& - 

history within h i s  own ideological framework. Yet such a h i s to r i ca l  cat- 
* 

&strophe, and the  human imagination which struggles t o  comprehend and 

compensate f o r  these events, a re  indeed d i f ferent  aspects of a socia l  

t o t a l i t y  which must b e  understood i n  a l l  its aspects.- The novel i t s e l f  is - 
ansattempt t o  recreate auch a socihi t o t a l i t y ,  And it i s  t h i s r  attempt t h a t  



1 

I. The Develogment of the W r i t e r  

A. Themes i n  Mann's Early Fiction , 
\ 9 - 

A fami l iar i ty  with sane of Mann's e a r l i e r  work helps to  il luminate 

i t s e l f ,  r i t h  i ts npy h i n t s  add &incidences, m&kes no - secret of We f a c t ,  
- A -- - 

," .. 
and the addit ional  explicitness of Story o f  a ~ o v i l :  The b n e a i s  of ~ r .  

4 '  - , , 

Faustus (1949) is provided in  case anyone, missed the  point. This intro-  
I 

- - ductory review of e q l y  tendencies aria developents  is not intended ak a 
! J -' 

1 

thorough r e t r o s p e c t l k  of Mann' s 'work before b r  . Fausturn, but  w i l l  d n e  

only selected d e v e l o p n t e  +hat occured both through creat ive ac t iv i ty  a 

and through t h s  influence of p o l i t i c @  events. This is  houbly important 

(and t h i s  is-what determine8 the  se lec t ion) ,  s ince I such a review concern8 

a lso  the 'time period described i n  D r .  7 Faustua: t h a t  is, th. early p a r t  of 
- - - - - - - - 

the century, which ended o f f i c i a l l y  with ~ i k l e r  '8 ra)lhwer i.n 1933. The 

mingling of h i s t q y  and f i c t i o n  has been carr ied over i n t o  the  a c t  of 

w r i t i n g ~ i t a e l f ,  s ince  the f i c t i o n a l  time i n  w h i c  Z e i t b l o m  rrit+ Levex 2 
kuh2l.'~ biography corr&ponde precisely t o  the  ac tua l  time that  am, wrote 

the nov81; beginning on the same day i n  May, 1943.' . More substant ial  

correspondence. a m  t b  be found i n  that the a&hetic and p o l f t i c a l  ques- 

t ions raised i n  aK analyeis of the  novel itself, partf9dlarly concerning 
- --A\& . -p 

the development of Lever3nh's work i n  &ornpos~tion and his persoml i ty  as . 

Mann'e early a t t i tudes  and creat ive wdrk.' Because of th"s a t  l e a s t  a 
1 

brief 'review of these e a r l ~ e v a l o ~ t s  i n  ~ann' s work and i n  h i s  ideas is 

necessary, to show how ~ a n n  might have been Leverkulp, and i n  the end w a a "  



* b 
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nickel" and "L i t t l e  Lizzy". These s t o r i e s  share BTth the Expressionist 3 
* 1  dC 2 

-'-, Z*." 
j 
4 

\ 

xann8s e a r l i h s t  l i t e r a r y  works were shor t  .toridst they appeared i n  a 

col lect ion e n t i t 1 9  L i t t l e  H e r r  F'riedenrann i n  1898, though some, including 

the t i t l e  story,  had be en^ w i t t e n  earlier.' The col lect ion included 
I * 

ndttle Herr Friedemam", "Der Tod", "The Dilet tanten ,. "Tobiae Minder- 

movement a fascination with disease and t h e  pathological, but the tone and 
- - - 

s t y l e  are entidely d i s t i n c t  f r a a  Expressionist axtremism. The narration 

of the  s t o r i e s  remain6 quite old-fashioned, so  t h a t  an unusudd i ronic  tone 

is introduced, fore-shadowing a device t h a t  w a e  l a t e r  more consciok:  the 

"calculated and artistically mastered incongruity between the meaning of 

the s tory  to ld  and the rn- of ' tell ing it."1•‹ ~hese s te r i ea  evidence a 

kinship with cer ta in  Expressionist character is t ics ,  thd "drrknese , intro-  

spection, ,a concern w i t h  the mysterious and uncanny, massive met&hysical 

speculation, a c e r u n  gratuitous cruel ty  and a b r i l l i a n t  linear hard- - - - - - - 

ness . "I1 The cent ra l  characters a re  invariably soc ia l  outcasts ' who , 
because qf the i r  al ienat ion fran.aocia1 norms tbrough disease, disfigure- 

+% 

ment, o r  eccentr ici ty,  have developed an er-refine awaren6ss of bt\ 2' 
aes the t ic  f om. The characterization of thfkd&sonaliti.n rarely e l l -  

. - . - 
c i t s  sympathy. A r t i s t i c  leanihgs are  always suspect, coupled with disease 

7 

or wuros i s ,  a dubious replacement f o r m x i a l  warmth and acceptance. H e r r  - 

4 Priedemann's "cul at ion  of aes the t ic  refinement, which r p r h g s  d i rec t ly  

from the  i so la t ion  of the  disfigured, collapses too G i l y  -Her the- 

weight of sudden e r o t i c  obsession. The en t i r e  miicture o -his l i fe-  t 
crumbles when h i s  r e a l  "inwardn se l f  i s  touched. That 9 are not . 

connected is  assumed, anticipating a similar dichotomy within Thomas 

Warmth is lacking i n  the impl ic i t  authorial  a t t i tude  towards the 



characters as wd1. The attitude of 

thetic i rbny ,  i s  similarly recreated 

the author, one of coal 

abhorrence 

- - -  - - - - -- 

i n  Bud~e;rb-ka (1901) i n  the 
4 

the fastidious Thomas ~ud?lenbrooks feels fo r  his ,creative, 

eccentric, socially unproductive brother Christian. The influence of 

Nietzeche, whom Mann encountered early, i s  apparent 'here. 2Wt i s  viewed . 

as a dubious substitute for v i ta l i ty ,  and the perspective of the sensitive 

artist is examined without mercy. Although the subject is treated ironic- 

a l ly  another coherent &repective does not offer i t se l f  as an alternative. 

In th is  way the hidden' kinship of the author t o  his  characters reveals 
5 

i t s e l f :  ,any control over his own resources that might be available t o  the 

character, i n  o#er words the primacy of the w i l l  over social forces or 

instinctive drives, exists purely as the external, and arbitrary, control 

of form. Because of th is  the w i l l  i t self  appears to be arbitrary and, a t  .. 
the same +me, fundamentally antisocial. The author, who seems t o  be 

c 4 l e t e l y  i n  control, shows himself to  be superidr t o  the interesting 

specimen being e d n e d .  H i s  ironfc tonbomm~nicites both preoc-tion 

w i t h  disease and a distance from the diseased characters that render them 

grotesque. The impliedasuperiority of the author exists not on the basis * 

si 
of spiri tual  values, ethical principles, or a strong autonamous person- 

al i ty ,  but i s  confined to  aesthetic sphere. The authorial voice stands 

in  a relationship of the pr&wy of s k i l l  f aetidiously probing rather 

unpleasant aekcta  of repression and the unconscious in  the morbid and 

isolated character. These characters seem to be destined gaffer hyper- 

%ensitivity, perpetual disquiet, and failure - . 
Such a pattern does not recommend a quality of sympathy on the part 

of the writer. The young Mann was an aristocrat i n  his emotional as well 
\. 

as i n  his intellectual nature. His instinctive inclinations were tcrwards 

the pleasures of the aesthetic; for him this  meant subtleties of form, a 



I=--- 

- f a u l t l e r s  and qlaz& s t ruc tu re ,  the  m a s t e r y  of - technique w e 6  the most . 
-7.- 

de l i ca t e  aspects of h i e  own fee l ings .  Unendingly self-conscious, Mann 

should no t  be seen t o  be self-indulgent.  J u s t  a s  he.sought absolute  die- 
- 

c ip l ine  i n  t he  realm of a e s t h e t i c  form, he rejected f a c i l e  optimism or 
3- 

complacent ethics'. This was consis tent  w i t h  the conservative preference 

f o r  ambivalence o r  "profundi tyn  t o  t h e  aimplif i ca t ion  and sent imental i ty-  

which i n  h ie  view character ized most of t he  cont'emporary movements. The 

a r t i s t i c  mastery which i s  canmunicated i n  the  ea r ly  sho r t  stories, t o  whlch 
y' -.- 

"- &** - 
t h e  characters  'are somewhat ru th less ly  subjected,  is ironic about v&&, 

2 

and about emotional experience i n  general ,  but  is profoundly se r ious  about 

fonn. "While l i f e  su f f e r s ,  language indulges i n  almost s e l f - su f f i c i en t  - 
revels."12 The imp l i c i t  defense of the  prerogative of t h e  a r t i s t  t o  stand 

f 

as ide from qora l  judgement o r  s o c i a l  involvement is i t a e l f  the  s u b j i c t  of 

b t e r  work, D r .  Fauetus i n  p a r t i c u l a r ,  

Of course the reader i s  made aware t h a t  such f a s t i d ious  and elegant  
- - - - - - - - - - - 

a r t i s t r y  must spring f r an  sane depth of emoti$mal suffer ing:  t h a t  i s  what 

the  s t o r i e s  a re  about. The earnestness of confession, the  c l ea r ly  auto- 
C 

biographical nar ra t ion  of t h e  a r t i s t ' s  traumas, w i t h  a l l  i ts  coy h i n t s  and + 
suggestions,  may be the most humanly winning qua l i t y  i n  Mann'as tor ies .  

This confessional tone becomes more ex$licit i n  Mann's f i r s t  n w e l ,  3 

Buddenbrooks, because of i ts  conspicuous autobiographical d e t a i l ,  and of 
4 :  

course i n  the  novella Tonio K r o g e r  (1902). - 31 - - - 
-4 - *7,, 

And then, with knowledge, its torment and. its arrogance, came so l -  
i tude;  because he could no t  endure the blitzhe and innocent with 
their darkened understanding, while they in turn were €roubI& by ,- 
the  s ign on h i s  brow. But his love of t he  word kept growing LC 

sweeter and sweeter, and h i s  l w e  of form; f o r  he used t o  say (and 
had already s a i d  it i n  wri t ing)  t h a t  knowledge of t he  soul  would 
unfai l ingly make us melancholy i f  the pleasures of expression did 
not keep u s  a l e r t  and of good cheer.lj 

A t  t he  same time this melancholy earnestness is r id icu led  i n  t he  content 



i t s e l f ,  i n  -the i ronic  gone towards such preoccupation with one 's own 
- -- 

f a u l t s  and visions. For the  most part the author stands apart, merciless- 
* 

l y  exposing, observing w i t h  a smile. The very form i t s e l f  becomes a kind 

of parody; like Leverkuhn's early work, the authentici ty of expression 

makes parody of the fonn the only solution. Because of t h i s  Zeitblom w i l l  

continuously foriJive Leverkuhn's arrogant parody, because it is.proof of 

h i s  hero's genius: the  "proud expedient of a g rea t  g i f t  threatened w i t h  

s t e r i l i t y  by a combination of scepticism, in te l l ec tua l  reserve, and a 
& 

sense of the deadly extension of the kingdom of the  banalt1*.(152). 

It is implied by the  tone of Mann's early s to r i e s  t h a t  the  emotional 

drive t o  c rea te  is rea l ly  ra ther  neurotic, a,sign of weakness and se l f -  

indulgence. By diminishing the va l id i ty  of the  creat ive imagination, 

through irony o r  descriptive distance; the author Be& t o  exempt &self 

from the anticipated charge of weakness ar wer-sens i t iv i ty .  I n  t h i s  

sense the author becames camplicit i n  the patr iarchal  dismissal.of creative 

a c t i v i t y  which separated the authori tar ian s t a t e  from the a r t i s t i c  c m u n -  

i t y ,  forcing the a r t i s t i c  community i n t o  a stance of autonomous inward- 

ness.14 The cool distancing of the  author from the subject a r t i s t ' s  

fated nonconformity implici t ly  accepts the o f f i c i a l  exclusion of modern 

artists from favour t h a t  characterized Wilhelmine Gennany. This a t t i tude  

among a r t i s t s  themselves w a s  the ta rget  of ~ o b e r t  Ftusil's radica l  accusa- 

t ion  against in te l l ec tua l  conformity i n  1914, a year t h a t  was profoundly 

s igni f icant  i n  the development of G e n n a n  political a t t i tudes ,  H i 8  claim 

w a s  t h a t  such o f f i c i a l  exclusion of a r t i s t i c  ac t iv i ty  had created an urge 

t o  conformity on the p a r t  of the in te l l ec tua l  community; 

... though nothing l e s s  than w a r  could have made sudden conformity 
feasible.  And even.war could only make it feasible  because of 
the t r a i t o r  within the in te l l ec tua l s '  gates ,  the ubiquitous bel ief  
t h a t  art and i n t e l l e c t  were decadent,, the products of wer-refine- 

P 



a -- - - - 

merit and de f i c i en t  

Y 
and nec$ssary the  "cult of inwardness" which Mann treated, i n  these ear ly  

works, as the  s ign  on t he  brow, the  unavoidable mark of f a t e  of the des- 

t i ned  a r t i s t  who longs unrequitedly f o r  the  l i v i n g  s t rength  6% the  common- 

place.  b ' s  own p a t r i o t i c  propaganda during the  war was no exception t o  

t h e  pa t t e rn  m s i l ' a t t a c k e d ,  and exposed the  conservative implications of 

avowed aestheticism. M e  w h l  come $0 t h i s  i n  a discussion of Mann's 

p o l i t i c a l  wri t ings  during t h e  f i r s t  world w a r .  , 

The nsubjectn of D r .  Faustus is not  new, neither to Mann nor to the 

genre of Geman romanticism. Mann's p a r t i c u l a r  we of t h e  Faust myth t o  
%, - 

explore t he  pain of too much knowledge, br'over-refined awareness, was 
- 

inev i tab le  because of Mann's l o y a l t z  t o . t he  t r a d i t i o n s  of German l i t e r a -  
- < f y  

tu re .  It was t&tnnls way of object i fying h i s  own a l i ena t ion  i n t o  an 

archetypal phenomenon. The c r i s i s  of the  artist who has become separated 

from h i s  own s o c i a l  milieu,  and who s u f f e r s  t h e  traumas oE i so l a t ion  

simultaneously with the  in tox ica t ion  of independence from normal "humann 

considerations,  is t o  same degree the  subject  of every one of Mann'screa- 

tive works. 

The myst i f icat ion of t he  l i f e  of t he  artist wae ce r t a in ly  not  an 

uncamaon tendency. The grandiose sent imental i ty  with which the poet was - 
16 viewed was a prominent fea ture  of contemporary German cul ture .  Gay 

points to the influence of t h e  George circle, the c u l t  of Rilke, i n  
- -- - - - - -- - - - - 

-- 

general t h e . r e l i g i o s i t y  with which the  poet was "raised into-the heavens 
- 

- 

as a seer a d  a saint."17 The call t o  art was worshipped i n  la rge  port ion 
C 

as a c a l l  aw y f r a n  l i f e :  an inexpl icable  dest iny of mystic v i s ion  and 3; f 1.  - 
cul t iva ted  i s o l a t i o n @  The set t ing-apar t  of t h e  poet as a unique and 

magical f i gu re  w a s  not j u s t  a manifestation of the mre general  seeking 



- --- . - - -- 

qf supermen to admire, but  contained a strong re l ig ious  element: a passion 
\ 

- - -  6- --- -- 

f o r  mysticisni, a r e j ec t ion  of soc ie ty  and the  present ,  an in fa tua t ion  with 

dest iny,  anti-rationalism, and death. 

d 
Mann's por t raya l  of t h e  artist i n  Tonio Kroger par t i , c ipa tes  i n  the  

acceptance of c rea t ive  t a l e n t  as an inescapable des t iny ,  manifested as an 

wer- re f ined  awareness and s e n s i t i v i t y .  The notion of dest iny is beginning 

t o  appear formally i n  Mann's technique, with the  reappearance of c e r t a i n  

motifs symbolizing the  "sign on the  brow" whi-ch e e t s  apa r t  the estranged 

a r t i s t .  A t  the  same time an i r o n i c  balance pecul iar  t o  the author is 

created by the artist's humble longing f o r  the corranonplace. 

Tonio Kroger's dilemma, t h a t  "he who l i v e s  does no t  work, $hat one 

18 must die t o  l i f e  i n  order  t o  be u t t e r l y  a creator"  r e s t s  on an irrecon- 

c i l a b l e  dualism, e s s e n t i a l l y  t h a t  between s p i r i t  and l i f e ,  between a r t i s t  

and soc ie ty ,  t o  which Mann re turns  again and again. Hie formation of 

every s to ry  around a roughly equivalent dualism (as M. Hamburger has sug- 

-- 

gested,  h i s  philosophical  system was not  rigorous and h i s  categories  of 

d i c h o t d z a t i o n  a r e  not e n t i r e l y  c ~ n a i s t e n t ' ~ )  evidence a concentration 
i 

on t h a t  problem which seems almost involuntary,  s o  invar iably and repe- 

t i t i o u s l y  does t h i s  po la r iza t ion  occur. Reading 'a number of Mann's 

s t o r i e s  a t  once, consecutively, one receives & impression of pa infu l  

absorption bordering precar iously on the tedious. Yet Mann w a s  f a r  too 

conscious and de l ibe ra t e  a w r i t e r  f o r  t h i e  exh~us t iveness  t o  be a t t r i b u t -  

ab le  t o  an unconscious neurosis. Rather it expresses t he  degree t o  which 

Hann g u t  i n t o  p rac t i ce  h i s  later a r t i cu l a t ed  notion of l i t e r a r y  creat ion,  

82 0 during h i s  own h i s t o r i c a l  e r a ,  a s  a "heroic a c t i v i t y "  i n  search of truth. 
, - 

Y e t  t h e  very notion of " t ru thn  as an-object  of l i t e r a x y  a c t i v i t y  

w k  problematic. Mann was a writer schooled i n  the  notion t h a t  only 



individual  experience could be ca l l ed  t r p t h ,  who a t  t he  same time fought 

t o  condemn such narcissism within himself. Because of this .  c o n f l i c t  he 

was faced with an unusually d i f f i c u l t  s t ruggle  t o  re lease  a r t i s t i c a l l y  

( t ru th fu l ly )  a v i s ion  &f which he himself might approve. Some of t h i s  

b a t t l e  is l a t e r , r e c o r d e d - i n  t h e  account of Leverkuhn's contes t  wil$ h i s  own 

i n t e r n a l  censor. The e a r l y  l i t e r a r y  sfruggle againat "Dionyeian" e le-  
I 

mentst21 described i n  Death i n  Venice, was an i n t e r n a l  s t rugg le  between 

the saFe ob jec t iv i ty  of c l a s s i c a l  form and the sub jec t iv i ty  of a person- 
/ 

a l l t y  once immersed i n  romantic idealism. During t h e  wr i t ing  of t h i s  

s to ry ,  the  au thor ' s  d e s i r e  t o  a b s o l u t e ~ a e s t h e t i c  cont ro l  over in- 

tense emotional experience be- / integrated i n t o  t h e  subjec t  matter,  and 

i n  f a c t  changed t h e  o r i g i n a l  i n t en t ion  of t h e  story.22 Rrentually t h i s  

i n t e r n a l  s t ruggle ,  which Mann always revealed i n  h i s  s t o r i e s  with aloof 

candour, took on p o l i t i c a l  s ignif icance,  and t h e  f ami l i a r  dualism became 

a publ ic  ba t t l e .  But i n  the  ea r ly  s t o r i e s ,  t he  c o n f l i c t  t h a t  is crys ta l -  

l i z ed  i n  Death i n  Venice, i n  p a r t i c u l a r ,  was very much a process towards 

self-consciousness, i n  which the  conscious w i l l ,  i n i t i a l l y  the  w i l l  t o  

achieve impeccable, c l a s s i c a l  form i n  defiance of the  emotional q u a l i t i e s  
> 

of t he  subjec t  matter, cons is ten t ly  emerged victor ious .  The emotional 

impulses, it is implied, are weak and buspect. An individual  might be 

f u l l y  cpnscious of h i s  own impulses and dr ives  without having t o  give way 

to them, This was the  inner  voice of the patr iarchy,  exemplified by W ' s  . 
\ 

dignif ied and industr ious  f a the r  : 

How of ten  have I caught myself up, rea l iz ing  with a smile t h a t  it 
is ac tua l ly  t he  personal i ty  of my dead f a the r  which, as my s e c r e t  
example, determines my actidna and osnissions...He w a s  not  a simple 
man, not  s t rong,  but  r a the r  nervous and sens i t ive .  H e  was a s e l f -  
res t ra ined ,  successful  man, who ea r ly  achieved respect  and honor 
i n  t h i s  world, t he  world i n  which he b u i l t  his beaut i fu l  house.2j 

The unsympathetic connotations of such s e l f - r e s t r a i n t  a r e  elaborated 



i n  Buddenbrooks. Giving way to emoiions and i n s t i n c t s  i s  weak and G e r -  

ous. But the trial  of too much knowledge, t he  presence of the ever- 

watching eye, was not  so much b e t t e r ,  and i n  fact r e a l l y  an inseparable 

aspect of the  aameprobleuu. To the Romantics, and of course within the 

Expressionist  movement, i n s t i n c t  was i n f i n i t e l y  prefe rab le  t o  the  i n t e l l e c t .  

To Mann's peers  on the  r i g h t ,  t h a t  was a given. As long as 

avoid the outward implications of t h i s  perpetual  dualism, through the 

non-canmital framework of irony and the blithe'ignoring of real p o l i t i c s ,  

the c o n f l i c t  w a s  t o  remain roughly the  same. 

B. Encounters With P o l i t i c s :  Early Events and Influences 

Mann was no t  quick t o  adapt h i a  perspectives t o  the  changing p o l i t i c -  

al atmosphere; agdln, h i s  "nature" s ided with t h e  conservatives and he ' 

did  h i s  bes t  t o  ignore the f a c t s  of German war g u i l t  o r  the p o l i t i c a l  

necess i t i es  of the Republic immediately a f t e r  the w a r .  As Reed has 

pointed ou t ,  Mannls reconstruction of t he  Lichnowsky memorandum, which pro- 

vided conclusive evidence of germ any'^ provocation and respons ib i l i ty  f o r  

the  war, managed t o  accommodate the  information t o  s u i t  his own argument 

of "genuine German unpo l i t i ca l i t y ,  as ' beau t i fu l1  and 'appropriate t o  the  

24 sup rapo l i t i ca l ,  mighty e t h i c a l  moment'", H i s  a l legiance t o  Germany's 

assumed c u l t u r a l  supe r io r i t y  w a s  used by him t o  r e j e c t  any spec i f i c  f a c t s  

t h a t  might suggest se l f -c r i t i c i sm.  When he could no longer ignor i  the 

alarming p o l i t i c a l  po t en t i a l  of h ia  own c u l t u r a l  i dea l s ,  h i s  notion of 

"heroism" took on a d i f f e r e n t  guise.  H i s  perpetual b a t t l e  aga ins t  h i s  own 

emotional inc l ina t ions  then acguired an e x p l i c i t l y  p o l i t i c a l  context. Mann 

came t o  a t t r i b u t e  hie inward compulsion t o  speak about himself ( a l b e i t  

s t i l l  shrouded i n  d u a l i s t i c  irony) t o  a h i s t o r i c a l  imperative, and thua 



took on the ro le  of "representative" w r i t e r  with - a c h a r a c t e r i s t i c  - 
- - - s p i r i t :  - - - - -- ? - 4 

1 I 

thorough, scrupulously self -centred,  a t  once pompous and i 

Mann's p o l i t i c a l  conversion led him t o  c a l l  f o r  l i t e r g n h . r o i c  

a ~ t i ~ i t ~ " ~ ~  i n  support of the  Soc ia l  Democratic Repubiic, i n  1922. As it 
i 

. turned ou t ,  the  h i s t o r i c a l  conditions ca l l ed  f o r  a g r e a t  dea l  more heroism S~ P 
*.* 

than he could have an t ic ipa ted  when he i n i t i a l l y  challenged the  dragons ~f 
+$ - 

nationalism, romantic conservatism and aes the t i c ig t  s e l f  -cult ivation--all  4 
ff : -. -j 

- - f 

-of which he had once represented--in h i s  c a l l  f o r  support of t he  unstable t 

-3 
:t' 

Wehar government. , 

- 
Mann's des i r e  t o  confront t he  p o l i t i c a l  manifestations of r ight-  - 

-- * 
wing ideology necessar i ly  took the form of d i r e c t  p o l i t i c a l  speeches. He 

T--- '/ 

w a s  not s a t i s f i e d  with the' i n d i r e c t  treatment of these themes i n  h i s  f i c t i o n ,  

- w a s  a t  t h a t  s tage  unable t o  i n t eg ra t e  h i s  p o l i t i c a l  c o n c e r p  i n t o  

h i s  a r t .  
a 

' 4 
I am very much aware t h a t  s o c i a l  problems a r e  my weak poin t*  and. I 
a l s o  know t h a t  this puts  m e  t o  same -extentpat odds wi.th my art - - - 

form i t s e l f ,  the  novel, which is propi t ious  t o  t h e  examination of 
s o c i a l  problems. But the  l u r e  - I put  it fr ivolously - of indiv- . '  
i d u a l i t y  and metaphymcs simply happens t o  be ever  s o  much 
s t ronger  f o r  me.26 --. 

A t  the  same time h i s  awareness of h i s  own a r t i s t i c  l imi t a t i ons  i n  the  

s o c i a l  realm;finding t h e i r  r e f l ec t ion  i n  t h e  strengthening of the in- 

t rans igent  conservative movement around him, fed h i s  'guilty conscience s o  

t h a t  he was forced 

wise. 

Taking on the  

the beginning of a 

essay-writ ing.  By 

t o  speak o u t  more boldly than he might have done other- - 
du t i e s  of a publ ic  spokesman f o r  the  l i b e r a l  cause was 

l i fe- long dedication t o  p o l i t i c a l  speech-making and 

s t a t i n g  h i s  convictions as c l ea r ly  a s  possible  i n  these 

forms, he allawed h i s  c r ea t ive  imagination t o  take i t s  desired forms r e l a t -  

ive ly  unhampered by p o l i t i c a l  g u i l t .  H i s  attempt t o  f i nd  means t o  in tegra te  



&is o m  d i s p a r a t e  
7 

i n  h i s  polit-writing . 
Mann wrote i n  a letter: 

. . 

--- -- 

a f f i n i t i e s * ~  be seen i n  beUI h i s  f f c t i o n  and 
- 

x - - 0 

J u s t  a s  hfj was beginning work on D r .  Faustus , 
, 

Incidental ly ,  i n  l a t e  years (Goethe's) monumental ego renounced 
ind iv idua l i s t i c  imperialism t o  a la rge  , a t  least didact ic-  
a l l y ,  and professed a kind of I say 
"didact ical ly"  and s e c r e t l y  
of ten  asks m e  whether I t o o  do not merely teach it, without having 
r e a l l y  &aid a s ide  the "inward", "Germann concept of cu l ture .  But 
can I do more than profess  my views, even aga ins t  my m nature?27 

Mann's Hconversion" €0 s o c i a l  democracy i s  presented i h  contemporary 

p o l i t i c a l  l ec tu re s  as a peculiar synthesis  between the  most idea l ized  ~ e r -  

man romanticism a d  a de l ibe ra t e  and self-conscious republicanism, There 
r\ 

is l i t t l e  r e f e r e i k  t o  ac tua l  p o l i t i c a l  events o r  i q a s a t i v e s .  T& t e r r a i n  
i t  

of s t I g l e  i s  pu & l y  &I ideological  one, as though p o l i t i c a l  events had 

&'s thinkin 
J 

not themselves i n f l  enc could not be expected t o  . 
\ 

influence t h a t  of h i s  audience. Support f o r  the Social  Democratic Party 

(SPD) and its coa l i t i on  gb~er Iment  w a s  f i r s t  expressed publ ic ly  i n  1922 i n  

2 8 
a s p e e c h e n t i t l e d  "The Germanf%public". One s e e s h e r e t h e i n c o n g r u i t y  - - 

of an attempted s w t h e s i s  i n  h i s  attempt t o  defend and continue the ideas 

of an e a r l i e r  work, h i s  f i r s t  p o l i t i c a l  essay Meditations of a Non-Politi- 

c a l  Man (1918). T h i s  earlier essay had a r i s en  i n  opposition t o  the idea ls  

of r a t i ona l  +. republicanism and progressivism which had gained populari ty 

during the  l a s t  years of t h e  f i r s t  World War, and which had been p o l i t i c -  

a l l y  reinforced by the  establishment of the  Social  &mocratic governmant 

i n  1918, a f t e r  the  abdicat ion of the  Kaiser. To Mann throughout t he  war, 
- -- - 

the  values of re$ublicanism represe t he  i n f e r i o r  cu l ture  of the  West: '+ 
h i s  own p o l i t i c a l k t l e  had been t o  defend G e m n y  and its claim t o  a 

unique c u l t u r a l  mission i n  opposition to such values.  * 

Mkditations i s  a ra t iona l iza t ion  f o r  Mann's p a t r i o t i c  defense of 

Germany during the war. The arguments a r e  a l l  based on c u l t u r a l  nationalism; 



s ince  the more e x p l i c i t l y  economic ~ d _ p o L U t i ~ a l  i s sues  o f  the war did not 

'concern him, he was no t  forced t o  recant  i n  fhe face of changed circum- 

s tances  o r  new evidence aga ins t  e a r ly  myths of German defense 'against 

2 9 
m s s i a n  a t tacks .  The book was s i x  hundred pages long, took th ree  years  

t o  w r i t e ,  and was t he  - sxpress ion of a profound philosophical  crisis within  

the  author,  Its fe rven t  emotional tone reveals  the  degree of involvement - 
of t h e  author i n  the  purpose and subject mat ter  of t he  essay.  -Its gur- - - 

pose was t o  defend t h e  unique c u l t u r a l  i d e n t i t y  of Gemany; t o  romanti- 

c i ze  t he  conservative nos ta lg ia  f o r  t h e  pas t ,  and t o  re inforce  t he  

r e j ec t i on  of p o l i t i c a l  considerations on the  grounds of a super ior ,  more 

profound c u l t u r a l  i den t i t y .  It is  an in tense ly  propagandist ic and naive 

j u s t i f i c a t i o n ,  i n  Mann's own terms, of the  Emperor's complacent comment on 

the almost unanimous n a t i o n a l i s t  fervour of 1914, t h a t  he "no longer knew 

any p a r t i e s ,  only Germans". 
30 

7 

I n  f a c t  i n  1914 par ty  dif ferences  seemed i n  danger of being enveloped 

by a surge of patr iot ism.  Even the  SPD had supported German ent ry  i n t o  the  

war, i n  s p i t e  of t h e i r  r ad i ca l  i n t e r n a t i o n a l i s t  r he to r i c  of only months 

before..31 Mannts i n i t i a l  enth&.asm f o r  the German cause was not an 

unusual one, i n  t h a t  context and i n  t h a t  p a r t i c u l a r  year.  The SPD had long 

been uneasily s p l i t  between a maintenance of r ad i ca l l y  orthodox Marxist 
.". 

theory, i n  t h e i r  Par ty  congresses, and an increasingly reformist  s t r a t egy  

i n  the  context  of parliamentary act ivi ty . ,  32 Their de s i r e  f o r  p o l i t i c a l  

in tegra t ion  was apparently s t ronger  than t h e i r  adherence t o  ~ a d x  prin- 

c ip l e s  of c l a s s  s t ruggle .  The SPD had c e r t a i n  mater ia l  incent ives  f o r  ' 

t h e i r  complicity i n  t he  war e f f o r t :  the  j u s t i f i c a t i o n s  i n  t he  par ty  press  

f o r  t h e i r  negot ia t ions  with the  government showed t h e i r  d e s i r e  f o r  in-  

creased popular support ,  g r ea t e r  p o l i t i c a l  in tegra t ion  i n t o  the govern- 

ment,  a modification of the  Prussian f ranchise  system, and g rea t e r  power 



-- -- 

f o r  parliament. 33 The apparent emergency of a defensive war s i t u a t i o n  

enabled t h e  pa r ty  t o  concret ize  and benef i t  from t h e i r  reformist  t a c t i c s i  

t he  popular b e l i e f  t h a t  t he  German pos i t ion  w a e  a defensive one encouraged 

t h e  re laxdt ion of t h e i r  p o l i t i c a l  p r inc ip l e s  and t h e i r  unexpected p a t r i o t i c  

enthusiasm i n  1914. 

The support of t he  SPD, i n  s p i t e  of t h e i r  previous commitment t o  an t i -  

imperialism, ant i -mil i tar ism,  and p r o l e t a r i a t  in ternat ional ism , is s i g n i f i -  

cant  Because of the eventual  formation of the  Republican goverxment i n  

1918 by t h e  
B 

a f t e r  1916, 

s i g n i f i c a n t  

sec t ions  of 

majori ty of t h e  pa r ty ,  a f t e r  some had l e f t  i n  d i s s a t i s f a c t i o n ,  

over t h e  pa r ty ' s  f a i l u r e  t o  oppose t he  war. But 1914 was 

i n  a more general  sense,  revealing the  ex ten t  t o  which diverse 

German soc ie ty  which had t r a d i t i o n a l l y  been composed of 

\ 
leaped a t  the opportunity f o r  in tegra t ion  i n t o  t he  nat ional  

3 4 
s p i r i t  of conf onnity and patr iot ism.  

- - - -  

We German Soc ia l  Democrats have learned t o  consider ourselves i n  9 
t h i s  war as p a r t ,  and t r u l y  not the 'worst  p a r t ,  of the  German 
nation. We do not want t o  be robbed again b y p y o n e ,  from the  
r i g h t  o r  t h e  l e f t ,  of t h i s  f ee l i ng  of belonging t o  the German 
people.. .We have given up t h i s  inner  res i s tance ,  which f o r  decades 
dominated us ,  consciously o r  unconsciously, aga ins t  t he  German idea 
of the  s t a t e  because we could no longer h0hest .1~-maintain it . .  

35 

I n  f a c t  there  were few exceptions t o  the  widespread fervour with which .. 3 
artists, i n t e l l e c t u a l s  and various p o l i t i c a l  tendencies forgot  t h e i r  non- 

confomfsm and supported the  German s i d e  i n  the  w a r ,  The enthusiasm with , 

which Gemans embraced each o ther  may have been b r i e f ,  but  it touched a l -  

most everyone. This contributed t o  a systematic i dea l i za t i on  of the  "wil l  
I 

of the  people", which j u s t i f i e d  t he  opportunism of t he  SPD, f o r  example, 

and whicM,served t o  obscure the  ac tua l  impe r i a l i s t  and expansioniet  incen- 

t i v e s  of t he  s t a t e .  
- \ 

Mann re turns  t o  t h i s  movement through the  words of Zeitblom, t he  



- - -- - -- -- -- 

narrator of D r .  FaUStus. Zeitblom, l i k e  so many o the r s ,  recalls being 
,- 

% 

overwhelmed b y ' t h e  enthusiasm, the awareness of "destiny",  the prospect of 

a "break-'through" (3Olk of Germany to world power. 

I would by no me red in t h e  popular exa l t -  P 

- a t i o n  which I ju , though i,ts more extrava- 
gan t  e b u l l i t i o n s  e. My conscience, speaking.  
general ly ,  was a "mobilization" f o r  war, 

5 
however s t e r n  'ms t alwayk have some thing i 
about it l i k e  an unlicenced holiday; however unreservedly one's J a 

'duty,  it seems a 3 i t t l e  l i k e  playing t ruan t ,  l i k e  running away, 3 
L 

l i k e  yielding t o  unbridled i n s t i n c t .  (299) .: + 

B 
A 

The evasive verbosi ty  ofiZeitblom's reco l lec t ion  is not uncharac te r i s t i c  of $ 
3 - 

Zeitblom's tone in.moments of ambivalence; bu t  t h e  tone may have had 
& 

, 

another cause. I f  Mann himself f e l t  s imi l a r  reservat ions  a t  the  time, he 

kept them a c ldse ly  guarded sec re t .  H i s  defense of ~ermany ' s  w a r  aims was 

considerably more in t rans igen t  than Zeitblom'a, who r e c o l l e c t s  with t h e  

surpr i s ing ly  a r t i c u l a t e  perception t h a t  occasionally en t e r s  h i s  nar ra t ion  

t h a t  

of course t h e  sword-waving o f , t h a t  fundamentally unsoldier ly  play- 
ac to r ,  made f o r  anything bu t  war, who s a t  on t he  imperia l  throne 
was pa infu l  t o  the  man of cu l tu re ;  moreover h i s  a t t i t u d e  t o  t he  3 
th ings  of the mind was t h a t  of a retarded mentali ty.  But h i s  in- 
fluence on them had exhausted i t s e l f  i n  empty ges tures  of regulat ion.  
Culture had been free, she had stodd a t  a respectable  height ;  and 
though she had long been used t o  a complete absence of r e l a t i ons  
with t h e  governing power, her  younger represen ta t ives  might see i n  . 
a g r e a t  na t iona l  war, such a s  now broke ou t ,  a means of achieving 
a form of l i f e  i n  which s t a t e  and cu l tu re  might become oile. I n  
t h i s  we displayed t h e  preoccupation with s e l f  which is pecul ia r  t o  
us: our naive egoism f inds  i t  unimportant, yes ,  takes it e n t i r e l y  - 5 

f o r  granted,  t h a t  f o r  t he  sake of our development (and we a r e  always 
developing) the  rest of t he  world, f u r t h e r  on than ourselves - -- - anMd - 

not a t  a l l  possessed by t h e  dynamic of catastrophe,  must shed i ts  
blood, " (300) I --- 

I 

This was prec i se ly  t he  pos i t i on  t h a t  Mann had argued i n  Meditations, and 

i n  his e a r l i e r  essay "Frederick the  Great of Prussia".  The Frederick essay 

i s  an "aggressive defence of G e n n a n  Kultur and Gezman conduct"36 follow- - 
ing the German invasion of Belgium i n  1914. This conservative polemic, 



c i t e d  HaM's more progressive bro ther  Heinrich to  oespdnd, under t h e  guise , 

of an ?say on >Zola, with an a t t ack  agdlut &nnvs r e a c t i o k y  idealism. 

Heinrich's  accusations,  c l ea r ly  d i rec ted  spec i f i ca l ly  towards h i s  bro&er, 

were q u i t e  accurate:  t h a t  "German thinking went t o  t h e  very l i m i t s  of 

pure reason and i n t o  t he  nothingness beyond, y e t  l e f t  t he  s o c i a l  realm t o  

be ru led  by crude paver.. . . " As Heinrich ' s essay graph j c a l l y  gointed out,_ 
f : 

"The r e a l  world had only a walking-on part i n  t h e i r  dramas. " 37 

Sqme of t h e  aggressive conservatism and "naive egoism" of .Mann1s 

due t o  Mann's defensive response t o  Heinrich's  a t tack.  I f  ' 

kjam then had reservat ions  such as Zeitblam expresses, he wae not about to  

admit t o  them. No doubt he, l i k e  h i s  l a t e r  spokesman, indulged i n  
Q 

"great  pleasure t o  the  super ior  indiyidual ,  j u s t  once - and where should 

one f ind  this once, i f  not  here  and now? - t o  lose  himself a l together  i y  
5 

f - - -- - 

7' t he  general" (30 ) . O f  course Mann d id  not merely lose  himself ,  did- not  _ _ 

merely p a r t i c i p  t e  with beating h e a r t  and qu ie t  p rofessor ia l  misgivings, 

but  l e n t  considerable e f f o r t  and i n t e  ec tua l  r a t i ~ ~ ~ a l i z a t i o n  to the  /LZ 5- 7 w 
cause of nat ional  chauvinism. The k d i t a t i o m ,  which rejects whgleheart- * 

edly the  "Z iv i l i s a t i ons l i t e r a t "  values of rationalism, materiaiism, and 
b 

optimism (those values espoused by Heinrich's  essay on Zola) found a : 

sympathetic audience among the  consemative i n t e l l i g e n t s i a .  The vul- 

garized dualism between the  higher realm of Kultur and the i n f e r i o r  realm - 
- - -- -- 

,*38-- - - of "human a f f a i r s ,  sordid with p r a c t i c a l  matters and compromises was 

exemplary of t h e  reactionary idealism of the  es tabl ished mandarin c l a s s  

of academics and i n t e l l e c t u a l s  . 
The power and influence of t h i s  c i r c l e  is evidenced by Mann's por t raya l  

of Zeitblom's confused outrage and vulnerab i l i ty  t o  t h e i r  ideas.  The 

dominant themes and a t t i t u d e s  of t h i s  c u l t u r a l  milieu a r e  t o  be reproduced 

1 



w i t h  r e l e n t l e s s  d e t a i l  i n  the  i n t e l l e c t u a l  discussions'throuqhout D r .  
--- -- 

- 

Faustus. These,take place i n i t i a l l y  among the  theology s tudents  a t  Halle, - 
where ' ~ v s r k u h n  i s  a s tudent ,  and l a t e r  among the Kridviss discussion c i r c l e  

i n  Munich. Zeitblora f i nds  himself unprepared f o r  the ~ r i s i s  of bourgeois 

humanism with which he f inds  himself confronted. This does not  prevent ) ,  

- 
him from regular ly  attendirig the discussion evenings. & i s  role as nar ra tor  

is t o  prbsent and describe t h i s  milieu, aga ins t  which his moral and some- 
' 

I 

what equivocating humanism can f i n d  no defenses. Lukacs has apGy des- 

cr ibed the  importance of these f i c t i o n a l  conversations i n a r e c r e a t i n g  "the 

noat important trends i n  Gexman pre-fascis t  thinking and...the ideology 
/ 

39 
-1-' 

which prepared faacism itself": 

A ~ L  the  themes of l a t e r  reac t ion  a r e  sounded here: t h e  arrogant 
r e j ec t ion  of economic'-solutions to s o c i a l  problems ae "shallow", 
touching only the  surface of human existence; the  equally arrogant 
repudiation of a l l  questions and answers based on reason and the  
unders tanding i the a p r i o r i  a c c e p t a n c e ~ f  the  " i r r a t i ona l "  a s  some- 
thing higher,  m o r e  fundamental, beyond reason and understanding1 
about a l l ,  the  f e t i s h  of the  Volk with a l l  its (then st i l l  uncon- - - - -  - 

scious) aggr,essfvely chauvinis t ic  implicat ians ,  which s t i l l - took  
the  "purely i n t e l l e c t u a l "  form of t he  na tura l  supe r io r i t y  of the  
Germanic t o  both East  and,West, the  "purely i n t e l l e c t u a l "  be l ie f  i n  
Germany's mission a s  world saviour. 

40 

No more a r t i c u l a t e  presentat ion of t h i s  a t t i t u d e  could have been hoped 

f o r  than t h a t  formuLated i n  Meditations. Later t he  conservative in t e l l ec -  

t u a l s  who welcaned the essay, adamant i n  t h e i r  contempt f o r  the  shallow 

sphere of m a t e r i a l i s t  p o l i t i c s ,  would welcome the  Nazi regime a s  an end 

t o  the  pe t ty  bickering of parliamentary p o l i t i c s ,  The conservative 

aes the tes  then welcaned fascism & t he  in tmduct ion  of t h e i r  c u l t u r a l  val-  

ues into polit icd act ien.  

The f a i l u r e  t o  d i s t inguish  between art and 'po l i t i c s  i n  any but 
ae s the t i c  t e r m  l e d  i n  Germany b much more thap a f a c i l e  a r i s to -  
c r a t i c  scorn f o r  democracy; it led  men of cu l ture  who were ena- 
moured of "profundity" t o  welcome the apparent int roduct ion of 
c u l t u r a l  va lues , in to  p o l i t i c s .  They had feared f o r  the  l i f e  of 
cu l ture  within the  all-too-r'ationally ordered Republic. The s t a t e  

4 
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which succeeded f t  was alfegebfy order&- as--,,clA..ICum-- -:- 
hea l th  and community, a spontaneity f r e e  f r o m  " , i n t e l l e c t n ,  a 

ristic nati'onal expression; it l ed  t o  unheard-of b r u t a l i t y  
and -a% r e  ession.  The "profound" c u l t u r a l  ideas  coursing i n  Gerxiany 
s ince  t h e  t u rn  of t h e  century made e v i l  p o l i t i c s .  As Mann l a t e r  
s a i d  of Nietzsche's i r ra t ional iSm,  t he  worst f o m o f  popular izat ion 
of an i dea  i s  its r e a l i ~ a t i o n . ~ ~  

Of course t h i s  depends i n  p a r t  on t h e  i n i t i a l  idea i t s e l f ;  Mann's per- 

pe tua l  de s i r e  t o  a t t r i b u t e  p o l i t i c a l  events t 6  ideo log ica l  causal  fo rces  

may f i n d  root i n  t h i s  d i s i l lus iopnent .  By the  time Mann's o r ig ina l  philo- 

sophy had found p o l i t i c a l  r ea l i za t i on ,  he had come t o  r e a l i z e ,  unlike h i s  

/ ,42  1916 supporters,  t h a t  "every i n t e l l e c t u a l  a t t i t u d e  i s  l a t e n t l y  p o l i t i c a l .  

