,' -, _v B ,,. . vy a )
1%’,’7‘?;*7 T ’Vi """""""""" } crtv,TF|«FTF . T * ]
o l !!! Natlonal lerary Blbhdthéque nationale CANADIAN THESES  © THESES CANADIENNES ‘
— da- m,,g,f) ——————— wwmeneﬁeﬂf——swmoﬁcﬁz ,

T L . - . . . 3 ]
y . S k)

-

- NAME OF AUTHOR/NOM DE L"4U rt’un*****‘lo‘i}Dee"Bé rland - -

TITLE OF THESIS/TITRE DE LA THESE "Historlcal Experlence and the F1ct10na1 Imaglnation in the

Era of Fascism: A Study of Thomas Mann s Dr. Faustus."

UNIVERSITY/UN/VERS/TF Simon Fraser University

DEGREE FOR-WHICH THESIS WAS PRESENTED/ -
GRADE POUR LEQUEL CETTE THESE FUT PRESENTEE Master of Arts

YEAR THIS DEGREE CONFERRED/ANNEE D*OBTENTION DE CE GRADE 4, .1378

NAME OF SUPERVISOR/NOM DU DIREC TEUR DE THESE ‘ Professor Jerald Zaslove

Permission is hereby granted to the NATIONAL LIBRABY OF - - L'autorisation est, par la présente, accordée & la B/BL/OIHE-;

CANADA to microfilm"this thesis and to lend or selj copies QUE NAT/ONALE DU CANADA de microfilmer cette thase et

of the film. o ' " de préter ou de vendre des exemplaires du film.

The author reserves other bubii‘c’atioh rights, and neither the L'auteur se réserve. les autres droits de publication: ni la

thesis nor extensive extracts from it fnay be printed or other- “thdseni de,_t/,ongs extraits de celle-ci ne doivent étre /mprimés’
R : I . . . L. . RPN . : . .

wise reproduced without the author’s written permission, 'ou/ﬁ?)«e:pﬂﬁf’reproduits sans ['autorisation écrite de ['auteur.

SIGNED /SIGNE.

PERMANENT ADDRESS/RESIDENCE FIXE

NL-91 (3-74)



l* National lerary of Canada :

, -
Bibliothéque nationale du Canada

Catalogumg Branch R 'g - ; Direction du catalogage._. e
“Canadian Theses Division™ — 3 - Division.des théses canadlennes - i
. Ottawa, Canada S |
* ) '
NOTICE AVIS -

-

- - N ) 75- . -

\The qualitﬁ%i‘s microfiche is heavily dependent upon
e-original-thesis-submitted-formicrofitm-
-. ing. Every effort has.been made to ensure the highest

— -the-quality_of

quality of reproduction possuye

If pages are missing, contact the university which -

granted the degree. . - Uy .
Some pages may have indistinct print especially if

the original pages were typed with a poor typewriter

ribbon or if the university sent us a poor’phot3copy.

/
Previously copyrlghted materlals (Journal artlcles
published tests, etc.) are not f:lmed :

A J
£

R . . A ) Rl

Reproduction in full or.in part of this film is governed

- by -the Canadian ‘Copyright ‘Act, R.S.C 1970, ¢.C-30: -

Please read the authorlzataon forms which accompany

»this thesis. N

-

- -

THIS DISSERTATION
"HAS BEEN MICROFILMED
EXACTLY AS RECEIVED

w

-+ umverstte qui a confere le grade.

‘teur (articles de revue, examens publiés, etd

La qualfté de cette microfiche dépend grandement’de la

quatitedela thése soumise au mlc;ofulmage Nous avons
tout fait pour assurer une quahte supeneure de:repro-
duction.

T

S'il manque des pages, veuullez commumquer avec

' .

La quallte d'impression de 'certaines'pages peut

" . laisser a désirer, surtout si,%es‘ pages originales ont été

dattylographjées al'aide d’ufy ruban usé ousil'université
nous a fait parvenir une photocopie de mauvaise qualité..

Les documents qui font déja I'dbjet d

microfiimés.
La reproduction; méme partielle, de ce microfilm est

~soumise a'la Loi canadienne sur le droit d’ ‘auteur, SRC
1970, c. C-30. Veuillez prendre connaissance des for-
mules d'autarisation qui accompagnent cette these.

v«

© LA THESE AETE

MICROFILMEE TELLE QUE
NOUS L’AVONS RECUE

e

.

Vad
i



*

HISTORICAL EXPERIENCE AND THE'FICTIONAL IMAGINATION

IN THE ERA OF FASCISM:

A STUDY OF THOMAS MANN'S DR, FAUSTNS
by

- Jody Dee Beriandﬂ

B.A, Simon Fraser University 1972

A THESIS SUBMITTED IN PARTIAL FULFILIMENT OF

HE REQUI REMENTS FOR THE DEGREE OF =
. MASTER OF ARTS N
in Special Arrangements
. (© JopY DEE BERLAND 1978

SIMON FPASEP. UNIVERSITY

February 1978

-

211 r1qh+s~reserved This the51s may not He
reproduced in’whole or in part, by Dhotocopy
or other means, without permission of the author.