The tension of t h i s  forced r ea l i za t i on ,  which t o  h i s  c r e d i t  came t o  him 

before t h e  Nazi regime ac tua l ly  took control  of t he  s t a t e ,  c ry s t a l l i z ed  

h i s  na t ive  hab i tua l  dualikm between i n s t i n c t i v e  sympathies and thought pro- 

cesses i n t o  an outward p o l i t i c a l  commitment t o  democracy. To some ex ten t  

t h e  process of wr i t ing  Meditations was a kind of exqrcism; it enabled him 

t o  t u r n  h i s  major c r ea t i ve  work of the- same per iod,  The-Magic Mountain, - - 

i n t o  a "refined o r  naive g u e r i l l a  war aga ins t  death"43 i n  which Settem- 

b r i n i ' s  voice,  t h a t  of t he  l i b e r a l  humanist, can,be heard i n  Hans Castorp's 

resolve t h a t  death' s h a l l  hold no dominion over h i s  thoughts. 

Other contemporary influences were t o  appear i n  The Maqic Mountain, 

ind ica t ing  perhaps the  ea r ly ,  experimental appearance of h i s t o r i c a l  events 

and f igures  i n  f i c t i o n a l  fohn. 14ann's se l f -c r i t i c i sm i n  t he  p o l i t i c a l  

sphere da tes  from a s i g n i f i c a n t  p o l i t i c a l  event i n  Weimar's h i s to ry :  the  

murder of Walter Rathenau, i n  June 1922. 
44 

Rathenau was an i n d u s t r i a l i s t  

who had administerea t h e  Kaiser ' s  w a r  economy through the  War Raw Material 

Department during World War I and had continued t o  work under t he  SPD 

government a f t e r  t h e  w a r .  45 According t o  A.  Pachter , Rathenau ac tua l ly  

believed i n  ne i ther  t h e  monatchist nor t h e  s o c i a l  democratic form of 

government, but  as a mystic and ea r ly  technocrat  "confided t o  h i s  d ia ry  



Pachter conjectures t h a t  Naghta, the fasc i s t -n ih i l i s t  of The W i c  Mountain, 

represents traits of R a t h d u  arr w e l l  as traits of the  more accegted 

aource, George ~ u k a c s . ~ '  Pachter o f fe r s  no supporting evidence f o r  thi. 
L 

conjecture; a t  any r a t e ,  under the  SPD administration Rathenau waa first 

Minister of Reconatruetion and later Foreign Minister i n  Wirth!s coal i t ion 

government, which waa formed i n  1921. Rathexmu's signing of the  Treaty of 
i 

Rapallo, and h i s  support f o r  the attempted fulf i l lment  of the Allied repa- 

rat ions conditions, waa intended t o  demonstrate i t a  i n p b s i b i l i t y ;  there 

taeemed t o  be no other way to lighten the The r ightwing nov-nt 

was not accustomed t o  thinking i n  terms of c o l q p d a e s  and expediency, 
J 

hwever,  but i n  tenns of uncomgrdahg  morality and patriotiam. Thie 

treachery t o  -the nat ional i s t  cause, added t o  the f a c t  t h a t  Rathenau was a 
- ... 

Jew, led  t o  h i s  ansassination soon thereafter .  He w a 8  murdered by a group 

cal led Organisation Conaul, led - by - a - part icipant  i n  the Kapp Putsch of 
- -- -- - - -  - 

1920. 49 Such assassinations , it should be added, were becanlng an almost - 

camonplace event: between 1919 and 1922 there were 376 p o l i t i c a l  murders 
7 

i n  ~ e n n a n y ,  356 a t t r ibuted  t o  right-wing extsemista. "The consequences 
/ 

are  notorious, but they d e s e r ~ e  emphasisx...Right-wing extmmista...found 

the courts sympathetic: of the 354 murder6 caamitted by them, only one was 

rigorou8ly punished, and not even t h a t  by the death p s n a l ~ . " 5 1  m e  con- 

duct of the judiciary during the  Republic has become infantout among his- 

tor ians;  l i k e  t h e  rest of the  c i v i l  service, t h e i r  roots i n  the upper 

classes and t h e i r  loyal ty t o  the old Elupire did not prevent ~ e p u b l i m  

reliance on t h e i r  services,  but it did contribute t o  continuous adminis- 

. t r a t i v e  sabotage.52 The inordinate willingness of the Social -crate t o  

acemodate themselves t o  the r igh t  did not find a corresponding s e n t b e n t  



within the r ight .  - 
- -- - - - - - -- - -- 

The murder of Rathenau, one a&ng a se r i e s  of p o l i t i c a l  aasasminationa 
i 

which took place within a shor t  period, contributed t o  panic and agi ta t ion  

among the supporters of the republic. 53 1ts e f fec t  on ~.nn, too, was 

par t icular ly  forceful.  Mann'e reaction t o  the Kapp Putsch had been am- 

bivalent. S t i l l  a f inn  supporter of the conservative cause, h i s  concern 

wae the possible damage to conearvatism byothe rash cnmrestkaation of sup- 

port among the people. 54 The idea of a conservative coup, i n  i t s e l f ,  does ' 

not seem to have disturbed him. A t  t h i s  time, h i s  cul tura l  nationalism 

and anti-Western sentintents remained unshaken, even a f t e r  the German de- 

f e a t  i n  the  w a r ,  the p w f  of German war guilt, &e humiliation and dis- 

integrat ion of the old government, the  founding of the new Soci'al Democratic 

Republic. But the assassination of Rathenau, l e s s  than two years after 

t h e  formation of the new goverment, s t ruck Mann with an en t i r e ly  differ-  

ent  force, and perhaps catalyzed a new outlook on the s i tuat ion.  

Rathenau's death was a grea t  h o c k  f o r  me too. What benighted 
minds these barbarian6 have: O r  a r e  they misguided idea l i s t s?  I 
am gradually coming t o  see the danger8 of h is tory ,  the  way it 
obscures the uniqueness of a s i tua t ion  by f a l s e  analogies and leads 
a certain kind of youth astray i n t o  mad acts .  The d is tor t ion  of 
the German countenance causes me acute sufferinq. I am thinking of 
turning a Birthday a r t i c l e  on Gerhart Hauptmann i n t o  a ,kind of mani- 
fes to  i n  which I appeal t o  the conscience of the  young people whome 
ear  I hmp. I am not going back on the B e t r a ~ h t u ~ e n ,  and I am the  
last t o  demand t h a t  yo* people mhould be enthusiast ic  about things 
l i k e  democracy and socialism which t h e i r  inner developnent has l e f t  
f a r  behind. But I have already on a previous occasion cal led mech- 
anical  reaction sentimental coueenesa, and the new 'humanity may 
perhaps a f t e r  a l l  f lour ish  no worse on the basis of democracy than 
on t h a t  of the old Germany. It is a11 a matter of rkyiiw aiid 

- 

rebellinq a t  words. As i f  "the Republic" were not s t i l l  the 'GerOan 
~ e i c h ,  which is i n  f a c t  today placei? Cn a l l  our hands t o  a much 
grea ter  extent than it wae when historical forces which had generated 
i n t o  banal thea t r i ca l i ty  throned over it - and t h a t  precisely i s  
democracy. j5 b 

This planned speech on Hauptmann waa t o  take the form of "The German 

~ e p u b l i c " ,  the speech which f i rmt placed ~ n n " p u b 1 i c l y  on the aide of the 
5 c*. - 



Weimar democratic republic. Heinrich's accusation, t h a t  "the world had 
- - - - - - - - 

only a walk-on partw, could de8,cribe t h i s  paper too. The stubborn con- 

servative nationalism and chauvinism of the war-time arrsay han been re- 

placed by a pe&ogical tone of progremiviem, oddly reinforced i n  argument 

by a similar allegiance t o  the cul tura l  ideale of 19th century cul tura l  

romanticism. Thia combination, i n  f a c t ,  is not unlike Zeitbloa'a per- 

spective on cul ture and the r ight  i n  D r .  Fawtue, and suffers  froaa many 

of the same cbntradictions. In  "The German Republic" the  cambination of 

progresaivi~lm and rcuaanticim lea& b a kind of tangled organicism which 

beara l i t t l e  resemblance t o  the material considerations of the  typica l  

German aocial democrat. The peduliar " l i t e ra ry  bouquet made up of Novalis 

and Walt Whitman. ..yith a l l  but .the o f fe r  of the inheritance of the  Romantic 
0 

~ o v e m e n t ~ ~ ~  is indicat ive of more earneet good w i l l  than ideological co; 

herence, marking the  degree t o  which socia l  conscience and aesthet ic  

passion have been brought together i n  uneasy al l iance.  

(c . Social Structure,  Authority 'and Idealism : German Romanticism and 

the Volkish Movement + 

Mann's attempt to establ ish himself a s  a spokeeman f o r  the values of 

the Enliahtelment suffered from the d isadvantgthatyno such perspectives 
I 

had developed i n  German thought. Thus h i s  version of l i b e r a l  humanism was 

necessarily b u i l t  upon shaky metaphysical foundations. The sophistication 

of the G e n n a n  bourgeoisie i n  philoeoQhy and ar€ was not matched by a 

correrponding level  i n  prognasive p$itical thought. The l h t e  development 

of the  G e n n a n  bourgeoisia an economic and p o l i t i c a l  clans i a  a famil iar  

feature of Geman history.57 Marm'a p o l i t i c a l  camrnitment t o  republicanism 

and t o  l i b e r a l  democracy waa r e l a t i v e l k l a t e ,  not only i n  h i s  l i fet ime but 
? - 

more signiPicantly i n  r e l a t ion  t o  the contemporary in te l l ec tua l  and socia l  
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trends of the German middle class. It w a g  s a i d  of h i ~  t h a t  ha_C915dllSLteb -- - -- 

"one of the most b r i l l i a n t  rearguard actions of Enlightenment against 

barbaric creduli t ies .  "58 

Until  the 1860's Mnuany had lagged behind other indumtr ia l i ad  

countries of weatern Europe i n  indus t r i a l  and economic growth. The la te-  

ness and rapidi ty of indus t r i a l  development was due i n  p a r t  to  the strong - . z -  
landed aristocracy and f eudal-militaris t ic nobil i ty  whose p , e y  'discouraged 

- 

the  growth of e c o n ~ c  divereif icat ion,  democratic ins t i tu t ions ,  o r  l ibe rh l  

p o l i t i c a l  thought. The period preceding Wilhelm's ascendancy t o  the throne, 
\ 

i n  '1888, was a period of rapid and unprecedented growth. After i ts begin- 

ning i n  the 1860'8, except f o r  one period of depression after 1873, t h i s  

development was rapid, increasingly centralized, and t o  many Germane 

s e t t l e d  i n t o  the a t a t i c  and t r ad i t iona l  milieu of Prussian conservatism, 

profoundly threatening. 

While the growth of soc ia l  forma of production, and the development 

of an indus t r i a l  c lass  of owners, brought about sane soc ia l  changea, a 

large portion of the middle c lass  was not immediately affected by these - 
changes. The paternalism and authoritarianism of the  German soc ia l  

s t ruc ture  extended i n t o  every aspect of German socia l  relationships,  and 

wae not eas i ly  broken. The s t a t e  administration was noted f o r  i ts  exten- 

s ive  and r i g i d  efficiency, and maintained its exclusive bureaucratic 

hegemony even under the  l a t e r  R ~ ~ u b l i c . ~ ~  The army raa a pornrful organ 

of a r i s toc ra t i c  ru le  dominated by feudal-mil~%ariatic character is t ics .  

I t  was responsible t o  the  monarchy ra ths r  than t o  the; c i v i l  service and 
- 

thu8 the  ties between nobil i ty ,  monarchy and the  mi l i ta ry  were i n s e p a r  I 

I 
I 

The belief shared by administrative and mili tary o f f i c i a l s  i n  a I 
I 

kind of secular "divine right" of leadership helped t o  maintain a r ig id ly  
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hierarchical  s t ruc ture  which permeated the  socia l  l ive8 of its members and 

-- - - - - 

created, among the nob%lity, a highly claarr-consciaw-iZiS=ratic l i f e  

8tyle.  The values of aristocratic militaribm had an e f f e c t  on the mush- ! 

moping induatrfal rul ing class, which integrated i t s e l f  with the Prwsian  

8ocial.models rather  than developing a mare l i b e r a l  o r  democratic s tructure 

such as waa fought f o r  by the  Br i t i sh  o r  French bourgeoisie i n  the 19th 
+ 

century. 

The development of a powerful work-' mdement beginning i n  the 

1860 ' s gained a strong organizational footing with the founding of ' the SPD 

i n  1875. In  essence the  party was a reformist soc ia l  democratic mov-nt 

w i t h  a radical ly orthodox party program and a remarkably llllmilitant party 

bureaucracy. I n  other  words, the  militance of the  party program warn not 

materially evident i n  t h e i r  practice: "Marxism w a s  only a m e w  to 

separate ideologically t h e i r  own movement f ran  the  middle claaa. ,,61 

emphasis on parliamentary control of the state, achievable through elect-  

ions,  necessarily ignored the grea t  economic forces t h a t  could oppose the -- 

prograPnae of any p o l i t i c a l  movement, even one holding a majority i n  the 

government. The actual  s t rategy of the  party,  i n  s p i t e  of its theoretimt;l. 

radicalism, w a s  one of co-operation with the adminiatration with the 

exist ing state. Therefore it was pot d i f f i c u l t  f o r  a p o l i t i c a l l y  naive 
w 

\ 

a l i k e  Mann hecame, to s u p p h  tha refonuimi SPD gmer-nt with 

no famifiar i ty or  allegiance t o  Marxiat theory. Thie wa6 t rue  of many of 

the  party 's  members am well. The fa i lu re  t o  educate people within the 
-- 

Social lkmocratic Party did nothing t o  redrear the  p o l i t i c a l  inexperiences 

of the manrrea of the Geman people, who were " to ta l ly  lacking i n  prac t ica l  

experience of managing t h e i r  awn a f f a i r s  i n  a reepomible manner. "62 

I n  1918 the party was organizationally strong enaugh t o  gain large 
J 

sectors  of the working c lass  vote, and t o  fake control of the  newly 



declared republic, without having gained a s trategy - f o r  s o o i a l i m  - -  i n  Ger- % 
- - -- 3 

many, an act ive mi l i tant  body of workers ready t o  aasme control of produc- 

t ion ,  or  an autonomous i n t e l l e c t u a l  baais i n  radica l  theory with which to 

confront the new s i tua t ion .  There war l i t t l e  radica l  theory 8;sveloped 

within the  SPD, par t icular ly  a f t e r  19141 in te l lec tua l# ,  f o r  the  moat p a r t ,  

did not l i k e  the SPD, which waa dominated by#a  trade unionist  outlook, and 
J 

they were not welcane within i ts  ranks. For these reaeons, there  was no 
d 

.: 
develoapent of Marxist theory of the  in te l l ec tua l ly  rophisticated cal ibre - 

t h a t  might have a t t rac ted  l ibe ra la  such as Mann was i n  the early 20's; and a 
i - 

he could 'dress hi8 soc ia l  democratic sympathiu with rhetoric  .nd ideology - 

t h a t  would have found l i t t l e  understanding within the ranks of the  party 

i t s e l f .  

The in te l l igen t s i a  had gained its own peculiar e ta tus  during the l a a t  

pa r t  of the century. ~ e c a u s e  of the  re la t ive  poverty of the  middle c lass ,  

the academic establishment wan p r O d d ~ n t l y  ~ponsored by the monarchy, - 

s ~ t k e s  more indi rec t ly  thkough s t a t e  i n ~ t i t u t i o n a . ~ ~  Their soc ia l  

s ta tus  derived from extensive education and fran an e l i t i e t  cul t ivat ion of 

the notion of s p i r i t u a l  nobili ty.  Gay haa noted the  extent t o  which poets 

and writers were roruhipped and met apart.64 The of in te l -  
I 

lectualism w a s  nurtured both when the a c a d d c  establishment was formally 

i 

sponsored by the monarchy and l a t e r  when many in te l l ec tua l s  became dieraf- 

f i l i a t e d  fram the s t a t e .  Paradoxically, the ideology of the established 
- 

in%ellectuals  was i d e a l i s t  and i n  f a c t  ant i- intel lectual .  T h i s  group, 
- 

which Ringer has termed the " n m d d a r i ~ u " ~ ~  because o: the patronage of the 

monarchy, developed a rystem of complex in te l l ec tua l  just i f icat ion8 to 

defend the  authori tar ian power of the  s t a t e .  I t  is relevant to r e c a l l  
i 

Heinrich's charge against h i s  brother, i n  thin context, t h a t  "German .f =; 



- --- 

thinking went to the  very limits of pure reason and i n t o  the  nof&&&8e 
+ beyond, yet l e f t  the socia l  realm to be ruled by crude pomrr." 

In te l l ec tua l  rat ional izat ion of the  roc ia l  r e a l i t y  which had pro- 

duced t h e i r  world view w a s  not always conscious of its function i n  relat ion 

t o  t h a t  soc ia l  context. Becauee the material relationahips of the  19th 

century German t o  the  socia l  and p o l i t i c a l  world were no rtrenuounly for- 
*. 

malized, and ro removed from immediate p a l i t i c a l  dynamite, they tended t o  

look outside of these relationahips f o r  a higher "meaning" to t h e i r  exis- 

tence, and t o  g lo r i fy  idealiam and ant i laater ial ism. From this evolved 

the par t icular  ideology of romantic cul tura l  nationalism, dercribed by 

Lukacs aa "pre-fascist  thinking", which l a t e r  gave rise to the Volkish 

movement. Bui l t  upon a d ie t inc t ly  ant i-rat ional ,  an t i - in te l lec tua l  aystem 

of thought, the national cul tura l  ideals  involved a nostalgia f o r  pre- 

indus t r i a l  soc ia l  unity,  a romanticized viaion of the  V O U  and its rela- - 
tionehip with nature, and a pervasive idealism t h a t  arrogantly mjeqted 

the poss ib i l i ty  of h i s to r i ca l  or  material  rolutione, but sought wish- 

fulf i l lment  i n  the m&aphysical sphere, and i n  the  past.66 A. an ideology 

4 
it atood opposed t o  himtorical progresa, indus t r ia l  modernization, and 

ra t ional  thought, preferring mystic vision or  primitive energy. From t h i s  

perspective, human "temperamentn is naturally controlled by v i t a l  ins t inc t s ,  

mysteriously manifested a s  the w i l l ,  which can only be hanned by the im- 

position of logical  thought. For this unfortunate suppression, the 

positivium and materialism of modern c iv i l iza t ion  i m  responsible. The 

peasant is  the archetypal hero of th ia  nostalgiar6' a romantic relation- 

ship with nature, a simple sense of jur t ice ,  and a fascination w i t h  

primitive animal force separated the image o the Volk from the weak, ar id  2 - 
image of the indus t r i a l i s t ,  the socia l  democrat, o r  the Jew. Po l i t i ca l ly  



3 
t h i s  a t t i tude  manifested a h i t r ed  fo r  i n d w t r i a i i Z a € ~ o n , ~ ~ a c y ,  anit - 

pp 4 
4 

any in te l l ec tua l  conf l i c t ,  with a nostal igic  preference f o r  the r p i r i t u a l  
, 

/ 

superiori ty of a primitive and undivided rel igious Volk led by a charir- 

matic leader. P o l i t i c a l  ac t iv i ty  was seen t o  be sordid and pet ty,  b a n d  , 

on mean economic intereeta.  A diedainful a t t i tude  towards the democratic 

transfoxmation of socia l  i ~ t i t u t f o ~  waa coneietent with t h i s  ideological 

foundation. Individual e x p r i m  (of arr incommunicable, undescribable 3 
2 

type) was more valuable, more poe c and profound, the l e s s  it wae rub- 

jec t  t o  the banal influence of modern society. . 

D. Middle Years: The e om antic ~ s p u b l i c a n  

By now Mann's own emotional a f f i n i t y  with t h i a  t r ad i t ion  should be 

clear .  An essay several pars a f t e r  "The German Republic", cal led "Freud'a 

Position i n  the Hitatory of Modern ~ h o u g h t " ~ '  of fers  some in=igh+s i n t o  the 

extraordinary contradictions i n  Phnn'ta position, The essay was presented 

original ly a t  a lecture t o  the mnmbere of the Democratic Students' Club 

i n  Munich, i n  1929 .69 By t h i s  t h e  Mann's advocation of support f o r  the 
a 

republic would have been well known. It was an "encouraging evening" 70 

f o r  Mann, which i e  indicat ive of the support f o r  q a r a t i v e l y  l i b e r a l  

ideas t h a t  he might expect froan auch an audience. But it is  t o  be sus- 

pected t h a t  the essay waa intended f o r  a wider audience. I t , i s  t o  right- 

wing c i rc les  such a s  Zeitblam describe6 i n  D r .  Faustua, l i k e  the "Kridwiss 

Circle", t h a t  Mann might have attempted t o  d i rec t  such a message. It is 

i n  the context o f a t h a t  milieu t h a t  the purpoee of the eeaay requires 
a 

explanation. 3 

The argument contained i n  "Freud's PositionH is,  briefly, ,  t h a t  the 

widespread fascination w i t h  the ins t inc t ive ,  primitive, greLrationa1 

qualities t h a t  had characterized German romanticism i n  the 19th century 
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t e n t i a l l y  "progressive" one becaure it e-aed the dhisllovr-- - - - + 
1 
2 

ness of r a t i o m u a t  materialism. Mann fo lhws  f i e  -rsanbmthrof#€---  - r 

primitive i n  rel igion i n  the cul ture i n  some depth, attempting t o  argue 

t h a t  its function was a "hmanizingn onet71, jus t  as Schopenhauer's meta- 

physics were a necessary corrective t o  Christian dogma. Nietzsche's i d e a b  

on the i n t e h a v i n g  of reaction and progress are  quoted as instructkve8 3 
f 

on "the involved, double-faced and questionable nature of in te l l ec tua l  pr 
- 5 

processes .1172 ~ a n n  postulates t h a t  Freud belongs t o  the t r ad i t ion  of - 

romanticism, because of h i s  re turn  t o  the study of the ins t inc t ive  and ' 

subconsciaus (what Schopenhauer ca l led  the " w i l l " )  ; a t  the same time t h i s  
i 

preoccupation'with dark ins t inc t s  is a necessary stage i n  the search fo r  
- 

"a free and genuine unity of existence, secured by conscious posaession, 

(and) the  cul ture of men developed t o  complete self-conscioueness. "73 

Mannfs argument asser ts  t h a t  the preoccupation with the ins t inc t ive  and . + 
I 

the primitive i n  f ac t  accords with progressive t radi t ion;  Freud i a  both ? 
I 
t 

reactionary, i n  h i s  emphasis on "the night s ide  of nature and the s o u l a s  . 
th; actually life-conditioning and lif e-giving element n74 and revolutionary, . 
i n  leading backwards t o  these forces i n  order t o  move forward. In other 

e 

words, Freud waa a romantic revolutionary i n  reviving the in te l l ec tua l  

his tory of e a r l i e r  ant i- intel lectual i im i n  order to  "condition the 

t o  face the  future. For Mann, it is i n  no contradiction with romanticism 

therefore t o  put these cul tura l  idea ls  t o  the service of revoluGion. 

Such a purpose, i n  the realm of moral intentions, is of course ad- 
@ 

mirable. The accuracy of t h i s  portrayal of Freud's science ie a question 

tha t  mves outaide the boundary of t h i s  review. But the complexity and 

subtlety of tho&ht requirad by th i8  p l e a a n t  re-definition of romanticim, 

and i ts  p o t e n t i k  relationship t o  revolution, i n  i t s e l f '  reveals an 
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ternion. The speech c l ea r ly  documents an inward battle. It i r  
- - - - -  - - - -  - - - - - - 

t h a t  reference t o  external sources - elrther t o  Freud's work 

t o  re levant  p o l i t i c a l  considerations - i s  never d i r ec t .  It is  
i 

ideas  t h a t  a r e  r e a l l y  t h e  subjec t  of t h e  argument. Mann'a 
s, 

t he  essay i s  to  couple German romanticism with the French revo- 

argue t h a t  romanticism was i n  i t 8  nature progressive.  Thue he 

approves Freud's attempt, as he describes it, to  rescue the  f ami l i a r  c u l t  

of the  unconscious and pr imit ive instincts from the possessive grasp of , 
react ionary ideology, placing it i n  the forward march of s c i e n t i f i c  research. 

Mann is  unable to  releaee himself from h i s  attac&nt t o  the resounding 

words of the  past2 h i e  worda l i n g e r  eymaathetically ovar the "clinging 

t o  ideas  of preservat ion and r e s to ra t ion ,  t he  piourr and del*rate, melan- 
'=k 

choly and def ian t  f i xa t ion  with the paa t ,  t he  eympathy with death"76 t h a t  

impelled the  reactionary.  c u l t s  "back i n t o  the night ,  the  sacred pr imit ive,  

the  fore-known, t he  l i fe-bear ing)  backward8 i n t o  the ramantical, prehia- 

t o r i c a l  rotherw~mb."~' I n  t he  attempt t o  legi t imate  these feudal ly  

inspired aentimente i n  the face of the  r ea l i za t ion  t h a t  "the p o l i t i c a l  is 

l a t e n t  i n  every i n t e l l e c t u a l  Mann is  canpelled t o  accede 

r a the r  generously t o  t he  ant i - inte l lectual ism of t he  -tic movement a 

I c r i t i q u e  of the aaghiatry of t h e  Enlightenment. I n  t h i r  way, Mann imposes 

a c r i t i c a l  l e g i t h a t i o n  on h i s  own emotional a f f i n i t i e s  t h a t  place6 the 

"ra t iona ln  pos i t ion  t h a t  he i r  proporing under euagicion. By then creat-  
L 

ing an argument acceding to both sibs, hia own g o d t i m  emerges umiicathed. - 

, e Again the  argument i a  not  i n  the r e a h  of p o l i t i c e ,  one would 

ord inar i ly  define t h a t  eghere, but i n  a world of r a the r  cosmically con- 

ceived c u l t u r a l  idea ls .  Mann'e in ten t ion  waa to  maintain h i s  ctffinity 
b 

with those idea l s ,  t o  explore them crea t ive ly  and a t  the  8ame time to  draw 



them i n t o  

ment. I n  

the service of nprogress" i n  the nams of in te l l ec tua l  enlighten- 
- - -- -- -- 

t h i s  attempt, he sought to justify his own impulaelr by recrui t ing 

them, by atanding abcnre them and naming them as progrers-with a .  d i f ferent  

voice. T h b  required eome complex in te l l ec tua l  juggling. 

I have laid it upon myself, not W n s t r u c t e d  i n  the  in te l l ec tua l  
cormglicatedneea of a l l  l i f e ,  t o  use with g rea t  caution the term 
"maction" and "progress" 79 

The tone of pa t r ia rchal  complacency with which the resoluttion is  proposed 
-- 

i s  suspect; again one s u r p e c b  t h a t  moral resolve and emotional a f f i n i t y  

are  not ent i re ly  a t  peace. The defiant  completxity arrrrrrmee and demands an 

audibnce eager I& think through paradox and contradiction, wil l ing t o  

a r r ive  a t  a posi t ion of progressiva optimiam which ye t  "con8erver" a roman- 

t i c  intensity which had been i n  i t s e l f  fundamentally antagonistic t o  such 

Exte-1 circumstance8 alone might have been a s t r o x e n o u g h  force 

t o  discourage moat from trying to e f fec t  such a reconcil iat ion between 
-- - - 

arman romanticimn, gi& ii& conbmporary visage i n  the 

19201e, and the actual ins t i tu t ions  of the aocial  democratic~goverrrment. 

Mann's only h o p  f o r  influencing h i s  audience, which included the reaction- 

ary in te l l igen t s i a ,  waa t o  create  a "representative" popition f o r  himeelf 
f 

t h a t  would r i s e  abwe auch ideological disputes. I n  t h i s  ear ly  period, , 

the l a t e  20ts ,  he was still  attempting t o  in tegra te  h i s  uwn romantic love 

a f f a i r  with "the night s ide  of nature and the soul a s  the actually l i f e -  

conditioning and life-giving elameuxtn with the political direction thak ' 

he had taken. Because of t h i e ,  h i s  own notion of "heroimn was substan- 

t i a l l y  d i f ferent  from the "unprecedented intensi ty of feeling, unheard-of 
/ 

-pur i ty  - of convict$onn80 t h a t  waa aspired to by both the l e f t  and the r ight  

of the Expressionists and other mvements. Singleness of mind did not 
9 

correspond t o  Mann's notion of heroism; he preferred ra ther  the  individual- 



- i a t i c  notion of an authenticity, recognizing c o n t r a d i c t i o ~  i n  every exper- 
- -- - - - --- 

ience. For t h i a  reason i f  f o r  nd other,  he could n w e r  have parMcipated 
'L 

i n  e i t h e r  the Expressionist or the more expl ic i t ly  right-wing Volkirh 

movement. 

Gay haa dercribed tha "hunger for  wholenessn which characterized the 

artistic canruunity during the  Weimar petriod."- But this hunger waa pop- 

u lar ly  interpreted aa a search f o r  the mysteries of the soul,  leaving 
- --- r - -  -- ---- 

problems of t h e  mind untouched. P o l i t i c s  were not p a r t  of thg "humane 
. - 

sphere" i n  the popular view, although Mann had j u s t  decided t h a t  they 
/ 

werer the procese of di4ssa.l 'was made easier by pol i t fca2  developen-- 
f 

4 

themaelvea, which did not appear on the surface t o  be par t icular ly  rational.  

Elsmbers of the a r t i s t i c  ccnnmunity were, on the whole, nonpolitical. Cql -  
-r 

t u r a l  movements sought ways of creating unity, generally based on notions 

of metaphysical dignity,  the soul of the  people, arid o f t en  race. While 

many tendencies within the a r t i s t i c  camPaunity eaught means f o r  breaking 
- - - 

- - -- - - ---- 

d m  the enormous gulf between b e  e i s t  and the  people, what they were 
> 

seeking (and-zaeflscting) waa not a p o l i ~ c r l l y  democratic mociety w i t h i s  

which t o  c k t e  but a surge of energy, a rebi r th ,  a regeneration of a 

society made decadent by defetf and the petty squabbles of the  s o d a 1  

democrats who had abandoned even t h e i r  revolutionary rhetoric.  Sp i r i tua l  

unity: the vision w a s  not of p o l i t i c a l  democracy but of a "breakthrough .. 
from convention t o  nature. "83 On the whole t h i s  ~ a a r c h  f o r  "wholeness" w a s  

t o  recognize (or merely t o  recognize, as do marabera of thelcrkchrfse ekrcle 
- 

with murmurs of delight) haw this search sprung from a reactionary concept 

of l i f e ,  one which strove t o  a ~ l y z e  socia l   disorder^ from a s p i r i t u a l  

o r  sometimes paychological perspective ra ther  than a ra t ional  p o l i t i c a l  

one. It was eas ie r  t o  blame the ant i - in te l lec tua l ,  caupromisinq, p l u r a l i s t  



- 
'and non-@piritual - that, ia,  unprincipled - nature of t h e  eocial  democrats 

- - -- - -- --- 

' t 

than t o  analyze the  p o l i t i c a l  contradiction8 of the s i tua t ion  and t o  seek 

p o l i t i c a l  solution. Given t h i s  c r i t ique  of rsactionary spir i tual ism, which 

Mann would haye shared, it is relevant t o  c o y r  the  savagery with which 

Mann attacka movements such as these, the responsibility img'ued by the 

c r i t ique  of the  ltridwiss Circle  a s  a reactionary cu l tu ra l  movement indi- 

cates  t h a t  Mann, too, maintained a wilwl ramanticism i n  analyzi~bg even 
T - -  

l a t e r  p o l i t i c a l  developmsata i n  tews of cul tura l  content. But f o r  them, 
-? 

p o l i t i c a l  proq-w o r  self-*tarmibation was not even an issue. For ~ a n n  , 4 

it was. 
"I, 

I n  such an atmosphere Mann was forced t o  re-evaluate h i s  early at t rac-  

t ion  t o  Nietzsche and Schopenhauer, and h i s  d i c h o t d z a t i o n  between a r t i s t  . 

. --*, 
9 and bourgeois. The reject ion of t h i s  mode of thought waa d i f f i c u l t  fo r  

.Sa 
him, since he was schooled i n  the  t r ad i t ion  of Nietzsche and Wagner, and 

h i s  reject ion of t h i s  tradLtion involved continual confession on his part. 
- - -  - -  

The continual examination of the alienated a r t i s t  kept hiq own wbt ional  

experience of r ~ a a n t i c  inwardness a t  the centre of the confl ict .  Hia early - - I 

artist characters, l i k e  H a n n o  Buddenbrooka, cannot "act" because they are 

k? ' 

submissive, pessimistic, self-centred and oversensitive; t h i s  was i n  f a c t  

ref lec t ive  of the g ~ r a l  posi t ion of disil lusioned in te l l ec tua l s  a s  Mann 

% 
obserrred them. But of course there  was more than a detached, "objective" 

+ 
cr i t ique  involved i n  Mann'e continual a r t icula t ion  of the  decadent phase 

rmrdmss" enahled him t o  use this dichotomy between spirit and li_f_e t o  

explore fo r  himself the  process i n  which both the alienated artist and the  

middle-clasa conformist became impficated i n  the charge against fascism. 
rq 

Like the bewildered soc ia l  democrats who trusted the ensconced judicial  



adminiatration more than t h e i r  own democratic- leanin91, the arguments of . 
the r igh t  are formally dismissed, but never lose the  deeply rooted power 

t h a t  they hold. The dispute i s  still over cul tura l  ideals .  
I 

E . Dr. Fauatus : ~utobiography as, Redemption 

The evolution of Mann's f i c t i o n  reveals a continuin&truggle between 

the aafe objec&vity of c l a s s ica l  form and the subjective t ru th  of a person- - 

a l i t y  once immersed i n  extreme romantic idealism. Eventually t h i s  in ternal  

struggle,  which Mann always revealed i n  h i s  s to r i e s  with aloof candour, 

took i n  p o l i t i c a l  significance, and the famil iar  dualism became a p o l i t i -  

c a l  ba t t le .  Unwilling t o  re jec t  e i the r  of the inner voices,  Mann i n i t i a l l y  

bonded them together. I n  f i c t i o n ,  t h i s  resulted i n  irony. I n  cr i t ic ism, 

the resu l t  was a somewhat dubious integration of opposing ideas. In 

Faustus, they are each f u l l y  ar t iculated.  

Inevitably there w a s  some degree, of mistrust f o r  e i t h e r  of the polar , 

figures: the  progressive, ra t ional ,  optLnistic l i b e r a l  who had shunned o r  

censored the profundity of poet ic  experience, and the i n s t i n c t i v e ,  i r rat ion-  

a l  romantic who sought explosive mystic experience a t  any cost.  In  3. 

Faustua the mistrust f inds vindication i n  t h e i r  f a s c i s t  variat ions:  both 

the  artist and the bourgeois are implicated by the author's notion of 

p o l i t i c a l  g u i l t .  This i s  ref lected i n  the proce8s through which the 

p o l i t i c a l  and moral conseqyences of Leverkuhn's art becane c lear  t o  Zeit- 

blom. This process i s  the "subjectn of the  novel; the author's perspective 

stands d i s t i n c t  from both characters i n  recognizing the polJtical culpa- 

b i l i t y  qf the i r  t u t a l  dedication t o  art. Zeitblom s t a t e s  a t  once a t  the 

beginning of the novel t h a t  h i s  primary opposition t o  the Nazis stems from 

h i s  f ea r  t h a t  they w i l l  in ter fere  with the performance of Leverkuhn's work. 
C 



-- 

3 6 

1 - - - - -- - - -- - 

The aspects of p o l i t i c a l  oppression and human suffering are coneidered only 

po l i t e ly i  a t  a distanqe, f ran  Zei tb lm's  perspective and from Leverkuhn's 

not a t  all. 

Leverkuhn's del ight  i n  the joy8 of aesthet ic  cons t ruc t iv im,  h i s  

ant i socia l  and amoral disregard f o r  the socia l  dynamics surrounding h i s  , 

4 

esoter ic  explorations and eelf-cultivation, hie  superst i t ion about numbera 

and about theology, h i s  outrageous snobbery and elitism towards others ,  h i s  

love fo r  mueic; h i s  inward dualism causing parody and f e a r  of a r t i s t i c  

s t e r i l i t y :  Hann's own personality i s  revealed i n  countless ways and it i e  

hard not t o  be overwhelmed'by the  cool deliberation with which Mann acrut i& 

- 1 
i zes  and dissects  h i s  own faul ta  through the projection of the "representa- 

t ive"  German a r t i s t .  This ident i f ica t ion  creates  a tone of painful ambiva- 

lence ("so I d ie  a s  a good and a s  a bad Christiann) which, a s  i n  e a r l i e r  

essays, i s  never thoroughly transcended. The conclusion of the novel is 
-- - 

therefore metaphysical: i ts  optimism suggests a h in t  of salvation because 

i r h a s  been shown wrong not t o  believe t h a t  6uch salvation is  poaeible. 

~ann di f fe r s  fr& uverkuhn i n  his real izat ion t h a t  t h e  cul tura l  and 

p o l i t i c a l  crisis would not leave the so l i t a ry  artist untouched. D r .  Fauetus 

demonstrates this i n  two wayer i n  the m l i t i c a l  culpabi l i t iea  of i ts char- 

ac ters ,  par t icular ly  Leverkuhn and Zeitblom; and a l so  i n  the  attempts to  

deal a r t i s t i c a l l y  with the challenge raised by t h i s  rea l iza t ion  t o  the 

t r ad i t iona l  art form, the 19th century bourgeois novel. Thgi is deal t  

with f i c t iona l ly  within the novel (as well as being embodied i n  its struc- 

ture)  i n  the metaphor between Leverkuhn's music and Mann'l own writing. 

This relationebip w i l l  be examined i n  a diecussion of Iaverkuhn's work, 

par t icular ly  the "Lamentation .of D r .  Fausturn, which i e  an obvioua b fe rence  

t o - t h e  creation of the novel D r .  Faustus i b e l f .  
\ 



In Story of a Naval, Mann Wrote that  the =@or 07 ElslTI, Mi f i e  

dialogue with the devil, would have been inconceivable without the psycho- 

log$cal experience of Gemtapo cell-.84 What the exact natun of his 

experience was - Zeitblom only occasionally reada the newspaper and lives, 

, 
as did Mann, removed from events -- could be questioned. What i s  obviolllr 

il the pro~es8 of dieilluionment and guil t  that is recordyd, the realiza- 

tion that the privilege of the a r t i s t  and the gestapo cellars were somewhere 

connected. The attempt t o  txace that connoetion produced a confuaed but , 

authentic and montrmental attempt on Mannts part to  expose, t o  compensate 

for, and to  convince others againat hie early dkttachment. 
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Mann's intent ion i n  writing D r .  Faurtue wa$ t o  Write "nothing leas 
I 

than a novel of my .raw.' Even* of the  war md hi. om ex i l e  led him t o  

focua on depicting soc ia l  context more than he had i n  pkevious f ic t ion .  

H i s  concern with socia l  se t t ing  d i f ferent ia tes  D r .  Faucrtw frog much other 

post-war l i te ra ture .*  i n  f a c t  the portrayal of soc ia l  t o t a l i t y  i n  s time 

of grea t  h i s to r i ca l  complexity p & i ~ e s  problem f o r  the  novelis t  tha* 

m a n y  of Mann's contemparariem were unable t o  confront. Mann had lef t ,Ger-  
- -- 

many i n  1933 an& throughout the w a r  resided i n  the United States.  H i s  

distance frcm the immediacy of war-time Gemany may have presented him 

with same l imitat ions,  but  it enabled him t o  attempt a la rger  h i s to r i ca l  
I 

account of those events, a caaing t o  terms with the h i s to r i ca l  factore t h a t  

had caused them within a hermetic relationship of t o t a l i t y ,  ra ther  than 

limiting h i s  portrayal  t o  documentation, confession o r  anguish. 

A. Zeitblom as Narrator 

Mann's t radi t ional  d a t - b o u r g e o i s  opposition, which has fonaed the  

basic tension of a l l  h i s  work, i s  adapted t o  these changed h i s to r i ca l  con- 

di t ions m o s t  exp l i c i t ly  i n  D r .  Faustus. Thie process of adaptation vindi- 

cates Mann'a ambivalence toward e i t h e r  polar f igure by endowing both 

characters with charac ter i s t ics  of f a s c i s t  mentality. Zeitblom, the 

narrator of Dr .  Fawtus,  a6sumes the i ronic  ro le  of camaenting on the social  --- -- --- - 

and cul tura l  milieu of the  p e t i t  bourgeois within Geneany 'while s t i l l  

mbjec t  t o  i t o  historically generated psychology. 813 

Zeitblan reveals h i s  role  as  colmnentator on h i s to r i ca l  c r i s i s  i n  a 

number of ways. Most obvious i a  h i s  continuous cal l ing to  the at tent ion 

of the reader h i s  own in te l l ec tua l  inadequacy. H i s  t imidity i n  the  face 



of h i s  task threatens to confound h i m  firom the first8 €he first sentence 
P 

of the' book spreads i t s e l f  "over a whole gage without reaching its goal... 

The u n t r w l a t a b l e  sentence does i n  f a c t  collapse i n  the middle, and the 

embarrassed author makes a fresh start with I beg t o  begin again. n4  

Zeitblomts fumbling attempts t o  excuse the inadequate portrayal i n  h i s  

biography a r e  humble and pedantic a t  once, though t h e i r  sometimes humoroua 

cas t  can serve t o  l ighten the ponderous, gloomy subject  matter of the novel. 

In  f ac t  it i s  precisely where the events 03 description i n  the novel are 

the most frightening and s igni f icant  t h a t  Zeitblom can bring a smile t o  

the reader through h i s  absurd pontification. 

It w i l l  perhaps be granted t h a t  a man labouring t o  d iges t  such m- 
e l t i e e  as these might lose twelve pounds' weight. Certainly I should 
not have l o s t  them i f  I had not taken seriously my experiences 
a t  the Kridwiss sessions, but had stood firm i n  the  conviction t h a t  
these gentlemen were talking nonsense...But I muet repeat t h a t  I 
should hake been s o  endleesly grateful ,  and perhaps should have l o s t  
only six pounds instead of twelve, if they themselves had been more 
alarmed w e r  t h e i r  findings o r  had opposed t o  them a l i t t l e  e th ica l  4 

criticism. . (371) - 

Z&tblants apologetic in ter jec t ions  appear often i n  sections of the 

novel where h i s to r i ca l  events, events of the w a S ,  overwhelm him, allowing 

Mann t o  remind us a t  appropriate moments t h a t  the biography of Leverkuhn 
, - 

i s  of utmost p o l i t i c a l  and h i s to r i ca l  significance. We are t o  see beyond 

Zeitblan's . conscientious ingenuousneas when he c a l l s  a t tent ion  to  the 

earthshattering events, the shaking walls,  the dilemma of the  p a t r i o t i c  
I 
9 

German; he may not be prepared t o  draw close the threads of connection t o  
2 

5 

the subject close t o  h i s  heart ,  but we m w t .  Zei tb lm's  apologetic in ter -  ? 

A 

locvtione should warn us t o  be wary of his a b i l i t i e s  as  a biographer and i 

soc ia l  camnentator - and also as a music c r i t i c .  Mann i s  not an author 

who i s  incline6 t o  comic re l i e f  f o r  i ts  own sake, and he does not need such 

an exaggeratedly ph i l i s t ine  narrator  t o  point out t o  us the roc ia l  context i 

. , 



df the events he describes. Zeitblom displays th= moral equivocation of 
- - - - - -- - - - 

hero-worship and the ph i l i s t ine  in te l lec tua l iza t ion  of the  German a d d l e  

classt  the most e th ica l  and conscientiouely hwnanist character of the 

novel, he i s  yet  an impotent opponent of Nazism, no l e s s  than is Leverkuhn. 

But Mia  is not due t o  bad f a i t h  on Zeitblom's p a r t i  h i s  wsakne~a i n  con- 

fronting the e w e  of f a s c i e t  ideology is  not a t t r ibutable  t o  an amoral or  

equivocating personality (af ter  a l l ,  he resigna f r o m  h i s  teaching pos t ) .  

H i s  modest but conscientious humanism contrasts ahazply with the se l f -  

indulgent aestheticism of the socia l  milieu he describes, though of course 

not. eharply enough, and it is t h i s  aspect of h i s  narration, the moral, thdt 

has tended t o  occupy the a t tent ion  of Mann's c r i t i c s .  Since h i s  voice is 

the one which brings t o  the reader the  s tory of Leverkuhn's corruption, 

h i s  perspective is not d i f f i c u l t  t o  in te rp re t  aa a weak but posi t ively 

moral one. This establ ishes h ie  ident i ty  with Mann as a tegresentative of 

an e th ica l  humanist value system. But h i s  f a i lu res ,  t y J . s e r v e  the con- 

f e s s i . 0 ~ 1  aspects of the novel t h a t  Mann referu to.  

Zeitblom's narration is expressive of ce r t a in  ideological l imi ta t ions ,~  

o r  l imitat ions i n  perception, which are h i s to r i ca l ly  drawn f m  a par t ly  

autobiographical portrayal of the humanist i n te l l ec tua l  i n  Germany i n  the 

1920's. The system of thought which Zeitblom expoees contributes t o  the 

theme and s t ruc ture  of the novel. Zeitblom's moral equivocation is  insep- 

4 
arable from what has been tenned h i s  "phil iat ine in te l lec tua l iza t ionn , 
which characterizes Zeitblan'a thinking both i n  pe t ty  p r o b l w  of nar- 

ra t ive  s t y l e  and with regard to  major socia l  and p o l i t i c a l  issues which it 

is  h i s  responsibi l i ty  t o  present. While h i s  awareness of these issues i s  

indispensable t o  the presentation of the s tory,  h i s  inab i l i ty ,  o r  unwilling- 

ness, t o  connect the various soc ia l  and ideological aspects of fascism i n  



Gezmany War I1 determines h i s  presentat ion of these.  "In 
4 

---- - -- 

making t h i s  p h i l i s t i n e  t h e  mediato,r of the  soc i a l  r e a l i t y  leading up t o  
/ . _I 

Nazism, Mann created a schoolmaster within t h a t  r e a l i t y  whose understanding 

of pJaziem i n  many ways r e f l e c t s  h i s  s o c i a l  circumstances. Z e i t b l a m  .shows 

us t h e  mentali ty of the threatened Mittelstand i n  t h e  pre-Nazi period."' . 
- 

Zeitblcnn's pedantry takes farm most obviously with h i s  absorption with 

pe t ty  d e t a i l ,  se lec ted  and t ranscr ibed with apparent randomness; we know 

betqer ,  but  it is Mann's shrewdness which connects the  d e t a i l s ,  not  Z e i t -  

i - - 
blaa 's .  Think f o r  example of Zeitblm's apparent inganuousnees i n  describ- 

ing the  "almond-ghaped eyes" of E-relda, -and then of.  ite el burg (399) . 
8 

. ~ e i t b l o m '  s references t o  H i t l e r  a r e  invar iably cautious and euphemistic. 

While it is  t o  h i s '  c r e d i t  t h a t  he i n t e r j e c t s  these references,  he confuses 

events of immense h i s t o r i c a l  s ignif icance with minor personal considerations;  

these h a b i t s  of thinking a re  made e x p l i c i t  i n  moments when Zeifiblom wishes 
f 

t o  c a l l  a t ten t ion  t o  t h e  h i s t o r i c a l  trauma, which he does a t  the  same mo- 

ment t h a t  he t r i v i a l i z e s  it i n  drawing a t t en t ion  t o  h i s  own moral superior- 
d 

i t y  o r  his own de l i ca t e  condition. 

I say a l l ' t h i s  t o  remind the  reader of the  h i s t o r i c a l  conditions 
under which I am s e t t i n g  down Leverkuhn's biography, and t o  point  
ou t  how the  exci ted s t a t e  bound up with my subject  constantly assi- 
milates  i t s e l f  t o  t h a t  produced by the  sha t te r ing  events of the  
time. I do not speak of d i s t r ac t ion ;  f o r  - a t  least s o  it seeras t o  
me - ,events  have not  ac tua l ly  the power of d i s t r ac t ing  m e  fraan my 
task.  Even so,  and desp i te  my personal secur i ty ,  I say t h a t  t h e  
times are not  p rec ise ly  favourable t o  the  steady pursuance of work 
such a s  t h i s .  And, moreover, j u s t  during the Munich disorders  and 
executions, I go t  an influenza with fevers  and c h i l l s ,  which f o r  t en  
days confined me t o  my bed and necessar i ly  affected f o r  same- t h e  the 
physical  and mental powers of a man now 60 years old.  (173) 

J 

The panpous gravi ty  of the  speaker, i r on ica l ly  portrayed i n  the  verbosity 

of h i s  phrases,  seems t o  indidcriminately bestow import t o  every concern. 

One has t o  look beyond h i s  explanations t o  judge independently the  situation 
B 

being described, s ince the tone i n s i s t s  on viewing with equal seriousness 



- 
/ 

\ - - - -  

- 

any number & &Laparate trauma. Tkesa ara pLiwe+ &kx4Aw~memki-o&* - 

"Munich disorders" as a landmark f o r  influenza, within a hierarchy of sig- 

nificance relat ing more t o  proximity t o  the speaker than t o  any objective 

c r i t e r i a .  One is unfortunately reminded of the s l i g h t l y  petulant  but  

to lerant  observation of Zeitblom'q-M9when Leverkuhn responds i ronica l ly  " to 

the raptures of my hurnanistic+spclln i n  admiration of an I t a l i a n  sunset: 
3 

"Art is ts  pay l i t t l e  heed t o  t h e i r  surroundings s o  long lu these bear no - - 

di rec t  re la t ion  t o  t h e i r  own f i e l d  of work; they see i n  them no more than 

an indifferent  frame, e i the r  more o r  l e s s  favourable t o  productionl (214) .  

Zeitblom t r e a t s  the events of the w a r ,  par t icular ly before 1945 when dis- 

coveries about genocide be'came public,  a6 events equal i n  importance to  

h i s  own concerns: "For my hand trembles i n  any case, on account of my 

subject;  it cannot much matter t o  me t h a t  it trembles a i l i t t l e  more due t o  

, t e r r o r  from witheut" (173). Of utmost importance and i n t e r e s t  t o  Zeitblom 

is Leverkuhn's biography: h i s  l i f e ,  - and - h i s  - - work. - - -  

Zeitblom's d i s l ike  fo r  fascism i s  consistent with t h i s  preoccupation. 

H e  abhors it because it is primitive and crude. H i s  objection t o  the 

dictatorship is based chief ly on i t s  th rea t  t o  scholarly and artistic pur- 
I 

s u i t s ,  and speci f ica l ly  involves h i s  personal loyalty both t o  t r ad i t iona l  

cul tura l  monuments and t o  Leverkuhn's own work. 

I w i l l  not lose myselt fur ther  i n  these speculations, t o  my mind 
a s  i d l e  a s  they are agi tat ing (Zeitblau speaks here of the  inter-  
weaving of time units aa he writes.) I w i l l  only add t h a t  the word 
"hiatoric" f i t s  with a f a r  more si_nistsr -emphasis ths kima-in-which 
than about which, I write.. . leipzig, which played so s igni f icant  a 
part i n  Leverkuhn's developnent and tragedy, h e  l a t e l y  Men struck 
with might and main; i ts famourn publiehing quarter is ,  I hear, a 
heap of rubble, with knmeasurable destruction of educational and 
l i t e r a r y  property: a very heavy loss  not only f o r  us Gennans but i 

altogether f o r  the world which makes culture its concern, but 
which, i n  blindness o r  i n  even-handedness, I w i l l  not venture t o  
say which, appears to  pocket up the loss. (252) % 

The serious i n c o n g r u i t i e s ~ ~ s  position &e not apparent to Zeitblan: 
I 



- -  

47 

Me h i s to r i ca l ly  "sinis t*rn qua l i t i e s  of Leverkuhn's music; Leverkuhn's - 

"terr i fying ingenuity" (486) o r  i ts  h i s to r i ca l ly  inspired si<nificancei the  
' 

impossibili ty of cherishing both Me foundations of t r ad i t iona l  bourgeois 

cul ture anq Leverkuhnts work a t  once. It i s  no wonder t h a t  Zeitblan finds 
\ ' 

"agi ta t ingn\ the  prospect of speculating on Leverkuhnts t i m e  a s  h i s t o r i c  i n  
\ 

i t s e l f .  
I 
\ - - - - - -- LL 

"Even zeitblom, who t h a ~ ~ ~ i ~  come t o  power, has not  es- 

caped t h e i r  ing i l t r a t ion  H i s  passivi ty i s  as  much in te l lec-  

t u a l  myopia as  i t& moral i n  origin. H e  simply is incapable af obsenrisg 

what is going on around him within an i n t e l l i g i b l e  framework of socia l  
I 

t o t a l i t y ,  one which connects the p o l i t i c a l  with the  psychological, o r  the . 
general with the par t icular ;  one which attaches morals t o  genius or  h-is- 

f 

tory t o  inspiration. It is t h i s  division of h i s  imagination i n t o  t igh t ly  
% 

1 

separated spheres which prevents Zeitblom from responding adequately t o  
- - - - - -  - - - - - - - - 

the stimuli so painful t o  h i s  sens ib i l i t i e s .  Zeitblam can sa fe ly  worship 

demonic a r t ,  and yet  rightbously re jec t  the demonic i n  the world. The 

hypocritical naivete which underlines such mental division is thus ex- 
- 

posed and mocked by Mkrn with a l l  the force t h a t  irony can muster. 

zeitblom's suscept ib i l i ty  t o  f a s c i s t  in te l l ec tua l  tendencies i a ~  an 

essent ia l  aspect of the novel, not only within i t s e l f ,  as  a p o l i t i c a l  

t ique of b & g e o i s  humanism o r  of cul tura l  snobbery, not only i n  i ts 

imgo*ance as n a r r ~ k i u n  -kL#in &e-nov+But-epec&f kdkly-in 

Mann ' s i m p l i c i t  c r i t ic i sm of Z d t h b m '  a ralationship ta Levsrkuh- -work, - - 

the "subject" of the novel and certainly the  issue most problematic t o  the 

auth$r himself. There are thus dangers in associating Mann too closely w i t h  

Z t t b l o n t s  visioxi, of t reat ing Z e i t b l c m  as  an uncohscious o r  siraple-minded 

spolcesman for  Mann ' s own perspective on Leverkthn ' s work. This misconception 
i 



has generated fundamental errors about t he  "meaning" of the  navel both i n  Q . 
+ -- - - - - - -- -- 

its a e e k t i c  and i ts  p o l i t i c a l  in ten t ions .  
' > 

Zeitblom is  a stublmrn adherent t o  c u l t u r a l  t r a d i t i o n ,  no&ithstanaing 

t h e  evidence o r  experien=e of  its s t a t e  of c r i s i s .  Perhaps he has more t o  

l o s e  i n  t he  recognition of a crisis i n  bourgeois cu l ture :  h i s  i den t i f i ca -  
/5 

t i o n  of himself a s  one with p a r t i c u l a r  a r t i s t i c  j e n t  , and as a m e m b e r  

of an a r t i s t i c  "circlen, i s  precious t o  him and c e n t r a l  t o  h i s  valuat ion of 

- - 
-elf. But h i s  c u l t u r a l  s t a t u s  i s  earned, not innate.  It is more a 

matter of h i s  ideo logica l  values and s o c i a l  s t a t u s  than of c rea t ive  urges. 
f 

He i s  not  qufck t o  m e  i n  h i s  c u l t u r a l  sympathies beyond o l d  supposit ions,  

?o ld  i n s t i t u t i o n s .  The landmarks of f ami l i a r  cu l tu re ,  f o r  Z e i t b l a u ,  map 

4. 

h i s  world f o r  him; t h e  s o c i a l  world & cul ture  and t h i s  determines h i s  

place i n  it. I n  t h i s  pa r t i cu l a r  sense h i s  adulation of Leverkuhn's work 

is an anmoly,  a departure from h i s  own moral and aes the t i c  sense,  and thus 

more of a submission of h i s  own sense of s e l f  t o  t he  c u l t  of genius. Z e i t -  

blom's fundamental (and frequent ly  sentimentS1) attachment tt, t h e  legacy 

of romantic t r a d i t i o n s  i s  otherwise inextinguishable.  This is voiced ex- 

p l i c i t l y  throughout the  nar ra t ion  ( i t  i s  not  accidental  that he i s  a 

teacher  of c l a s s i c a l ) ,  and exemplified repeatedly. Late i n  the novel, f o r  

example, h i s  eloquently l o y a l i s t  defence of King Ludwig's madness, intended 
Tt 

as a defence of t he  r o m a n t i c  experience of " f r a n t i c  extravagance" i n  oppo- 
- 

s i t i o n  to  both psychoanalysis and p o l i t i c a l  common sense,  meets with unex- 

pected res i s tance  from Schwerdtfeger (unexpected because - -- Schwerdtfeger - - -  is ,  

after a l l ,  an artist) and amused tolerance from t h e  o ther  a r t i s t s  present 

I n  understanding the s i t u a t i o n  of art, the  col lapse of t r a d i t i o n a l  

forms of expression i n  every genre, Leverkuhn i s  of course much more a s tu t e ,  



' i a b l y  prejudices  h i s  judgement. 

It does one good, among such impressive perfomances,  t o  contr ibute  
something oneself  t o  the  a r t i s t i c  entertainment, and I was g r a t i f i e d  
when Excellence. von Riedesel , sec6nded a t  once by our  long-legged 
elegant  hostess ,  urged m e  i n  h i s  south-German pronunciation, and 
voice made more s t r i d e n t  by his o f f i c e r ' s  t r a in ing ,  t o  repeat  the  
andante and minuet of Milandre (1770) which I had a c e  befdre played 
on my 7 s t r ings .  How weak is man! I was g r a t e f u l  t o  him, I u t t e r l y  
forgot my d i s l i k e  of h i s  smooth and empty a r i s t o c r a t ' s  face,  which 
out  of sheer imperturbable insolence pos i t ive ly  shone, wi th  t h e  
twisted blond moustaches, the  smooth-shaven cheeks, and the  gleaming 

. monocle i n  t h e  eye under the  bleached brows. To Adrian, as well  I 
knew, t h i s  t i t led  gentleman was a f igure  beyon& judgement o r  sen- 
tence, beyond hatred o r  scorn,  yes ,  beyond laughter;  he was not wo&h 
a shoulder-shrug - and j u s t  so, ac tua l ly ,  I fel t  myself. But a t  
such a manenti when he challenged me t o  contr ibute  something "grace- ' 

fu l" ,  t h a t  the  company might recover fram the  a t t ack  of the  revo- 
lut ionary a r r i v i s t e ,  I could not help acceding t o  h i s  request. 
(278) 

Q- 
Z e i t b l a n l s  sentimental attachments form t h e  basis of h i s  re la t ionsh ip  to  

, c u l t u r a l  icons i n  general ,  t o  Leverkuhn's music as  well^ o f t en  he apolo- 

g izes  f o r  h i s  lack of straightforward o r  calculated organization i n  the 
I 

novel because the subjec t  i s  "too close" t o  him. I n  l i s t e n i n g  t o  Lever- - ,- 
kuhn's l a t e r  worka Zeitblom confesses t h a t  

A rnan of cu l tu re ,  such a s  I eun, when he essays t o  t a l k  about a 
a work with which he is i n  such painfu l y  c lose  touch may be par- I 
doned f o r  comparing it with ex i s t i ng  and familiar c u l t u r a l  monuc 
rnenta...(Its b i r t h )  ac tua l ly  went beyond my mental capac i t ies ,  s o  
that I trembled and wae ca r r i ed  away. (358) 

Leverkuhn's music may have been a rad ica l  negation of Wagner's; but 

Mann's fami l ia r  in fa tua t ion  with Wagner's extravagance is echoed i n  Zeit-  

blanl s suhniasion t o  the pow= of Leve~kuhn's musiaal energy. En Budden- - 
brooks Mann chroniclee h i s  own e a r l y  passion f o r  Wagnar's operas through - 
the  musical education of young Hanno. The g l o r i f i c a t i o n  of p r ~ & v e  

energy, the  unreaolved yearning and the  intense power of Wagner's music 

becorns f o r  Hanno a subs t i t u t e  f o r  l i f e .  ' A  l a t e r  discussion of music .in 

D r .  Faustus w i l l  inves t iga te  fu r the r  t h i a  aspect of music as a mediation 



of abs t rac t  power. The ident i f ica t ion  of the author with Zeitblom'o emotion- 
-- -- 

a1 euhdaaion of h i s  "mental capacitieg" to the hypnotic e f fec t s  of Lever- - 

1(uhnis music re turn .  us t o  the  probl+matic relationship betwenn zeitblom, 

as narrator ,  and Plivln himeelf. 

It is common t o  assume the hidden presence of the author i n  the person 

of a f i c t iona l  narrator.  There are enough e ly  reference8 to  Mann, throuah 

Zeitblom'a suscept ib i l i ty  to  music, f o r  examgle, and through hLs parodist ic  

exaggeration of Mann'a s t y l e  of writing, as well as the moral outrage waintit 

p o l i t i c a l  events which one aeeumes is shared by-the author, t n  make the , 

relatibnahip between Zeitblom and Mann a problematic one. Cartainly it is 
i 

nevex: assmed t h a t  Zeitblolp & M a q t  h i s  aesthet ic  clumsineaa and naivete, 

i f  nothing e l se ,  preclude t o t a l  ident if icat ion.  But a more rigorous u n d e r  

standLng of  the precise relationship between author and narrator  is eesen- 

t i a l .  This can be b e t t e r  understood a f t e r  reviewing e a r l i e r  attempts bv 

Mann t o  study charac ter i s t ics  similar t o  these we have aescribed i n  

Zeitblom . 
There is  an e a r l i e r  instance i n  which Mann's strategy is t o  confuse 

narrative w i t h  authorial  voice. The story "Mario and the Magician" des- C 

cribes the  inab i l i ty  of a group of-people t o  r e s i s t  the manipulation of a 

7 
hypnotic magician. We can recognize a similarly disarming self-conscioua- 

ness i n  the voice of the  narrator ,  who has neither the w i l l  nor the clear- 

gightedness t o  condemn the manipulation whole-heartedly. 

I have go t  ahead of my s tory and l o s t  s ight  of the sequence of 
events. To t h i s  day my mfnd is f u l l  of the ~ a v a l i e r e  ' s  feats of 
endurance, only I do not r e c a l l  them i n  t h e i r  order - which does 
not matter.. .So much I do know: t h a t  the longer and more clrcum- 
s t a n t i a l  t a s t s ,  which got the  most applause, impressed me l e s s  
than same of the mall ones which passed quickly over...I can sti l l  
see the face of t h a t  a t a t a ly ,  mustachiod colonel   mi ling and clench- 
i ng  h i s  tee th  a s  he struggled t o  regain h i s  l o s t  freedom of action. 
A staggering performance: He seemed t o  be exerting h i s  w i l l ,  and 



5-1- - - - - 

i n  vain: the tmubls, hqwever, w a s  ggabely aimply t h a t  - -- he could 

A { not  w i l l .  T h e n  was involved here  t h a t  r e c o i l  bf the rill upon TET- --- 
ae l f  which paralyzes choice - a s  our t y ran t  had previously explained 
*to t he  Roman gentleman .* 1 

The na r r a to r ' s  fussy but quickly dis&sred~ preoccupation with order ,  

h i s  sub t l e  d i s t i n c t i o n  of himself from the more plebian audience, h i s  

fascinat ion with t he  technique of the hypnot is t ,  a l l  foreshadow ~ e i t b l o m ' s  . 
manneridus. Note h i s  ha l f - to le ran t  amuaenaent a t  the  s i -a t ion,  t h e  dames- 

t i c a t i o n  of t h e  v i l l a i n  ("our tyrant")  and the  i r o n i c  treatment of t he  

vickiru, which c rea t e  a paradoxical complicity i n  t he  nar ra tor ' s  des i r e  t o  

render the  event a s  descr ip t ive ly  - a r t f u l l y  - a s  it wae brought about. 

That w a s  a monstrous moment, grotesque and t h r i l l i n g ,  the  moment of 
i&io'a b l i s s .  I n  t h a t  e v i l  span of t h e ,  crowded with a sense of 
t he  illusiveness of a l l  joy, one sound becaxue audible,  and t h a t  not 
quite a t  once, but on t h e  i n s t a n t  of t h e  melancholy and r iba ld  
meeting between N i o ' s  l i p s  and the  repulsive f l e s h  which t h r u s t  
i t s e l f  forward f o r  h i s  caress.g 

The value t h a t  i a  communicated here  is  admiration f o r  s k i l l ;  both t he  

Magician's, and imp l i c i t l y ,  h i s  own. The a t t i t u d e  i a  supercilious, i ron ic  

and naive. The reader  c& e a s i l y  be fooled by the  na r r a to r ' s  cosplacent 

indignation a t  t he  "commotion" a t  the  end, t h e  f a t a l  " l iberat ion" - but  

somehow the  tone tel l* us t o  think a g d n .  Even h i s  sympathetic commentary 

on the d i f f i c u l t i e s  of those accustomed t o  obedience seems to  place the , 

nar ra tor  i n  a spec i a l  category, a posi t ion of a r i s t o c r a t i c  disdain f o r  

oppressor and common fo lk  a l ike .  I n  f a c t  it is not t h i a  educated and 

l i t e r a t e  v i s i t o r  who r e s i s t s  t he  hypnot is t ' s  indescribable humiliation; a s  

with Zeitblom, h i s  s ecu r i t y  allows enjoyment. ~ e f i a n c e  comes from Mario, 
L 

son of a p e t t y  c l e r k  and a washerwoman, waiter a t  a r e s o r t  cafe. Our 

s to ry - t e l l e r  i s  too fascinated with t h e  "uncanninessw of t he  atmosphere 

even t o  leave; too curious about the  "fascinat ion which he gave out  inde- 

pendently of the  programme and even between t r i c k s  and which paralyzed our 

resolve,  "lo I n  s p i t e  of the  vi ' s i tor ' s  obvious g i f t  f o r  ' s tory- te l l ing , 



he is  unable to provide e i t h e r  himself o r  the  r e a d e r p w S  a r e d o n t i o f - -  

remaining cooperatively i n  the  hragicianq n audience. H e  mentions vaguely 
- 

\ 
" iner t ia" ;  the  inadeqiaacy of t he  explanation he c a l l s  t o  the  reader 's  a t ten-  

9 

* 
*- t i o n  w i t h  minirpal con'cern. 

The naivete of t he  s t o r y t e l l e r ' s  a t t i t u d e  about t h e  use of power i s  as  
' I 

enlighteningahere i n  i t s  donnection t o  t h e  l a t e r  novel a s  the  more conspic- 

uous character izat ion ofs the  gentleman from Rome, who tries t o  r e s i s t  hyp- 
* 

nosis  by honourably doing nothing, I n  Georg Lukacsl v ied ,  t h i s  gentleman 

i s  powerless because "he acks from pure negat ivi ty .  ..but m e r e  not wanting * 
Z 11 

is oo f l imsyj  it t k n s  m o t i c e a b l y  i n t o  acceptance and then surrender." 
J -  

Zukacs associates  the negat iv i ty  of "not wanting," with Ze i tb laa ' s  inef-  

- fectualness ,  springing as he maintains from a lack of pos i t i ve  idea ls  o r  

independent perspective on the s i t u a t i o n ,  because Zeitblom is not a 

s o c i a l i s t .  Ldcacs' re t icence  about incl;ding the  nar ra tor ,  and by implica- 

t i o n  the  author, i n  h i s  accusations of suscep t ib i l i t y ,  i s  in t e re s t i ng ,  ' 

Lukacs too  e a s i l y  assoc ia tes  the  nar ra tor ,  both i n  t h i s  s to ry  and i n  

0 D r .  Faustus, a s  disguised spokesman f o r  Mann's c r i t i c i m  of t he  reaction- 

' 
ary v i l l a i n ,  perhaps no t  fo rce fu l  enough but ce r t a in ly  e t h i c a l l y  commendable. 

The analysis  of passive s u s c e p t i b i l i t y  ie a good beginning f o r  an 
. F 

underatanding of Zeitblom's r o l e ,  but it does no t  go f a r  enough. Like 

I' other  characters  who exemplified Mann's art ist-bourgeois dualism v i ~ i b l e  

throughout the  developnent of h i s  work, the  nar ra tor  of D r .  Faustus ha. 

acquired h i s t o r i c a l  grounding, ideological  s p e c i f i c i t y  i n  a p o l i t i c a l  con- 

t e x t ,  and a place i n  an autobiographical s t ruc tu re  of se l f -c r i t i c i sm t h a t  
Q 

goes beyond irony. W; see Zeitblom'e weakness of w i l l  t o  oppose reaction- 

ary p o l i t i c 8  and h i s  admiration f o r  the  superman f igure  of a r t i s t i c  ge&us 

(always, f o r  Mann, c lose ly  a l l igned with cr iminal i ty  - a s  i n  h i s  essay on 



Hit ler ,  "A  roth her"^^) evidenced often enough i n  D r .  Fauetus. This is an 

indication of h ie  ideological confusion, whichpin h i s  rendition of aesthet ic  

theory and Leverkuhnls work provides a par t icular  framework. 

The f a i l u r e  to  place Zeitblom i n  a rpeci f ica l ly  delineated soc ia l  con- 

t e x t  has led t o  hopelessly inadequate interpretat ions of h ie  ro le  i n  the 

novel. #is weakness and cbllabo ationism i n  succumbing t o  the  more subtle  - 7 
-raan$festations of Nazi ideology and aerrthetics, which permeate h i s ' s o c i a l  

world, have been variouely viewed a s - a n  aesthet ic  expression of Mann's 

irony, an instrument of apologetic autobiography, and typical ly recognized 

as  an important s t ruc tu ra l  aspect of the novel i n  allowing na tu ra l i s t  des- 

c r ip t ion  of ~ o c i a l  events t o  p a r a l l e l  the development of ~eddrkuhn's bio- 
,a 

gkphy.  Undoubtedly #eke a re  a l l  el-ntr of Mann's motivation for  the 
9 

use of an unreliable narrator t o  mediate the story of Leverkuhn'a creative 

development. But Mann's intent ion t h a t  D r .  Faustus should be "nothing l e s s  

than the novel of my era" require8 serious consideration. Zeitblom is an 
t 

autobiographical f igure allowing self-crit icism; he i e  a s t ruc tu ra l  device 

allowing t r i c k s  of conventional narration t o  s l i p  past  the c r i t i c a l  eye of 

a demanding w r i t e r ;  he i s  ale0 a h is tor ica l ly  

Q ideological percentions of h i s  world are ,  fo r  

t h a t  demand expoeure,before the world i t s e l f  

speci f ic  fiersonality whose 

Mann, a h i s to r i ca l  phenomenon 

can be h i s to r i ca l ly  understood. 

., B. Zeitblom as c ia1  ~epresen ta t ive :  Ideology and the P e t i t  Bourgeoisie "e 
The central  role of the p e t i t  bourgeoisie, the  ru ra l  anfl urban middle 

c lass ,  as the soc ia l  baae of Nazism has been g e n e ~ l l y  recognized. Their 

panic i n  the face of economic and socia l  upheaval made them part icular ly 

auaceptible t o  f a s c i s t  ideology. The author's recognition of t h i s  involve- 
I * 

ment was central  t o  the real izat ion and structure of D r .  Fauatus. Since 



- - - - 

Z e i t b l a m  i s  intended to he "typical" of a s o c i a l  type, it seems des i rab le  

t o  por t ray what 'Zeitblan is  representat ive of .  I t  is through Z e i t b l o m t s  

dual qmtl i ty  of a u t ~ i o g r a p h i c a l  f igure  and h i s t o r i c a l  repreeentat ive 

t h a t  Mann places himself i n  his tory.  
t ,- 

The German middle c l a m  was faced with unusually rapid c a p i t a l i s t  in- 

dus t r i a l i za t ion  i n  the  l a t t e r  part of the  19th century.13 The de&lop.ent 

of industrialization i n  Europe occurred simultaneously with the emergence 

of *a monopolized form of c a p i t a l i s t  (pr ivate)  ownership of industry ,  which 

produced a s t r u c t u r a l  transformation of the e n t i r e  society .  Because of 

t heqpa r t i cu l a r  unevenness of developtent i n  Germany, the  middle c l a s s  was 

unable t o  c r ea t e  e i t h e r  an accurate understanding of these changes, o r  a 

corresponding means of p o l i t i c a l  control .  - 

Monopolization of economic ownership generates a po la r iza t ion  of soc i a l  

c l a s se s ,  and i n  t h i s  prncess threatens  t o  eliminate the  middle c lass .  Be- 
--- 

cause of the sudden and intense antagonism t h a t  appeared between the in- 

d u s t r i a l  c l a s se s ,  the  p o l i t i c a l  c o n f l i c t  between employers and workers 

14 
became a dominant force.  This occurred before t he  middle c lasses  had 

been able t o  tddnsfoxm feudal  r e l a t i ons  i n t o  a bourgeois democratic society  

The economic t h r e a t  t o  t he  middle Claeses was exacerbated by t h e i r  p o l i t i -  
# 

b c a l  inexperience and_ t@i r  f a i l u r e  t o  understand the  re la t ionsh ip  between 
7 

pr iva te  en te rpr i se  and monopolization. Monopolization i s  an inherent  

fea ture  of the ,  developnent of &&talist r e l a t i ons  of productAon, &though 
- - -  +; 

it does not always consolidateFftself  a s  quickly i n  juxtapositicm t o  pre- 

c a p i t a l i s t  conditions a s  it did i n  Germany. 

Through monopolization, because of t he  cen t r a l i za t ion  of c a p i t a l ,  a l l  

• ’oms of labour a r e  in tegra ted  i n t o  the wage labour system. "Capital grows 

i n  one place t o  a huge mass i n  a s ing le  hand, because it has i n  another 



t o  th6 mmpolization of power through ownership by a few' corporations, 

whose spreading influence creates "the dependence of a l l  social l i f e ,  and 

indeed of a l l  the interrelatedness of humankind, upon the marke$place, "16 

The pet i t  bourgeois ideal of self-sufficiency and private ownership, which 

had been necessary to the evolution of capitalist  m e r e h i p  i n  its early 

stages, becanes obsolete. The loss of self-sufficiency and the increase 

of dependence on wage labour (as opposed t o  self-employment) as a means 

of livelihood, i s  accelerated by e c o n d c  cr is is ,  such as the depression 

in  Germany i n  the early 20's. 
17 

The .support of the pe t i t  bourgeoisie for fascism grew fran their 
f 

economically anachronistic rejection of the loss of power'and econamic 

security that they suffered through these changes. T h i s  change of statue 

has been termed "proletarianizationn. l8 Because of corporate amasment , 
occupations which appear t o  be middle-class, such as technical, or semi- 

- 

professional, low-level mangerial or scientific work, i n  fact  become a 

form of wage labour, rather than self-employment or employment w i t h  public 

institutions or small private firms. me desire *to Gesiat proletarianiza- 

tion i n  favour of an older form of s o ~ i a l  statue leads to  an ideological 
- - x  ' 

cohesion among a clam which is okl&&ise highly individualized and dis- 
r - '  

parate. The ideological cohesion of the pe t i t  bourgeoieie, which eventual- 

ly took polit ical  fom, sprang from a u h a t i v e  unityu19 baaed on their  
/ 
,- f 

fears of their  ow&onanic irrelevance, loss of social status, and other 
-&+ 

1 

rapid social and cultural changes: Small property owners were thus led to  

support the propaganda of faacis t~pokit ical  objectives: "a s ta te  which 

guaranteed the social status of the Mittelkand and which protected it r-, 
2 '  .. Jn4 from a l l  d&er. n20 . ,Their desire ,was t o  reduce the paertul  podtion of . 



- - 

large industry and financp cap i t a l ,  and a t  the same t h e  t o  defeat the 

gxiking workera ' movement. With t h i s  aim t h  sau;ht, to guarantee the 

protection of private property and private ownership of pr@duction. To do 

t h i s ,  they thought, they would need a strong s t a t e ,  one which would repre- 
B 

sent  t h e i r  in te res t s  with whatever means were necessary. Unac&uatomed t o  

, <liberal democratic f o m  of representation, since the Intperial gcwerrrmt 
'4 

-- 
had held a t  l e a s t  n d n a l  power u n t i l  1917, they f e l t  t h a t  such a s t a t e ,  

i n  the dr ive  t o  decrease the powers of both workera and cap i t a l ,  should 

3 " not be impeded by parliamentary o r  const i tut ional  W t a  am. 

The subjective aspirat ions of the pe t i t -  bQurgeoisie had -long been 

superceded by the developent  of productive forces. Their ideology wae 

t i e d  t o  the productive and socia l  relationships which characterized early, 
<: 

capitalism. Thus though t h e i r  perceptions of their,own soc ia l  relation- 

ships had been formed by those socia l  r e l a t i o n s h i p  f l  had. developed 

between t h e i r  conceptions of social,forces,  and (he evolu ion of theo force! L ,  
themselves. Their ideological ref lexes,  a s  "echoes of the  l i fe -pr~cess"22 

a- 

were incapable of s c i e n t i f i c  \ e aluat ion of contempbrary p o l i t i c a l  develop- 
t. . , 

ments. AS Marx pointed out,  the specif ic  property relat ions of soc ia l  

organization bring for th  specif ic  forms of consciousness. I n  the develop- 

ment of capitalism these fonns of consciouoness become ideological because . 

they remain imprisoned i n  soc ia l  appearance r a t h 9 t h a n  dynamic essence, '. 
-or inner laws, of sgc ia l  r ea l i ty .  Tkia of the baais of 

social  relatione i n  fact contributes t o  of the ru le r s  of 

society, who a lso  ru le  the ideology of i t s  members. 23 The ro le  of the  k 

s t a t e  becomes obscured through such mystification; the s t ruc tu ra l  emergence , 

of polarized clasaes has led inevitably t o  the dissolution of bourgeois 

"universal in teres ts"  so t h a t  the s t a t e  no longer represents the whgle of 



society. A,schism ensues between the c 

5 7 
- - - - 

function of the  s t a t e ,  t h a t  i s ,  

the obligation of the s t a t e  t o  support the maintenance of c l a ss  relat ions 

i n  production, and its p o l i t i c a l  function t o  respond t o  representative - 
24 

ins t i tu t ions .  
F 

In Germany, economic c r i s i s  contributed .to the dissolut ion of a l ib -  
\ 

era1 o r  representative s t a t e  which had never found strong support among 
- 

the German peq, le .  After 1918, the socia'l demo_cratic government maintained 
- * 

its power onl9'through a compromising al l iance with the  power base and 

administration of the  preceding feudal-authoritarian s t a t e .  The power of 

the conservative judic ia l  &stem, mil i tary,  r ich  indus t r i a l i s t s  and land- 

owners 'both maintained and undermined the l i b e r a l  democratic regime. 

Throughout the duration of the  Weimar republic, the  public "po l i t i ca lm 

arena of social ly representative ins t i tu t ions  was further  separated from 

the c lass  function of the s tate .25 Because of t h i s  separation, the r e a l  

determini* powers i n  economic and soc ia l  pol icies  were disguised by the 

apparent responsibi l i ty  of the s t a t e  f o r  determining pol ic ies  over which 

they had no control. The execution of r ea l  power i n  the society was con- 

t ro l l ed  by forces which were separated from the p o l i t i c a l  ins t i tu t ions  i n  

which s o c i a l i s t s  who wanted t o  change t h a t  order were seated. 26 The in- 

a b i l i t y  of the SPD government t o  replace the imperial administration and 

judic ia l  syetem, o r  t o  e f fec t  s igni f icant  economic changes, has been well 

documented. 2 7 
- ~ 

b 

us .Parliament, a s  the  popular ins t i tu t ion  of representative government, 

was increasingly overshadowed i n  the administration of p o l i t i c a l  decision- 

making by the reactionary l ega l  and mili tary ins t i tu t ions  and the indus t r ia l  

r u l i n g c l a s s .  The separation of the publ ic  "po l i t i ca lm Erma from the 

c lass  function of the s t a t e  was developed t o  an unprecedented degree by 



-- -- - - - t 
fascist  government. m i n g  the pe=d of f a i c i s t  power, the s ta te  was con- 

trolled by the independent power of National Socialism, i n  alliance of 

course with the economic ruling class. The economic e l i t e  c~llaborated 

with a poli t ical  power that was i n  many ways indepen&nt, but emured i ts  

own power by a mass base. While the interest8 of the two powers frequent- 

ly coincided, they were not the same forces. Support from the economic 

e l i t e  for the Nazi Party was baaed on the aeaurance of a strong s tate ,  the 

abil i ty t o  wercorne economic cr ia i s  through military expenditures and 

rearmament, an expansionist foreign policy, and the complete poli t ical  sub- 

jugation of the German people, particularly the labour movement. 

The irony of th is  alliance w a s  that the development of large indus- 

t r i a l  cartels and mergers was facil i tated by this  alliance? the free mar- 
- 

ket, which the pe t i t  bourgeoisie sought t o  protect, met with no support 
-- - 

from the party who promiaed its maintenance. Because of this d i c h e -  

- 

tomy, it is necessary t o  distinguish between the social base and the - 

social function of fascism:' "The social baaieand social function of a - 
party need not necessarily correspond t o  each other a t  a l l ,  and for the 

most part they do not correspond.... 

By dealing with the character of the fascis t  supporters we can 
raiae significant questions about their  pol i t ical  and social ob- 
jectives, their  coneciousneas and the  ideology of the fascis t  party. 
A t  the same time it should be emphasized that  the eituation of 
these m a l l  property owners is  not the decisive and ultimate cause 
of events, but a singleLfactor in  the total  soeial development. 
Moreover, the social situation of the followers is i t se l f  a product 
of the centra3.i zation of c a p i t a .  Purtbe-re , consciousnes<~ 
not exalusively a product of their  social situation but i e  condi- 
tioned by the dodnant ideology which fs ~xpressea i n  the form of 
social noma and conceptions.. .which a high degree correspond to  
the interests and world view of the dominant class. wi th in '  these 
limits, therefore, studies of the social basis of fancistmovements 
can contribute considerably to  a theory of fascism.28 

Of course objectively it could notqhave been in the intereat of the 

pet i t  bourgeoisie to  support fascism. This support came not from an 



but f r o m  the f a l s e  conscioasnesa of an incremdngly i r r a t i o n a l  right-wing 

ideology. 

The middle class of Germany were primarily accustomed to thinking of 

society i n  t e r m s  of social s t a tus  ra ther  than economic roles.*' it is sig- 

n i f icant  t h a t  members of t h i s  c l a s s  termed themselves members of the 

Mittelstand, a term more conce-rned with s ta tus  than with c%laasr -thus the 

term "middle c lassw would be considered highly unacceptable. The popuJar 

ideology of the p e t i t  bourgeoisie viewed society as an organism, never 

analyzing s t ruc tura l ly  the  enforced antagonisms and c lass  dis t inct ions 

within a c lass  sgciety. 
,. 

One way t o  describe the whole transformation (between the estab- 
a 

lished values' of a pre-industrial  cul ture and the new urban and - 
technological c iv i l iza t ion)  is t o  draw upon the  d is t inc t ion  between 
"classw and "status". The Bodern concept of c lass  refers  primarily 
t o  a man's wealth o r  t o  h i s  objective place i n  indus t r i a l  econaxy. 
Status,  by contrast ,  suggests a place,of soc ia l  honor and a certain 
s t y l e  of l i f e  which is  based upon convention, and upon the  "subjec- - 

t ive" estimates of one's contemporaries. The grea t  German sociolo- 
g i s t  Max Weber argued t h a t  during periods of econqmic s t a b i l i t y ,  
c lass  and s t a tus  ranks would tend t o  coincide; f o r  r ich  families 
would eventually become "good familiesw a s  well. During periods of 
rapid socio-economic change, hawever, c lass  pat terns would a t  l e a s t  
temporarily conf l i c t  with the established hierarchy of s ta tus .  This 
is  exactly what happened i n  Germany during the  l a t e  19th and early 
20th centuries.30 

The petit-bourgeois assumptions of cul tura l  superiori ty,  to ,  the union- 

ized labour movement i n  par t icular ,  were of the  utmost importance, and 

contributed s igni  icant ly  t o  t h e i r  al l iance against the labour movement and 

t h e i r  contempt f o  f i ts  organized p o l i t i c a l  party, the SPD. We have seen 

t h i s  assumption of cul tura l  superiori ty exemplified by Zeitblom; h i s  in- 

s i s t e n t  adherence t o  famil iar  cul tura l  mythologies i e  motivated by t h i s  

P- reliance on cul tura l  s ta tus  as a basis ,for socia l  defini t ion.  As an ideo- 

logy of a larger  socia l  c lass ,  the notion of exceptionalism and se l f -  



- - - -A 
--A 

' auf ficiency w a s ,  i n  addition .to everything e l se ,  paradoxical i n  l i g h t  of 

growing dependence on finance capit&. 

The professional sec tors  of the middle c lass  were engaged i n  occupa- 

t ions t h a t  were re la t ive ly  untouched by industr ial izat ion,  and by the 

. "revolutionn which i n  1918 replaced the  Imperial gove&ent with a ~ o c i a l  

democratic republic. Yet there were major socia l  developments i n  the 

W e i m a r  period, with which they were ideologically and p o l i t i c a l l y  unpre- 

pared t o  cope% The Reipublfc, i n  s p i t e  of its supposed transformation of 

the political form of government, l e f t  many roc ia l  and economic ina t i tu-  

t ions to-develop autonomw~ly, The constitution was based on a concept of 

equal representation and the balancing competition between p l u r a l i s t  in- 

t e r e s t  groups. 31 Economic developments i n  f a c t  f a c i l i t a t e d  the rapidly 

developing power of large monopolies and ensuing socia l  and c lass  conf l ic t .  

The incompatibility between the  available p o l i t i c a l  responses, and the 

diaaat isf  action of large sections of the  German people, led to-at tempts 30 

evolve new forms of p o l i t i c a l  response. 

C. "Prusaian" Socialism and the In te l lec tua ls  

For the most p a r t  Geman in te l l ec tua l s  found themaelves unable t o  

accept e i the r  the ineffectual  democratic l iberalism of the capi ta l ie t -  

based Republic, o r  the narrow version of socialism e a p s s e d  by organized 

labour and the lbft , i n f l u e n d  a s  it w by crudamatsrialism and ce- ' 

visionism, As a reisult, trends emerged whose purpose it waa t o  supply a 

new interpretat ion t o  problem of indus t r ia l  capitalimn. 32 

h 

The socia l  conservatism and anti-capitalism of the in te l l igen t s i a  

gave r i s e  t o  new concepts of "Germann o r  "Prussian" socialism, which were 

intended t o  revive pre-industrial  socio-economic values, i n  e f fec t  attempt- 
+. 

1 



ilq tO tTmmcend hQth OO-CCI---- 

of * Gennan exceptionalism, which ~ s i t b l k ,  l i k e  EIclM, po&gated during 
* r 

the  period of the  f i r s t  World W a r ,  was used against exist ing made18 of 
/ 

socialism ( i n  R U S S ~ )  q d  capitaliarrr dike. This was the milieu t h a t  gro- 
-- 

duced Spengler's Decline of the West t19181, which praised a new German 
' 

"-. / - - ." 
outlook on the decline of Western civilizatfiin* -$png le r  was a profound 

-. 
'=> 

pessimist, influenced by Nietzsche . who ~uvl~ounced t l x a _ d e c a d a n c ~ a n d L c o ~ - -  
2 

catastropha of European c iv i l i za t ion  with faahionable fatalism: his un- 

named presence "lurks behind the Kridwiss at t i tudes" i n  D r .  Faustus. 
3 3 

* 

4 Spengler's "biological" treatment of socia l  i s to ry  heralded the demise of 

the  19th century ideologies which placed a t  the base of p o l i t i c a l  
1 ' * 

confl ict .  H i s  .thesis was t h a t  l iberalism &d sm were dying out because 

they l e f t  the soul of the  people out  of Spenglerl,s 
3 

new defini t ion of socialism, as  "the and the dis- 

- - 

k 
cip l ine  which kept the cornunity i n  t r i m f o r  the grea t  b a t t l e  o f  blood and - 1 

money; the  b a t t l e  between p o l i t i s  and ~ a ~ i t a l i a m " ~ ~  was fur ther  developed 

i n  his elaboration of Prussian Socialism: i n  Germany the conf l i c t  was not 

,between the manual worker and h i s  employer, who were both workers, but 

between the forces of c r e a t i v ~  production and the crude power of money. 
i 

Prussian Socialism would be an i n t e r n a t k n a l  manifestation of the "faustian 

3 6 . will-to-power": nationally,  the absolute domination of commercial l i f e  

by the s t a t e ,  and internat ional ly,  the collckzive. w i l l  of Gennans fo r  
--- 

world domination. 
- 

Spengler's mystical notions of an organic people's s t a t e  were eagerly ' 

received by a public who welc~ned the "contemporary" repudiations of I 

i 
i 

X a z h s r a  and li-beralism i n  favour of cul tura l  na t iona lhn  and socia l  

conservatiq. These idgas&= welcomed by the pa t r iq t s  of World War I , 1 
i 



62 
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- 

on the  same basis t h a t  Western cul ture had been scorned during the war f o r  
- -- 

its individualism and shallov materialism. Spengler's nqtion of a s t a t e  

which would mediate i n  economic a f f a i r s ,  controlling commercial trans- 

actions i n  the i n t e r e s t  of the people, contributed t o  the enthusiasm f o r  a 

"strong s t a t e  which would guarantee the socia l  s t a tus  df the  Mittelstand 

and which would protec t  it from a l l  danger. "" The goal of reducing the  

powerful positions of large i n d u s t a  artd the workers' organizations, i n  
- -  

order t o  guarantee private ownership and the maintenance of cu l tu ra l  priv- 

i l ege ,  could ostensibly only be carr ied out  with a strong "people's" s t a t e .  . 
This notion that a strong state power, independent of --Ye if ic 

economic tensions within the society, could assume a major role '  i n  socia l  
. 

re fom,  merits fur ther  comment, since it is  impossible t o  understand the 

peculiar  d ia lec t i c  between soc ia l  dgmocracy and the ideology and practice 

of the  f a s c i s t  movement without reference to perceptions of the  role  of 

the s t a t e .  The myth of the p o l i t i c a l  neutral i ty ,  o r  autonomy, of the 
- - -- - - -  - - - - -  - - 

s t a t e  contributed t o  the naive optimism of the SPD regarding the  possibii 

l i t i e s  of reform i n  Weimar ~ e r m a n y . ~ ~  To some degree a current of ideal- 

ism regardfng the potent ia l i ty  of s t a t e  reform had been present i n  &he. 

SPD fmm i ts  origins.39 T h e i r  %h during the Weimar period was thec gradual 
3 

transfornation of society through control of the s t a t e  apparatus, achieved 

through parliament- majority. As a current study of t h i s  theory,demon- 

s t r a t e s ,  the "revisionist" aseumption, which had gained currency w$thin t b  . x 

S P D  fag Isefure its arsstrmgtion of 8- power 1% -19U3, res-~ttlbhepe - -- - 

#at &a% ~a a& it dexwxatic co~titutlontcan-guarantee a Amocratic 
9: 

society regardless of i ts  economic structure.  The government i s  seen as  a 
b 

M y  balancing between various in te res t s ,  able t o  determine 

socia l  policy and the d is t r ibut ion  of wealth regardless of the ownership 



of $hd productive forces. 40 A parliamentary - -- - - - - majority can increase the pow- 

er of the s t a t e  t o  intervene i n  economic r e l a ~ o m ,  to redis t r ibute  the 

soc ia l  wealth7adcording to  p o l i t i c a l  w)ckn. In th ia  perspective, 

cwitalilmr i8  aeen as a technical and ra t ional  i n s t i t u t i o n  where 
only i t a  o*aniz;ational tbg r-eamA.as c a p i t a l i s t  . Thus, the intro-  
duction of eocialism merely rb&res changing top personnel, 
ro l l ing  back the  c a p i t a l l e t  oligarchy's influence on economic pol- 
i c y  through a strong eocial-democratic government, and gradually 
dismantling the  top by replacing it w i t h  planning expertsrql -- - 

Mann's own sympathy f o r  thia view, which w i l l  be dhcuesed In a Zater  

chapter, was strong enough to contribute to  khe creat ion of the figures of 

benevolent leadership .in the  Joeeph t r i logy,  and was ahaken f ina l ly ,  i n  

hi2$ old age, by 'disillusionment with the mosevelt  administration i n  the - - - .  
A- =- 

-~-%ed - States.  H i s  optimism regardingthe  avenues f o r  reform ope 

- reformist s t a t e  long outlasted its rea l  v iabi l i ty .  The consid able in- P ' 
fluence of t h i s  perspective i n  Weimar Germany provides an exemplary case 

B 

study of i t s  errors .  The ignoring of the power of economic re la t ions  
# 

meant a suhuission t o  them. Rather than a-c lear  s t r a t egy  ' for-soda1 t r a m -  . * C  

I & 

formation, thq SPD muddled through unsuccessful attempts a t  soc ia l  c h k e  

4 2 
which i n  f a c t  contributed t o  the consolidation of econcmic monopolies. 

The power of these indus t r ia l  g iants ,  and the corresponding bonding togeth- 
1 

e r  of the  workers' movement, l e f t  l i t t le  roam fo r  private entrepreneurship. 

But Mann, l i k e  Zeitblorn a t  a l a t e r  time, was st i l l  prone t o  viewing the 

worsening p o l i t i c a l  s i tua t ion  a s  a question of ideological confusion. 

The right-wing appeal, l i k e  t h a t  of Spengler, to the subjective fears  
- - - - -- -- - - - - -- -- -- - 

of the middle c l a m  contributed t o  the grming i r r a t i o n a l i t y  of a position 
- 

demanding restorat ion of the pas t ,  without serious consideration of the  

economic imperatives of the present,  t h a t  is,  of the  evolution of produc- 

t i v e  o r  economic.relations i n  a c a p i t a l i s t  society. This was inevitable 

i n  a philosophy t h a t  had no use f o r  economic analysis. For the p e t i t  



h o s t i l i t y  toward present conditions, created an irresolvable schism between 

subjective notions of socia l  jus t ice  and the objective developnent of 

industr ial ized society. M a s s  propaganda played on t h i s  i r r a t i o n a l i t y ,  

f ea r ,  and h o s t i l i t y ,  subst i tut ing the promise of unity within and support 

from a strond s t a t e ,  which could unite the people around a strong leader, 

f o r  a more judicious malys i s  of contemporary problems. Mass newspapers - - 

? 

were bought and produced by entrepreneurs, so t h a t  they might ed i to r i a l ly  
b 

represent p o l i t i c a l  blocs founded upon comon economic in teres ts .  In  t h i s  

way indus t r i a l i s t s  and landowners used t h e i r  increasing economic power to  . 

influence*popular opinion, scolding the masses for  allowing "materialism" 

and " in teres t  p o l i t i c s n  t o  replace i d e a l i s t i c  t r ad i t iona l  values. 
43- 

I 

The p p l i t i c a l  propaganda proposing a strong s t a t e  and an organic 

"people's" government emphasized implici t ly  the i r r a t i o n a l i t y  of h i s to r i ca l  

developent ,  T'n a s i tua t ion  i n  which the - subjugation of - the  people ---  - t o  - the 
-- 

laws of the market system is rea l ,  but hidden, it is  inevitable t h a t  

people perceive his tory as  f a t e ,  with people themselves manipulated as  

h i s to r i ca l  'objects. 44 This perception necessarily played i n t o  the passiv- 

i t y  of the authoritarian personality,  which sought the abdication of t h e i r  

own responsibili ty f o r  thought o r  decision i n  favour of a strong leader 

capable of uniting a dispersed and fragmented population and giving them 

feelings of power th&h h i s  own power. Thus *they seek the pleasure of 

self-abnegation, o r  the loss  of the individualized ego (what Schopenhauer 

had described as  involved i n  the production of a work of a r t s  s i a i s s i o n  

of the w i l l  t o  the  pleasure i n  beauty45), which could be enacted i n  various 

fonns; the individual could su&nit h i s  m.autonomy t o  t h e  m a a s  leafer, 

and ye t  never perceive the  process%as a p o l i t i c a l  one. The pleasure i n  



t h i s  sllbnission m u s t  derive from viewing the mass leader a s  *e personifi- , 
- --I - 

cat ion of the uni t3  and ~ o u l  of the people, f i n a l l y  regained; the strength* 
e 

of the people a s  an organic mass finds its expreesion i n  the  strength of 

the  t o t a l i t a r i a n  leader. 46 

The c u l t  of 'individual heroism as the  primary determinant of h i s t o r  

i c a l  progress was and remains a cornerstone of bourgeois romantic i d e o l w :  

the prol i fera t ion  of romanticized and semi-fictional biographies of his- 

t o r i c a l  f igures i n  the popular reading market of the  Weirnar middle c lass  

a t t e s t a  t o  the popularity of t h i s  een t i i~en t .~ '  The forgetfulness which - 
sees only the  pol ic ies  and decisions of a heroic leader,  and denies the 

part icipat ion and moving force of the  masses of people, repreeents another 

form of self-abnegation, dismissing from h i s to r i ca l  con~rciousness what i s  

not transcendently heroic. Zeitblomte contempt f o r  H i t l e r t s  crudeness i s  

balanced by h is  suhnissive awe and suspension of judgement i n  the presence 

of a r t i s t i c  genius, h i s  aversion t o  p o l i t i c a l  gymnqtice replaced by a no 
- - 

less  sentimental and self-effacing worship fo r  the  "great man" f igure 

represented by Leverkuhn's.aloof, prodigdlly and demonically inspired drive 

t o  create.  All of Zeitblan's c r i t i c a l  ac t iv i ty ,  emotional energy and per- 

haps even h i s  sexuality,  i n  a sublimated form, a re  chdnneled i n t o  h i s  in- 

tense preoccupation with LeverJcuhnts l i f e .  As I w i l l  diacuss i n  a l a t e r  

chapter, t h i s  individual submission t o  the personification of a r t i s t i c  

genius i s  an  indis&msable feature of Zeitblom's ro le  and personil i ty  i n  

the novel. AS school teacher, "humanist" and aesthkt ic  snoh, Z d t b l o m  - 

sees the personal charac ter i s t ics  of Leverkuhn - and of others - as  heroic- - 

a l l y  important. Zeitblam's inab i l i ty  t o  understand p o l i t i c a l l y  the social  

basis of h i s  hero-worship and cul tura l  snobbery is b r i l l i a n t l y  representa- i 

5 

t ive  of the habits of thought of the petit-bourgeois in te l l igents ia  during a 



The emphasis on s o c i a l  s t a tus  and the exclusive role  of the i i r te l l i -  

gentsia was p r t  of a systematic attempt t o  perpetuate anachronistic eco- 

, nomic models: in te l l ec tua l s  rationalized the i r  c p  p s i t i o h  i n  society by 

emphasizing cul tura l  values and i d e a l i s t  notions of an "organicn peoples' 

s t a t e .  When the ideas of conservative in te l lec tua ls  appeared i n  vulgarized 
f 

form i n  Nazi newsgaperq, such as the call of -- D i e  Tat for  a "ThirdProntn 

t o  carry out a "revolution of in te l lec tua lsnrn ,  there do not ,appear t o  

have been loud objections. Zeitblan's unhappiness at the b l i t h e  sa t i s fac-  

t ion of the Kridwiss 
, 

tiviam and barbarism 

de-politicization. 

Circle i n  the face of an anticipated wave of primi- 

exeinplifies the complacency of t h i s  in te l l ec tua l  

It was an old-new world of revolutionary reaction, i n  which the 
values bound up with the idea of the individual - s h a l l  we say 
t ru th ,  freedom, law, reason? - were ent i re ly  rejected and shorn of 
power, o r  else had taken on a meaning qui te  d i f fe ren t  from tha t  
given them f o r  centuries. Wrenched away from the washWout  theo- 
r e t i c ,  based on the re la t ive  and pumped f u l l  of fresh blood, they 
were referred t o  the f a r  higher court of violence, authority,  the 
dictatorship of belief - . . . 

Freedom w a s  given t o  thought t h a t  it might jus t i fy  force; 

Although I f e l t  s ick  a t  my stomach, I would not play the  spoil-  
sport;  I shawed no  repugnance, but ra ther  joined as  well as I 
could i n  the* general mirth? part icular ly since t h i s  did not neces- 
s a r i l y  mean agreement but only, a t  l e a s t  grovisionflly, a smiling, 
g ra t i f i ed  in te l l ec tua l  recognition of what was o r  was t o  be. 
(368-369) 
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1 I I . ~everktth 'a Mud< 

A. Order and ' ~ l l e g o r y  

It is not t h e  "subjectn but  the maWng which is  the  ob jec t  of con- 
templation. This i s  c e n t r a l  t o  Modernism: it sets form over l i f e ,  
pa t t e rn  and myth over t he  contingencies of h i s tory ;  the  power o f .  ' 

the  f i c t i v e  presides .  And y e t  t h a t  artistic absoluteness ('I + 
shou173 l i k e  t o  think of art a s  absolute ' ,  he commented.) is pers i s -  
t e n t l y  cbmpramised i n  Mann's work.l 

,The anachronism of Zeitblom's world view, imbedded a s  it is i n  the  
- > 

naively cmplacent  ideology of petit-bourgeois 4deslism, allows Mann t o  - 

na r ra t e  through ~ e i t b l o m  the s to ry  of the  novel with t h e  use of t rad i t ion-  

ai n a t u r a l i s t  descr ipt ion.  The h i s t o r i c a l  events surrounding the events 

of the  novel are,always tangibly formulated, with t he  pecul ia r  mixture of . , 
object ive descr ipt ion and pedantic obscurantism which Zeitblm invents t o  

explain what i s  going on around him. The time sequences involved i n  . 
* 

these events,  and i n  the  experiences of icharac te r  development i n  r e l a t i on  
* 

t o  the  h i s t o r i c a l  occurences, a r e  complex bu t  c l ea r ly  "objectively" con- 

s i s t e n t .  Zeitblom's s o c i a l  perspective is  gPe which can record the  events : 
;r 

--i 

of h i s to ry ,  h i s t o r i c a l  events a f fec t ing  the  world o r  small persohal 

upheavals, without t he  need t o  question h i s  own subjec t iv i ty .  . H i s  own , 

emotions o r  i d e n t i t y  he attempts t o  ignore or  obscure a t  a l l ' c o e t s  - un- 

l e s s  it relates t o  Leverkuhn. Therefore h i s  a t t en t ion  is  r ive ted  on,the 

quest$ons of Leverkuhn's art, the  times i n  which he writes, and t h e  s o c i a l  . 

world surrounding Leverkuhn. He does not became invdlved i n  searching 

in s ide  h i s  own i d e n t i t y ,  o r  questioning h i s  o m  perceptions;  he r a r e l y  . 

modifies the  descr ip t ive  flow of the  biography t o  turn- h i s  own 

upon himself. After  a l l ,  the  irony of the narrat ion does no t ,  f o r  the  

most p a r t ,  flow from Zeitblom's pen. This l i t e r a l i s m  and self-effacement 

molds the nar ra t ive  s t ruc tu re ,  allowing the  reader 's  a t t eh t ion  t o  remain 

centred on the  descr ipt ion of Leverkuhn's a r t  without loeing al legiance 



- - 

7 1 
-- - - 

t o  t he  object ive  dimensione of t i m e  and s o c i a l  context not  ava i lab le  
( 1  

through-a more "creative",  inner-directed imagination such a s  Leverkuhn's 

(from what we can a u m i s e  a t  such an emotional d i s tance) .  The a r t  of 

impl ic i t -d i s tanc ing  inherent  i n  i rony i s  u n a v a i l a b l 4  Utitblom, whose 

humili ty and self-effacement i s  apparent a t  every i n t e r v a l  i n  which he 

dares  t o  i n t e r j e c t  h i s  own comments: This embarrassment, which is  r e a l l y  

un jus t i f i ed  i n  terms of h i s  masterful  accounts of t h e  art he obsemes,  be- 

comes almost unbearable when he encounters Leverkuhn's music. I n  general  

his primary source of unhappiness concerning h i s  own i n a b i l i t i e s  seems to  

be t h e  lack of calculated organization i n  the  construct ion of t he  novel: 

h i s  ambivalent admiration f o r  h v e r k u h n t s  system i s  r e l a t ed  t o  h i s  own , 

f e a r  of inep t i tude  i n  t h a t  sphere. I n  confronting Leverkuhn's music, h i s  . 

f e a r  is  not merely lack of system on h i s  own p a r t  bu t  t he  possible  inab i l -  

i t y  t o  t r a n s l a t e  i n t o  words a t  a l l  t h a t  sub jec t  "with which he i s  i n  such 
- -- - - 

pa in fu l ly  c lose  touch . . . ( I t s  b i r t h )  actualqy went beyond my mental capa- 

c i t i e s ,  so  t h a t  I trembled and 'was ca r r i ed  away. " (358) 

Zeitblom's trembling humanity of course o f f e r s  sharp con t r a s t  t o  Lev- 

erkuhn's cool i n t e l l e c t u a l i t y .  Zeitblom is constant ly  nonplussed by 

Leverkuhn's cool and i r o n i c  temperament. 

But Adrian's a t t i t u d e  t o  the  curious phenomenon d i f f e r ed  from mine 
i n  what w a s  a f t e r  a l l  s o  d i s t i n c t i v e  a way t h a t  it soon occupied 
me more.than the  sub jec t  i t s e l f .  I mean t h a t  even while he mocked 
he s e t  s t o r e  by preserving the  r i g h t  t o  appreciate:  s e t  s t o r e  by 
t h e  r i g h t ,  not- to say the p r i v i l e g e o f  keeping a dis tance,  which 
includes  i n  i t s e l f  t he  p o s s i b i l i t y  of good-natured acceptance, of 
conditioned agreement, half-admiration, ale- wi th  the m&ery and 
laughter.  Quite general ly  t h i s  claim to . i ron i c  remoteness, t o  an 
ob j ec t i v i t y  which sure ly  i s  paying l e s s  honour t o  the th ing than 
t o  the  freedom of the  person has always seemed t o  m e  a s ign  of un- 
common arrogance. I n  s o  young a person as ~ d r i a n  was then,  t h e  
presumption of t h i s  a t t i t u d e ,  it must be admitted, i s  disquiet ing;  
it was calculated t o  cause one concern f o r  the hea l th  of h i s  soul .  
Of course it i s  a l s o  very impres$ive t o  a companion with a simpler 
mental cons t i tu t ion ,  and s ince I loved him, I loved h i s  arrogance 



a s  well  - perhaps I l w e d  him f o r  its sake. Y e s ,  that i s  how it 
was : thia arr-effccnse was t h e  c h i &  mUPeaf --- - 

a l l  my l i f e  I cherished f o r  him i n  my hear t .  (67) 

It is prec ise ly  t h i s  arrogance i n  Leverkuhn t h a t  makes a niockery of 
r 

romanticism, and seeks an elemental "break-through" which w i l l  pur i fy  
P 

-expression and re lease  him fram h i s  own re f lec t ions .  This search is the  

cause f o r  Leverkuhnt s "tragedyn, which' Lukacs represents  a s  t h e  -tragedy 
11 

of bourgeois cu l ture :  - .  

on the one hand how the  purely subjec t ive ,  t h a t  which i s  estranged t 

from and d e s p b e s  a l l  -community, is  rooted i n  the  modern bourgeois 
individualism of t he  imper i a l i s t  epoch; and on the  o ther ,  howsthis 
dissolves ,  j u s t  as inev i t&ly  every bond, o ld  and new, both within 
soc ie ty  and within a work i t s e l f .  For t h i s  reason, Leverkuhn's 
pa rod i s t i c  a t t i t u d e  is a mark of h i s  i n t e l l e c t u a l  honesty...Long- . 
ing f o r  synthesis ,  f o r  cont ro l ,  f o r  order  and organization,  though 
such a longing has no foundation i n  popular l i f e ,  i n  t he  s o c i a l  
w o r l h  but is Me product of the  same sub jec t iv i ty  which creat.es- 
the  d i s in tegra t ion .  The longing f o r  o rder ,  therefore ,  be i t s e l f  
i nd i r ec t ly  a d i s in tegra t ing  tendency; hence it destroys - i t s e l f c 2  

I n  the l i t e r a r y  creat ion of Leverkuhn's compositions, t he  development 

of an individual  work follows upon i n t e l l e c t u a l  c a c e p t u a l i z a t i o n .  I n  

Leverkuhn's work, the  ac tua l  musical composition, once he has developed 

h i s  own method, flows from a r a t i o n a l . 1 ~  conceived system of organization 

which has be* constructed before t he  ac tua l  process of creat ion.  The 

innovative method of conscious construction of spec i f i c  works replaces 

i n sp i r a t i on  with craftsmanship, bringing fo r th  const;ructivism as a new 
,* 

form. Lev&mhnts musical s t ruc tu re s  follow a des i r e  t o  merge speech with 

m 7 , e h  this technique, a s  Mann'a s t y l e  seeks a merging of music 

i n t o  speech. The problematic nature of t h i s  formal innovation of e v e r -  

kuhnls own imaginative world, and how Mann t r e a t s  t h i s  musical "system" 

contextually and fonnally within t he  novel, i s  an ind ica t ion  of the extent  

to which Mann was conscious of t he  problems of form ra i sed  by a re-evalu- 

a t i on  of cu l ture  and p o l i t i c s  i n  h i s  own art. 
1 



- 
- -  ---- - 

I am going t o  introduce the  discussion of LeverGhn' c rea t ive  work r 
with a c r i t m e  of a pa r t i cu l a r  methodology which' has attempted t o  under- 

stand t h e  s ign i f icance  of Leverkuhn's music within the  novel a s  a whole. 

I have chosen Gunilla Bergsten's analysis  as a foca l  po in t  f o r  t h i s  c r i t -  I 

ique because hers  i s  the  most a r t i c u l a t e  example of t h e  view (shared by 

Zeitblom) t h a t  Leverkuhn's musical images - and by analogy, Mann's use of 

thbse imagk - must be '*interpreted s y m b o l i ~ a l l y . " ~  

' ~ e & s t e n  maintains t h a t  Leverkuhn, l i k e  Mann himself, a t t r i b u t e s  the  

t h r e a t  of a r t i s t i c  s t e r i l i t y  t o  the  exhaustion of a r t i s k i c  conventions: 

spontaneous invention is "impeded by r e f l ec t ion  and by the paralyzing 

f ee l ing  t h a t  everything t h e  conventional novel can express has already 

been said."l Mann1S own crea t ive  i n t e rp re t a t i on  of t h i s  s i t u a t i o n  w i l l  

be l e f t  f o r  a l a t e r  discussion. The concern here i s  with t he  

t i o n  t h a t  the h i s t o r i c a l  past iche surrounding and r e f l ec t ing  Leverkuhn's 
6 

work shows t h a t  t h e  s to ry  of h i s  music is intended as  a n - a l h q o r y  f o r  - 

t 
p o l i t i c a l  events of t he  times. Within this i n t e rp re t a t i on  l i e s  t he  assump- 

t i o n  t h  1 t the c r i s i s  i n  cu l ture  i s  an autonomous one, appearing t o  the 
. . 

artist as "d issa t i s fac t ion  with t r a d i t i o n a l  forms, i n  t h e  curbing of 

' invention'  by means of c r i t i c a l  r e f  l a c d o n ,  and, f i n a l l y ,  i n  a tendency 

towards experimentation with s t r ~ c t u r e . " ~  I n  o ther  words a c;isia has 

attacked the " technical  horizon" (239) of a r t i s t i c  forms, and s o  the  a r t -  

ist must s u f f e r  imaginatively i n  the  search - f o r  new ones. -- Bergsten's 
- - - -- 

reduction of t h i s  aspect of t he  novel, the  s to ry  of Leverkuhn's music, t o  

problems of form resembles Zeitblom's being " lo s tw  i n  cu l ture  and i n  the  

t r a d i t i o n  of the  Enlightenment, t o  the  point  t h a t  he sees p o l i t i c a l  t h r e a t s  

t o  cu l tu re  (and here ,  t o  a r t i s t i c  conventions) ra ther  than t o  people. * 

Mann's experimentation w i t h  method i s  described a s  t h e  development 



of motifs  , based on a musical s t v c t u r e  , wmch p a r a E % F t b ~ a t € m v t . h - ~  

with German h i s t o r i c a l  evolution,  and with t he  ae s the t i c  problems of t he  

navel faced'-by the author himself. Bergsten's synopsis of Mann's method -. 

defines  the p a r a l l e l  re la t ionsh ip  between Faust, Geman h i s to ry  and 

a e s t h e t i c  developnent (which she br i sk ly  terms "adventures of the  novelu)- 
6 

a s  allegory.' It is  s t range  that in ~everkuhh'a  case  t h i s  ae s the t i c  ex- 
. . 

p e r h e n t a t i o n  w i t h  cons t ruc t iv i s t  form i s  proposed to be aymboJi~ of e r -  
- 

many's "dark dest inyu ,' while Mann 'a i n t ens i f i ed  use of p rec ise ly  the 

same crea t ive  methods is necessary f o r  t he  r e a l i z a t i o n  of h i s  theme: "To 

balance the  sub jec t iv i ty  of ru th l e s s  se l f - reve la t ion ,  and perhaps a l so  t o  

help him withstand the impact of h i s  own in s igh t ,  Mann needed a s o l i d l y  , 
< 

object ive form. This he found i n  the  montage technique. "* mile the 

d i s t i nc t ion  is no t  c l ea r ly  explained, it appears t h a t  Mann's use of such 
9 

tqchniqiles is necessary t o  maintain a camplex s t ruc tu re  of metaphor; 

Leverkuhn's use of s imi l a r  techniques, on the other  hand, is the r e s u l t  A 
" 

I 

of unhealthy narcissism, cold in te l lec tua l i sm,  and Faustian arrogance. 
I 

The a r t i s t  here personi f ies  t he  associat ion of artist,  criminal and mad- 

man, corresponding w i t h  Mann's associat ion of these i n  Mann's essay on 

~ i t l e r  .g Manng s psychological concern i n  portraying obviously h i s t o r i c k  

- , f i g ~ _ s s  f a c i l i t a t e s  his "metaphorical way of portraying h i s t o r i c a l  dramat n 10 

, >. buting t o  them "a symbolic meaning above and beyond t h e i r  recognized 
*-?= 

=hievements. "I1 rf Mann's depict ion of Levarkuhn' a work is i n  f a c t  
' 

- 

metaphorical of demonic col lapse,  the  self-conscious i d e n t i f i c a t i o n  - with 

prec ise ly  the  same techniques i s  presumably then enlightened s e l f - c r i t i -  
i- 

cism: that i s ,  he would not deploy these methods i f  he had the choice and 

is. sor ry  t h a t  he has ,  and, symbolically, warns w aga ins t  them through 

Zeitblom's humanist objections.  Again, the  good-natured iden t i f i ca t ion  



- - % 

of Zeitblcun as a confessional voic;? f o r  Mann's gui l ty  conscien& puts it 

a l l  i n  easy perspective. 
- 

Bergsten employs the terns "allegory", *metaphorn and "symbol" not 
4 e- 

only t o  explain the connection between A- Leverkuhn'a work and Mann's f i c -  
c> - 

t iona l  mode of description of it, but as an attempt t o  account f o r  the G-, 

obvious re la t iowhip  between Leveykuhn's l i f e  and the general collapse of 
- - 

Gennan cul tura l  and p o l i t i c a l  structures.  Accordingly, she arr ives a t  the-  

ludicrous conclusion t h a t  "Mann s o  great ly expvds  the symbolic s igni f i -  

cance of the individual that-hei a r r ives  a t  the romantic identi$ication of 

the  individual with the race. And psychology i s  only a metaphorn1* - 'so 
L 

t h a t  - the need fo r  an e th ica l  and metaphysical perspective within tl$ 
? . . 

novel creates ye t  another metaphor, t h a t  qf ~ e k m n ~ ' s  pact  with ,the devil .  

The problem with t h i s  model of "metaphorn, contm& as it is,  i s  t h a t  

it implies t h a t  the  ident i f ica t ion  between the  i n d i v ~ m l  psychology and 
- - - - -  - - - -- -- - - 

his to r i ca l  developraent i s  an a r t i s t i c  one - an aes the t ic  unity cpnjured 

up i n  the imagination of the wri ter  and exist ing i n  the autonomous world 

of the imaginative s tructure.  T h i s  i s  precisely the e r r o r  i n  interpreta-  

t ion  made by Zeitblom, t o  the  extent,  t h a t  is ,  t h a t  he draws t h e p n e c -  
. - 

d. And till: L i t t l e  as it was possible t o  connect his worsening 
health i n  any temperamental way w h the  national misfortune, ye t  f my tendency t o  see the one i n  .the i g h t  of the other and f ind  sym- 
bolic  pa ra l l e l s  i n  them, t h i s  incl inat ion,  which a f t e r  a l l  might 

time, was not diminished by h i s  remoteness froin outward things, 
w CI hawever I might  cmceal  the thought a n h r e f r a L - i n g l n g  it 

up di rec t ly .  (342) 
% 

T h i s  f a i lu re  t o  connect laverkuhn\a creat ive impulses or  work direct-  

l y  .and in ternal ly  t o  the h i s to r i ch l  t ions which a f fec t  them is .one  
I 

aspect of the "secret tfiat the two protagonists a re  ident ica l  with each 

I3 otherw tha t  Man.n*refers t o  i n  Story of a Novel. Zeitblom, infatuatad -v' 4 



t i o n  ex i s t s .  But an integrated o r  spec i f f  c a l l y  s o c i a l  evaluat ion of 
i 

.h 

~everkuhn'k work does no t  flow from t h i s  awareness. 

M a n n  does r e ly  on a form of 'a l legory i n  h i s  i n t eg ra t ion  of myth and 
2 

pas t iche ,  and t h i s  is the  common in t e rp re t a t i on  of h i s  f i c t i o n a l  i den t i -  

' f i c a t i o n  of Leverkuhn, Uietzsche, Faust ,  and Geman h is tory .  l4 ~ u t  as a 

key t~ thematic _hxtexgrLetathon the  m o d e l  of al legory i s -  a lbnilted ane&- - - 

s ince  it t r e a t s  a s  s epa ra t e  what it is  supposed t o  connect, obscuring t h e  

theo re t i ca l  d i s t i n c t i o n s  t o  be made between the  basis of a l legory i n  
a - 

thought, and t h e  connections Mann reveals  between s o c i a l  h i s to ry  and the  

i n d i v i d ~ d ~  subject ive experience. The a l l ego r i ca l  aqsumption i s  r e s t r i c -  

t i v e  i n  a formal ana lys i s  as wel l ,  s ince  it obscures txe meaningful 

developments i n  - form taking place through t h e + n w e l .  

The ascendence of metaphor and symbol t o  i t s  pos i t ion  as dominant 

form o f e s c r i , i o n  and e q r e s s i o n  &s i n  f a c t  characBr ized  the  e@u: - - 

0 

t i o n  of modernist poetry and f i c t i o n .  l5 The des the t i c  assumptions wh ch 

generate such emphasis i n  t he  l i t e r a r y  genres have inevi tab ly  invaded 
c- 

f 
methods of c r i t i c i s m  as well .  I n  the  c rea t ive  process the  re l iance  on 

metaphor is born gf the  need t o  r e s to re  uni ty  between a r t i s t i c  form and 

its mater ia l  where such u n i t  is not  generated spontaneously as a l i n k  F 
\ 

between t he  poe t ic  and c<dmporary artists= conventions. TO the degree 

that t h i s  l o s s  of un i ty  a f f e c t s  the  method and scope of a r t i s t i c  inspira-  

t i o n ,  Mann i s  i n  agreement w i t h  t he  dev i l ,  j r  r a t h e r  with Adorno :. 

Certain things a r e  no longer possible.  The pretence of fee l ing  a s  
a compositional work of art, t he  s e l f - s a t i s f i e d  pretence of musie 
i t s e l f ,  has become impossible and no longer t o  be preserved - I .  
mean the  perennial  notion t h a t  prescribed and formalized elements 
s h a l l  be introduced a s  though they were the  inv io lab le  necessity 
of the  s ing le  case. (241) B 



convention, and the shape of emotional experience seeking its own autono- 

nous expression through the "inviolable necessity of the s ingle  case" 

suffers  not  jus t  i n  ruuaic but i n  the evolution of form i t s e l f ,  through the 

,expanding of the technical horizon t o  acccsnodate the individual search f o r  

freedom from such conventions. I n  the r e a l i s t  novel of the 19th century 

the wfozp@.ized el-merits" w s ?  baaad on a d t y ,  embedded i n  the plo+ -- 

character, and descriptive ,de ta i l ,  between the individual and the typical.  16 
- 

~ h k i b r ' s  perspective allows the  creation of 'lasting human types" 

portrayed within a depiction of concrete socia l  development'. l7 The p a -  

s ' ibi l i ty  of conceiving individual experience, even the most pr ivate and 

- i n t e i s e  subjective experience, i n  the same moment and within the same 
rr, 

% socia l  t o t a l i t y  (even when the individual was i n  an antaqonistic position 

/ 

t o  t h a t  social totalit*- t h i s  poss ib i l i ty  was essent ia l  ' to  the s tructure ! 

i 
of the t radi t ional  r e a l i s  tkor bourgaofs nweL T h e  thematic s t r u c t u r a  of - - -  - 

3 

t he  novel, based on a d ia lec t i ca l  re la t ion  of community and opposition, 

upheld even as a problematic matter the v i a b i l i t y  of individual values 

and The potent ia l i ty  of t h i s  re la t ion  of t o t a l i t y  had passed - 
f 

and.with it, of course, the a r t i s t i c  conventions which were the expressions, 

the mediated form, of t h a t  vision. 19 

The modern world has caused the loss  of such to ta l i ty .  The contm- d 
~ j 

porary s t a tus  of metaphor, a s  an over-dkermined form, i e  born of the 
- - - - - - - - - -- - 

a t t i p t  t o  restore unity between form and its material ,  -wpir ica l  genesis. 
I 

-- -- - - -  - 

Symbol becomes a means of transcending the apparent randomness of everyday 

~. 
l i f e .  "Because a principle of unity i s  f e l t  t o  have been l o s t ,  the present 

seems t o  l o s e - i t s  organic connection with the past  and the future.  Time 

becomes a se r i e s  of fragmented ins tan t s ,  and a sense of continuity gives 



s t r i v i n g  f o r  order ,  a s  " r ea l i t y ,  of more dimensions than the  individual  

&ist can cope with, decomposes and s h a t t e r s  t h e  novel."*l Though it is 

not ,  I would argue, mere complexit.which.shatters the  form of the  novel, 

but the  severing of connectedness between "facts" - s o c i a l  events,  ob jec t s ,  

h i s h r i c a l  experience - and t h e  comprehensive shape of t h e  imagination, 

-- 
which r a i s e s  the  rubr ic  of  complexity t o  explaln t he  seemiiig incoherence 

of the  mater ia l  world. The lending of metaphorical s t ruc tu re  t o  the  

ae s the t i c  organization of mater ia l  i s  then a metaphysical acceptance, and 

attempted transcendence, of euch a l iena t ion .  Crea t iv i ty  i n  $uch a &ntext 

is  forced i n t o  self-consciousness. "Language c9ases to  be what: we see .  

through, and becomes what we see.  "22 This leads  t o  the  "aggressive aes- 
B -  

t h e t i ~ i s m " ~ ~  of the  a r t i s t  i n  the  search f o r  s t ruc tuka l  unity:  t h e  order  

of the  abs t rac t ly . log ica1  imagination, which i n  t he  end r e f l e c t s  only it- 

* s e l f .  Artistic order  then becomes sub-jective ; i n  the  end a negation gfP 

rr 
the  object ive world, an assumption t h a t  it i s  inherent ly ,  and perhaps 

i 
inev i tab ly ,  inexplicable.  d > 

Mann ' s f i c t i o r k  treatment of Leverkuhn ' s work r e f l e c t s  h i s  own re- 

j ec t ion  of the  extreme aesthet ic ism pa ra l l e l i ng  Leverkuhn's a t t i t u d e s  t o  
t -- 

his own ea r ly  work. Therefore it i s  important t o  resist a mode of analy- 

d s i s  which does no t  recognize MaM's very pa r t i cu l a r  approach t o  a l legory i 

v 

i 
i n  the  novel. ~ a l t k  Benjamin's study on al legory proposes t he  in te rpre-  

- - - - - - - -- - - - - - 

t a t i o n  t h a t  a l legory is "the dominant mode of expression of a world i n  f 
- - - t 

which things have been f o r  whatever reason u t t e r l y  sundered from meanings, 1 
from s p i r i t ,  f m  genuine human existence.  m24 I n  Bepjarnin's telminology, 

"a l legor ies  a r e  i n  t he  realm of thoughts what ru ins  a r e  i n  t h e  realm of 

things.  . . 



I n  o ther  words, - - the ob jec t  i t s e l f  -- is  - henceforth incapable of pro- -- 
jetting any meaning onp i t s  own : it can only take on t h a t  meaning 
which the  a l l e g o r i s t  wishes t o  lend it. He iwtills it with h i s  
own meaning, himself descends t o  inhabi t  it: and this must be un- 
derstood not  psychologically but i n  an antological  sense. I n  h i s  
hands the  th ing  i n .  ques t i o n  becomes something else, speaks of 
sanething e l s e ,  becomes f o r  him t h e  key t o  some realm of hidden 
knowledge, as whose emblem he honours it.25 

I n  c r i t i c i sm,  t h e  reduction of meaning t o  metaphor provides an explan- 

a t i on  of connections between d ispara te  elements -,between music and Geman 

his tory ,  f o r  exampIe - whfch tends t o  separate  r a the r  than t& c 
\\ 

meanings of each. If a f igu re  is @aid t o  "represent" a c e r t a i n  meaning, 

then i n  i t s  essence, and i n  the r e l a t i on  of i t s  own f ea tu re s ,  it i s  sep- 
\ 

a r a t e  from t h a t  meaning. Each thing described remains inherent ly  auqono- 

', mous from the o ther ,  s ince  what un i tes  them is not  i n t e r n a l  re la tedness ,  
\ 

but  imaginative, a r b i t r a r y  assignment of resemblant meaning t o  frozen 

th ings ,  a dance of t h e  author 's  imagination f o r  which the  viewer must r e ly  

on in s ide  knowledge, good for tune,  o r  concentrated study t o  comprehend. 

Benjamin's formu'lation of t he  a l l e g ~ r ~ z e d  thing confronts a-worla in-- - 

- -- - 

'i which both objects  and people, i n  t h e i r  canprehension of themselves with- 

i n  a la rger  milieu,  have been conceptually deprived of human s ignif icance.  
' 

The meanings of ob jec t s  becane abstracted from our experience of them - a s  

our encounters with people do - because they a r e  not defined i n  d i r e c t  

re la t ionsh ip  t o  spontaneous human values o r  needs but  a r e  control led and 

mediated through money and the imperatives of t h e  economic system. Objects 

i n  the  world become thus abstracted from human r e l a t i ons  and a t  t h e  same 
- 

7- - - -- - - --- - -- - - - - 

time acquire power over them. The power of t he  economic system assures 
- -  - 

t h a t  abs t r ac t  values of t h a t  s+em preva i l ,  masked by an ethos of ideal-  

ism and s o c i a l  individualism. Cap i t a l i s t  economic re la t ionsh ips  assume 

an unprecedented organizat ional  hegemony over every aspect of human 

soc ie ty ,  maintaining a t o t a l i t a r i a n  p m e r  and a t  the  same time lending a 
I 



f a l s e  sur face  a ~ e a - e  of independent i d e n t i t y  t o  th inqs  - including . 
f 

works of art - and to s o c i a l  re la t ionsh ips .  The r e a l  essence of these  

things  i s  t h a t  t h e i r  i n t r i n s i c  value i s  ex t rac ted  .through a l iena ted  work, 

and r e s ides  ins tead  i n  t h e i r  monetary*-oditY) value,  which is abs t r ac t .  

I n  o the r  words va lue  is  not  indissolubly l inked t o  t h e  concrete ob jec t ,  

s ince  value can change a r b i t r a r i l y  a t  the  d i c t a t e s  of an autonomous system, 

s o  t h a t  the  concept of i t s  "meaning" or worth becomes e n t i r e l y  r e l a t i v e  
- - - - - . - 

and e q u h c a l .  U s e  value is  replaced by exchange value.  Money, a s  Rauser 

po in t s  out, reduces value t o  quant i ty  without qua l i t y ,  and disguises  t he  

4 
individual  who possesses it: it thus  makes values "comparable, exchange- 

able, t rans fe rab le  from one person t o  another - i n  o the r  words, makes them 
f 

abstract ."26 As t he  "very symbol of quintessence of re la t iv i smn money 

speaks fo r  t he  l a w s  of t h e  market which govern t he  whole of l i f e .  The 

individual  values debated within  t he  bourgeois novel d i sso lve  a s  r e l i g ion  

and sentiment a r e  drowned i n  t h e  "icy water of e g o t i s t i c a l  c a l c u l a t i ~ n .  ,I  27 
- -- - - -- - - - --- - 

This i s  why Lukacs c a l l s  t h e  dev i l ,  as representat ive  of equivocal calcu- 
-* . , - - * 

l a t i o n ,  a " h i s t o r i c a l  c r i t i c  of t h e  e n t i r e  bouSjZeoia_culture of imperial- . . 

A s  Leverkuhn's dev i l  himself maintains, t h e  sundering of sub jec t  and 

ob jec t  consequent upon the negation of au then t ic  meaning f i nds  i ts  ex- 

press ion i n  problems of a r t i s t i c  form. The a c t i v e  powers of t o t a l i t a r i a n  

organizatiofi assume an independent and ac t i ve  i d e n t i t y  i n  t h e  "equivoca- 
-- - - -- 

t ion"  of the aes the t i c  system. A r t i s t i c  c rea t ion ,  under t h e  power of such 

in to l e r ab l e  determinism, i s  "not f r e e  not t o  r e f l e c t  w3at it %acts  

aga ins t  . w 2 9  This modern tragedy forms tlie bas i s  of t he  novel 's  i d e n t i f i -  
IR 

ca t ion  of ~ e v e r h h n ' s  work with t h e  disintegration of Weimar Germany and 

the triumph of fascism. Mann understands, and has f e l t ,  through h i s  own 



s t ruc ture ,  t h i s  w i l l  t o  organizational coherence which s o  eas i ly  can and- 
I 

h i l a t e  t ruth.  A t  the same time he resists the s tructuring because it 

questions the, fundamental bel ief  i n  the value of individual ac%ion (the 

t r ad i t iona l  t a l e  of an individual 's  l i f e ,  implying meaning and value t o  
/ 

the a c t i v i t i e s  of the individual,  requires no such structure)  . ( mnn's  own ;',. I 

id-entification with Adrian's system i s  therefore highly problematic. Mann - 

himself described ' the novel ' s emergence from "a strange 'and lricentious 

s p i r i t u a l  relaxation",30 which i n  Leverkuhnls characterization leads t o  

the necessity fo r  a systematization of form, an objectificakion of alien- 

&ion which sea l s  his i s o l a t i m  f r a a  soc ia l  l i f e .  
% 

Adrian's derivation from Nietzsche is notsimply an anecdotal one; 

l i k e  Nietzsche, Leverkuhn's l i f e  is jue t i f i ab le  only as an aes the t ic  

phenomenon,- "Art and appearance were a l l ,  since l i f e  was based upon de eg- .. 

t ion ,  p a p e c t i v e  and i l lus ion .  - 

- - 
n31 The ref lec t ing  and making bf t ru th  - - 

t 
which forms the basis of a r t i s t i c  works becomes limited t o  the creation of ' 

structure.  Leverkuhn's own method of work, which on the eurface resembles 
3 

Mann's preparation and composition of the novel, shows t h a t  the integra- 

t ion  of subjective, personal expression, motivated by i l lus ions  of autono- 

my, i n t o  a s t ruc tu ra l  w>itel of t o t a l i t y ,  becomas polrrible only as a product 

of calculated systematization on the part of the artist. The mearch fo r  

meaning, o r  f o r  a conceptual system f o r  understanding the world, becomes 

inextr icable fran mysticism: the  denial of r e a l  human experience, which 

is in tu i t ive ly  bel iwed t o  be fa l se ,  i n  favour of modes of e q r e s a i o n  

which are thoroughly abstracted from human experience. "To the modern, 

psychological mind there can be no easy demarcation frorn appearance and 

reality: both may be @ly unreal .w32 What follows f r a  t h i e  l a u n t  is 



- 
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7- 
of a r t i s t i c  fonn becomes synonoa~ourr then w i t h  ultimate cynicism about 

human l i f e .  

B. The Search for Reed- 

I n  art, a t  least ,  the subjective and objective intertwine to t h e  
point of being indistinguishable, one proceeds from the other and 
takes the character of the other, the ~ u b j s c ~ p r e c i p i t a t ~ 4 s - -  
objective and by genius is again awpked to dpontaneity ; " dynamizedl , 
as we say; it spemks a l l  a t  once the language of the ?subjective. 
The musical conventions today destroyed were not always so object- 
ive, eo objectively imposed. They were crystallizations o? living 
experiences and as such long performed an office of vital impor- 
tance: the task of organization. Organization i e  evexything. With- 
out it there is nothing, least  of a l l  art. And it was aesthetic 
siibjectivity that took on the t a s k ,  it undertook t o  organize the 
work out of i t s e l f ,  i n  freedan. (Leverkuhn, 190) 

I t  has been suggested that the continuum of musical references i n  

33 . 
Dr .  Pawtus raflects a musical history of the Weetern world. Moving * 
fran the singing of the  cowgirl Hanne through the clasaiical musical edu- 

- - - -. . 
cation of Leverkuhn and Zeitblom t o  the f inal  works of matur- 

i ty ,  it i s  possible to  gain quits a thorough understanding of the evolu- 

tion of musical fonne. And this i s  intended. Like other motifs through- 

out the novel, the "meaning" of tliis vast array of encyclogedically dis- 

pensed knowledge is inseparable from the "mea@ngn of the novel as a 

whole. 

That Mann would offer specifically musical fo- d a  paradigm for 

cannot attempt either an exhaustive presentation - of +'a lifetime views 

on music ae the most typical and higheb't fonn of German mtr nor should it 

be held responsibJe for a deF1.d analpsis of what has happened i n  music 

since Beethoven i n  the innovation of new forma. Rather attention w i l l  be 

focussed on those aspects of musical developnent that are relevant to  the 



1 p o l i t i c a l  pa ra l l e l s  a&ready provided i n  d _Ginen 

4 - 
about the a l legor ica l  approach that I have expressed, hopefully t h e  rela- 

tionship'between the  musical developmentq t h a t  Mann coplmunicates s o  impres- 

s ively,  and t h e i r  place i n  the .h i s to r i ca l  and p o l i t i c a l  intent ion of the  

navel, can f ind their connectedness qozmulated i n  a d i f ferent  way. 

~amant ic  music sought t o  create  new sounds and e f fec t s  more inten- < 
sively than previous epochs. 34 Thiq was typical  of t h e  search for rgtqe- - - 

l y  new forms t h a t  apkad through al l  ar t  f o m .  The function of qew tech- 

' niques w a s  t o  contain the surplus of emotional depth which no longer found 
I 

expression i n  c l ass ica l  farraulae. The class cal form epitomized the  most L 
perfect  i&egration of the harmonic (ver t ica l )  and melodic (horizontal) 

I 

elements of music. The sonata, most representative of the  c lass ica l  form, 

?fe based on a- s t ruc tura l  opposition between the toni'c and dominant keys. 
. - 

The principle of contrast  motivates thematic development i n  Ghich the'. 

c learly defined melodic element, o r  individuated musical idea, undergoes 
- - - - -  - - 

a transformation through the  working out of t h i s  contrast i n  an interplay1 < 
of Because the  c b n t r s t  within the sonata f o m  takes place 

L 

through t h i s  harmonic o r  tonal  opposition, tonal i ty  orms an objective and P 
speci f ic  fiamonic base. Ili other  words, the h aspect is limited 

i n  it8 mwement t o  those keys which f a c i l i t a t e  raovement 

between tonic and dominant key. Within and 
7-x # 

basis ,  the  individual composer's melodic idea is develo d and expanded. h 
.. Themes & subjects are introduced i n  w h a t  i s  

basic key or tonal i ty.  They are developed 
rmnrlcalZy, w i t h  a sense of movement, away 
up of tension and conf l ic t ,  resolution and returning to  the opening 
tonal i ty,  but w i t h  the  themes 'mu seen i n  a transformed Light. 

36 

THrough the ranantic period, the tonal  horizon constantly broadened 
3 - 

t o  elaborate the  harmonic gosrilSili t ies of expression, The urge to create 



more emetiorwl, nor* pzsodal musFc d e m ~ a k x  ~~~l meana. "In an - 

art f o m  in tent  on int&cy and subtlety of expression each muallest c e l l  

and element i n  the individual work of a r t  needs t o  be determined. Like ; 
i 

romantic l y r i c  poetry, romantic harmony is an art of nuances, of minute . 
? 

,837 ramifications and t rans i t ions .  3 
t 

The &notional overrunning of the t radi t ional  forms was expressed 1 
4 

through chromaticism, a broadening of the harmonic poes ib iUt ies  so  t h a t  - 

the composer could move from one key t o  any other with a wider var ie ty  of 
1 

tonal combidatiom. Chror~aticiam increased the  nuances of harmonic @had- 1 
2 

ing, causing the developnent of melody, or theme, t o  be reduced t o  a 
- 
i 

recurring pattern.  Rather than thematic development occuring through 

changes i n  the melodic idea, the focus began t o  s h i f t  to subt le  harmonic 
7 

variations , with the relationmhip between tonal  pat terns becoming increaa- 

ingly arb i t rary  and whimsical. "Not only did romantics enjoy t h a t  mixture 
i 

of the l i t e r a r y  and the - musical w h i p  is the  essence of the  lei tmotif ,  but i - - --A 
- * 

also the redterating of theme8 furthered t h e i r  tendency @ward hanogeneity I 

8 

of s t m c t u r e ,  as obposad t o  c lass ica l  music& archi tecture b u i l t  upon 

principles of contrast. "38 Wagner ' e introduction of leitmotif was the 

crys ta l l iza t ion  of this transformation, the replacement of repet i t ion  f o r  

developaent, tone colour and expression f o r  movement and idea. 

The changes t h a t  had taken place i n  the increasingly chromatic move- 
b . i 

rnent f ran  c lass ica l  to romantic music reach t h e i r  ultimate f o m  i n  exgree- 
3 

sionism (early Schoenberg) and, although i n  d i f ferent  fonn, i n a t o n a l i t y .  

The concentrated m u s i c a l p ~ n t  of expressionism reveaXs the %so laaon  of 

the note from a context of thematic develqxnent, fram the  immediate past  

or future of the  hermetic musical t h e  sequence. I n  t h i s  way the bonds 

between notes , . in  a horizontal sense, diaintegrate. The subtlet i -  of 



f 

hamonic chramaticiam are btomnoned t o  ei&%SG $h 6 Fth.~of individual  

'emotion; t he  ind iv idua l  cry of i so l a t ed  sub jec t iv i ty  gains  precedence over 
# .. 

theOdevelopnent of theme through d i a l e c t i c a l  contras t .  (One c r i t i c  .&led 
x ,o---- 

7.. 

o u t  t he  formless sh r i ek  a s  the chief  cha rac t e r i s t i c  of ~ x p r e s ~ i o n i 8 1 n . ~ ~ )  

 his a tona l i ty ,  and t h e  system generated by i t s  formlessness, were 

both a continuation of romanticism and its negation. Jameson h m  described 

t h e  hypersens i t iv i ty  of romantic composers of t h e  nineteenth century- - 

- 

f o r  whom the contrapuntal  work is reduced t o  a bare minimum, the 
working through of themes t o  perfunctory and monitory r epe t i t i on ,  ' 

and i n  whose work ?.he centre  of grav i ty  of muaical invention moves 
t o  sheer  ' tnstnnuental expressivenes8 and o r ~ s t r d  c ~ l o r a t i o n . ~ ~  

2 s 
Ernst  d m k ,  the composer whose book on modern m u s i c  was studied and 

used by M a n n  i n  h i s  work on the  musical sect ions  of D r .  ~awtus ,41 comments 

i n  t h a t  book t h a t  romanticism ins t iga t ed  the "decay ,of humanity, of uni- 

v e r s a l i t y  i n  music. Technically, it gave momentum to thematic individual-  

i t y ,  sh i f t i ng  the balance of the  conposition as a whole from i ts  conatruc- . 
- - - - 

i 

t i v e  base and s t r e s s ing  in sp i r a t i on  a s  the compelling o r i g i n a l  force.  ~ 4 2  

The emphasis on f i n e  expressive d i s t i nc t ions  through harmonic subtle- 

t y  rapidly undermined & previously unchallenged ob jec t iv i ty  of & har- 

monic base and created an increasing re la t ivism i n  compositional poss ib i l -  

i t ies. The l o s s  of s t r u c t u r a l  balance i n  this case was no exception t o  
a 9 I 

t h e  widespread expressionis t  tendency t o  question the re la t ionsh ip  between 

object ive and subject ive r e a l i t y ,  r e su l t i ng  i n  a de l lbe ra t e  confounding 
-,v 

of the tene ts  of r a t i o n a l  thought. The Gc-, i n  pa r t i cu l a r ,  =remen*- 

of "spiri tw . Me longer working w i t 3 i i n  t h e  previous3y c o l l e c t i v e a n &  pre- 
/' 

L 
dic tab le  formal framework, artists sought increasingly t o  break through 

"Y 

artistic conventions, t o  s t ruggle  against W e i r  s a t i a t i o n  with these forms 
* 

through the  e laborat ion of increasingly except iona l i s t  personal q u a l i t i e s .  



defiance of conventions. 

dissonance i n e v i t a r y  followed u1pnl3iW--- -J 

B . ' , I t 
A s t a t e  of a f f a i r s  i n  which al l 'choices are open fiecause no laws 

. e x i s t  or are acknowledged.militates against a r t i s t i c  creat ivi ty.  t 

Artfatic forms are dictated solely by the feelings: a l i n e  between 
T coherence and incoherence cannot be drawn. In the f i r s t  years of 

the twentie,# century, exie'tin. conv?ntiona were thrown overboard 
i n  a revolt  of the col lect ive unconscious...~a happens i n  every A 

sphere, almost l imi t l e s s  freedam led t o  a state of ~ n c e r t a i n t y . ~ ~  

The paradox arose when the endless poss ib i l i t i e s  of such creative - - - - -  

"freedom" turned out i n  f ac t  not t o  be endless, but vacuoua: t h i s  is where 

parody and word-play, o r  musical.guotiry, became necessary. Parody becomes 
g . i' 

the only path open t o  Leverkuhn, fo r  whom such "freedom" from a l l  donven- 
@ - i 

tiona and obligations "begins t o  l i e  l i k e \  mildew upon t a l en t  and t o  
3 .  . I  

I I 
i 

betray trades of ater i l i tyt '  (189) . The rejection of existing a r t i s t i c  

conventions may have indicated a revolt ,  but the revolt  aga imt  convention .- 
(musics rmula o r  theory) as such holds no guarantee of expressive free- . a 
dm. Leverkuhn's absolutism i n  ee-srch f& artistic freed* i s  izyeparabJe -- ,- - 
from h i s  cold isolation. 'Art as the subject of i t s e l f :  through such I 

internalized self-consciousness the  form becomes the  content, rather than - 
the means.for expressing the content. Increasing obscurity i n  the 

i a l  reinforces the isolat ion of ,& artist, s o  t h a t  t h i s  isolat ion is no 

longer imposed by the society but by the artist himself. 

Leverkuhn'a recourse t o  an i ronic  treatment of old forpa, i n  the face 
0 

1 .  

of "l imit less  freedom", i s n o t  then such a paradox. R a t h e r  it exposes 
f 

-- -- - -- - - - 

the bankruptcy of the i d e a l i s t  conception of "freedosn" i n  which the in- 
- 

dividual search fo r  the se l f  replaces 'the collective world vIew ofofifpin- - 

ized reliqion. "The private individual, f r ee  to  pick and choose, w a s  a 
1 

fraud from the beginning; not only were the allotments already picked and I 

' 3  
chosen, but the contenta of th6 choice followed the dictates  of the socia l  



not - the individual - - world."44 As Frcnnm has H n t e d  out ,  "the r i g h t  t o  ex- 
' 

- - - -  --- 

press our thoughts, however, means sanething only i f  we are  able t o  have 

thoughts of our awrrj freedom f r m  external authority i a  a las t ing  g"dn 

only i f  the inner psychic conditions are  such t h a t  w e  are  able t o  estab- 

l i s h  our own individuality.  "45 This contradiction is present i n  Lever- 

kuhn's rebellion. A n  evaluation of the changes i n  musical f o m s  attempted 

i n  h ie  work i l l u s t r a t e s  t o  what extent Mann believes t h a t  the reject ion of 
-A A 

/ - -- - - -- - - - 

the  objective, o r  socia l ,  baaes of expreasion contributes t o  an eventual 
I - 

paralysis  of the very poss ib i l i ty  of genuine expression through the formal 
'i 1. 

mediation of artistic cmatfon. 

Leverkuhn shares the Expressionist .urge t o  deny objective r e a l i t y  by 

suhnerging h i s  own consciousness of it i n  the i r r a t i o n a l  energies of the, 

individual unconscious. The extreme self-consciousness of a r t i s t s  working 

vifth forms over-saturated w i t h  emotional expressions of the se l f  has 

i ronica l ly  threatened the very poss ib i l i ty  of such expression, s i n c e ' i t  
- - - - -  - -- 

assumes, and demands, a spontaneous o r  in tu i t ive  mode of crea t iv i ty .  Xannt8 

i n t e r e s t  i n  Freud is ins t ruc t ive  i n  his views on t h i s ,  since he found him- 

se l f  i n  sympathy with Freud's descriptipn and moral treatment of the i d  

and d e  ego. The early dist %I st of "Dionysian" forces which gave impetus 

t o  h i s  creat ive struggle i n  producing Death i n  Venice and other  of his 
-< 

early s t o r i e s  found i t s e l f  corroborated i n  Freud's psychology. A second 

essay on Freud (1939) refers  to the vulnerabi l i ty  of the i d  t o  exploita- 

t ion:  it i s  "not o r g d z e d p  produces no col lect ive w i l l ,  -msrelry-fhistriving - 

ure principle.  w46 leverblhnts  pact  with the h v i l  rabmbles this abdica-. 

tion i n  favour of unconscious forces,  necessarily a pact with amorality, 
, 

a "prelude t o  a t r i a l  of the a r t i s t i c  potent ial  of the  i d  a f t e r  the  powers 



* 

- - 88 --- -- 

of And, reason and metaphyaic have be& - -- +ejectedmw4' P -pa "If there is any- 
- - -  

thing he cannot abide, i f  there ' s  one thing i n  the whole world he cannot 

stanach, it is destructive crit icism. What he wan- and gives is  triumph 

over it, i s  shining, sparkling, vainglorious unreflectiveness!" (237) This 
\ 

Narcismism i s  what ent ices Leverkuhn t o  seek solution i n  the  pact. The 
d 

7 arrogMce of sevching for  guidi& prin=iples  solely Gi th in  the  most in- 

dividual emotional se l f*  necessitates the consequent dismissal of moral 
- -  -- - - 

responsibili ty: a t  this level  it is possible .to t r e a t  Leverkuhn'k creat ive 

urge as  a manifestation of Freudian neurosis. More generally,  the se l f -  

seeking assignat ionwith the a r t i s t k c  impulse towards -thoughtless, exclu- 

s ive  self-expression, towards the object if icat ion of i ts  own uniqueness 

i n  fonn,.the novel suggests, must be seen as the ultimate cu l tu ra l  heri-  
* 

tage of bourgeois culture.  The exhaustion of the resources of t h i s  cul- 

' t ivat ion produces t h h c r i s i s  of t h a t  culture,  a s  Leverkuhn's words a t  the  

beginning of t h i s  section suggest. 
- - 

Eventually the disconnected se l f  must seek t o  escape from its own 

poverty; the loss  of , in tegra t ion  leaves i ts  mark.in the  creat ive process. 
t 

The search for  c o n n d ~ i o n  takes form i n  the search f o r  purpose, i n  an 

i d e a l i s t i p  pursui t  of -sensuality (personified, within the novel, by Inez) ,  
L C  ------. 

d or  i n  the  suhdss ion  t o  a grea ter  power. The individual seek8 f o r  i en- 

t i f i c a t i o n  with a larger  power t o  compensate f o r  his>wn feel ings of 

p~werleasness. Here the power of -tic music a s se r t s  i t s e l f ;  a s  early 

appmprfated by tfre:sdf. High rn-ts fn H a m e  3uddenbmok% are 
* 

when he is  a l f m d  t o  sit  with h i s  master i n  the church, " in  the  midst of 

a mighty teupest of rolling sound, which a t  once se'f them f r e e  from the 

,,49 
earth and d d n a t e d  them by i t s  own power. m s i c  aa mediator between 



innek state has becane an 

- - - - -- 5, - - -  

89 , 

- or sbcxal. existence and t h e  subject ivi ty of the 

abs t rac t  power i n  i t s e l f .  Leverkuhn expresaea 

h i e  discqnfort and intlkaidation i n  the face of ouch paver: 

A manifobtation of the highest energy - not a t  a l l  abstract ,  but '. without an object,  energy i n  a void, i n  pure e ther  - where e l se  i n  
' t he  universe does such a thing appear? We Germans have taken aver 

from philosophy the  expression "in itselfu, we use it every day 
withoug much idga of the metaphysical. But here you-have it, such . music is energy itself,  y e t  not as idea, ra ther  i n  its actual i ty.  - , I c-all your att+&ion to the  fact that that2'is ~ i o s t -  mee&f mtion . 
of God. Imritatio Dei - I am surprised t h a t  it is not forbidden. 
Perhaps i m 7 ' s T "  

0 

whose aesthet ic  idaas he i s  eqressirs6 here d i rec t ly)  is precisely its 

powat wer  him, its very - t ract  energy, its independence fltbm aocial  

l i f e .  Thia i a  why f o r  Leverkuhn the involvement with music must always 

mean t o t a l  i so la t ion ,  and a separation of t h a t  a c t i v i t y  f rom a l l  oylera. 
'c - 

Schopenhauer's i n t e r e s t  i n  music w a s  based on his -pos tu la t ion  of the  W i l l  

as abatrdct energy, Music best -=presents r e a l i t y ,  for Schopenhauer, bex ---- - 

cause " i t  is &I art without idear ,  o r  ra ther  an art i n  which ideas are 

ident ica l  with fonn and do not lead outside-the functioltal, self-sufficient 

universe of the  work t o  the i l lusory  comos of empirical eqmrience. It 

is an art untranslatable i n t o  any tern8 of external errgerience. "50 Schop- 

enhauer'a conclusion frcm t h i s  dangerously a r t i c u l a t e  mystic vision of 

mystic inart iculateness w a s  that the creation of form and meaning i n  music' 

must take place precisely i n  defiance f the meaningfulness of human ex- 
- - - i -- 

perience i n  conceptual tenne. Meaning i n  music comes no$ frcm references 
- -- - -- - 

t o  an external universe but from its internal re la t ionahipa~ the  chord 

receives i t s  meaning precirely and exclusively from i ts  relationehip t o  
C *  

the whole. This autonoray i t s e l f ,  houevej2, has a content: i n  Schopenhauex's 

terms music "caweys emotions before the pract ica l  peed6 of l i f e  ( tha t  is, 
-3 

:* '-*..' 
.". 



before arsuming the  di.sguis+s of individuation. M u s i c  r evea ls  a universal  
<* 

longing without purpose and objec t ,  an emotional absolute,  r e a l i t y  i n  its 

t r u e  and o r ig ina l  M a t e .  "51 The postulat ion of inchoate -tion as "reh- 

i t y  i n  i ts-  true. and o r ig ina l  s t a t e "  removes the r a t i ona l ,  conceptual, o r  
4 . . 

s o c i a l  q u d l i t i a s  of t h e  man hagination from the Lxperience of musical - 

response, and i n  f a c t  from any de f in i t i on  of mean&ngful r ea l i t y .  . I 

F r m  Schopenhauer's a f fec t ion  f o r  music wq can drkr conclusions about 
-- 

t he  German adoption of music as their most typ ica l ly  nat ional  medium of 
. o  

expression. One can argue, pa r t i cu l a r ly  ~ 9 t h  t h e f r  romantic music, t h a t  J 
music representa a "binding s o c i a l  force" precisqly because of its s p i r i t -  

ua l  The "meaning" of musi=al ,experience does no t  f a l l  e a s i l y  

i n t o  ideological  o r  s o c i a l  categori*~,  and indeed these can be ignored 
%i 

altogether.  Because of. its s m s u a l i t y ~ a n d - i t s  s p i r i t u a l i t y  it has the 

power t o  "unify whole masses of people.. . (and) fu r the r  serve s s  a bridge 

t o  a transcendent s p i r i t u a l  world "53 

Music is  thus cu l tu ra l ly  " typical"  because i t ~ a c t s  as  a general ab- 

s t r ac t ion  of pader, by claiming power fo r  i t s e l f  and by d i s t a n ~ i n g ~ i t s e l f  ' - 
from both the soc i a l  .dynamics of t h e  r e a l  world - as Leverkuhn , comments, 

.- 
from the Church as well  - and from the subjectivit ;  of the  artist himself. 

Its technical  obscurity as a system i s  re la ted  t o  t h i s  autonomy. Leverkuhn 
- - 

speaks of music "always a s  a strange power, a phenomenon amazing but  not 

touching him personally, ta lking a b o u t + i t  with c r ' t i c a l  detachment and a 5 
certain condescention." (74) 

comment. on the co id i t ion  i n  uhibfi*he a r t i s t  faces h i s  own 
'- 

mater ia l  as foreign o r  a l ienated matter; ob ecto which he produces which \ ,  



ye t  are not s o  much wh6le expressions --- - as technical  - -- 9 e r i m b n t a  i n  produc- - 

n. "The-ar t is t  h& became the mere executor of h i s  own in ten t ions ,  

ch appear before him as s t rangers  - inexorable ddmdnds of the comgoai- 
._ 

t ions  upon which he is working." Mann's fami l ia r i ty  with t h i s  notion is 

indicated by h i s  descr ipt ion of Leverkuhn's condition a f t e r  t he  pac t ,  

during times when he i s  composing. "Obviously and admittedly t h i s  man 

l ived at the  t h e  i n  a s t a t e  of tension so high as t o  be anything but 
D 

agreeable. It was more l i k e  a constant tyranny: the f lash ing  up and s t a t -  

ing of a problem, t he  task  of composition (over which he had heretofore 

always lingered), was one w i t h  it8 lightening l i k e  solut ion."  (359) Ador- 

no's analysis  reappears i n  D r .  Fauatus, s ign i f i can t ly  i n  the  words of the  

d,evil0. The appearance t o  Leverkuhn of an imagined dev i l ,  spokesman f o r  

h i s  own anxiet ies ,  i s  a grim commentary on the s i t u a t i o n  faced by the art- 

i s t  i n  which the problems of expression face him a8 d i e n a t e d  objects ,  

the  exprepsional dgvices avai lable  t o  him creat ing works which are the 
- -- - -- - -- 

objec t i f ica t ion  of h i s  own al ienat ion.  A compariaon of a relevant passage 

-+%, from Adorno's study of Schoenberg with the  a-ance of the  devi l  i n  
. 

Adrfah'k study shows the extent t o  which Adorno's ideas  influenced Mann. 

Perhaps what he  ca l led  t h e  " t rag ica l ly  cerebra4 re len t lessness  of (Ador- 
, . 9 

no's) criticismws4 haunted and troubled aince i n  the novel it appear i - 
so intransigent ly ,  i n  its undisguised 

D r .  Faustus 
"They a r e  powerless too," he 
went on, " B u t  1 bel ieve  we, ion  of t h e  mater ia l  is 
thou and I, lever  p re fe r  the  i g i n  as is the soc i a l  
decent impotence of those who 

a scorn t o  cloak the general t i nua l ly  pemeated. This energy pur- 7 
sickness under colour of a sues its course i n  the  same sense as 
dignif ied rnununery...mee not * does ac tua l  mociety, w e n  when ener- 
production threaten t o  came t o  tg and society  have become t o t a l l y  
an end? And whatever of ser- unaware of each other  and have come 
ioua s tu f f  g e t s  on t o  paper i n t o  c o n f l i c t  with each other.  



betrays e f f o r t  and distaste. 
Extraneous, soc i a l  grounds? 
Lack of demand? And as i n  t he  
pre- l ibera l  period the possfbil-  
i t y  of production depends l a rge ly  
on the chance of a Maecenas? 
Right, but as explanation doesn' t  
go far enough. Composing it- 
s e l f  has  got  too  hard, devil-  
i s h l y  hard. Where work does not  
go any longer with s ince r i t y ,  
how is one t o  work? But so  it 
stands,  my friend,-me naster-  
piece,  t he  se l f - suf f ic ien t  form, 
belongs t o  t r a d i t i o n a l  azt, eman- 
cipated a r t  r e j e c t s  it. The thing 
begins with t h i s :  t h a t  the  r i g h t  
of cnmmand over a l l  the tone- 
combinations ever applied by no 
means belongs t o  you. fmgossible 
the  diminished seventh, kagos- 
sible c e r t a i n  chromatic passing 
notes. Every composer of the 
b e t t e r  s o r t  ca r r i e s  within him- 
s e l f  a canon of the  forbidden, 
the self-forbidding, which by 

.degrees includes a l l  the  possi- 
b i l i t i e s  of t ona l i t y ,  i n  other  
words a l l  t r ad i t i ona l  music. . . 
Everything depends on the  tech- 
n i c a l  horizon. The diminished 
seventh i s  r i g h t  and f u l l  of ex- 
pression a t  the b i n n i n g  of Op. 
111. It corresponds t o  Beet- 

. hoven' s whole technical  niveau , 
doesn' t  i t ?  -the tension between 
consonance and the  harshest  dis- 
sonance known t o  him. The pr in-  
c i p l e  -of t o n a l i t y  and its dynamics 
lend t o  t h e  chord i t s  spec i f i c  
weight. It has l o s t  it - by a 
h i s t o r i c a l  process which nobody 
reverses...In every bar i n  which 
one dares t o  think,  the  sftsmtion 
as  regards technique presents  it- 
s e l f  to  hkrt as a problaa. Tech- 
nique i n  a l l  its aspects  demands 
of him every mment t h a t  he do jus- 
t i c e  t o  it, and give the  only 
r i g h t  a n s w e r  which it at any mo- 
ment permita. It canes down t o  
this, t h a t  his compositions are 
nothing more than solut ions  of 

9 
- --- - - - - 

Therefore, the  a l t e r ca t ion  oP the  
camposer with U s  mater ia l  is the 
same as an a l t e r ca t ion  with socie- 
t y ,  precisely  'to the exten t  t h a t  it 
f inds expression i n  h i s  work, and 
does not simply face h i s  product as 
consumer o r  opponent - ,.. 
All  the tona l  combinations employed 
i n  the  past by no meane  stand indis-  
criminately at t he  disposal  of the  
composer today. Even the  more in-  
s ens i t i ve  ear detects the  shabbiness 
and exhaustion o f  -#e diminished 

a 

seventh chord and c e r t a i n  chromatic 
modulatory tones i n  the  salon music 
of the  nineteenth century. For the  
technical ly  t ra ined  ea r ,  such vague 
diecomfort is transformed i n t o  6 \ 
prohibi t ive  canon. If a l l  is  not 
deception, this canon today excludes 
even the medium of t o n a l i t y  - t h a t  
i s  t o  say, the means of a l l  t rad i -  
t i ona l  music. I t  is not simply t h a t  
these sounds are antiquated and un- 
timely, but t h a t  they a re  fa lse . . .  
The i so la ted  appearance of chords 
does not i n  i t s e l f  decide t h e i r  
correctness o r  incorrectness.  These 
a r e  t o  be judged only f m  the  per-'- - - 

apective of the l e v e l  of technique 
adhered t o  a t  a given time. The 
dimidshed seventh chord, which r ings  
f a l s e  i n  salon pieces ,  is cor rec t  
and f u l l  of every possible  expres- f 

s ion  a t  the  beginning of Beethoven's 
Sonata (opus 14) ... it is the t o t a l  
niveau of Beethoven's technique - 
which gives the chord its spec i f i c  
weight. The components of t h i s  tech- 
nique include the  tension between 
the most extreme didsonance possi- 
b l e  f o r  him and co-onance, t h e  har- 
monic perspective which includes 
a l l  melodic events, and-the dynamic 
conception of t ona l i t y  a s  a whole. 
But %e kiskorie  preeess,  k?~rough 
which t h i s  weight has been l o s t ,  is  
i r r e v e r s i b l e . . . ~ u ~ a t  t h i s  point  
the  p ic ture  of t he  composer is a l so  
transformed. Be loses t h a t  freedom 
on a grand sca l e  which i d e a l i s t i c  
aes the t ics  is accustomed t o  gran t  
t o  the  a r t i s t .  He is no longer a 



- - -- - - 

9 3 

--- - 
t h a t  kind; nothing but  t he  solvdng a. 1t is  a-hat the timer 
of technical  puzzles. A r t  becomes and society  impose e x t ~ r n a l  restric- 

i cr i t ique .  That is sanething qu i t e  t ions  upon him; it is ra ther  the 
~r 

honourable, who denies i t ?  Much rig/d demand f o r  compomitional ac- ;- - 
rebe l l ion  i n  strict obedience is  curacy made' upon him by h i s  s t ruc-  . 
needed, much independence, mqch ture  which limits him. The s t a t e  of 
courage. But the danger of being technique appears aa a problem i n  

. uncreaqve - what do you .think? every measure which he dares t o  con- 
Is it perhaps s t i l l  only a danger, ceive; with every measure technique 
o r  i s  it already a f ixed and set- a s  a whole demands of him t h a t  he 
tled fact?...Donlt blame it on d6 it jus t i ce  and t h a t  he give t h L  
s o c i a l  conditions. I am aware you s ing le  co r r ec t  answer permitted by 
tend t o  do so, and are i n  tfie hab i t  technique a t  any given rnaaent. Thei'- - 
of saying t h a t  these conditions , compositions thtamselves a r e  notMng 
produce nothing f ixed  and stable but  such anerwera - nothing but the  
enough to  i3uarantee t he  harmony solut ion of technical  p ic ture  puz- 
of the  s e l f - su f f i c i en t  work. z l e s  - and the  canpotter i e  the only 
True, ' but unfmportarrt. The prohi- one who i s  capable of reading h i s  

. b i t i v e  d i f f i c u l t i e s  l i e  deep i n  canposi t i ons  and ,under8 tanding h i s  
, t h e  work i t s e l f .  The h i s t a r i c a l  own music. H e  worb on an infinite-, 
movement og the  musical material l y  m a l l  scale.  His e f f o r t s  f i nd  
has turned against  t he  self-con--j fu l f i l lment  i n  the executibn of 

l t a ined  work. It shr ihks i n  time, t h a t  which h i s  music object ively 
- i b s c o r n s  e w i o n  i n  t h e ,  whi h demands of him. But such obedience 

i s  the  dhefisrons of a musical 

tanei ty .  This is the d i a l e c t i c a l  

c 
demands of the  composer all possible 

work, and l e t s  i t - s t a n d  empty. disobedience, independence and s p n -  
Not out  of impotence, not out  of 
ihcapacity to  gide form. Rather , nature  revealed i n  the unfolding of 
from a ru th l e s s  demand f o r  com- the musical material .  - 

55 

t 
pression,  which taboos t h e  suger- 
f luous,  negates the  phrase, shat- 
t e r s  t he  ornament, stand8 opposed 
t o  any extension of time, which i s  
the life-form of t he  work. Work, 
time, and pretence, they are one, 
and together they f a l l  victim t o  
c r i t iqye .  It no longer t o l e r a t e s  
pretence and play,  the  f i c t i o n ,  
the  se l f -g lor i f  i ca t ion  of form, 
which ceneors the passions and 
human suffiering, divides ou t  the  
p a r t s ,  t r ans l a t e s  i n t o  pictures .  
Only the non-fictional is still  per- 
missible, the  unplayed, the undis- 
guised and untranafigured expression 
of suffer ing i n i 9  ac tua l  manent. 

(238-240) 

Like the dialogue with the  devi l  i n  another g rea t  novel, Dostoevsky's 

The Brothers Karamozw, Leverkuhn's encounter with the devi l  c rys t a l l i ze s  

the contradictions t h a t  a r e  developed throughout the  novel. I n  these 



--- - - - ----- 

94 

dialogues the man i n  search of meaning is confronted with the  Fineibili- 
P - 

I 

t y  of f r e e  choice, which is represented as a tortuous one; t he  r e j ec t ion  

of t h a t  freedom brings the 'compensation 'of a sense of power. T h i s  i s  

what Leverkuhn's dev i l  offers .  He epitomizes an adulation of system and 

authori ty ,  the  submission of t he  ingividual ego t o  a l a rge r  power. The 

se l f - suf f ic ien t  work i s  no longer possible;  "the prohib i t ive  d i f f i c u l t i e s  ,> 
l i e  deep i n ' t h e  work i t s e l f . "  The search f o r  a solut ion t o  t h i s  historical-- 

exhaustion mugt apply i t s e l f  t o  composition as  t o  a h i s t o r i c a l  puzzle. 

The solut ion demands the  resolut ion of t h i s  technical  puzzle; the  renun- 

c ia t io f i  of the s e l f  f inds  fulfi ' llment i n  its cor rec t  execution. Thus 

the negation of t he  time dimemtion i n  t he  music: a s  human passions " f a l l  

victim t o  c r i t ique" ,  the  flow of human expression is reduced t o  a s ing le  

admissable phrase. 

Schoenberg himself had advocated brevi ty ,  the  self-contained moment 
- 

i n  the  musical work.56 Leverkuhn as well  follows the Expreaaionist urge 

t o  t he  s ing le  cry,  the destruct ion of melody and continuity i n  time re- 

placed by the d i r e c t  i n s t i n c t i v e  manentary expression. The doubts c a t  

upon the possibility of language i n  the  end question the i n t r i n s i c  mean- 

ing of everything. 

/ 
With t h i s  separation of meaning f r m  form, t ona l i t y  becomes- e n t i r e l y  

dependent on i ts qwn i n t e rna l  context; as Leverkuhn says,  re la t ionsh ip  is  

everything. ( 4 7 ) .  I n  t o t a l  ambiguity Leverkuhn's music "turns t he  equivo- 

Leverkuhn's absorption i n  musical problems takes  

*the problem of unity, in terchangeabi l i ty ,  

?ent i ty  of horizontal  and v e r t i c a l  writ ing.  . .and the  t r a n s f o d o n  of 

thL h o r i z o n $ % t & v a l  i n t o  the  chord, which occupied him'as nothing e l se  

did:  that 4s w h o r i z o n k  into the v e r t i c a l ,  the  -~succeasive i n t o  the  



i s  reminiscent merghg of t h  with h i s tory ,  ob- 
r . .\ 3 

scuring i n  both cases the k d a r i e s  'between r e a l i t y  and ar t  and i n  t he  

end s a b o t w i g  the  meaning of each. 
. . . . - 

The influence on modernism of the ae s the t i c  philosophy of Kant and 
s 

Schopenhauer i s  apparent here,  a r t i cu l a t ed  , i n  the notion of t he  self-suf- 

-, . f ic iency of t he  'arta i n  relationsli ip t o  a dubious realit%, ; The fo- o f  6- 
modernist art have changed i n  accordance with a movem=nt t&a& musical 

s t ruc ture .  (Kandinsky and Valery, f o r  example, e x p l i c i t l y  ca l led  on other 
, . 

arts t o  emulate Schoenberg hinkelf ink is ted  t h a t  "music has no \ 
mor6 t o  do with soc ie ty  than a game o f  chess.".59 ' ~ d o r n d ' e  kPpotture from uB' 
h i s  admired master involved 'h is  disagreement with t h i s .  conclusion, H i s  ' 

. '  

fascinat ion with music grew from his concern w i t h  the  s e c u l a r i ~ g t i b ~  of 
1 1  . . 

the  Enlightenment; his admiration f o r  Beethoven, which was cer ta inly-  not . 
unique but  pa r t i cu l a r ly  inflyenced Mann60 f?nne(t the  basis of h i s  dialec- . 

---3 b 

t i c a l  theory of mediation i n ' t h e  sociology of music, which i s  i n  essence 
- .  

what i s 'be ing  presented here. -As Jay aummaiizes .~i iorno 's  perspective,  

So it is t h a t  Western mueic at the very o u t s e t  marks i t s e l f  off  - 
from the  cu l ture  a s  a whole, recons t i tu tes  i t s e l f  a s  a self-con- 
tained and autonomous sphere a t  a dis tance from the everyday,social 
l i f e  of the  period and developing, a s  it were, parallel- t o  it. 
Not oniy does music thereby acquire an in t e rna l  h i s tory  of i t s  own, 
but it a l so  begins t o  duplicate on a smaller sca l e  all  the s t ruc-  
tu res  and l eve l s  of the  s o c i a l  .and.economic macrocorn i t s e l f ,  and . 
displays its am i n t e r n a l  dialectic.gl  

----.l ', 

It i s  the s t ruc tu re  of music, n o t - i t e  over t  messaqe o r  ~ o n t e n h ~ t h a t  gupli- 
i P 

the  orqanization of society .  From t h i s  ye- conclude t h a t  i6 is pEe- 
I ,  t 

-/ 

c i s e l y  the abstractness, the  freedom from a r t i cu l a t ed  meaninu'or v e u e ,  
\ 

f 
and the  ens& a rb i t r a ry  power of t he  form' i - tse l f ,  th& ffracinaQq3 the 

% i 
Germans i n  the  way t h a t  Mann has describe;. A t  the  s e e  t h e  4 explai  

, . 
# 

4 

, - 

' 1 .  
- -  -1 , 



i n  what manner Schoenbergta music bes t  represenEd,  
- 

&e of Genpan society ,  with its abstractness  of. organization from human 

soce i ty ,  its inte-al l og i c  as a system *ervious t o  t h e  whim of des i re ,  
I 

, &its " t o t a l i t a r k "  overdetermination of a l l  musicai  elements. Mann 

could= ihue iden t i fy ,  a t  l e a s t  f o r  his own purppses both t h e  a r t i s t i c  man- [ '- . 
i f e s t a t i o n s  of t h i s  barb from humanim (he was, not  surgr i s -  

ingly,  not fond of the  poli t icaA consequences of such 
I 

abso lu t i s t  a e s the t i c  se l f -cu l t iva t ion .  - As a p o l i t i c a l  analysis  of t he  
\ 4.  

causes of fascism, t h i s  i d e n t i f i c a t i o n  is, of coursk, simplisFic.  As a 

moral renunciation, and a s  a form of t he  p a r a l l e l s  a re  

P evasta t ingly e f fec t ive .  

I n  LeverXuhn1s speculation,  t he  d i a l e c t i c  inherent i n  t he  movement 

. -'-- 
through contras t  a t e  elements of*music i s  destroyed by the  

J ' 

artist 's t h e i r  i d e n t i t y ,  col laps  g of the  subject ive  = . yi , 

i n t o  o e dissonant chord. 
-----/ 

The d e s t r u c h n  of one forn of balance, which had been based on a par t icu-  

lar kind of autonomous in tegra t ion ,  eventually creates  the  need f o r  

another. ~ b s t r a c t i o n  and speculation a re  c r y s t a l l i z e d . i n t o  a 

system. "Even a s i l l y  order i s  b e t t e r  than none a t  a91." (68) 

A 
tite System 

Lrwhpwe 1 the  pu r i f i ca t i on  of ,e c o m p l i ~ i n t o  
i s  a t  bottam .the same a3 the  _wi_nninq back of i t a l  

t o t a l i t a r i a n  

'tr 
t he  simple 
mhthe 

poyer of fee l ing .  If it  w e r e  possible - whoever succeeded i n  - how 
would you say i t?", .he turned t o  ma and then answered himself: "the 
break-through from i n t e l l e c t u a l  coldness i n t o  a touch-and-go world 
of new - fbel ing,  him one should c a l l  t he  saviour of art." (321) 

Leverkuhn's longing f o r  a ."break-through" is  a t  the  hear t  of h i s  dev- 
- 

.elo&ent of the  12-tone system. The term i t s e l f  o r ig ina tes  with Zeitblom's 

vaguely s lys t ical  d e f e w  of the  outbreak of p a t r i o t i c  sentiment and 



, 
aggression i n  19$4, at the beginning of K t x M  Ytar 1, llle -cept iardmi- 

l i a r  t o  students i n  t h e  winfried Ci rc le ,  too, i n  t h e i r  rapturous d i sse r ta -  

t i ons  on nature and youth, which look forward to renewal and revolution 'in 
. 

pur i f i ed  f a i t h  (117) . 
' - 4  P. 

Leverkuhn's f l i r t a t i o n  with theology, during which he encounters the  

Winfried s tudents ,  i s  an avoidance of t he  temptation t o  dedicate himself 

t o  t h e  study of music. BecauSe of hie unextinguishable sense of parody, 
t 

he f e e l s  himself unsuited t o  the ca l l i ng  of an a r t i s t .  For some time he 

de l ibe ra t e ly - r e s i s t*  t he  cai.1 of h i s  own impulses to devote h i s  l i f e  t o  

music. He a l so  'resists the  urging of 'his music teacher,  Kretzschmar, 

with t h i s  explanation: 
I 

I am embarrassed,at t h e  irmipidnees which is  the  supporting s t ruc-  
t u r e ,  the  conditioning s o l i d  subetance of even t h e  work of genius, 
a t  the elements thereof which a r e  t ra in ing  and common property,  a t  

- use and won i n  achieving the  beaut i ful ;  I blush a t  a l l  t h a t ,  weary - 
- thereof ,  g e t  head-ake therefrom, and t h a t  r i g h t  ear ly . .  .Dear f r iend ,  

why do I have t o  laugh? Can a man employ the  t r a d i t i o n a l  o r  sanc- 
t i f y  the  t r i c k  w e r  genius? Can one with shrewder sense 

I have always had t o  laugh, most damna- - - achieve t he  Seau 
bly ,  a t  t he  most impressive phenomena. I f l e d  from 
t h i s  exaggerated omic i n t o  theology, i n  t he  hope t h a t  
it would give r e l i e f  t o  t ckling - only t o  f i nd  there  too a 
per fec t  legion of lud ic ro  su rd i t i e s .  Why does almost everything 
seem t o  m e  l i k e  its own parody? Why must I think t h a t  almost a l l ,  
no, a l l  t he  methods and conventions of art today a r e  good f o r  parody 
only? (132-134) 

Leverkuhn'e uncontrollable mockery at the  conventions of musical ex- 

presaion may be more extreme, but  bear knspicuous reeemblance t o  t h e  
F 

i rony throughout Mann's work. In  case'we miss the connection, ~ a & ' p r o -  --. 
c . 

vides  uormenta i n  Story of i ~ c w e l  on the  parody of publ ic  ac t i v i t y :  h i t h -  

ou t  hi8 desi r ing t h i s  to be so,  the w& of humanity " t a k e  on a charac- 

ter of fantasy,  dream, buffoonery" - s o  t h a t  the  e f f e c t  of parody i n  h i s  . 

work is  not merely l i t e r a r y  g u i l e  but  t r ue  l i ved  experience.62 ~ h f s  i s  

s u f f i c i e n t  to w a n  us against  viewing Leverkuhn's parod is t i c  detachment 



from conventional forms - and t he  systematization t h a t  g r w i d e s  the solu- 
- 

t i o n  - as a purely  artistic concern. Of course evidemce of such a warning 

is a l so  abundant i n  t h e  novel. The s i t u a t i o n  i n  which the  work of a r t  

t u rns  its a t t en t ion  upon i t s e l f  is  responsible f o r  such parody, and i s  

responsible a l s o  f o r  the  e r r o r  of c r i t i c a l  preoccupation with questions 

of form. The wordplay and a f f ec t i on  f o r  quotations 88 a response t o  per- 

sonal  embarrassment character ize  Leverkuhn i n  both genses of t he  word. 

Leverkuhnls de s i r e  t o  escape from lacks  the "robust naivete" nec- 

essasy t o  the  artist which he i n  h i s  letter t o  Kretzschmar. 

(132) H i s  in t rans ig&t  cleverness masters all conventions too quickly t o  

allow subject ive  involvement t o  penetra te  t he  mater ia l ;  f o r  h i s  c r i t i c a l  

imagination, t h e  harmonic p o s s i b i l i t i e s  of b n a l i t y  no longer hold any 
4 

meaning. That this is t r u e  on t h e  l eve l  of emotional response, a s  well  as 

i n  terms of t r i c k s  of technique, he proves with h i s  z e s t f u l  - and y e t  

pa infu l  i n  its persuasiveness- of the  conventions of the  "beaut i ful" ,  

\ 
i n  the  sane letter.' 

Leverkuhn seeks the  confines of a rad ica l ly  new strict s t y l e  t o  f r e e  
9 .  

hiase l f  from the  paralyzing prohibi t ions  of h i s  consciousness. Zeitblomls 

pont i f ica t ion  on the  German nat ional  character  isLmeant  t o  r e f l e c t  on t h i s  - 
aspect of Leverhhn 's  work, though Zeitblom himself does not intend t h i s .  

"In. a nation l i k e  ours ," I s e t  f o  "the psychological i s  always 
the primary and ac tua l ly  motivati  the  p o l i t i c a l  act ion is of _the 
second order of importance: re f lex ,  expression, instrument. What 
the  break-through t o  world power, t o  which f a t e  summons us ,  means 
a t  bottom, i s  the  break-through t o  the  world - ou t  of i so l a t i on  
of which we a r e  pa infu l ly  conscious, and which no vigorous re t icu la -  
t i ons  into 'world economy has been ab l e  t o  break down s ince  t he  
founding of t he  ~ e i c h .  The b i t t e r  th ing i s  t h a t  t he  p r a c t i c a l  man- 
i f e s t a t i o n  i s  an outbreak of war, though its t r u e  i n t e rp re t a t i on  
i s  longing, a t h i r s t  f o r  unif icat ion."  (306) - 

Z e i t b l m ' s  confused be l ie f  i n  the  primacy of psychological moti4ation a s  

t he  "true i n t e rp re t a t i onn  of politics i s  accompanied by a- zealous readiness 



-99 
- 

t o  take on any wrong i n  the service & nat i81t~ l  ti-n. *fs meet.s- - --- 

with accord from Leverkuhn. "Who denies t h a t  a r e a l  break-through i s  worth 

what t he  tame world c a l l s  a crime?" he .agrees,/h&forcing the  placement 
B 

. of p o l i t i c a i  ac t ion  o r  m i t e r l a  t o  second) place. (307) ~ d r  Leverkdm, the  

proposit ion opens ' up. one problem only : how does one break through? He 

po in t s  to the  volume of K l e i s t  essays which provides mater ia l  f o r  one of 

h i s  works, "the l a s t  chapter of the  h i s to ry  of the  world. But it is ta lk-  

ing only about the  a e s t h e t i c ,  charm, f r e e  grace, which ac tua l ly  i s  reserved 

to t h e  autanaton and the god: t h a t  is, t o  the  unconscious o r  an endless 

conacioueness, whereas every r e f l ec t i on  lying between nothing and i n f i n i t y  
4 

k i l l s  grace; " (308; The a c t  of r e f  l e f t i o n  1s the  " d k e w m ,  the  source of 

the  " d i a l e c t i c  reversal", of freedom: i n  response t o  Its own sub jec t i v i t y ,  
< 

Leverkuhn maintains, "some the o r  o ther  she despairs  of the  p o s s i b i l i t y  

of being crea t ive  ou t  of hersel f  and seeka s h e l t e r  i n q h e  object ive ."  (190) 

I t  

Leverkuhn's search f o r  a f igure ,  and'eventually an e n t i r e  system, which 
-- --- - 

w i l l  determine c m p l e t e l y  every note of t he  composition, evolves from h i s  

p r o t e s t  against  the emptiness of t h i s  sub jec t iv i ty .  

The use of "strict s ty l e "  begins with the  Brentano song cycle ,  with 

.h i s  use of .a bas ic  f i gu re  of f i v e  notes,  B (H) E A E, E - f  l a t  , HetAEra Earner- 

elda.  Like Schoenberg's e a r ly  expe r sen t a t i on  with ' the technique, the  

brevi ty  of t h s  motif pref igures  - a more complete systematization of t h e  

12-tone s e r i e s .  pve rkuhn  comments on the inadequacy of t h e  5 notes: t he  

motif would l i k e  to-determine everything i n  t he  song, but  it is  too shor t  

a word arid i n  i t s e l f  is not f l e x i b l e  enuugh. (191) H f s  des i re  is t o  c r e a t e  

' 
combinations of 12 l e t t e r s ,  o r  12 semitones, a s e r i e s  from which " a l l  the  

1 

' movements of a work must s t r i c t l y  derive.  Every note of t he  who1 d con\po- 

s i t i o n ,  both melody and harmony, would have t o  show its r e l a t i o n  to t h i s  



f ixed fundamental s e r i e s .  Mot one might recur u n t i l  thg other  notee have 

sounded. Not one might appear which did not f u l f i l l  i ts function i n  the  
> . 

whole s t ruc ture .  There would no longer be a f r e e  note." (191) 

1 t has been a r r ~ u e d ~ ~  t h a t  a dff  ference e x i s t s  between Lewerkuhn ' s * 

development of the  12-tone system, and Schoenberg's development. I n  

Schoenberg's case, t he  12-tone system evolved a s  a formal ra t iona l iza t ion  
f 

of something he had been working w i t h  y e a s ;  musical'problems generated 

from emotional needs which required new language. The d i f f i c u l t i e s  en&-< 

countered by Schoenberg i n  handling t h e  extreme chromaticism of h i s  Ex- 

p re s s ion i s t  phase l ed  him t o  search fo r  a formal solut ion which would 

allow him t o  give shape to what w a s  po ten t ia l ly  incoherent. Since Schoen- 

berg 's  techniques were a "resis-nce t o  uncontrollable unconscious for- 
J 

~ e s " ~ ~ ,  the  method was i n  p a r t  thrown up by the rnufsic i t s e l f  r a the r  than 

de l ibera te ly  preconceived. Carnegy has t raced t h e  progress from Schoen- 
- -- - 

berg 's  ea r ly  songs, through h i s  i n i t i a l  use of the  12-tone method (we 

a r e  reminded t h a t  Schoenberg it a  at at ern"^^), t o  the 
0 

establishment of 12 note var ian t  forms of the. row, 

however, were not intended t o  "warrant any combination of notes which can 

be explained i n  terms of the  system" as Leverkuhn proposes. (193) Rather, 

the note 's  pa r t i cu l a r  place i n  the  row was t o  provide it with a spec i f i c  

r e l a t i on  t o  both dimensions-of melody and harmony, and a prec ise  re la t ion-  , 

sh ip  t o  all o ther  notes in the series, w i t h  a l a r g e  nrmh=uE possible  
i 

varia t ions .  I n  o ther  words, f o r  Schoenberq, "the demands of the  row were j 
not  t o  be considered as taking precedence over a l l  the  o ther  demands, 

I - 
whether techniQa1 o r  expressive, of a well-made composition. 1166 

/ I 

~choenbeQ's s t ruggle  t o  f ind ,  and then t o  fo*&lize, a new expres- 
i 

s ive  language t o  accompany the movement from the extreme limits of t ona l i t y  



i n t ~  at- i s  ~ i ~ + ~ ~ 1 ~ m e r k u ~ ~ 1 d  - a- 
* 

t ion .  SchoeTerg I s  r a t i ona l i za t i on  of ther new lsethod was not  predeter-  

mined and not  irmnediately c lear :  * 

I can only gefe r  you to'rny compositions published s ince  about 1921, 
I do not know, as ye t ,  the t heo re t i ca l  bas i s  f o r  these;  on t he  / 

purely compositional s i de ,  I must depend e n t i r e l y  on f ee l i ng ,  
% 

sense of form, and musical i n s t i n c t .  
67 . . 

Schoenbezy's a l legiance td t he  imperatives of emotion beer  no innnedi'ate 
- 

resemblance to' Leverkuhn's seeking of a determinate form. Even befor* 

Leverkuhn's system has been f u l l y  a r t i cu l a t ed ,  he looks forward t o  the  . 
?- 

s t r i c t  control  of t h e  new method. - 
I 

The decis ive  f a c t o r  i s  t h a t  every note, without exception, haa sig- 
nificance and function according t o  its place i n  the  basic  @cries , 

o r  i t s  der ivat ives;  That would guarantee what .I' c a l l  t he  I n d i f  f e r -  
ence t o  harmony and melody. (192) 

Leverkuhn's apparent antipathy to  the  eypregsive aspeota of music d i f f e r s  

from Schoenberg and younger &sciples  of the  12-tone s y s t q .  They had t r u s t  

i n  - t he  music i t s e l f  - t h a t  i s ,  i n  i t s  p o a s i b i l i t i e ~ , a s ~ &  cregt iye  and'emo---- -b$ 
- 

. t i v e  medium, and by implication i n  t h e i r  own c rea t i ve  and emotive s t e n -  
I 

. 
c 

t i a l i t y ,  They hoped f o r  a r e c o ~ c i l i a t i o n  between tona1ity"and method, 

while Leverkuhn's- tirust i s  directed so le ly  toward t he  row a'nd-whatever it 
.s 

might produce. For Leverkuhn the  s t r i c t n e s s  of the. system serves t o  re-  
< *  

l ease  h i s  emot iop  almost without h i s  having t o  exper iwcs  than: without 

h i s  complicitay, as it were, and ce r t a in ly  without h i s  t r u s t ,  i n  t h e  emo- 

t i o n a l  o r  human aspects  of the  music. These he has signed'away. 

Mann ' s p r e m a b l y  exaggerated depi c t i on  of t h e  intended determiniam 

of t he  system was intended t o  reveal  t h e  a r t i s t i c  - and the p o I i U c a l  - con- 

P q u e n c e s  of such a rb i t r a ry  d i sc ip l ine .  It i s  h i s  depiction of these  
' 

connections t h a t  hag aroused such defence8 by advocates of Schoenberg's 

a 

system. I n  f a c t  Mann's f i c t i o n a l  exaggeration of the  ac tua l  process of 

G 



d e v e l o p i i  the JZ-~ner~Wh~da  I '. 
* . _._ 

proved, by Schoe-rg 's d*fenders. Mann would; hive bear f d J i a r  with 

A 
+- - Krenek's defence of the  organic "unifying p i h c i P l e n  of the  la-tone sbr- 

/ .  ies, based on the suppimitibn t h k - t h e  balance of t ona l i t y  has been volun-: ' . - 6 
0 * 

t a r i l y  - b* necessar i ly  - replac?ea with a new fond of balance ; ref lecft&ve 

grounds. t h a t  the ,  system i t s e4 f  has l im i t l e s s  p o s s i b i l i t i e s ,  is dependent. 

"exclusively on the  composer's a r t i s t i c  in ten t ion ,  control led here, a s  i n  

- &her method of - c ~ s i n g ,  by * h i s  hag ina t ion ,  and by nothing e l se .  
' i 

I 
. 5  

t~hsp&ation is ng mo=e limited. by the 12-tohe tekhnique than by any o the r  , 
7 

- syst& of r6usical rbl~s. n69 Krenek, h I f  compos=r, argues i n  t h i s  
, e 

1939 ~ o r k  t h a t  -the f&hnique w i l l  &come more f l ex ib l e  , more f ree .  The \ 

"g . - 
hdSon'that  what is "freed" by much a system i a  artistic insp i ra t ion  ig- 

. . 
nores  the expressive confent inhbr8nJt i n  the 'form of w e  mush  i t s e l f ,  

*. ' 

. I n  b r i e f ,  it can be- t&en f o r  granted that  aton , a f t e r  the  
strict t ra in ing  t o  whkch it is &ing eubjecte the  twelve-tone 
technique, .wi l l -graduate- to  a condition where it w i l l  no longer 
need *_is t i g h t  apparatue . . .A r e a l  danger t o  t he  twelve-tone tech- 
@que would a r i s e  i f  it were gllawed to degenerate i n t o  'a'new kind 

+ 
' of fetish'. I n  #at  caee it would have a;rkinafiip with-every s o r t  

of rabid to t a l i t a r i an i&.  way to  escape l i e s  i n  using the 
mefhod as a means, not  as- an end. Twelve-tone t e c m q u e ,  l ige  any 
other technical .  precess,  i s  sensible  - in  so f a r  a s  it h c r e a s e s  the  

.I 

mast& of the  human #nd over- naturh reeou=ces ; o r ,  to, 'phrase it 
different ly , '  i n  so  f a r  a s  it enlarges the region,of s p i r i t u a l  f ree-  
dom. Without teclinique, man'wou~d.,=st' 1 roam the primeyal f o r e s t  
l i k e  an animal. But i f  progress' s h o  d ,  make 'him a $lave t o  tech- . f nique, h i s  f a t e  would be &u$ly more nviable. . 7 +  %-- - I 

Mann had plenty 'of his on( reasons f o d d i s , t k s t h g  - such an op t&ie t ic  
6- . - -- 

% 0 

account of the a b i l i t y  of technical  &ogress i n  h a  s@eresof & = t o  "en- 

d l a rge the region of s p i r i t u a l  freedan". * perhaps fami l ia r i ty  with ' ~do rno  's " 
. * 

'work helped to motivate sdch i n t u i t i v e  distrust . ' s ambivalence to- 

ward a r t i s t i c  preoccupation with formal solut ions  cWld not have been ;" - 



Krenek proposes. I n  any case, in41955 it was Krenek who introduced t h e  -. 

concept of " t o t a l l y  predetermined music".71 By t6is he meant "a i t h o d  

of codaposition such t h a t  each element of musical sound - frequency, d u n -  

t i o n ,  i n t ens i t y ,  timbre, and i f  poss ib le  even the  tona l  a rea  o r  ambitus - 
i s  determined according t o  preselected s e r i e s .  "72 ~ r e n e k  i n  f a c t  took on 

- 

i n  extreme form the  task  which ~eberkuhn  has exemplified, e e c t i n g  those . 

aspects  of the  method which he had i n i t i a l l y  argued aga ins t  purely by 
k 

taking the  method i t s e l f  t o  i t s  log i ca l  conclusions. Mann's i n t u i t i v e  

prophecy i n  t K i s  case  was more t r u e  than f i c t i o n ;  r a t h e r  than alle'gory, 

it was a comprehension and a r t i c u l a t i o n  of the inherent  p o t e n t i a l i t y  of t he  

@ ,  
compositional method i t s e l f .  

The composer who prepares h i s  mate a 1  mathema ' c a l l y  beforehand 
deprives himself of the  p o s s i b i y t y  ' by reviewing and 
thus f u l l y  control l ing h i s  m a t e r ~ a l . ,  a 1  gre-determination, i n  
other  words, leads  d i r e c t l y  t o  a new i r ra t iona l i sm:  t h e  mathematical I .  

t h e o r i s t ' s  pipe-dream of, u lba-prec i s ion  i s  f u l f i l l e d  only i n  ir- 
- - -  - - - - - - - - -- 

r a t fona l i t y .  73 , 

This i s  so because t he  mul t ip l ica t ions  of p o s s i b i l i t i e s  
4 

the  12-tone row become so mathematically overwhelming t h a t  n t h e  end the  a 
only method of choice is  a rb i t r a ry .  But the  smallness of hm* choice i n  

t h e  f ace  of mathematical hug.emess i s  fascinat ing t o  Leverkuhn; a e plays 
J 

with such human ins ign i f icance  i n  h i s  cosmic adventures with t h e  h a g i n &  / 

Ackercocke. Magic and r a t i o n a l i t y  a r e  t o  him one-and the  same. That they 
& 

- 

should be distinguLshed i n  the area of human w i l l  is  of less i n t e r e s t  than -- - 

t h e i r  comprehensibility through systematic analysis .  
- 

L e ~ e r k u h n ' s ~ i d e a l  of a break-through, l i k e  the  pipe-dream of t he  mat+- 

ena t ic ian ,  presents  

I n  "The Lamentation 

f t s e l f  

of D r .  

a s  an e lus ive  i dea l ,  something t o  s t r i v e  for .  

Faustus" it is  real ized.  The paradox of t he  



"greater  freedom of emotioml expression than h i s  e a r l i e r  works. Like the 
\ C 

3 

novel i t s e l f ,  with its assimilat ion of object ive h i s t o r i c a l  real&*, the  

music's "ra t ional  organization through and throughn (as Zeitblom is made 

t o  quote Adorno) becomes the vehicle  of extreme subject ive expressiveness. 
'. 

These words: "For I die a s  a good and as a bad Christ ian" form the  

9 
general  theme of  a l l  t h e  var ia t ions .  I f  you cou6t the  sy l lab les ,  
there  a r e  twelve, and a l l  twelve notes of the chromatic sca1,e are 
set t o  it, with a l l  the thinkable i n t e rva l s  there in .  It already 
occurs and makes i t s e l f  f e l t  long before i t  is reintroduced with 
the  t e x t ,  i n  i t e  place as a choral  group - t he re  is no t r u e  solo 
i n  the Faustu8,--rising up u n t i l  t h e  middle, then descending, i n  
the s p i r i t  and inf lex ion  of the  Monteverdi Lamento. It i s  the  
b y i s ,  of a l l  the  music - o r  r a the r ,  it lies a b e t  as key behind 
everything and responsible f o r  the  i den t i t y  of the most var ied 

,forms - t h a t  i d e n t i t y  which e x i s t s  be een the c rys t a l l i ne  angelic 
choir and the  h e l l i s h  ye l l ing  i n  the  32- c a l  ee  and khich has not 
become all-embracing; a formal treatment s t r i c t  to  the  l a s t  degree, 
which no longer knows anything unthematic, i n  which the order of 
t he  basic  mater ia l  b3comes t o t a l ,  and within which the  idea  of a 
fugue r a t h e r  decl ines  i n t o  an absurdity,  j u s t  be w e  there  is no 
longer any f r e e  note. But it serves now a higher urgoee; f o r  - 3 
oh, marvel, oh, deep d iabol ic  jes t !  - j u s t  by v i r tue  of the  ab- 
soluteness of t he  form the  music i s ,  a s  language, freed.  (487-488) - - 

t 

The "Lamentation" draws together  the  musical moments and l i t e r a r y  

motifs of e a r l i e r  works, the methods and s t y l e s  having reached t h e i r  high- 

est degree of organization. 1 n . t h i s  way previous tendencies i n  the mater- 

s e l f  are exposed: most conspicuously, the  system of motifs control l ing 
/ 

"characters" of exgresaiveness, and providing a s e r i e s  of varia- 

tions "to  same extent  s t a t i c ,  i n  which e v q  transformation is  i t s e l f  
; ,- - 

already t h e  echo of t R e  previous one. " (188) To 2 e i t b l m  it is axdis t ress -  
Y 

' 
f u l  paradox t h a t  t he  g rea t e s t  conscious control  o h r  a l l  the elements of- 

. - 
&- - 

expression has allowed such overwh*ing freedom of expression +d lament. 
L r- That there  should be a correspondence between such technical  r i g i d i t y  and 

ca lcu la t ion ,  and the passionate lament t h a t  burs ts  fo r th ,  is  t o  him a s  

incomprehensible as the-correspondence i n  the work between saviour and 
1 d 



tempter, h e l l i s h  laughter and angel ic  chorus, lamentation and h i l a r i t y .  A 

d i a l e ~ t i c a l  grpproach which accepts contradictions within things i s  not 

only incomprehensible t o  him but  is dangerously equivocal, j u s t  as we have 
i .  

k * 
sgsn t h a t  the  a b i l i t y  t o  conceive the  connections between things i s  beyond 

h i s  grasp. Zeitblorn i s  used t o  t he  e i ther /or  perspective of the  confident 

p o s i t i v i s t .  Of course his i n a b i l i t y  t o  conceptualize t h i s  un i ty  except 

' i n  t&ns of "paradox" does yot i n t e r f e re  with h i e  g l o r i f i c a t i o n  of the  

work, "which i n  m i  zeal  and love I an bound t o  c a l l  matchless. " (485)  "1' 
love f o r  the  work derives from i t s  re lease  of emotional energy, its l i b e r  -a 
a t ion  from the  "bloodless inte l lectual ism" wGch has previously character- 

ized h i s  12-tone method. I n  t h i s  respect  Zeitblomls enthusram f o r  the 
< 

"break-through" represents the  same "organic" mysticism a s  h i s  c m i t m e n t  
C 

7 .  

t o  t he  "break-&roughn of German imperialism before t he  war. 

Does it not mean the  "break-through", of which we so of ten talked 
when we were considering the destdny of a r t ,  i t s  s t a t e  and hour? 
We spoke of it as a problem, a paradoxical poss ib i l i t y :  the recov- 
ery,  I would not say the  reconst i tut ion - and y e t  f o r  the  sake of 
e x k t n e s s  I w i l l  say it - of expreseivism, of the  highest  and pro- 
foundest claim of fee l ing  t o  a s tage of i n t e l l e c t u a l i t y  and formal 
s t r i c t n e s s ,  which must be arr ived a t  i n  order t h a t  w e  may experience 
a reversa l  of t h i s  calculated coldness and its conversion i n t o  a , 
voice expressive of the  soul  and a warmth and s ince r i t y  of creature  
confidence. Is t h a t  not the  "break-through"'? (485) 

The.defiant negat ivi ty  of IRverkuhn's.purpoae here reveals i t s e l f .  

The attempt t o  overcome ?motional s t e r i l i t y  has been made possible  only 

through a dehumanized method of composition which removes expression from 

the sphere of c r i t i c a l  human thought. Leverkuhnls drive f o r  f r e e  expres- 

s ion has been conceived by him as a re jec t ion  of a r t i s t i c  onventions , 
T, 

commercial exploi ta t ion (as Fitelburg observes), a l l  the  possi  e avenqes 6: 
i 

of influence which he r e j e c t s  i n  the  soc i a l  world. But through the ex- 

tremism of hi's re jec t ion  he loses  human society  as the source of'emotional 

experience - as he i n  f a c t  comes t o  r ea l i ze  - and a t  the same time has not  
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been able  t o  escape soc i e ty ' s  pervasive powers. H i s  c u l t  of sub jec t iv i ty  

(which a f t e r  a l l  is the  r e a l  motivation f o r  the  "objectiven work) seek8 

to  reinforce an emotional bankruptcy, and so  c l ea r ly  marks eubjec t iv i ty ' s  

decline.  Thus Zeitblom is  wrong t o  'seek an emotional break-through f o r  

h i s  hero: "To prescr ibe more subjec t iv i ty  as  a id  t o  t he  damaged subject  

is t o  prescr ibe the i l l n e s s  f o r  the  cure. 1174 

There i s  no doubt t h a t  t he  t o t a l  d i sc ip l ine  and over-deterrninatian of 

elements, the  t o t a l i t a r i a n  aspects  of Leverkuhn's work, have released 

expressive energy. The poin t  t h a t  must be established is t h a t  emoti$nal 

o r  expressive energy has i t s e l f  a "contentn which i a  not  exemgt from the 

probing sphere of conceptual analysis ,  o r  from the  s o c i a l  sphere of human 

l i f e .  Zeitblom's separate  formal categorization of the  work a s  " to ta l" ,  

l i k e  the  more general  c r i t i que  of Schoenb'erg's system, takes the  form and 

forgets  the  content, thus  "del iberate ly  underscoring t h e  re la t ionsh ip  be- 

tween t h a t  work and the t o t a l i t a r i a n  world i n  which it comes i n t o  being... 

For it is no less t r u e  that t h i s  d r ive  toward a t o t a l  organization 
of the  work which we f i nd  operative in- the twelve-tone system is 
symptcmatic of an object ive tendency i n  the  $bcio-economic s t ruc-  
t u r e  of the  modern world i t s e l f .  Indeed, i t  is  hardly surpr is ing 
t h a t  t h i s  music, whigh f inds  i t s  reason f o r  being i n  a react ion 
against  the debaseme6't of hearing i n  general ,  should as i n  a mirror 
image develop a11 the s t rengths  and weaknesses of its adversary, i n  
a kind of p i n t  by p i n t  correlation...nrodern music f i nds  i t s e l f  a t  

' 
once deeply implicated i n  a soc i a l  s t ruggle  without so much as 
s t raying from the  in t e rna l  log ic  of pure musical technique, and re- 
produces the  s t ruc tu re  of the  a l ienated society  i n  miniature i n  the  
i n t r i n s i c  language of the  musical realm.75 

M course the formal to ta l i t a r ian ism of such music must repeat I t s  conquest 

i n  the  a r ea  of the subject ive,  i n  spite of t h e  i l l u s i o n s  ef&&vidual 
I 

autonomy o r  the  idealism of an expected "break-through": t h i s  i s  as  t r u e  

i n  the  p o l i t i c a l  realm as  i n  t h e  pr iva te  world of art and indeed the - 
dis t inc t ion8  between the  two, by the very nature of to ta l i t a r ian ism,  



became increasingly obscured by the conquest of s p o n t h e i t y  , expression, 

and autoncmy, even as autonamy is  propauated as  the t rue  value of art. 

This i s . t h e  nature of the "tragedy" of nodernism as Mann has conceived it: 

the "possession of man by h i s to r i ca l  determinism, the intolerable power 

of history i t s e l f  over l i f e  and over a r t i s t i c  creation, which i s  not  f r ee  

" 76 , not t o  r e f l ec t  what it reacts  against. 
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,N. Symbol and Deed: ~ e a l i m  and Constructivism i n  t h e  Novel 
e 

Since the  artist is constantly occupied'w nnal matters,  s ince  
he constantly forms, one must define what one me& by formalism 
care fu l ly  and p rac t i ca l l y ,  otherwise one conveys nothing t o  t h e  
artist. 1f"one wants t o  c a l l  every thhg  t h a t  makes ,works of art - 

u n r e a l i s t i c  formalism, then - i f  there  i s  to' be any mutual under- 
standing - one must not construct  the  concept of formalism i n  
purely ae s the t i c  terms. Formalism on the  one s i d e  - contentism on 
t h e  other. That i s  sure ly  too pr imit ive  and metaphysical. 

Ezecht, "Against Georg Lukacs" 
1 ---. 

7 
A. Method and Motive 

~ i n y  of the  emiwly ingenuous phrases Zeitblom uses t o  describe t he  

"Lamentation of D r .  " are r e a l l y  ab t he  n0ve1,~Dr. Paustus, 

i t s e l f .  Mann's tongue-in-cheek irony must have provided him with some of 
. . 

h i s  g r ea t e s t  mments i n  plant ing those wondering and affronted phrases i n  

Zeitblom's garrulous nar ra t ive ;  one can see  them repreduced, i n  a d i f f e r -  

e n t  key as it were, i n  Story of a Novel, o r  within the  novel i t s e l f .  There 
/ 

t h e  recurring references t o  t h e  movement of words an2 rnusic towards each - - 

other  are  more e x p l i c i t  s igns  of Mann's des i re  t o  make the  novel i n t o  what 

it was about: musical form. 

... s ince the  music, i n so fa r  as  the  novel t r e a t s  of it ( fo r ,  t o  be 
sure, the  novel a l so  prac t ices  it - but  t h a t  i s  a subject  i n  i t s e l f )  
- the music was only foreground a?d representation.  .. 

2 

Both the,"Lamentation" and the  novel t h a t  contains it are b u i l t  upon 

s t r i c t  cons t ruc t iv i s t  p r inc ip les  h there  i s  no longer anything 

unthematic, anything t h a t  could not prove >-elf t o  be a va r i a t i on  of an \ 
ever constant element." (486) They a r e  both based on a r e in t e rp re t a t i on  

* 

of the  Faust legend, t h a t  most German of t a l e s ,  which a s  a bas ic  motif d r  

-theme uni tes  a l l  the  elements of t he  wark. The w o r e  "For I d i e  a s  a good 

and a s  a bad Christ ian" form the  twelve-tone bas i s  f o r  the  var ia t ions  af 

the  "Lamentation" (as Zeitblom poin t s  ou t ,  the  work is  b u i l t  on "concentric 



r ings"  of v'ariation, r a t h e r  than development (487) and these  words themat- 

i c a l l y  account f o r  t h e  profound ambivalence of t h e  work. Of course i n  

connection with t h e  novel, we a re  t o  read "For I d i e  a s  a good and as  a 

bad and t h e  interconnectedness of the  good and bad elements of 

representat ive  German-ness, t h e  "substant ia l  i d e n t i t y  of the  most b l e s t  

. with t he  most accurs tw (486) accounts f o r  t h e  t r a g i c  tone of t he  novel. 

Both works a re  laments, allowing a " l ibera t ion  of expressionw through a 

complicated d i a l e c t i c  process i n  which calculdted coldness, work-play , and 

parody are converted i n t o  "a voice expressive of the soul  and a warmth 

and s ince r i t y  of c rea ture  confidence." (485) Mann's associat ion of ex- 

pression with lament-is  not purely a f i c t i o n a l  one: a l e t t e r  wr i t t en  by ' 

him duri-ng t he  work on the "Lamentation" shows i n  words s imi l a r  t o  those 

a t t r i b u t e d  t o  zeitbiom h i s  own corroboration of Z e i t b l m ' s  associat ion of 

these.  

~t the moment I am imagining and canposing f o r  my musician t he  
Symphonic Cantata, with which he bids farewel l  t o  t h e  l i f e  of t he  
mind - The Lamentation of Doctor Faustus ( a f t e r  t h e  chapbook), an 
ode t o  sorrow, s ince  Adrian's, dest iny obviously does not  include 
the  Ninth Symphony's "Joy", whose heralding must therefore  be can- 
celed. I t  is a most expressive work, f o r  man's f i r s t  and t r u e s t  
expression i s  lament, and a s  soon as music f reed itself f o r  expres- 
s ion,  a ta the  beginning of i t 8  modern h i s to ry ,  it became lamento 
and "Lascieatemi morir . lt3 

-:with Leverkuhn, it is on ly- in  t h i s  f i n a l  work t h a t  the dark tone 

of lament replaces irony as  the  dominant expression of t he  artist. Sig- 

n i f i can t ly  they are both final works, appearing l a t e  i n  t he  l i f e  of t he  

a r t i s t .  Zeitblom says of the  "Lamentationw t h a t  it i s  

... s t y l i s t i c a l l y  purer ,  darker i n  tone as a whole and without par- 
ody, not more conservative i n  i t s  fgcing towards t he  pas t ,  but  
meilower, more melodious, more counterpoint than polyphony - by 
which I mean the  lesser pa r t s  f o r  a l l  t h e i r  independence pay more 
heed t o  the  main p a r t ,  which of ten dies away i n  long melodic curves, 
and t he  kernel  of which, ou t  of which everything develops, i s  j u s t  
t h a t  twelve-note idea: "For I die as a good and as  a bad Christian." 

(489) 



Like Lev 
- -  - 

,erkuhn, emotional trauma has impelled t he  author t o  come t o  
T 

some accounting with h i s  own p a s t ,  through the medium o f , a  t r a g i c  work. 
i 

Mann himself f e l t  no doubt t h a t  h i s  "facing towards the pas t"  i n  the noyel ,! 
waa indis t inguishable  both from t h e  intense autobiographical nature of t he  

d 

s to ry ,  which "agi ta ted and movedn him more intensely  than any of h i s  o ther  

worksI4 arid. from the des i re  t o  c r ea t e  and maintain an object ive  s t ruc tu re  

through which the  story could be to ld .  A l e t t e r  t o  h i s  publisher touches 4 
$ 

on these aspects of the  novel. 
I 

Your re t icence  i n  the  judgem t of t h i s  s t range worf is  only too 3 j u s t i f i ed .  I myself share  s reserve completely and don ' t  l e t  my f 
head be turned by the en thus ias t ic  hymns of p ra i s e  which a r e  reach- 7 
ing m e  from Europe, and now a l so  from German. It is a work whose 

.rank and value w i l l  remain undetermined f o r  some time...But already 
today the  reading publ ic  recognizes t h a t  I have wr i t t en  t h i s  work 
i n  p a r t i c u l a r  with my innermost fee l ings ,  I can almost say with my 
hea r t ' s  blood, and I am glad t o  note t h a t  you too seem t o  under- 

. stand tbis... I 

The sho r t  review frcin t h e  London Times L i t e r a r y  Supplement is  
the first English-language echo t o  reach me...I was espec ia l ly  sur- 

J 

p r i sed  t h a t  a t  t h e  end the  author speaks of a "loosely woven ne t  of 1 
i r on i ca l l y  g l i t t e r i n g  prose." I should say t h a t  I was never l e ss  

I 
-- A 

i r on i ca l  than i n  t h i s  very ser ious ,  confession-like tome, and a s  : 
concerns t h e  "loosely woven ne t , "  t h i s  is  i n  t r u t h  an extremely . f 
t igh t -kn i t  composition i n  which, musically speaking, "no note i s  
f ree , "  and i n  which a l l  elements a r e  i n t e r r e l a t ed .  - I 

~ 

5 

As l a t e  works both Fausts carry  out the  previous methods and themes 

of the a r t i s t  t o  extremes. I n  Mann's work, the problems of the a r t i s t  

detached from soc ie ty ,  and the  an t i -po l i t i c a l  fo rce  of music, have appeared 

before; but  only here i n  t h i s  l a s t  work is  the  messa9e c l ea r ly  t h a t  t h i s  

detachment i s  des t ruc t ive ,  and t h a t  t h i s  aspect of music i s  deplorable. 
6 

.3 

Paradoxically, it i s  i n  t h i s  novel t h a t  the  musical forms, techniques and 

methods of composition t h a t  a r e  a t t r i bu t ed  t o  Leverkuhn are  most extensive- , 

l y  pract iced by the  novel i n  comparison with any of Mann's previous work. * 

The use of l e i tmo t i f ,  which i n  h i s  e a r l i e r  novels had passed through the 

I -  
work l i k e  a unifying thread,  has now taken hold of the  e n t i r e  content of 
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the  wckk, s o  t h a t  every episode, Bdescription and imaqe f i nds  its r e l a t i on  - 
% 

t o  one of the  a o d n a n t  keg. t . I n  t h i s  sense M u m ,  l i k e  Levemhhn, intends 
P 

t o  replace romantic develop\ dependent on the  del ineat ion of the indiv- 

i d u a l  sub j ec t i v i t y  ( the  melodic "ide c ruc i a l  ' t o  both the  f i c t i o n  

and the  music of t he  bourgeois epoch, with a more un i f ied  and object ive  

s t ruc tu re  of counterpoin% and construction.  H i s  i n a b i l i t y  t o  construct  an 
i 

individual  voice i s  r e f l ec t ed  i n  the  lack of a s ing l e  empathetic character  

i n  t h e  novel; i n  t h i s  way the n w e l  i s  dist inguished from the  19th century 

novel, whose hero of heroine may have questioned everything but t he  v i ab i l -  

i t y  of kheir  own ind iv idua l i ty .  Here he draws a re la t ionsh ip  between the  

Faus-t: chapbook and h i s  novel, p a r a l l e l  t o  the  formal re la t ionsh ip  - 
Pales t r ina ,  the  composer who developed t o  its highest  l e v e l  t he  &t of pre- 

'--/' c l a s s i c a l  counterpoint, and Leverkuhn. To Mann t h i s  s e t  of p a r a l l e l s  s ig -  
9 

nal led the  h i s t o r i c a l  boundariee of t h e  cu l tu r a l  epoch. The conspicuous 

.._rk 
- - 

placement of h i s  own novel i n  r e l a t i on  t o  an e a r l i e r  a r t  o j ec t  ( the chap- 

b o ~ k )  reveals  the  ex ten t  t o  which t he  individual  voice w a s  problematic t o  

Mann, so  t h a t  he continued t o  stand outside h i s  own crea t ive  urges i n  an 

attempt t o  ob jec t i fy  and legi t imate  h i s  own s t a t u s  as a wr i te r .  

That Mann f e l t  it necessary t o  look backwards t o  an e a r l i e r  c u l t u r a l  

epoch t o  expose and transcend the  bourgeois e r a  i n  t yp i ca l  of hi. preoccu- 

pat ion with both ancient Germany and h i s  own pas t .  rLeverkuhn's work 

represents  h i s  placement of h i s  own work i n  a t r a n s i t i o n a l  phase - of the  
, - 

present ,  both' summing up i n ,  extreme forms the cha rac t e r i s t i c  views and - 

modes of expression of what Mann defined a s  bourgeois humanism, and negat- 

ing those forms a t  the  same time. 

Su f f i c i en t  mater ia l  e x i s t s  t o  s h w  t h a t  Mann's i den t i f i ca t i on  with 

Leverkuhn was profound, h e a r t f e l t ,  and, of course, in ten t iona l .  H i s  diary 
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of the period of y r i t i n g  D r .  . ~ a u s t u s  c a l l s  atte6fPon t o  h i s  own obsession 
i 

' 7a 

with wri t ing and t h e  human cos t s  of such preoccupation. Mann's i l l n e s s  
3 ' 

during the wri t ing bf t h e  book caused him some* apparint  moments of remorse : 
, . 

Surrounded i n  a c r i t i c a l  s i t u a t i o n  by s o  much l&e, sympathy, sol-  
i c i tude , -one  asks onesel•’ what one has done t o  deserve it and 
p r e t t y  wel l  asks i n  vain. Has any man who ever bore the  iqcubu& of 
creat ion upon h k b a  always'concetned, obsessed, preoccupied with 
the work of days and xrs y = has any sllch man ever been an enjoyable 
companion? Dubitol- ~ n d k d o u b t  it p a r t i w l a z l y  f o r  qa&-S.- -Bow- - - -- 
i s  i t ,  then? Can the consciousness of one's a r r e a r s  i n  t h i s  res- 
pect ,  the +owl=dge t h c t  one's  work i s  c l h i n g  what one should be 
able t o  g ive  f r e e l y  t o -one ' s  intimates - can the  coloring of ex@: . 
tence by t h i s  sense of g u i l t  make up f o r  the  g r e a t  lack and recon- 
c i l e  a there  t o  it, w e n w i n  their affect ion? Here ia a speculation 
impious enough t o  be a ~ c r i b e d ~ t o  Adrian Leverkuhn., ' 

. .. 
The cornparisoh seems spontane8usf even accidental .  But of .course the  ' 

associat ion is more substant ive  a n d  profound. than that. There are many ? '  
s i m i l a r i t i e s  bet$en the  two: t he  method of preparing t h e  mater ia l  f o r  

P ' 
compdsition before undertaking the  ac tua l  work, f o r  example : precedes D r .  

F 

Faustus as well as t he  pus i ca l  processes it describes. _Both artist&assi:- - 

\ 

milate  mater ia l  and in t eg ra t e  it i n t o  t h e i r  mate r ia l  i n  quotation marks. 

As Adorno has pointed out ,  quotation i s  the s t y l i z e d  mark of a self-con- 

scious art a t  the  end of an e r a :  

The re la t ionsh ip  between the  h i s t o r i c a l  aspect  of wri t ing music 
about music and the col lapse  of what w a s  once commonly known as 
"melody" i s  u d s t a k e a b l e  . 

Mann explains t h a t  his growing i n c l i n a t  "look upon all l i f e  as a 
* 

c u l t u r a l  product taking the  • ’ o m  of t h i s  view causes him 
- 

-_ - _- - - _- _ 

t o  "prefer  quotation t o  indeperMent invention. Faustus shows many a t r a c e  - 
of this leaning. ,+ 9 

Mann quotes from Shakespeare, Adorno, Nietzsche, Nazi propaganda; 

incidents  i n  the  l i v e s  of a r t 4 s t i c  predecessors; not only l i t e r a r y  sources, 

but  episodes and pe r sona l i t i e s  from Mann's own l i f e  appear t h in ly  disguised 

as f i c t i on .  I n ' f a c t  t h i s  curious manner o fDf ree l ance  borrowing from 
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famil iar  persona l i t i es  provided most-of the characters i n  the 8 

i 

novel. 
I( 

II 

That Professor Zeitblom begins h i s  nar ra t ive  on the'same day t h a t  I 
myself put  t he  f i r s t  l i n e s  on paper iB cha rac t e r i s t i c  of the  e n t i r e  
book, of the  curious brand of r e a l i t y  t h a t  c l ings  to it, which seen 
from one aspeCt i s  t o t a l  a f t '  i c e .  It is  p a r t  of t he  p layfu l  e f f o r t  
t o  achieve smeth ing  prec ise  k e c i s e  t o  the  point  6? being infur-  
i a t i n g  - r ea l i za t ion  of sohething f i c t i ona l :  the  biography and the 
character of Leverkuhn. This work, moreover, took a curiously 
ruthless form, and I was constantly amazed by the way i t s  f a n t a s t i c  
mechanisms d r e w  upon f ac tua l ,  h i s t o r i c a l ,  personal,  and even l i t e r -  
ary data. As i n  t he  "panoramas" shown i n  my childhood, palpable 

d r e a l i t y  was forever  indist inguishably merging i n t o , w i n t e d  perspec- 
t i v e s  and i l l u s ions .  This montage technique was continually e t a r t -  
l i ng ,  even t o  m e ,  a d  gave m e  cause t o  woTy. Yet it r igh t ly  belongs 
t o  the  conception, t o  t h e  "idea" of the  book; it has t o  do w i t h  the 
strange and l icen t ious  s p i r i t u a l  re laxat ion fram which it &erged, 
with i ts  f igura t ive  and then again literal directness ,  i t s  charac- 
ter as arcanum and confession, s o  t h a t ,  a s  long as I was working on 
the  book, t h e  concept of i ts public existence did not en te r  my 
mind. 

t 

Both The Story of a Novel and l e t t e r s  from the  period show t h a t  Mann was 

constantly receiving, studying, and in tegrat ing new mater ia l  i n t o  the 
- - - 

novel a s  it was being wri t ten.  Yet one d i h t  ask what it w a s  about the  

"montage technique" t h a t  gave t h i s  wr i t e r ,  whose confessions must always 

be viewed with the utmost suspicion,  "cause t o  worry." Presumably one 

never writes i n  a c rea t ive  process qu i t e  a s  one expects t o ;  Y e t  the  tech- 

nique i t s e l f  should be accepted a s  p a r t  of a conscious purpose; what we 
0 

kndw of the  preparation of the novel, as y e l l  a s  Mannls own account of h i s  

in ten t ions ,  shows that the  montage technique. i t s e l f  was i n  f a c t  cen t r a l  

dl J 
f t5, the'theme and s t ruc tu re  (here, i f  anywhere, the  two a r e  inseparable) - - of 

- 
the novel. A 1945 l e t t e r  from Mann t o  Adorno, s o l i c i t i n g  Adorno's ass i s -  

tance i n  the t echn ica l i t i e s  of musical character izat ion of Leverkuhn's 

"Apocalypse", presents his conception of the montage technique i n  a more 
\ 

pos i t i ve  l i g h t .  

I t  i s  curious: my re la t ionship t o  music i s  f a i r l y  accepted; I have 



- - 

always been adept a t  l i t e r a r y  musiclaaking, have f e l t  myself t o  be 
half-and ha l f  a musician, and have t r a k l a t e d  t h e  technique of 
musical interweaving t o  the  novel...But i n  orden t o  wri te  a music- 
ian-novel which occasionally even seems t o  a sp i r e  t o  become, along 
with o ther  th ings ,  a novel of music, more i s  needed than mere 
" in i t i a t ion ."  Scholarship is wanted, and t h a t  I simgly lack. 
Which i s  one reason I was determined from the  s t a r t ;  glince t h e  book 
i n  any case i s  based on t h e  p r inc ip l e  of montage, t o  shrink from no 
borrowing, no appropriation of o ther  men's property. I t r u s t  t he  
borrowings w i l l  serve as an independent function within  the  pa t t e rn  
of the  whole, w i l l  acquire a symbolic l i f e  of t h e i r  own - while a t  
t h e  same t h e  continuing t o  e x i s t  i n t a c t  i n  t h e i r  o r i q i n a l  p laces  

-I- 

i n  works of c r i t i c i sm.  
i 11 

Mann saw h i s  use of montage a s  necessary as a method f o r  incorgorat- 
' t  * 

ing and connecting outs ide  mater ia l  t h a t  he had "borrowed"; t h i s  mate r ia l  

would provide an ob jec t ive  basis and would serve a s  a means f o r  mediating 

the connection between theme and s t ruc tu re  i n  t he  novel. That t o  sane 
* 

extent  the  novel s<ould.become what it w a s  about, Mann had always intendbd; 
0 

he had understood t h i s  i n i t i a l l y  i n  terms of s t ruc tu re ,  and design, w h i l e .  

the  r e l a t i ons  of these t o  t h e i r  own p a r t i c u l a r  ( l i terary/musical)  cu l tu r a l  

t r a d i t i o n  became increasingly apparent. 

Quotations of t h i s  kind have something musical about them, d i s re -  P 

garding the  inna te  mechanical qua l i ty .  They a r e ,  moreover, r e a l i t y  
transformed i n t o  f i c t i o n ,  f i c t i o n  t h a t  absorbs t h e  r e a l ,  and thus a 
s t rangely protean and a t e r ac t i ve  mingling of t he  ~ p h e r e s . ~ ~  

Mann's fondness f o r  the  use of l e i tmot i f  is fami l ia r  t o  readers of 

even h i s  e a r l i e s t  works; as ea r ly  a s  Buddenbrooks (1901) t he  images t h a t  

reappeared throughout the  novel, providing an unchanging image o r  aura t o  

each character ,  were recognized f o r  t h e i r  musical qua l i t y  and t h e i r  l i t e r a r y  

t ranscr ip t ion  from wagner ' s opera t ic  character izat ion.  Mann ' s incorpOraTiLn 

of non-fict ional mater ia l  i s  not new t o  D r .  Faustas e i t h e r ;  The Maqic Moun- 

t a i n  (1924) i s  fanous f o r  its encyclopedic inclusion of medical science,  - 
and i ts  characters  never t i r e  of long conversations revealing storehouses 

4 

of accumulated cu l tu r a l  knowledge. The adaptation of a t r a d i t i o n a l  myth 



t o  t e l l ,  a st- 

from a f ami l i a r  

a new character 

e ra ry  quotation 

ina t ing  cen t r a l  

3 
w i t h  contemporary relevance produced ~ 6 s e ~ h  and H i s  - ~ r o & e r s  -3 t 
Bib l i ca l  s to ry .  (1933-43) But these  experiments take on 

i n  D r .  Faustus; the  i n t e r l ac ing  of f i c t i o n ,  h i s to ry ,  lit- 

and autobiography within  t he  s t r u c t u r a l  confines of a dom- 

theme e x p l i c i t l y  takes  on i t s  most extreme form, j u s t  as i n  

the "Lamentation" the  determining motif achieves its g r e a t e s t  power. 

The constant "u t i l i z a t i on  of m d e r i a l  which was undeniably h i s t o r i c a l  

ind ica tes  <he extent t o  which Mann f e l t  compelled t o  bring h i s  a r t  c loser  

t o  l i f e .  Mann was aware t h a t  h i s  e a r l i e r  idealism had involved a f a i l u r e  

t o  r e l a t e  these and a t  the  same*time t o  understand t h e i r  separateness.  More 

accurately,  he had seen t h e  world of a r t ,  and of "culture",  t o  be the  whole 

of l i f e .  H i s  increasing tendency t o  draw i n  forms and ideas  from outside 

of h i s  immediate "creative" experience was h i s  response t o  t h i s  dilemma. 

The quest  t o  give h i s  mate r ia l  an object ive  context thus took form i n  the 

s t ruc tu re  of montage, t he  way i n  which the  novel w a s  s o  conscientiously and - 

4 

del ibera te ly  constructed i n  an "objective",  anti-romantic form. As long a s  
A 

Mann had allowed the  s o c i a l  context f o r  h i s  &@.ginative resources t o  be a 

general  one, always i nd i r ec t l y  r e l a t ed  t o  himself, then t he  forms of a l l e -  

gory and myth, combined with h i s  usual observant naturalism, could r e t a i n  

t h e i r  epic  qua l i ty .  But Mann's in tense  anxiety t o  respond c l ea r ly  t o  his 

own time, and h i s  own h i s to ry ,  necess i ta ted the  r e l i ance  on tangible  pieces 

of things : images, newspaper c l ippings ,  childhood memories, which f i n d  

their place i n  t he  n w e l  as broken pieces  of a puzzle laboriously connected. 

It i s  t h i s  response t o  outward circumstances t h a t  d is t inguishes  Mann's 

constructivism f rorn the  formal s i m i l a r i t i e s  i n  Leverkuhn 's music. Lever- 

kuhn, too,  brings together the a r t i s t i c  with the  "humann; but he does t h i s  

i n  an e n t i r e l y  d i f f e r en t  manner, and from a c lear ly  d i f f e r e n t  motivation. 



Leverkuhnls developing experimentation with merging chorus and orches- 

t r a  - the  human voice with sounds of nature - renders them f i n a l l y  i nd i s t i n -  

guishable. The chaot ic  sounds ce lebra te  the  f a i l u r e  of t he  human spirit  to 

r i s e  above the  wilderness of pr imit ive  nature. -zeitblam f e a r s  f o r  this 

mingling of t he  elements of music i n  the same way t h a t  i n  the  "Apocalypse" 

he s h u d d m  a t  the anti-human s a n d  of t he  glissando, a "mockery of a r t  

i t s e l f .  "I3 The human voice  is deprived of its specif  f c ,  c i v i l i z e d  qua l i ty ;  

re turning t o  a pre-tonal e r a ,  i t s  function is reduced t o  pure sound. Zeit- 

b l a n ' s  humanistic affect ion f o r  the  sound of the  s ing l e  voice i s  not shared 

by Leverkuhn, who d e t e s t s  the  "animal warmth" of the naked voice and pre fe r s  

a chorus which increasingly shares the function of wordless instrumen$al 
- 

sound t r a d i t i o n a l l y  relegated t o  t he  orchestra.  Zeitblom explains t h a t  

Chorus and arches t ra  a r e  here not c l ea r ly  separated from each other  
as symbols o•’ the  human and the  mater ia l  world] they merge i n t o  
each o ther ,  t h e  chorus i s  "instrumentalized," t he  orchestra  as it 
were "vocalized", t o  t h a t  degree zind t o  that end t h a t  the  boundary -- -- '- 

between man and thing seems sh i f t ed ;  an advantage, sure ly ,  t o  
a r t i s t i c  un i ty ,  y e t  - a t  least f o r  m y  geeling - there  is about it -- 

something oppressive, dangerous, malignant. (375) 

I n  the ge amen tat ion of D r .  Faustusn,  too, t he  orches t ra l  chorus re- 

places  the  so lo  voice. "There is  no t r u e  so lo  i n  t h e  Faustus" (487), s ince  . ,  

Leverkuhn has re jec ted  the  romantic individualism of so lo  expression, re-  

placing it w i t h  a choral  group which co l l ec t i ve ly  es tab l i shes  the  demonic 

i d e n t i t y  between opposites t h a t  s o  dis turbs  ~ei tblcnn,  appearing now a s  

angel ic  chorus, naw, with t h e  same musical sequences, a s  he2l&slreacophony. 

~ i m i l k r l ~ ,  wi thin  the  novel, th'e character of Leverkuhn is  never a rea l ized  

"solo" f i c t i o n a l  character  - Mannls reluctance t q  provide h i s  audience with 

a physical  descr ipt ion is relevant  here - but  

f igures  ccmbined with personal. f a k a s i e s  , a l l  

t i m i n g  simultaneously l i k e  a v e r t i c a l  chord. 

a shadowy hos t  of h i s t o r i c a l  

appearing a t  once and con- 

A l l  t he  i n t r i c a t e  motifs 



t h a t  def ine Leverkuhn's presence a re  there  from the  f i r s t ,  ahd Leverkuhn 

himself always seems t o  know everything, t o  be aware beforehand of any- 

thing h i s  contemporaries might say, t o  have read it a l l  before. 
-- 

In  response t o  the  "Lamentation", Zeitblcan is s t ruck  f i n a l l y  by the 

ambivalent r e l a t i o n s h i p  within t h e  work. That a t i g h t l y  organized work 

can re lease  such emotion presents a bewildering challenge t o  h i s  sugposi- 

t ions  about expression. But he shudders and i s  repel led by the ambivalent 
I 

i d e n t i t y  between good and e v i l  p a r t s  i n  Leverkuhn's work. The "conscious 

control  w e r  a l l  the characters of expressiveness" hold the angel ic  choir  

and the h e l l i s h  ye l l ing  i n  one all-&racing system. What is good is a l so  

e v i l ,  and it is  t h e i r  equivocal i den t i t y  with each other  t h a t  i n  f a c t  com- 

pe l s  the emotional e f f e c t s  of the work, ra ther  than a d i r e c t  response t o  

one o r  the  other. Thus a technical ly  sophis t icated and de l ibera te ly  con- 

- s t ruc ted  work gives b i r t h  t o  emotions which appear t o  be new, i n  f a c t  
- - 

primit ive,  without connection t o  what Zeitblom thinks of a s  c iv i l i zed  

values: e th i c s ,  or reason. 

Zeitblom's reproach of Leverkuhn's methods, of course, must be viewed 

with caution. The nar ra tor ' s  compulsive need t o  draw a t t en t ion  t o  h i s  own 

inadequacy ju s t  i n  describing such complexity does not disguise the  sophis- 
h 

t i c a t e d  organization of the novel i t s e l f .  The n of the  novel 

from a wide variety of sources, both the merging * 

of h i s t o r i c a l ,  s c i e n t i f i c  and l i t e r a r y  mater ia l  with f i c t i o n ;  always the 

conscious a r t i f i c e  of absorbing r e a l  persona l i t i es  and spisodes i n t o  a 
i t * 

s e t  of thematic motifs;  these show us the degree t o  which D r .  Faustus was 

composed through j u s t  such a process.of calculated invention. Zeitblam's 

naivete i n  t h i s  regard i s  outweigkd by the  self-conscious p a r a l l e l s  

between the novel and the "Lamentation", which i s  described i n  such a way 



a s  t o  draw the a t t e n t i o n  of t he  a l e r t  reader t o  the tctcaf - - , - 

1 and design of t h e  n w e l  its& f .  I n  f a c t  Leverkuhn's work i s  used precise- 

l y  f o r  t h i s  r e f l ec t i ve  purpose: se l f -analysis  personif ied,  i n  order  t o  draw 

a t t en t ion  t o  the  problems of c rea t ion  i n  an a r t i s t i c  c r i s i s .  "I can only 

' t a l k  about myselfn, Mann once stat'ed ( t o  t he  de l i gh t  of h i s  c r i t i c s ,  

pa r t i cu l a r ly  Brecht , whose response was "exquis i te ly  malicious "14) ; h i s  

response t o  such an * i s t i c  crisis is prec i se ly  t h i s  tangled process of, 
3 

i n t e r n a l  speculation,  f o r  t he  purpose of autobiographical revela t ion.  

Presumably Mann d id  not intend readers  t o  i n t e r p r e t  t h i s  self-conscious 

in te l lec tua l i sm i n  t he  camposition of D r .  Faustus i n  the  same s p i r i t  t h a t  

Z e i t b l a n  mediates t h e  por t raya l  of Leverkuhn's work. The novel, a f t e r  a l l ,  

i s  intended a s  an indictment. As such we a r e  t o  assume a c l e a r  moral stance 

on the  p a r t  of the  author.  A comparison of the  ae s the t i c  p r inc ip les  of 
1 

t he  two a r t i s t s ,  a s  has be out l ined,  necess i ta tes  a number of questions. L i 

6 j + 
A f u l l  evaluation of t h  parison w i l l  be postponed f o r  the  conclusive , 

ana lys i s  of the  novel.' Here we w i l l  not  propose what allows Mann's novel 

to be dist inguished by the  reader from the  source of accusations againat  I 

similar pr inc ip les  of construct ion described by its nar ra tor ,  and commun- 

i ca t ed  by the  novel 's  own i n t e r n a l  correspondences. , . 

B. Character, P lo t ,  and Social  C r i s i s  - 

The language of events of D r .  Faustus i s  pecul ia r  and i n  some ways 
I 

ec lec t ic .  The formal conventions of t r a d i t i o n a l  realism, formulated m o s t  - i 

tendentiously by Lukacs, coexis t  i~ i n t e r ac t i on  with t he  symlmliem and i 
+ 

constructivism of a newer e r a .  An answer t o  some of these outstanding 

questions might be found i n  whether o r  how the innovative techniques we 

have described, the  super-realism of h i s t o r i c a l  montage and the  symbolism 



of mythical l e i tmot i f  make poasdS2le a c r ea t i ve  rdat ioA&pof  tolxd&Qr -' 
(realism) within the  work t h a t  the fami l ia r  conventions of realism could 

t 

not achieve. We have seen t h i s  t o  be the  case i n  t he  por t raya l  of Lever- 

kuhn's music, 's ince Zeitbl+om_hhimself, the old-fashioned na r r a to r ,  has not 

the  tools a t  h i s  disposal  t o  account f o r  t h e  deeper s t ruc tu re  of meaning , 

i n  the  music. 9 
i 

The so l e  consideration of Zeitblom p d  Leverkuhn as  characters  i n  t he  
4 4 

novel necessar i ly  d i r e c t s  the  c r i t i c s  t o  a kind of symbolist deciphering - i 
the  approach unavailable t o  t h e  c u l t u r a l l y  l imited and myopic ~ e i t b l o m .  

* 
'Both Leverkuhn and Zeitblom a r e  more ' f igurative than r e a l i s t  i n  t h e i r  

pa r t i c ipa t i on  i n  t he  novel. What could be ~ e s c r i b e d ' a s  a dramqtic g l o t  i n  

a conventional sense surrounds the  experiences of r e l a t i v e l y  minor charac- 

t e r s .  b l a n n  observed t h a t  with Chapter 39, i n  which Marie Godeau i s  in t ro-  
* 

duced i n t o  the  s to ry ,  the  novel "grows more and more nove l i s t i c ,  t h a t  i s  

t o  say,  drsmatic."15 The docial  and personal events involving these 
- 4' 

1 
1 

characters  a r e  experienced only d i e t T l y  by Leverkuhn (h i s  i l l u s i o n s  of 
i% 

g u i l t  notwithstanding) o r  by Zeitblom, who i n  pa r t i cu l a r  i s  presen t  a s  a 

commentator, ra the  than a s  a par t i c ipan t .  Zeitblom's aloofness from _jf 
a f f a i r s  of t h e  hear t  is both p a r t  of h i s  personal i ty  - h i s  de l ibera te  and 

s t rangely unemotional marriage i s  witness t o  t h i s  - and p a r t  of h i s  r o l s a s  

observer i n  t he  novel. O f  course, these  are not separate  things.  

Both s i s t e r s  had confidence i n  m e ;  t h a t  i s ,  they seemed t o  consider 
me capable of j u s t  evaluations of o thers ,  a capacity,  of course, . 

which, i f  i t  i s  t o  i n s p i r e  f u l l  confidence, m u s t  s tand outsrde any 
s i t u a t i o n  and view it with uncloudea eye. The r o l e  of confidant i s  
always at  once g ra t i fy ing  and pa infu l ,  f o r  one a l w a p  plays  i t  with 
the  premise t h a t  one does not come i n t o  consideration oneself .  But 
how much b e t t e r  it i s ,  I have of ten  t o l d  myself, t o  i n sp i r e  the  
world with confidence than t o  arouse i t s  passion! How much b e t t e r  
t o  seem t o  it "good" than "beautiful:" (291-292) 

d 

Inez Rodde confides i n  ~ e i t b l o m  because he i s  a "good soul"  wKo 



arouses no emotions. Leverkuhn, s imi la r ly  aloof,  arouses emotions among 
1 ' I 

h i s  f r i ends ,  bu t  they a r e  f o r  t he  most p a r t  r a t h e r  impersonal, almost r e l -  

ig ious  emotions of awe and s o l i c i t o u s  respect .  Schildknapp is one excep- 
- .  - , 

t i on  t o  t h i s  response, because Schildknapp shares the  same remorseless 
V -4 

*irony towards t he  world. Schwerdtfeger is another, p rec i se ly  because he 
> 2 

cannot comprehend such a stance.  Schwerdtfeger's "robust naivete",  t h a t  i 
i 

A 

qua l i t y  which Leverkuhn lacks ,  allows him t o  be a good, i f  not  a b r i l l i a n t  i 
I 
1 

a r t i s t .  H i s  ardent ingenuousness and h i s  ignorance about suf fe r ing  draw f 
"; 
I 

him too t o  Leverkuhn. H i s  r e a l  charm and h i s  f a t a l  innocence draw him 
- 

e r o t i c a l l y  t o  Leverkuhn. Perhaps Leverkuhn cannot bear such closeness,  

however i ron i c  h i s  own s tance,  t o  a naive artist who has become~successful 

p a r t l y  through Leverkuhn's own parodis,tic work.% I n  any case ,  Schwerdt- 

f ege r ' s  innocence dooms him. Mann, too,  has a semi-erotic fasc ina t ion  r 
with t he  character  of Leverkuhn, but  t h i s  does not contr ibute  t o  the  if 

! 
-- 

It 
& 

psychological de l inea t ion  of Leverkuhn's personal i ty  bu t  r a the r  renders ?. 

him more mysterious. Like Leverkuhn himself ,  Mann avoids t he  sound of the  

1 
i 

naked human voice. i 
i 

Quite l i t e r a l l y  I shared go& Serenua' fee l ings  f o r  him, was pain- 
f u l l y  i n  love with him from h i s  days as  an arrogant  schoolboy, was 
infatuated with h i s  "coldness", h i s  remoteness from l i f e ,  h i s  lack ' 

" - t h a t  mediator and cdnc i l i a to r  between sp i r i t ' and  in- 1 

s t i n c t  - with h i s  "inhumanityn and h i s  "despairing hear t " ,  with ref 
h i s  conviction t h a t  he was damned. A t  the  same time, oddly enough, 
I scarcely  gave him any appearance, any physical  body. My family 1 
was always wanting me t o  describe him...How e a s i l y  t h a t  could have + - 
been done! And y e t  how mysteriously forbidden it w a s ,  how irnpos- 

r 

A 
s i b l e  i n  a way I had never f e l t  before!...To depict  ~ d r i a n ' s  ou te r  . 7  
appearance was i n s t a n t l y  t o  threaten him with s p i r i t u a l  downfall, L, 

t o  undermine h i s  symbolic dignity, t o  diminish and render banal h i s  + 
+ 

representativeness.  That was the  way it was.16 , 

: i 
~ e i t b l o m ,  of course, cannot a r t i c u l a t e  h i s  in fa tua t ion  with the  same frank- 

ness. H i s  own dis tance from the  realm of passionate emotion causes him t o  

t r a n s l a t e  h i s  own fasc ina t ion  and love f o r  Leverkuhn i n t o  t h a t  same s e l f -  / 



denying mystical  awe t h a t  Leverkuhn elicits.frc%n o€hers. 

Here it i s  useful  t o  separate  t he  world of Leverkuhn and Zeitblom froaa 

t he  r e e t  of t he  characters ,  though a l l  ark. immersed i n  t he  same atmosphere 

of c r i s i s  and decline. Their presentat ion i s  predominantly f i gu ra t i ve ,  

i n  terms of t he  kind of a c t i v i t y  they represent 

novel. .Their  pe r sona l i t i e s  are remote from us bB- 
/ ! 

,' cause they are d t e  persona l i t i es .  We how, . f o r  example, t h a t  Z e i t b l w  

i s  a schoolteacher. But w e  know nothing of the  l i ved  experience of being 

a l i b e r a l  schoolteacher among Nazi youth. This a c t i v i t y ,  l i k e  h i s  l i f e  

,with h i s  family, is not  described t o  us d i r ec t l y .  This is more odd, i h  

t h a t  it is he who i s  doing the  describing.  We a re  made aware, even i f  it 

were not s t a t ed  by him explici tZy,_.that  h i s  proximity to Leverkuhn i s  more 
\ 

important t o  him than the  a c t i v i t d  of h i s  own l i f e .  In  terms of his 

place i n  the  novel, he i s  t o  be signiZied as a schoolteacher, as he is 

by Leverkuhn, i n  conversation, and a s  he has been within  t h i s  analysis.  

This dehumanization of character permeates the  por t raya l  of t he  cen t r a l  

characters.  I n  t h i s  sense t h e i r  c rea t ion  corresponds t o  aspects  of the  

symbolist novel, evidencing an "art of f igures  r a the r  than an a r t  of 

adventures. "I7 Since t h e i r  experiences a s  characters  a re  predominantly 

mental, and t h e i r  re la t ionsh ips  t o  soc i a l  events a s  we see  them mostly 

imaginative, t h e i r  por t raya l  passes i n t o  symbolism, giving the  impression 

pecu l ia r  to'syrnbolist f i c t i o n  t h a t  t h e i r  world i s W n o t  reported orPref lec -  

t e a ,  a but created,  with the  complicity of t he  ch&acters, "ho seem t o  have 

read the  novel i n  which they e x i s t .  " 18 

* 

That Leverkuhn does not change o r  develop a s  a personal i ty  through 

the  n w e l ,  except i n so fa r  a s  h i s  musical a b i l i t i e s  develop and acquire 

technical  sophis t ica t ion  and s t y l i s t i c  extrenkness, may remind us of t h e  
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 amenta tat ion" i t s e l f ,  whose motifs a r e  b u i l t  on concentric r ings  of var- 

i a t i on ,  ra ther  than on developaent, H i s  con f l i c t  i s  a l l  within himself. 

"I am looking," he w r o t e  t o  me, "I keepasking round about and 
hankering f o r  news of a place buried from and untroubled by the  
world, where I could hold speech alone, with my l i f e ,  my destiny..." 

(209) 

Leverkuhn's des i re  t o  r e t r e a t  i n  order  t o  hold communion with himself re- 

s u l t s  i n  precisely  t ha t :  the  dialogue with the Devil, Leverkuhn's most 

important encounter i n  t he  novel, and perhaps the only occasion i n  which 

he speaks openly, is of course a dialogue with himself. This i s  why the  

Devil can o f f e r  him nothing new, only the extremes of what already ex i s t s ,  

Overtly Leverkuhn does no t  change a f t e r  t h i s  " fa te fu l"  dialogue. I n  f a c t  

the continuity of the outward circumstances of his l i f e  is remarkable. 

Mann's own i d e n t i t y  with Leverkuhn is found i n  t h e i r  mutual d u a l i s t i c  

int rovers ion;  Leverkuhn seeks escape from h i s  own i n t e l l e c t u a l  coldness by 

seeking wholeness i n  unattended emotional release.  This longing is presen- 

ted by the Devil i n  t h e i r  conversation. 

W e  make naught new - t h a t  is o ther  people 's  matter. We only re- 
lease ,  only s e t  f ree .  We l e t  t he  lameness and self-conaciousness, 
the  chaste scruples  and doubts go t o  the Devil...That i s  it, you do 
not think of t he  .passage 06 time, you do not think h i s to r i ca l ly ,  
when you complain t h a t  such and such a one could have it "wholly", 
joys and pains endlessly,  without the  hour-glass being s e t  f o r  him, 
the  reckoning f i n a l l y  made. (236) 

t 

Leverkuhn responds not  t o  the  passage of time, nor t o  the  e f f ec t s  of his-  

t o r i c a l  events i n  the  outs ide world i n  which he l i v e s  as a man, but only 
r"L --- - - -- 

to  the  inner debate t h a t  rages i n  h i s  over-refined i n t e l l e c t u a l  conscious- 

ness. Ris i r o n i c  detachment from soc i a l  r e a l i t y  renders h i s  outer  being 

cold and aloof. Hence the  devi l  i s  indeed an aspect of h i s  personal i ty  
b 

appearing before him; f o r  as  Mann c i t e s  from an o ld  essay, 

"The t r ue  devi l  must be t h e  utmost extreme of cold. He...must be 
supreme complacency, extreme indifference,  s e l f - s a t i s f i ed  negation. 



- - -  
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It cannot be denied t h a t  such f i xa t i on  upon empty self-assurance, 
exc,luding a s  it does everything outs ide  t h i s  possession of s e l f ,  is 
pe r f ec t  n u l l i t y ,  from which a l l  l i f e ' i s  banished, save f o r  the  most 
piercing egoism.l9 

4 .\ 
s .  2 

From Mann's viewpoint one i s  tempted, espec ia l ly  i f  one i s  Geman, to 

love Leverkuhn f o r  h i s  god-like egoism, h i s  all-embracing i rony,  and h i s  

apparent inner  turmoil ,  t o  which he is  fa ted  a s  an 

emanates from him not as  a personal i ty  but through 
b 

ates .  Leverkuhn's coldness a s  a person is re la ted  

of h i s  forms, which att'emgt t o  be a s  autonomous as 

a r t i s t ,  and'which 

t he  forms t h a t  he cge- 

t o  t h e  i r o n i c  ambivalence 

he i s  from the  emoti~?-, 

a1  imperatives of s o c i a l  c r i s i s .  Human a c t i v i t y  i s  a l l  vieked a s  raw 

mater ia l  f o r  h i s  art; l i k e  NietzscQe, he f inds  it i n t e r e s t i n g  only aq pot- 
4 

e n t i a l  art (beauty). O f  course, h i s  deve lopen t  as. an - a r t i s t  is what . 
concerns Z e i t b l m  most as well. A s  f a r  as personal connection, there  is 

not much i n  Leverkuhn's nature t h a t  i nv i t e s  t r u s t .  H i s  excess of abs t r ac t  ' *  

and self-contained consciousness grovides a model f o r  hks c r ea to r ' s ,  - which - - - - - - - 

has experienced t h a t  "penchant f o r  forms, which by turning i n  upon them- 
c. 

selves ,  shaw the  process of t he  novel 's  making and dramatize the  means by 

,120 which the  nar ra t ion  i s  achieved. 

A t  t h i s  point  the p o s s i b i l i t y  of an endless c i r c l e  presents  i t s e l f ,  

a route  not e n t i r e l y  unfamiliar  i n  the pursu i t  of symbols. Mann's fami l ia r  

dual has  created an i ron i c  self-consciousness about h i s  ro l e  .r 

as  an artist, which has led him t o  c rea te  a symbol f o r  t h a t  dualism towards 

which he is  thoroughly ambivalent. Y e t  Mann's so lu t ion  is  not  Leverkuhn's. 

Were Zeitblom and Leverkuhn the  only characters ,  o r  were a l l  the  charac- 

t e r s  i n  the  novel t o  resemble Leverkuhn i n  h i s  s t a t i c  abst ractness  as a 
- 

personal i ty ,  then we would f ind  t h a t  the int rover ted i n t e l l e c t u a l i z a t i o n  

of t h e i r  character izat ion would provide an example of a modernist or 



be noted t h a t  it i s  cha rac t e r i s t i c  of Mann's gvdsiveness as a w r i t e r  (iron- 
, -- 

/ i c a l  i n  on= so preoccupied with a u t  biographic;l c r i t i que )  t h a t  the char' 7 
ac te rs  most expressive of h i s  own personal experiences and tensions a re  

the  most psychologically remote. The correspondences between Zeitblan and 
/ 
Y 

Leverkuhn and the  author a r e  conspicuous but ambivalent. Remote a s  h i s  

characters are,  Mann is further'removed from access t o  perception o r  empathy 

on the p a r t  of the reader. This  vei led exposure'of h i s  own'past conveys 

h i s  predominance of concern with ideas  -and t h e i r  consequences. Leverkuhn ' s 

most intimate encounters, l i k e  Zeitblom's, are shrouded i n  mystery - the , 

re la t ionsh ips  with Esmerelda and with Rudolf are ref  e r red  t o  (de l ica te ly)  
I 

but take place outs ide the ac tua l  narrat ive.  Only towards the end, with I 

I 
t he  boy Echo, a r e  Leverkuhn's emotions directed outwards v i s i b l y  and 

C 

s t rongly towards another person. But with such shadowy, constrained 

) persona l i t i es ,  the  process of character izat ion and of depicting soc ia l  

i n t e r ac t ion  makes the wri t ing of a novel, i n  the  t r a d i t i o n a l  sense, prob- 

lematic. - 3  
.+- - These f igures ,  so l i ke  t h e i r  creator  i n  many ways, pose problems f o r  

t h e  novel is t .  I n  f a c t  Mann was aware of sane of these d i f f i c u l t i e s .  \ 

b 

c "As h i s  subject  matter reveals  the  decomposition of t h  middle 8 c lass , "  Levin wr i tes ,  "Joyce's technique passes beyond the limits . - b of English r e a l i s t i c  f ic t ion . .  . (This) para l le led  my 04 question 
whether i n  the  f i e l d  of t he  novel nowadays the only thing m a t  
counted was what was no longer a novel. There a r e  sentences i n  d 
Levin's book which touched me with a strange in tens i ty .  "The bes t  . 1 
wri t ing of our contemporaries i s  not an a c t  of creat ion,  but iih a c t  --i 3 

of evocation, pecul iar ly  sa tura ted  with reminiscences." And t h i s  ;i: 
H 

other one: "He has enormously increased the  d i f f i m l t i e s  of being 3 
a novelist ."  

2 1 S 
That the novel does not  e x i s t  i n  the realm of symbolized ideas  i s  an in-  

$ 

dicat ion of the degree t o  which Mann was forced, through h i s t o r i c a l  events 1 

and through the c rea t ive  process of wri t ing the novel, t o  humanize h i s  



human symbols, just as he was compelled t o  give crea'tive shape t b  the 
- - - - - - - - 

"real" personalities he $ntsgrates in to  the novel. Freud's notion that  

neurotics are not a class unko themselves, but are more advanced cases of 

e the personality problems that  permeate thei r  contemporaries, was never 

mor"eonirincingly demonstrated than by these characters. Where Mann's 

rather* onderoui  philosophical imagination is directed t o  the acute ob- k 
senration of the-personalities of his own contemporaries, symbolism becomes 

4 - 
profoundly real.  

From Buddenbrooks onwards, Mann rel ied on dist inct ive individual ' 

\ 

characterization t o  provide his weighty and sometimes obscure i?hilosophi- 
,\ 

cal  material with fictiona& (d&yatic)  l i f e  and movement. In D r .  Faustus, 
\ 

the dramatic p lo t  involves the social  relationahips of relat ively minor 

characters: the Rodde s i s t e r s  Inez and Clarissa, mdi Schwerdtfeger, 
\ / 

Marie Godeau. The hollowness of thei r  l ives,  and thei r  search for forms 
\ 

i n  thei r  ac t iv i t ies  and relationships which w i l l  provide a sense of per- 
\ 

- - -  

sonal realization, camunicate the desperation ck a group of individuals 

i n  the midst of social c r i s i s .  

These chapters,, w i t h  their  blend of tr&edy and grotesquerie, 
attempt t o  agint the f ina l  stage of a society, when it l i e s  open 
t o  ridicule, to ta l ly  a t  the mercy of intel lectuals '  picayune con- 
spiracies. The chapters were also to  conjure up accelerando the 
feeling of the = i n  every sense.22 

Many of the dramatic characters of the nwel  are modelled a f te r  Mann's 

k c o l l e c t i o n s  of h i s  own acqudintances during the period described: Mu h( ch, 

i n  the 1926 'a. 23 These incLuded not just casual acquaintanc~s but friends - 

/ 

with whom Mann had close emotiopal t i e s .  The particular personal idiosyn- 
r 

I* 

cracies of the characters are often drawn from remembrance and observation 

of the appearances of such people; yet neither the i r  strength as literary 
*. 

characters, nor thei r  place i n  the t ightly woven fadric of the novel, i s  



diminished by s t a t i c  po r t r a i t u re .  The r i  t-xng- ideologues of the Krid - 
w i s s  Circle ,  f o r  example, express i n  t h e i r  discussions the  conservative 

h 

f' e th i c s  and aes the t ics  of t he  proto-fascis t  movement of the t i m e ,  Their 

individual  characters ,  a s  persona l i t i es ,  express and q e  defiqed by the 

a r i s t o c r a t i c  nihi l ism of the  conservative i n t e i l i g e n t s i a .  Their malicious- 

ness and sophis t icated decadence a re  recognizable, t yp i ca l  exgress.bns of ' 
the  group of i n t e l l e c t u a l s  Mann himself was;on famflf ar terms w f t h -  at-&he- 

t h e ,  i n  t h e i r  contempt f o r  the Republic and f o r  democratic asp i ra t ions ,  

t h e i r  worship of the  c u l t  of barbarism and the  primitivism of the  ideal ized 

past. Here Mann's a c t i v i t y  a8 a p o l i t i c a l  writer and spokesman was of' f 

value t o  him. His personal experience w i t h  the s p i r i t u a l  and i n t e l l e c t u a l  

f ac to r s  of t he  p o l i t i 6 a l  c r i s i s  enabled him t o  analyze concretely "what . 
the  h i s to r i an  f inds  s o  hard t o  reconstruct:  the  climate of thought and . 

1 

fee l ing  i n  which popular movements arose. 11 24 

That these kdeaa spring d i r e c t l y  from th shape0  e r sona l i t i e s  i s  - --- - p". 
perhaps described more c l ea r ly  i n  other  characters ,  The a f f i n i t i e s  be een 7 

OL ' \.. 

Zeitblorn, Leverkuhn and the  characters  of t h e i r  awn f i c t i o n a l  contemwr- 

aries s h M  the  degree t o  which "symbolic" neurosis i s  p a r t  of a l a rge r  

soc i a l  and i n t e l l e c t u a l  force.  These other  charac$ers, however, a r e  drm 

from l i f e .  The movement from symbolist concretization t o  "na tura l i s t "  

observation, perhaps t o  t he  d i s t r e s s  of the  author,  is not  a?ong one. 

Perhaps the b e s t  example of t h i s  mediation betweenthe abstractness  of 
- 

ideas and the  concreteness of personal i ty  i s  t h e  port rayal  of Inez mdde. 
- - 

Inez is i n  f a c t  a " t ru th fu l  and ru th less  p o r t r a i t "  of Mann's s i s t e r  Julia, , 

a s  Clarisea nodde i s  modelled on Hann's other  s i s t e r  The close- 

ness of the  author to these characters i n  t h i s  case does no t  i n t e r f e r e  

with the dramatic portrayal  of: the  po ten t i a l i t y  of such a personal i ty  i n  a ' 

.) 



centre  of the  Munich c i r c l e ,  and more spec i f i ca l ly  i n  he r  love a f f a i r  with 

schwerdffeger. Z e i t b l a n  i s  not-fond of Inez, bu t  h i s  observation of her  

is. devastating. The reader i s  p e s e n t e d  with a compelling f i c t i o n a l  char- 

ac t e r ,  one who contains within her  personali ty a l l  t he  neurosis which 

accompanies, and no doubt contr ibutes  to, a p a r t i c u l a r  view of l i f e .  

- Even Z e i  t b l m  recqg_nized the wideologicaln tens io  ex is t ing  between 4. 
Helmut Ina t i t o rus ,  the l i t t l e  professor of Renaissance aes the t ics ,  and 

-'A 
h i s  bride-to-be, Inez Rodde. This tension i s  r a re ly  =essed i n  the 

d i r e c t  a r t i cu l a t ion  of opposing ideas ,  however, but  i n  the diffezynt  ap- 

proaches and sentiments of two persona l i t i es  with rad ica l ly  d i f f e r en t  
'-?- 

f 

world views, 

I could not,  even using a l l  my imagination, ascr ibe  t o  the man, 
unimpressive as he was, absorbed i n  himself, ref ined indeed, with 
an excel lent  education, but physically anything but commanding (he 
even had a t r ipp ing  g a i t ) ,  any appeal fo r  the other  sex; whereas I 
f e l t  t h a t  Inez,  % w i t h  a l l  her  meden reserve and iiusterity, needed-- 
such an appeal. ~ d d e d t o  this w a s  the  contzast  bgtween the philo- 
sophical  views, the t heo re t i c  posture towards l i f e ,  assumed by the 
two - which might be considered diametrical  and exemplary.' It was, 
t o  put  it b r i e f ly ,  the  an t i t hes i s  between aes the t ics  and e th i c s ,  . 
which i n  f a c t  l a rge ly  dominated the  c u l t u r a l  aes the t ics  of the  
time and w a s  t o  some extent embodied i n  these two young people: 
the  con f l id t  between a doc t r ina i re  g lo r i f i ca t ion  of " l i f e n  i n  i t s  
splendid unthinkingness, and the peesimiatic reverence f o r  auffer-  
ing ,  with i t s  depth and wisdom. one may say t h a t  a t  its crea t ive  
source this cont ras t  had formed a personal uni ty  and only through 
t h e  f e l l  ou t  and s t rove  against  i t s e l f .  D r .  I n s t i t o rus  was i n  
the  very marrow of his bones a man of the Renaissance - one f e e l s  ' 

l i k e  commenting "Good God!" - and Inez Rodde'quite e x p l i c i t l y  a 
ch i ld  of pessimist ic  moralism. For a,world t h a t  "reeked of blood 
and beauty" she had no use a t  a l l ,  and a3 f o r  "lif e y s h e  was- 
seeking s h e l t e r  from it i n  a s t r i c t l y  orthodox, modish, economically 
well-upholstered marriage, which should pro tec t  her  from a l l  possi- 
ble blows o f  Fate. I was i ron ic  t h a t  the  man - the  manikin - who 
seemed desirous t o  o f f e r  her  t h i s  s h e l t e r  raved about beaut i fu l  
ruthlessness and I t a l i anpo i sone r s .  (288- 289) 

Inez'  i n t e l l e c t u a l  a f fec t ion  f o r  the  c u l t  of suffer ing 

her t o  seek it in her real l i fe .  It i s  consis tent  with the 

does not i nc l ine  



s 

, s t ruc tu re  of t he  nwef  t h a t  suffering sfion3d be a s s c d z t & , f o P - f n ~ - w & k h  - 

9 - 

the  disorganized b o h d a n . 1 i f - e  of t h e  decaying_aristocracy. H e r  marriage 
./-. 

t o  Ins t i to ruq  is  purely one of fpnn; the de l ibera te  bourgeois perfect ion 
< 

of t h e i r  formal l ive ing  arrangements h s t i f i e s  t o  i t s  emotional vacuous- 

nes s . ~ t b l ~ m  remarks on t h i s  incongruity with unusual astuteness , 
sharpened by d i s t a s t e :  , % 

2 

I saw t h a t  I ~ e z ,  who set such stare by pa t r i c i an  digni ty  and con- 
servat ive propriety,  who indeed had only married t o  g r a t i f y  those 
t a s t e s ,  chose to go about with Natalie r a the r  than with t h e  staid 
spouses of her  husbkd '  s colleagues, the t y a i c a l  German' prof esaors ' 
wives. She even v i s i t e d  and received Natalie alone. And thus was 
revealed t o  me anew the  s p l i t  i n  he r  nature;  the fact t h a t  despi te  * 
her  nostalgia f o r  it, t h e  bourgeois l i f e  had no r e a l  v i ab i l i t y .  for< 
her. (327) 

Inez, too,  might have remarked t h a t  "even a s i l l y  order  i s  b e t t e r  than 

none a t  a l l . "  Her attempts a t  maintaining a secure and proper marriage, 

i n , s p i t e  of her  own s t ra ined  discontent and the  unpropitious pressures of 

worsening economic conditions,  a r e  heroic.  Z e i t b l o m  describes with dis-  
- - - -  -- 

turbid ze s t  the dedication of h e r  wifely dut ies .  
0 

It  was a conschus love of respec tab i l i ty  t h a t  she devoted t o  him, 
and so  much i s  t rue ,  t h a t  she upheld with consumma.te d i s t i nc t ion ,  
refined y e t  more by her  expression of de l i ca t e  and fas t id ious  
roguishness, her  husband's s t a t i o n  i n  l i f e .  Her meticulous conduct 
of h i s  household and h i s  soc i a l  a c t i v i t i e s  might even be ca l l ed  
pedantic; and she achieved it under economic conditions which year 
by year made it harder and harder t o  sus t a in  t h e s t a n d a r d s  of 
bourgeois correctness.  (327) 

- 

The reader i s  acquainted, i n  unusual d e t a i l ,  i n  f a c t  with a pedantic thor- 

'oughness on the p a r t  of the narrator  t h a t  matches her own obsessed adherence , 

0 - 

t o  the  d e t a i l s  of t r a d i t i o n a l  pa t te rns ,  with the  conservative correctness 

of her  l i f e :  the immaculate furnishings,  the  safe  and dignif ied books and 

paint ings ,  the  cmpuls ive perfection 6f her  chi ldren 's  upbringing. Zeit- 

blm's frequent espousal of h i s  own humanism and soc i a l  concern here re-  

veals itself i n  the sharpness of h i s  obsenration, though one might wish 



detached as his  re la t ionship t o  her  may be, h i s  conclusions about Inez' 
0 

l i f e  a r e  sharply accurate. 

Must I say now, o r  repeat ,  t h a t  with a l l  t h i s  correctness things 
were by no means cor rec t ,  t h a t  they res ted  on se l f -wi l l ,  n o t , t o  say 
on a l i e ,  and were not only more and more challenqed from without, 
but f o r  the  sharper eye, the  eye sharpened by sympathy, were cry&- 
l i ng  within, they gave no happiness, ne i ther  were they t r u l y  b e l i w e d  
i n  o r  willed.  ~ l l  t h i s  good fortune and good t a s t e  always seemed 
t o  m e  a conscious denial  and whitewashing of the  problem. It was \ 
i n  strange contradict ion t o  Inez 's  c u l t  of suf fe r ing ,  and i n  my 
opinion the  woman was too shrewd not to  see t h a t  the  i d e a l  l i t t l e  
bourgeois brood which she had wi l fu l ly  made of her  chi ldren was , 

the expression and over-all  correction of t he  f a c t  t h a t  she did not 
love them, but saw i n  them the f r u i t s  of a connexion she had entered 
i n t o  with a bad conscience a s  a woman and i n  which she l ived with , 
physical repulsion. (329-330) 

Inez'sUshrewdness" i s  brought t o  our a t t en t ion  i n  o ther  ways: the  

Y t i c u l a t a  expressiveness with which she j u s t i f i e s  her  adul tery and her 

ardour f o r  Schwerdtfeger t o  Zeitblom shows the degree t o  which her  exper- 

iences are  examined constantly i n  her brooding mind. The intoxicated out- 
I 

- - -  

pouring of her  confession t o  t he  trustworthy ieitblom betrays t o  him an 

excess of imaginative contemplation upon her own s i t u a t i o n ,  showing the 

degree t o  which she is  "psychologically-trained, keeping watch with a 
, 

poet ' s  eye upon her own experience." (295) A carefu l ly  designed l i f e ,  one.  

which would on the  surface imply a s t a t e  of t o t a l  unthinkingness about the 

choices with which she has been presented, i n  f a c t  has been motivated by 

pec ise*  the opposite condition. 

The weight of a painful ly  conscious ref lect iveness  c rea tes  as - much of 

a burden f o r  Inez as f o r  the more in tea lec tua l ly  rigorous Leverkuhn. Both 

su f f e r  from the demands of an indomitable ego.- Each then seeks a means of 

organization which w i l l  allow them - to  f r e e  t h e i r  emotions from the  para- 

lyzing prohibi t ions  of self-consciousness,'wherein, a s  Leverkuhn laments, 
. . 

"every r e f l ec t ion  lying between nothing and i n f i n i t y  k i l l s  grace." Inez 



Y 
- - - - - - -- - - - 

seeks she l t e r  from t h e  emotional chaos of her  family 's  bo &an contempor- "t 
a r i e s .  The t o t a l  secur i ty  and organization of he r  bourgeois se t t lement ,  

perpetual ly  re inforced by the  icons of wealth, provide an object ive  frarne- 

work f o r  - her l i f e ;  bu t  p rec i se ly  because it i s  s o  de l ibera te  and cokent ion-  

al izecashe draws no emotional sa t isEact ion from it. . . 
The i rony, a s  ~ e i t b l o m  depicts  it, l i e s  i n  her  then seeking emotional , 

union with t he  unthinking INdolf Schwerdtfeger, the-perpe tua l  adolescent 

with the charm of unchanging innocence. Because Inez i s  a mora l i s t ,  she 

ascr ibes  value t o  goals  achieved through s t r i v i n q ,  which t o  her ind ica tes  
' ,  

e t h i c a l  meri t ,  r a the r  than t o  achievement which i s  "natural"  o r  aesthet-  

i c a l l y  stimulated. .F.udolf, on the  o ther  hand, i s  "u t t e r ly  unaware t h a t  

1 there  was such a - t h i n g  as imoral ism".  (290) ., H i s  naive s p i r i t  is not 

acquainted with t he  quandaries of e t h i c a l  dilemma. Of course Inez i s .  not 

b l ind  t o  the s p i r i t u a l  l imi ta t ions  of her  lover,  but t h e  knowledge of her 

* own moral super ior i ty  contr ibutes  t o  t he  depth of her emotional suffer ing.  - 

Her maniacal possessiveness su f f e r s  from Rudolf's f r i vo l iby ,  but  t h i s . i s  

i n  p a r t  h i s  ' a t t rac t ion ,  and it i s  the  hopelessness he arouses i n  her  t h a t  

a l s o  arouses her  passion. 

-md s t ranger  s t i l l :  her inadequate s u i t o r ' s  p red i lec t ion  f o r  soul- 
lessness  and t hqbeau ty  of i n s t i n c t ,  so repugnant t o  her  own 
views - had she not falieri*vi&im' t o  it h e r s e l f ,  i n  her  love f o r  
Rudolf? She was, i n  a way,-betraying I n s t i t o r u s  with h i s  own con- 

+ v ic t i ons  ; f o; did not mdolf  tepresent  t o  her  wise .and d i s i l l  'sioned 
gaze something l i k e  sweet unthinking l i f e  i t s e l f ?  (297) T 

- 2  
Inez ' s  passion causes her to f a l l  ptey t o  love of beauty a d  -i-nstin&, 

.wi th in  he r se l f ,  and then she must j u s t i f y  it; she i s  toa  a r t i c u l a t e  not t o  

' f e e l  compelled t o  argue i t s  meri ts .  Of course f o r  her the  pu r su i t  .of 

i n s t i n c t i v e  e q e r i e n c z  i s  a r e a l  one, not a f a n t a s t i c a l  program' l i k e  the 

b e l i e f s  of her  uninspiring hussand. Counter t o  h i s  romantic fondness f o r  
L 

b r b t a l i t y  and ruthlessness  ( i f  they 'are beau t i fu l ) ,  she believes t h a t ,  i n  
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art, g r e a t  things come from suffer ing.  Yet her when it is 
touched, is  not, d i rec ted  towards smeone who epitomizes e t h i c a l  and con- 

soient ious  suffer ing - Z e i ~ l o m ,  f o r  example - bu t  towards someone whose 

"natural" g i f t s  a r e  such t h a k n e i t h e r  moral scruples nor i n t e l l e c t u a l  

torment have ever i n t e r f e r ed  with the  d i r e c t  and naive enjoyment of a l l  

t he  experiences of l i f e .  Desiring unthinkingness, and a r e l i e f  from her  

own brooding self-contemplation, she worships ~ u d o l f ' s  unconscious l i f e .  

Secause she i s  a w o m p ,  whose femininity i s  tan ta l ized  and disappoint- 

ed by her  husband, her  des i res  l i g h t  upon Rudolf's beauty. But precisely  

s o  she f inds  t he  suf fe r ing  increased of her  own ref ined,  we r - c iv i l i z ed  

psyche, tormeflted by doubt. It comes about that t h e  f u l l e s t  expression oE 
b - 

her  emotions i s  fauna i n  the  camhination of sensua l i ty ,  emotional suf fe r -  

ing  and lament. Paradoxically t h i s  re lease  i s  made possible  on the bas i s  

02. a secure and absolute ly  organized l i v ing  arrangement. of ;ourne it i s  
F-c. 

not a coincidence t h a t  her v e r b a l  .re-enactment of sensual b l i s s ,  s o  d i s -  - - + 
turbing t o  Xeitblorn, resembles Leverkuhnls defense of t h e  conscious pursu i t  

of sensual i ty  i n  Bul l inger ' s  drawing room. (414) The i n s i s t ence  on the '  
4 *,' 

v i r t u r e s  of pr imit ive  sensua l i ty  i n  both cases j a r s  against  a dis turbing I . 

sophis t ica t ion  i n  the  argument: With Inez,  too,  t h e  d i f f i c u l t i e s  of her 

s i t u a t i o n  are spmountable only through a "break-through". Her consciotts 

adulation of sensual g r a t i f i c a t i o n  is a seeking f o r  pu r i f i ca t i on ,  f o r  the  

I 

a b i l i t y  t o  experience s ing ly  an8 d-irectly her own physical  l i f e .  Her need 

s d o u s  ideas ,  inaeed f r o m  mental processes a l together .  

with a man who ne i ther  challenges nor proes  her  mental 

the  chance t o  submit hersel f  who119 t o  a physical force  
- 

i n t o  unconsciousness and pure feel ing.  The s t rength of 

- 

Physical  union 
t 

anxie t ies  o f f e r s  
P 

t h a t  can aweep her 1 
4 

ja 
L 

her  w i l l  i n  search 4 



of tkis feeling overshad- a l l  &sta~les - i ~ c l u d i n g ~  f i n a l l y  her  lover ' s  

\ i -- - -- 

inev i tab le  r e j ec t i on  of her ,  whence t h e  sentimental  unconsciousness of 

morphine addiction threatens  t o  take i t s  f i n a l  hold upon her.  I n  the  end, 

her  seeking fo r  a force  t o  which she can submit hersel f  wholly and without' 

conscious r e f l ec t i on  leaves her  i n  the  power of the  i n a r t i c u l a t e  w l l l :  a s  

Leverkuhn says elsewhere, "the pu r i f i ca t i on  of t he  complicated i n t o  t he  

simple i s  a t  bottom the  same as t he  winning back of t.?.?e v i t a l  and the  
-- - 

power of feeling." 

Here, too,  Z e i t b l m  i s  a s e c r e t  accomplice. He resen ts  her malicious 

abuse of h i s  "honourable" fr iendship,  and d i s l i k e s  her maniacal single- 

mindedness towards the  a f f a i r  with Schwerdtfeger. (But Zeitblom d i s l i k e s  

seduction. He expresses t he  same scrupulous object ions  t o  Schwerdtfeger'e 

seduction of h e r k u h n .  ) When her  w i l l  has  l o s t  its ob jec t ,  he condemns 

the  "sentimental disingenuousness" (387) of h e r  escape i n t o  a morphine 

addicts '  c l ique of wcanen. But h i s  react ion when she murders Rudolf a f t e r  
- - 

- - - - - - - - 

~ u d o l f  has beccnne engaged t o  marry Marie Godeau, t he  aspired br ide  of 

Leverkuhn, i s  of a r ad i ca l l y  d i f f e r e n t  nature. 

But one admission I w i l l  make: Inez, as we k p w ,  committed a few 
years l a t e r  a c a p i t a l  crime, which aroused general  horror  and p u t '  
an end t o  he r  bourgeois existence.  I shuddered a t  the awful deed; 
a t  t h e  *same time, i n  memory of my old f r iendship,  I f e l t  almost, . 
nay, I f e l t  de f in i t e ly  proud t h a t  i n  a l l  her  sunken s t a t e  she found 
the s t rength ,  t he  fur ious  energy t o  commit it. (387) 

Of course Zeitblom's admiration f o r  Inez ' s  "break-throughw involves the 

' same abdication of p r inc ip les  t h a t  accompanies h i s  enthusiasm f o r  the  
- - - 

f i r s t  World War. Then too a sublimated organicism expresses its admiration 

- f o r  violence i n  terms qu i t e  incampatible with t he  . l ibera l  humanism Zeitblom 

claims t o  profess.  Zeitblom's metaphorization of t h i s  a c t  of violence - 
Inez ' s  murder of W o l f  - obscures t he  physical, and impl ic i t ly  t h e  s o c i a l  

r e a l i t y  of such a deed. Even a t  t h i s  l a t e  s tage ,  Zeitblom i n s i s t s  on 



"aestheticizing" everything: ignoring !&Q human and e t h i c a l  aspects,  - - he is - 

pleased with the " f u r i w 6  energy" of he r  ac t .  This i s  not  f a r  from the 

sophis t icated admiration of the  nar ra tor  i n  "Mario", who approves, i n  s p i t e  

of himself, of the  hypnotic energy of the  evilmagician-. By h i s  treatment 

of t h i s  murder, Zeitblom makes the horror  bearable. . 

The tragedy of Inez and her  t e r r i b l e  deed can be sa id  t o  "representw 

i n  t h i s  sense t h e  act ions  of Germany auring the imper ia l i s t  phase, i n  the  

author 's  mind. As Zdi tb lm comments about the  na t iona l i s t  frenzy surround- 

ing World War I ,  i n  which he took pa r t :  

a, 
I n  t h i s  we displayed the  preoccupation with s e l f  which i s  pecul iar  t o  
us: our naive egoism f inds  it unimportant, yes,  takes it en t i r e ly  f o r  
granted, t h a t  f o r t h e  sake of our developnent (and we a r e  always dev- 
eloping) the  rest of the  world, fu r ther  on than ourselves and not a t  
a l l  possessed by the dynamic of catastrophe,  must shed i t s  blood. 

(300) 

That t h i s  cha rac t e r i s t i c ,  generalizable t o  the  German nation,  should reveal 

i t s e l f  i n  Inez's  actions may have h e n  fundamentally u n d i s t u r b i n ~  t o  Zeit- 

blom. But h i s  righteous horror,  which i s  i n  f a c t  accompanied by a casu 3" 
d i s d s s a l  of her person, i s  Zeitblom's, not Mann's-. .That Inez began a s  a 

conceptual'representation of Mann's s i s t e r ,  l i k e  Clar issa ,  whose f a t e c i s  

no l e s s  t r ag i c ,  may account i n  p a r t  f o r  the  anxiety mentioned e a r l i e r  which 

accompdniedSMann's process of in tegra t ion  of reminiscences i n t o  the  them- 

a t i c  s t ruc tu re  of t he  novel as a whole. And t h i s  tension,  which found 

t races  of t he  German disease i n  h l l  the  beloveds t h a t  appeared, l i k e  an X- 

ray vis ion examination which uncovers disease i n  every pa t i en t ,  focusses 

the  unfolding of h i s  ac-unt mercilessly on the  l i v e s  of r e a l ,  spec i f i c  

people. For t h i s  reason it i s  l e s s  accurate t o  describe Inez 's  re la t ion-  

sh ip  t o  the  German people as  "symbolicn: she does not  symbolically repre- 

s en t  Germany but is it ,  i n  microcosm, a s ing le  cdmponent which contributes 

t o  and ,par t ic ipa tes  i n  t he  t o t a l i t y  of d i sa s t e r  of the  r3rman ~eop$e .  
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~ r t  w i l l  never be moral i n  t he  p o l i t i c a l  sense, never vi r tuous;  a r t  
w i l l  never insure  progress. Art's basic  character  i s  unre l iab le ,  
treacherous; one canno te rad i ca t e  i t s  de l igh t  i n  scandalous aration- 

--.. 
-I. a l i t y ,  i t s  penchant f o r  beauty bdrn of barbar i ty;  even i f  one denoun- 

ces t h i s  leaning as hys t e r i ca l ,  in imical  t o  the  s p i r i t ,  immo&l t o  
t he  point  of imperil ing t h e  world, it remains an immutable f a c t .  

Mann , Betrachtungen (1918) 

"The whole temper of art, believe m e ,  w i l l  change, and withal  i n t o  
t he  b l i t h e r  and more modest; it i s  inev i tab le ,  and it is a good . 
thing.  Mfich meladholy ambition w i l l  f a l l  away from her ,  a'nd a new 
innocence, yes, harmlessness w i l l  be hers.  The fu ture  w i l l  see i n  
her ,  she hersel f  w i l l  once more gee i n  hersel f , ,  the  servant  of a 

. conanunity which w i l l  comprise f a r  more than 'education' and w i l l  
not have cu l tu re  but w i l l  perhaps be a cul ture .  Me can only with - 
d i f f i c u l t y  imagine such Q th ing;  and y e t  it w i l l  be, and be the  
na tu ra l  th ing : an art  withput anguish, psychologically healthy, 

, not  solemn, unsadly con•’ & with humanity.. . ." 
+ 0 (1948) I p. 322 > 

"he autobiographical  i n t en t ion  of D r .  Faustps forms t h e  emotional core 

theenovel. Mannfs i den t i f i ca t i on  of aspects> of himself with both Zeit-  
- ,  

f 

blam and Leverkuhn leaves n0 .dou . t  t h a t  it i s  h i s  own2cr i s i s  a s  an a r t i s t  a 

a 

t h a t  4s t h e  subject  of t he  novel. A t  the  same time ~ a n n ' s  fami l ia r  iden- 
- -- -- - - 

t i f i ' ca t ion  with e a r l i e r  cu l tu r a l  f igures  takes on a l a r g e r  function i n  

r e l a t i o n  t o  h i s t o r i c a l  concerns. This placement of himself a t  t he  centre  

1 . of a profoundly h i s t o r i c a l  work allows - and demands - t h e  pecu l ia r  com- 

bination o,f documentary realism, myth and al legory,  and autobiography which 

4 
renders the n w e l  s o  complex. 

The creat ion of t he  cen t r a l  f igure ,  Adrian Leverkuhn, sprang from a , 

composite p o r t r a i t  .primarily of '  Mann and Nietzsche . - Nietzsche ' s influence - - 

on Manna s work has not been a sirbject of d i s c u s s i ~ n  i n  this study. H o -  ., . - 
* 

+ 
ever it is relevant- t o  follow Nietzsche's 'exzlmPl~ i n  l i t e r a r y  c r i t i c i sm,  

- 

i n  from " ' the deed t o  the  doer, from the  i d e a l  t o  t he  man who 

' " 2  s needs it, from every way of - th ink ing  t o  the  commanding need behind it. - 1 

I n  t h i s  wa$ the  analysis  of t he  author a s  "producer" can take its appro- I 



- - - 

p r i a t e  form a s  biography, s o c i a l  ana lys i s ,  and l i t e r a r y  c r i t i c i sm simul- 
i 

taneously. . 
The o r ig ina l  idea  of using the  " ~ a u s t "  f i gu re  f o r  a s t o r y  of an in- 

toxicated a r t i s t  da tes  from 1905 . 3  This period was a d i f f i c u l t  one f o r  

Mann; he wrote i n  a l e t t e r  t h a t  h i s  own- standards "We-rg becoming so'des- . 
pera te ly  exacting' t h a t  they would probably one day prkvent h i s  wri t ing , 

a l t ~ g e t h o r . " ~  H i s  f e a r s  of l i t e r a r y  sterility coincided with h i s  court- * 
sh ip  and marriage p lans .  This con f l i c t  between c r e a t i v i t y  and love i s  

,' 
D 

reproduced i n  Leverkuhn's experiences. Vann's own experience of t h i s  

f ea r  undoubtedly a f fec ted  h i s  ambivalent a t t i t u d e  Lowards ' ' inspiration" 

and "genius". 
Q 

z4 

Even a t  this ea r ly  t h e  Mann's d i s t r u s t  of h i s  own a r t i s t i c  impulses 
, 

impelled such "exacting standbrds." , Hie e w l y  associat ion of ae s the t i c  

i nc l i na t i on  with t h  "del ight  i n  scandalous i r r a t i o n a l i t y ,  i t s  penchant . 
\\ ' 

LL f o r  beauty 5orn of ba r i t y n ,  was a deeply emotional i s sue  f o r  him, and - -  

1 

-*< 4 exp'ldned h i s  pleasure -In t he  playfulness of h i s  own c rea t i v i t y .  Yet it 

c o n f a c t e d  with h i s  own conservative temperament and l a t e r  with h i s  s o c i a l  
, 

1 - 
commitments as  well  : i ~ d ~ a u s t u s ,  l i k e  t he  ear ly  Death i n  Venice, explores . 

\ 
t h i s  a n t i t h e s i s  between the  D i o n y w  impulses of the  i n s t i n c t i v e  and 

b 

unconsdious, and  the  r a t i o n a l  and conceptual consciousness. A t  one time 

Mann, refusing, t o  accept t h e i r  incompatibil i ty,  sought the  synthesis of 

these  aspects of experience i n  a-spiritual admiration f o r  beauty, which 

could contain i n  i t s  forms a higher'meaning ( the  Platonic  i d e a l  with which 

Von Aschenbach deluded himself);  the  a r t i s t  i n  t h i s  v i s ion  was thereby 
1 

imbued wivh a sacred r o l e  of s p i r i t u a l  leadership auspiciously comhined 

with the  pleasure of c rea t ive  expression. But by the  t h e  he came t o  - 

write  D r .  Faustus, th i s - s the t ic  idea l  was no longer viable .  The notion 



Mann's efperience of t i e  h i s t o r i c a l  r e a l i t y  i n  G a d ,  and the novel 

records t . e  t r a g i c  defea t  of t h i s  cen t r a l  be l ie f  of t he  author. The in-  

t u i t i o n s  of the  a r t i s t  were not t d  be t ru s t ed ,  and it was no longer i n  t h e  

artist's power t o  provide a po t en t i a l l y  useful  way of seeing the w o r l ~ ,  
t ,  

This w a s  because o f . t he  cu l tu r e ' s  evolution of the  ideology and techniques 

of the  G e m  a r t i s t ,  which perpetra ted a myth of se l f -suff ic iency m d -  

s e l f  -cul t ivat ion.  Mann 'a indictment of the  a r t i e t  ' s leadership i n  t h e ,  . - 
cul tu re  here becomes inseparable from h i s  indictment of the  f a s c i s t  move- 

ment. For Mann t o  confront t h i s  s i t ua t i on ,  a s  f o r  LeGerkuhn, "harmonic 

sub jec t iv i ty"  a s  a ba s i s  f o r  c r  work i s  no longer 

(Leverkuhn:) "and ye could a t  t he  same time not  exclude t h e  theore- 
t i c  p o s s i b i l i t y  of spontaneous hamony between a man's own needs 
and the  moment, the p o s s i b i l i t y  of ' r igh tness ' ,  of a na tura l  har- 
mony, ou t  of which one might c r ea t e  without a though o r  any compul- 
sion.  " 

H e  (laughing) : "A very i n  f ac t ;  My" dear 
fellow, the  s i t u a t i o n  i s  - with - without . .  

L - -- - - - - 

cr i t ique .  " (240) 

4 

The nevi1 speaks f o r  Leverkuhn's unconscious urges; the urge t o  be, 

2 
released from every soc i a l  bond, every conceptual doubt, and the  confines 

of h i s  own pa rod i s t i c  mind. I n  rewarding Leverkuhn with a successful  

musical "dystem",.the Devil re inforces  Leverkuhn's de s i r e  t o  succumb t o  . . 
i n s t i n c t  ra ther  t h n  t o  reason and the  imperatives of s o c i a l  conditions. 

Music i s  t o  Leverkuhn a l u r e ,  an almost sexual seduction away from the  

power of h i s  own mind. The Devil o f f e r s  "triumph over ( c r i t i c i sm) ,  ... 
- - - - - -- - - - 

t 

shining,  sparkling,  vainglorious unref lectiveness! " (237). Leverkuhp 
t 

l i s t e n s  "with a s  much pleasure  a s  the  maid t o  t he  whisperer i n  church... 

(237). Acceding t o  t he  Devil 's  o f f e r ,  he re leases  h i s  own repressed i m -  

pulses f o r  unconscious creat ion.  H i s  m o r a l  pu r su i t  of a r t  a s  an ob jec t ,  

combined with h i s  cold egotism, c r ea t e  a re la t ionsh ip  with a r t  which 



t -. 
-- - -  - - - 

- 
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j ~ ~ s ~ x a m ~  cdnvictran tPlae t%e a-ist IS a r e l a t i v e o f t h e  criminal 
.. -, 

and the  madman. - F r e e  t o  r e t r e a t  from h i s  conscious understanding, Lever- * .  
kuhn c rea tes  - o r  i s  &e medium through which is created,  - a musical system _. 
which i s  c l ea r ly  expressive of the ' abs t rac tness  of music (most typidal ly  

"German" of  a l l  t he  a r t s )  and of h i s  cold detachment from human re la t ion-  

s h b ,  The 12-tone system is  Goth a co&,nuatidn of romanticism and its 
" Gf-- 

negation: i n  seeking to -authenticate .the p r i m a 9  of t h e  subject ive  serf, 
- 

it inevi tably expresses t h e  d i sso lu t ion  of t h a t  s e l f  i n  *e anti-human 

guise  ofaautonomous art f o e .  I n  the progression from romantic, through 

express ionis t ,  t o  a tonal  music, what emerges 5s atomist ic  o r  random sound 

i n  desperate need of a nsw formal order  t o  l eg i t imate  its' existence a s . a r t . - ,  

The cal&latsd constructivi&n and systemiiation of form thrdugh which t h i s  
4 C / P - x y  , 

. c r i s i s  i s  resolved r e f l e c t  t h e  domination of the  subject ive  i n  an 'dut t"F: /1 
i t a r i a n  socie ty .  The adulation of system and au thor i ty ,  the  submission okL/ 

t h e  individual  ego t o  a l a rge r  power i n  search of mental. f r e e d m ,  and-the - -  
- - 

re jec t ion 'o f  human s o l i d a r i t y  a r e  epitomized by Leverkuhn's con t rac t  with 

the   evil, who is  of courLe only a psychological p ro jec t ion  of a deluded 

imagination i n  search of mindless, unthinking, unfet tered pur i ty .  A s  t h i s  - 
Devil proposes : 

"A genuine i n sp i r a t i on ,  immWiate, absolute,  unquestioned, ravish- - 

ing,  where there  is no choice,  no t inker ing,  no poss ib le  improve- 
ment; where a l l  is  a s  a sacred mandate, a v i s i t a t i o n  received by - 
the  possessed one w i t h  f a l t e r i n g  and stumbling s t ep ,  with shudders 
of awe from head t o e f o o t ,  with t e a r s  of jby 'bl inding h i s  eyes; no,. 
t ha t -  i s  not poss ib le  with G Q ~ ,  who leavas $he und&-standw toe -- - 

t o  do. It comes but from the  dev i l ,  the  true master and g iver  qf  t 

such rapture." - 

4 

- .The Lariguage and i n t ens i t y  of ~everkuhn '  s encounter with t h e  De+il 
. 4' 

convey an- intimacy ' and mutual involvement with cu?pe - ancient  cu l tu re ,  

embedded i n  t h e i r  language and cherished a s  an lover  - shared only 

\ ' .  
by the  two' of them & a s e c r e t  language. Of coarse,  t h i s  i s  a c h i l l i n g  . ' 



-- 

thought s ince  the  dialogue, a s  fami l ia r  an archetypal myth as it is ,  repre- 

sen ts  i n  the world of t he  novel Ieverkuhn's assignation wkth himself. The 

"harmonic subjec t iv i ty"  and "polyphonic ob jec t iv i ty"  , those two .elements 

of musical f o n  now fractured within the  human soul ,  have m e t  t o  discuss 

t h e i r  in tegra t ion  a t  any pr ice .  The cos t  f o r  t h i s  v ic tory  is the renuncia- 

t i o n  of society ,  of both human love and a broader s o c i a l  responsibi l i ty .  
* - 

The compen~at~t5fi-h insp i ra t ion ,  made poasib3.e only- by an- absolute-faittr--- 

'n t he  relevance of t h e  order  revealed through art .  t Mann does not  have t h i s  f a ih .  The r o l e  of "sp i r i tLa l  leader" t h a t  
I - * 

he once claimed f o r  t h e  artist i s  impossible\iven the abso lu t i s t  individ- 
I s  c - 

ualism of t h i s  commitment t o  art as expression. .Mannls own v ic tory  over 
1 

the c r i s i s  of cu l ture  i s  of a d i f f e r en t  nature. ;His achievements a re  
& 

"heroicn because they 'are completed .through .pers i s ten t  plodding. Aware 

of what he c a l l s  *"the ddcline of t h e  e n t i r e  Western ~ u l t u r e " ~ ,  he views 
+ .  

h i s  own me%& a s  a -process sf craf tamanship which -can sncompass-his  - 
< 

"2 , se l f -consciou~ref lec t ion ,  allowing a " t rans i t ion  from un~onscious creat ion 
t 

t o  c rea t ive ,  con$@ous,n&. !16. ~ o t  trusting i n  h i s  own i n t u i t i v e  powers CXE 

invention t o  autonomously a r r i v e  a t  a p ic ture  of " t ruth" ,  he prefe rs  a 
1 

e ardua& proc -of con8tructivi)st a s s i k l a t i o n .  t 

Among the  papers gathe ed by Mann i n  preparation f o r  Dr-, ~ a u s t u s  i s  5 n t i t l e d  "TWiTight of the,NovelW, wr i t t en  by Charles Glicksberg. 7 

seems t o  have share$ Mann'e notion of a crisis i n  the novel; h i s  
- - - -- - - - - - - -- - -- - 

pro-posq solution- must have appealen t o  M a m .  . 
-- - 

, &e c a l l s  f o r t h  i t s  own appropriate ae s the t i c  and iGCogica l ,  . 
response, Ours takes t he  form of absorption i n  t he  problem of war 
and peace, fascism and democracy, sociology &nd ecol?pmfcs and pol- 
i t i c s ,  and our demand i s  not f o r  imaginative fantasy but  f o r  
c rea t ive  -insight based on authentic observation. Not Surrealism 
but  the  documentary i s  the  d i s t i n c t i v e  a r t  fonn of our timem8 

Xann had been drawn-to the use of documentary-in a l e s s  emphatic form i n  



' - - -  - 
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e a r l i e r  work. The inclusion of reminiscence8 2nd ofFont&e had provided 

!. 
a "social" s e t t i n g  i n  previous novels; i n  D r .  ~ a u a t u s \ t h i s  tec&dquc of 

montage becomes e x p l i c i t  -and cen t r a l  t o  t h e  s t ruc ture  of the  novel. In. 
. . 

Story of a Novel Mann quotes app;ovingly from ~arky Levin's c r i t i c a l  work 
% 

on Joyce, i n  which Levin's words p a r a l l e l  h i s  o m  question "whether i n  the  

f i e l d  of t h e  no&l nbwadays the pnly thing thh t  counied was what was no 
. 

longer a nobe1 . . .The , bes t  &i t ing  of our cont r a r i e s  i s  not an a c t  of 
a 

9 
c r e a a o n ,  but: an kt of evocation, ' p e c u l i a r l ~ s a t ~ a t e d  w i t h  reminiscences ' " . 

The dev&opant- of nerp lit&ap techniques, res-ling modernist' - 
i ~ o v a t i o n s  of constructivism bnd montzige, by 4 w r i t e r  with such an avowL 

a 

edly conservative imagination thus nekd not appear so  paradoxical. Mann's 

g u i l t y  conscience as  an a r t i s t  drove h& t o  seek ways t o  include i n  h i s  
0 

f i c t i o n a l  world a portraya1,of t h e  h i s t o r i c a l  world. He has concluded 

t h a t  he cannot.seek ob jec t iv i ty  i n  h i s  own percept%ons, ' in the  way h i s  , 
' %- - - - -  

perceptions and a b i l i t y  a s  a wr i t e r  mediate s o c i a l  r e a l i t y ,  because he - .  

0 

does not have f a i t h  i n  t he  vl 'abil i ty of a r t .  Now he i s  no longer voicing 

t h i s  c r i t i c i sm so l e ly  w i t h  the  vbice of an &ti&? art has become a dubious 

en te rpr i se  a t  bes t ,  and lacks p o l i t i c a l  respec t&i l i ty  and even, perhaps, . C 

2 the  a b i l i t y  t o  t e l l  t he  tfruth, So he brings i n  newspaper clippings,  ' 

reminiscences, r e a l  persona l i t i es  as  models f o r  h i s  characters ,  so  t h a t . ,  
e P 

there  can be no argument, no doubt t h a t  these events are t r ue ,  t h a t  they 
II 

happened, t h a t  t h i s  i s  the r e a l  -world being presented. t o  _us, - Thus__ ha- can - 

3 

say t h a t  t h i s  i s  "no longer a novel...but ra ther  a work t h a t  took - the - - form 

of the most discipl ined art and a t  the  same tim'e stepped out  of a r t  and 

" 10 became r e a l i t y .  

b@nn's cmpuis ion t o  ensure h i s t o r i c a l  verac i ty  withinca novel n h i ~ h  
. , 

i s  ye t  an intensely pr iva te  autobiography demands t h a t  h i s  o r ien ta t ion  



of Germany i s  personif ied through a psychologized re-presentatien of an 

archetypal myth of f a t e f u l  hubris,, with non-fictional h i s t o r i c a l  document- 

ary. The ep ic  qua l i ty  of t he  myth s t ruc ture ,  combined w i t l i  the  connections , 

' 
with h i s t o r i c a l  r e a l i t y  fused through montage, ind ica te  rIannls re jec t ion  

- transcendence may be a b e t t e r  t e h  - of ce r t a in  aspects OF the  novel 

form, pa r t i cu l a r ly  ce r t a in  assumptipns about the  individual  consciousness 
- 

which a re  communicated by the  t r a d i t i o n a l  " r ea l i s t "  narrat ive.  The p l o t  

s t ruc tu re  of the  t r a d i t i o n a l  European novel assumes an in tegra t ion ,  a l b e i t  

a problematic one, between individual-  condciou ness,  its enactment i n  3 ,  
purposeful a c t i v i e ,  and its contributing r o l e  i n  a l a rge r  s o c i a l  firocess 

through which the  individual  i s  c&arly affecsed. B U ~  the  logic of h k n  

a c t i v i t y  had been profoundly shaken by the e v e n t a w n  Germany preceding the  
b 

m 

vpar and the novel. The disrupt ion of Mann's. ersonar philosophy caused by * d , '  

these evgnts necessi ta ted a subs tan t ia l  change i n  h i s  p o l i t i c a l  a t t i t udes ,  
e - - - - -  - 

and t h i s  change demanded a dif fereht .  means of . l i terary expression. The . 
changes i n  s t ruc tu re  enacted through the povel, i n  other  words, are hi- 

> .  

nent i n  the changed.poli t ica1 and philosophical o r ien ta t ion  of t h e  wr i te r ,  

Like Zeitblom, Mann's opposition t o  f a d i e m  as a p o l i t i c a l  rnovemgnt 
4, . 0 

originated with both moral opposition t o  its v io len t  racism. and oppression, 
* 

and with a conservative, aes the t ic  d i s t a s t e  f o r  the  "maligmint petty- 

k u r g e o i s  rabble. ,,11 

' True to hi.8 conservative p r i n c i p e s  he St'-flrst regarbed-€& tSE%Gr - - 

campaign a s  a concession by the  leadership t o  the  rank and f i l e . . .  
Although he was aware of the gathering storm, &t was near* mothe r  
decade before he real ized t h a t  the  collapse of bourgeois democracy 
i n  remany was being engineered from above apd not merely by the 2 

mob. L- 
1 2  

mis indictment of the German bourgeoisie was l a t e r  t o  be directed,  much 

t o  Mannls own d i s t r e s s ,  against  the  ru l e r s  of the  e n t i e  western demodatic 



world. a 

Accustomed t o  analyzing fascism as an ideological  phenomenon, a 
f 

p r imit ive regression i n  react ion against  the r a t i o n a l i s t i c  humanism of the  

nineteenth century, Mann was forced t o  p o l i t i c i z e  h i s  response t o  it by 

the  r ea l i za t ion  of i ts  political-economic foundations. 13 - 

As such it is  an httempt of a l l  the  old s o c i a l  and economic reac- 
t i ona r i e s  t o  s u p e s s  the  peoples and t h e i r  asp i ra t ions  f o r  happi- - - 

ness,  t o  prevent a l l  soc i a l  progress by at taching t o  it the  f r i gh t -  
ening name of Bolshevism. I n  the eyes of conservative Western 
c a p i t a l i s t s ,  fascism was frankly a bulwark ag?aj.net Bolshevism and 
against  everything t h a t  they wished t o  a s s a i l  under t h i s  name - 
especial ly  a f t e r  the  German purges of June, 1934, i n  which every- 
thing t h a t  was s o c i a l i ~ t i c  i n  National Socialism was destroyed and 
t h e  o ld  power combination of Junkers, army and industry was 
saved. 

This awareness was magnified by h i s  l a t e r  disappointment with the  United 

S ta tes ,  whose democratic nature he had mythicized through Roosevelt, and 
r 

where the  decline i n  democratic freedam, and v i ru l en t  anti-communism, 

"caused him grave concern. One American - - - c r i t i c  accuses him of -dis tor t ion,  

i n s u l t ,  and "hyster ical  exaggerationw for  questioning the  s i n c e r i t y  and 

thoroughness with which the U.S. had waged the  war against  fascism. 15 
Cer- 

t a i n l y  t h i s  question, on Mann's part, was a fundamental one; it involved 

a disrupt ion of how Mann was , to  view the  "curse" of German destiny.  

I n  1938 Mann expressed h i s  new rea l i za t ion  in '  t h i s  way : 

The world's patience with Fascism, however painful  f o r  us ,  and the 
world's enaeavors t o  come t o  an arrangement with it, have t h e i r  
good, or  a$ any r s t e  cogent, reasons. But a s  I have sa id ,  analysis  
of these reasons would lead me too  f a r .  T o p u t i t  concisely,  Kation- -- 

- - -- 

a1 Socialism an8 ~ a s c i s m  a re  expedients against  the  t h r e a t  of soc i a l  
revolution everywhere i n  the  world; they a r e  methods f o r  suppressing, 
whitewashing, postponing, checking t h a t  revolution.by taking some of 
it over i n  a f a l s e  and deceptive s p i r i t .  I n  other  words, they a re  
b ru t a l  quack medicines f o r  which the  respectable world everywh* 
desp i te  i t s  d i s t a s t e  f o r  the  attendant humbug, has a s e c r e t  weak- 
ness. This explains why we f ind  it so hard t o  mobilize the  world 
against  Fasc im and why our warnings a r e  taken a s  ag i t a t i on  f o r  
our OWTI s e l f i s h  ends,l6 

m i l e  Mann w a s  quick t o  c r i t i c i z e  the  complicity of other  governments 



i n - the  i i s e  of fascism, and anxious t o  a t t r i b u t e  blame t o  the mi l i t a ry  and 
- 

- economic e l i t e  within Germany i t s e l f ,  Mann's views i n  f a c t  were not  consis- 

t en t .  It  need not  be sa id  t h a t  the  a t t r i bu t ion  of g u i l t  -is not  so simply 

. , •’on&lhted i n  the novel i t s e l f .  What the  novel records i s  not. so  much 

the need t o  destroy " tha t  f a t a l  manbinat ion,  the world-threatening 
G" 

associat ion ofi Junkers, the amy generals,  and heavy i n d ~ s t r y " ~ '  t h a t  Mann 

ca l l ed  f o r  elsewhere, as  it reveals the col lapse of a world view, a frame- 

work of values t h a t  were made untenable by the'gwents of the period, the 
- f- 

"Holocaust" o r  "Final Solution". These values were centred around f a i t h  2 
i n  t he  d ign i ty  of the  individual  - t he  bourgeois individual-  and the power 

7' 

t o  make conscious decisions which would a f f e c t  other  events,  othe* soc i a l  

occurrences i n  t he  world. That t h i s  be l ie f  i n  individual  respons ib i l i ty ,  

i den t i t y ,  and freedom was destroyed not by the  "rabble" but by the power 

of the  bourgeoisie i t s e l f  - with the  complicity of the western, democratic 

nations,  on the bas i s  of a shared des i re  t o p r e s e r v e  an economic system - 
achieved i t s  catas t rophic  magnitude through ?he incomprehensible events  

of the  period. rlann's observation of these s o c i a l  events was nourished 

from two sources: h i s  p o l i t i c a l  understanding of the power a l l i ances  t h a t  

allowed the  Nazis t o  ru l e  ,, and h i s  own erabtional, social, apd ideological  

experience within the  cul ture .  On the one hand, he could ascr ibe f a u l t  t o  

a p o l i t i c a l  fo rce  based on c l a s s  i n t e r e s t s ;  on the  o ther ,  the f a u l t  was 

everywhere i n  t he  experience of t he  cul ture ,  and it was a r t i p i c a l l y  h- 

possible  not t o  sense the in tegra t ion  of reactionary thought,and n i h i l i s -  
- - - - - - - - - - - - - - - - - 

f 

t i c  e th i c s  i n t o  the very f a b r i c  of the  society.  mnn'e i n a b i l i t y  t o  

formulate a consis tent  response t o  those events is rooted i n  

t i on  of h i s  framework of values and perceptions. 
- 

:?arm was insul ted by t h i s  h i s tory ,  because h i s  atfempts 
-b 

t h a t  disrup- 

to understand 



. its causes exposed a senselessness i n  r e l a t i on  t o  h i s  awn consciousness.' 
I 

possibly h i s  increasing d e s i r e  t o  r e tu rn  t o  old  myths and t o  explore 
t / .  

cyc l i ca l  o r  archetypal pa t te rns  i n  h i s t o r i c a l  events was motivated by a 
I 

reluctance t o  confront h i s  own confusion about how t o  i n t e r p r e t  t h e  po l i t -  

i c a l  developments during h i s  l i fe t ime.  According t o  h i s  o r ig ina l  frame of 
1 

reference,  h i s tory  was made by a group of super ior  and i n t e l l i g e n t  indiv- - 
iduals;' t o  the  extent  t h a t  they have .been successful ,  social -progress  

r e f l e c t s  t h e i r  persona l i t i es  j u s t  a a  an a r t i s t i c  work reflgctm the  temper- 

amebnt of i ts  cxe&tor. This can be seen i n  h i s  essays on thinkers  and 

wri tgrs  who were important t o  h i s  appraisal  of Gennan cul ture .  I n  other  
.r '5 

words; he was accustomed t o  judging events by the  comcious i n t e l l e c t u a l  

te-ms of its most conspicuous o r  a r t i c u l a t e  makers, ' rather than by a more 

s t ruc tu ra l  p o l i t i c a l  outlook which could analyze events and 
'4 . 

I .  
as i n d i v i d u a l - $ ~ f e s t a t i o n s  of more fundamental forces  6f 

.' 
Ye$ the  f a s c i s t s  p rec ip i ta ted  a h i s tory  pf ugliness and. senselessness 

--- - 

which was incomprehensibIe t o  him Xn those terms. H i t l e r  was not a "great 
c 

individual" and those who supported 'h i s  po l ic ies  werb s i c k  and destruct ive,  

not creat ive or  progressive. Mann's 

led him t o  a r ad i ca l  c r i t i que  of the  

' 
assumptions and con&.equences of t h i s  

i n  which he only p a r t i a l l y  believed. 

need t o  make sense of those events 

economic e l i t e ,  though the  p o l i t i c a l  

c r i t i que  w&e based on $ world view 
8 

This ideological  c r i t i que  of h i s  own 

cu l ture  was also painful ly  d i f f i c u l t ,  s ince it involved a r ad i ca l  inves t i -  

gat ion of h i s  own thought, and the boundaries he himself had es tabl ished 
-- - - - --- - - - 

between the r e a l  and the  unreal ,  t he  normal and the abnormal, the  valuable 
A 

and the dispensable. In  t h i s  sense h i s  p l igh t  was the p l igh t  of mi l l ions '  

of individqals whose s e n s i b i l i t i e s  had been 

dinari1y)comprehensible only as d i s to r t i ons  
I 

assaul ted by experiences or- 

of the  most s u r r e a l i s t i c  novels 



is 
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overwhelming nightmares. confronted, by these  gxperiences, 

the  response is  a f ee l i ng  of helplessness before t he  t a t a l  permeation of 

e v i l ,  which i n  Maw's world ;nacco%tably and uncontrbllably wds ,revealed 
d 

everywhere he turned;-' Evil  a s  a totalitarian fore;: t h e  powerful fo rce  of 

over-determination which takes  hold of Leverkuhn's music, i n  ~vhich "there 

i s  no t  a f r e e  note", provides one of t h e  most dmpel l ing  emotional exper- 

iences comunicated by t h e  novel. Like h i s  music, Leverkuhn is "riot f r e e  
- 

not t b  r e f l e c t  what it reac t s  at$ains%" 
8 \ 

This %once;n'with t he  enveloping fxrwer of an e v i l  ?orce re turns  as t o  

the  epportance of Leverkuhn'e dialogue with $he Devil. Xann comented i n  

$nonother c o h  t h k  t he  v io len t  . a c t s  of fascism were " a l l  expedients of 

t h i s  l u s t  f o r  human degradation which it wpuld be too  much honour t6 c a l l  

6 . devi l i sh ,  f o r  it ,is sim diseased. P "I9 The Devil l o s t  h i s  mythical 

' s t a t u s :  he is  not  an i s o  ted or  object ive  phenomenon bu t  a fundamental 
T, 

cons t i tuen t  of r e a l i t y  which hovers over a l l  of Imerkuhn 's  1JTe. I n  
_ - _ - 

Ltkerkuhn's mind he may be an independent e n t i t y ,  bu t  i n  Mann's mind he 

i s  a psychological project ion of a force  which i s  suffused throughout the  

cul ture .  Vague borders between r e a l i t y  and unrea l i ty  a r e  p a r t  of the  

paradoxical experience of t he  "holocaustn, because nothing i n  pas t  notions 

of r e a l i t y  o r  log ic  or in ten t ion  could f u l l y  explain those events.  A 
I 

I 

'F 
p o l i t i c a l  ana lys i s  c o d d  begin t o  sketch t he  ou t l ines  of t he  causes - but I? 8 
even the  most thorough understanding of soc i a l  fo rces  could not 'account I 

4 
!" 

f o r  t he  extent  of the s o c i a l  devasta t ion witnessed inllermany- at _the-time, 

Only an i m a c J i n a t ~ n  bent towards theaSa tan ic  could begin t o  explain - and 
\ .' 

so  the  e v i l  fo rce  acquires a Goncrete e n t i t y  i n  such a mythical guise. 

Mann's f l i r t a t i o n  .with t he  Devil, o r  w&h a re l ig ious  o r  mythical  model 
ox 

f o r  t he  powers wi thin  t he  novel, helps t o  i den t i fy  the  extent  of the  e v i l  - 
\ 



but  the  degree t b  which the Devil is, a f t e r  a l l ,  onlyagsyr&~zhqhaL-- 

ject ion within  the  novel fo rces  us t o  r e j e c t  t h a t  model a s  anything but 
P 

a compelling metaphor grasped by a diseased imagination. 

- Mann's rec rea t ion  of t he  permeation of e v i l  and disease  accounts f o r  

. the  f i c t i o n a l  " t o t a l i t y n  of the  novel, communicated by its in tegra ted  , 

s t ruc ture . .  The sense of i n t eg ra t i on ,  i n  other  words, is not  s o  much an 

expression of the  artist's cont ro l ,  or  claimed po ten t i a l  f o r  control ,  as , 
- 

it is a measure of h i s  s e n s i t i v i t y  t o  t h e  power of t h e  organizing elements 

of socie ty .  The novel seeks t o  propose a new method f o r  in tegra t ing  an 
! ,_I 

awareness of t h i s  s o c i a l  context with an exposure of t he  i n t e n s i t y  of 

in t rans igen t ly  protected individual  experience; t h i s  unifying force  i n  the$ 
1 

novel attempts t o  make coherent Mann's own h i s t o r i c a l  experience. The 
t) 

% 

paradoxical combination of epic  pa t t e rns  and myth with modern 

v i s t  techniques is the  s t r u c t u r a l  manifestation of a moment i n  
P- 

t r ans i t i on :  individualism a s  a eoc ib l  p r ac t i ce  is confronted and re jec ted ,  
- -- 

6 

but individualism a s  a world view i n  search of e t k c a l  res tora t ion  s t i l l  

remains. Mann's r e f l ec t i ons  i n  t h e  noveL on human catastrophe,  l i k e  the  

work of Adorno, ind ica tes  an awareness of the  entanglement of f a s c i s t  

daaination " in  the  ideological  contradict ions  of bourgeois individualism, 

whose irrevocable decay it has understdod; a t  the  s&e time, it cannot 

disengage f r a  'it. "20 While t he  t e r r o r  of fascism does produce an under- 
'c 

standing of capital ism a s  a system, t h i s  t e r r o r  "also v i o l a t e s  the  suh- 

j e c t i v i t y  of t he  theore t ic ian  and re inforces  the  c l a s s  b-arriefs a g a S s €  

h i s  cognit ive a b i l i t y ,  "21 

Mann's p a r t i c u l a r  awareness of t h i s  contradict ion i s  the  r ea l i za t i on  

t h a t  t he  artist can no longer f u l f i l l  the  ro l e  of s p i r i t u a l  leader  of the  

German people, having resigned' t h a t  r o l e  i n  pursu i t  of escape and 

/ 



- 
- - - - ------ -- 

expression. Thus t he  power of h i s tory  i t s e l f  became etronger than the 

weak w i l l s  of t he  myth-makers,Who may have danced o r  chuckled o r  philoso- 

phized a s  it occurred, bu t  could not  be ca l led  i t s  ' i n i t i a to r s .  Mann's 

emotional experience of "over-detennination", as it i s  presented i n  the 

-novel, addressesfhis e n t i r e  s o c i a l  c lass .  I f  h i s tory  was no t  p rec ip i ta ted  

by thennatura l  leadersn of German society ,  the  i n t e l l i g e n t s i a ,  then whose 

respons ib i l i ty  was i t ?  Mann suggests i n  the  novel t h a t  events may have 

sl ipped out of the  hands of proper leaders ( i n  h i s  eyes, the  middle c l a s s  

i n t e l l i g e n t s i a ) ,  but  it was h i s  respons ib i l i ty  t o  speak t o  these po ten t ia l  

leaders  and urge them t o  confront the  s i t ua t ion  and thus t o  accept t h e i r  
a 

soc i a l  responsibi l i ty .  Only a consciousness of the  deep and absolute cor- 

ruption of ~ e r m a n ' t r a d i t i o n s  could lead t o  the  eradicat ion of t h a t  corrup- 

t ion .  Perhaps the  novel overs ta tes  that corruption of every f i b r e  of 

German society  - there  were many who thought so.  But Mann's ins i s tence  on 

- - -  

presenting h is tory  as an e t h i c a l  problem, more perhaps than a soc i a l  or- 

economic o r  philosophic i s sue ,  was h i s  solut ion t o  the  ~ n b r & ~ e a b l e  gap 

between the i ron ic  i r r a t i o n a l i t y  of his.own s p i r i t  and the r a t i ona l  soc i a l  
Q 

imperatives of human society.  This synthesis i s  proposed a s  an urgent moral , 

and human problem a t  the deepest l eve l  of emotional experience, bgcause it 

i s  here t h a t  Mann s t i l l  believes the  hopes f o r  h i s t o r i c a l  progress a& f o  1 
*:a 

he found. 

'7 I n  retprning t o  the  s i t ua t ion  of the  a r t i s t  i n  h i s  f i c t i o n  once again, 
- - 

I Mann demonstrates t h a t  the problems of aes the t ic  work a r e  not e f f e c t  vely - 

solved within the aes the t ic  world. The novel, i n  attempting a descr ipt ion 

> of an en t i r e  cu l ture ,  evokes f o r  the reader the  r e s u l t s  of being p a r t  of , 

. that  cul ture  without implying the possibility of l i be ra t ion  so le ly  through 

Y+ 
aes the t i c  response. The a r t i s t  cannot assume the  proper re la t ionsh ip  



a,,, 
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. between himself, h i s  work, arid the  soc i a l  c fronrkzhidx it-b&ge~ter-- --- 

ated and t o  which it returns .  That d i s t 'ms t  is  in t ens i f i ed  by the f rus-  

t r a t i o n  with the forms which he i s  capable of producing, which cannot 

i 
adequately.give expression t o  the most urgent issues .  The Devil accurately 

. describes the  fee l ings  of impotence of the  most t r u t h f u l  a r t i s t s ,  who 

r ea l i ze  t h a t  the  ex ten t  of t h i s  c r i s i s  makes mockery of the mental world 

which they inhabi t .  This c r i s i s  c a l l s  i n t o  question not only the language 
I 

of present  a r t i s t i c  forms but fu r the r  the  fundamental suppositions20f the  
t 

crea t ive  dr ive,  which fo r  the  contemporary artist has meant a constant .- 
dr ive  t o  elaborate h i s  awareness of himself. The Devi l . ina i s t s  t h a t  t h i s  

pfb i s  an a r t i s t i c  problem, "nothing but the  solving of technical  puzz-lea. A r t  

becomes cr i t ique."  (239) Like Adorno, h i s  "weapon of c r i t i q u e  needs a 

c r i t i q u e  of weapons. "22 b + 
I n  addressing h i s  contemporary a r t i s t s  and i n t e l l e c t u a l s ,  Mann exposes 

the  f a l s e  i dea l  o f  formalism. Tradi t ional ly  a r t  has played the  ro le  of 

passing beyond the appearance of human heings i n  pa r t i cu l a r  circumstances 

and rea l iz ing  an image of human poten t ia l i ty .  To the  extent t h a t  the  

development of t h a t  po t en t i a l i t y  has been warped o r  impeded by an ob 

f 
soc ia l  organization, the  production of a work of a r t  becomes an a c t  of - 

soc i a l  c r i t i c i sm,  as  wel l  as  a means t o  gain i n s i g h t f n t o  soc i a l  r ea l i t y .  

Mann understands *the d i s to r t i on  of human po ten t i a l i t y ,  akd t o  same extent  

the  p o l i t i c a l  and s o c i a l  cause of t h a t  d i s tor t ion .  What the  novel commun- 

i c a t e s  $a t h a b  the achievement a r t  must s t r i v e  for i s  theyportrayal of the  

world a s  a whole, ra ther  than merely the category i n t o  which the  a r t i s t  i s  

placed by t h a t  world. 
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