/



’ ' , APPROVAL: , ‘

NAME: - Jody Deg Berland .

- ‘DEGREE: Master of Arts _ : C e e

TITLE OF IHEsIs: HISTORICAL EXPERIENCE AND THE FICTIONAL IMAGINATION
IN THE ERA OF FASCISM: A STUDY OF THOMAS MANN'S
DR. FAUSTUS. . .

 EXAMINTNG COMMITTEE :

Chairman:  Bruce P. Clayman,
' ~ ™ Associate Professor, -
*“Associate Dean, Graduate Studies.

Prof. Jerald Zaslove,
Associate Professor, English

Prof. Martin Kitchen,
rofessor, History.

Prof. Graham Goode,
Assistant Professor, English
U.B.C. :

Prof. Ken O'Brién, ,
Assistant Professor, Social Sciences.
College of Cape Breton

L8

* -

ii

T Date%AppI'oved. . "Q% W YY ..



-

"PARTIAL COPYRIGHT LICENSE

{

- , R - - - PR

| hereby grant to Simon Fraser University- the ringgfbwlend'

w

my thesis, project or extended essay (the tiftle of which is shown below)

to users of the Simon Fraser University Library, and fo make partial or

single copies only for such users or in response to a request from the™

library of any other univeréiTy, or other educational institution, on
its own behalf or for one of its users. | further agree that peFm%éédon

for multiple copying'of this work for scholarly purposes may’Bé granTed

‘by me or the Dean of GraduaTé‘Sfudies.. It is understood that cdpying’

or publicaf}on of this.work for financial gain ShalJ'noT be allowed

without my writfen permission.

Title of Thesis/Project/Extended Essay

"Historical Experience and the Fictional Imagination in the

——
1

_Era of Fascism: A Study of Thomas Mann's Dr. Faustus."

>

Author:
FS(SngETure)
Jody ™ Berland
w) _

(name)

(ddte) .



_ iii

T lv,

4 :
This thesis is the réﬁiit of an interdisciplinary study of German s

culture from the last quarter of : the 19th century through the’ Weimar
;Republic (1918—1933) and the subseguent azi regime. I ‘chose to study
Mann 8 fiction as a focus for investigating some important cultural and
»social tensiong\in that period ‘and. how they entered into ahd were ex-
'pressed through literature. Mann's literature unique in certain respects,-

confronts most explicitly the emotional and creative tensions which

resulted from German political and social developments during that period

The thesis demonstrates that Mann' 8- fiction was a conscious attempt
to combine the narrative structure and attentiveness to- social conflicts
of the European novel with the lyrical mythical traditions of German
writing. 1His desire to play the role of representative writer for the
German middle class, combined with the development of a progressive‘social
consciousness in response to political events during this period form a
paradox that finds its most explicit expression in Dr. Faustus. This
tension can be identified structurally.in the balance between symbolism
and'naturalism; which leads to a synthetic-mode of writing Mann called
"constructivism". It is also apparent in the ambivalent attitude ex-~
pressed through the n9vel.towards ‘the reactionary pOlitics of the German
middle class intelligentsia, a politics of nihilism and authoritarianism
crudely masked by the aestheticist ideology of Gemman romanticism, of |
which Mann had earlier been a staunch advqcate. The‘thesis attempts to
show how Mann's eXperience of the historical‘and sociaI'cata%trophe of
German Nazism appeared in his fiction, essays, and letters, and'altered o

his orientation towards society and. subsequently towards literature. The v

ambivalence suffered by Mann concerning his own creative identity, which .

&

was frequeptly in conflict with his own intellectual and political



Ty

perspectives, alloued h;m to. artinulatemmoat,transparently,charactezgfgf~44—
istic difficulties of fictional writing faced by the modern novelist

who has lost a sense of integration with himself or with society.

:The.first chapte: traces Mann's development, both as essayist and as

_novelist, from the Expressionist and‘dbhservitive tendencies of his early
stories to the more committed social orientation of his last novel. 1In-
fluences of the social and cultural milieu of Weimar Germamy are con- =

didered. ' The second chapter explainsvhow Zeitblom, narrator of the’ novel,
| exempiif;:g in his intellgctua; p;:qugtrveq the mentélity of fhe Gérmg;.‘l
petit-bourgeois. The chapter includes a historiéal aﬁalysis of theaex-f’
periences of that sééial claés in Germany. The third ch&pter stuéies "

the form and structure of Leverkuhn's music, exﬁlaining‘how Mann came to
associate the l2-tone system with authoritarianiem and alienation. The

. fourth chapter inveatigateé,the relationship of symbolism to iealiém in -

the novel itself; the fifth chapter summarizes changes in Mann's fictidh&i 'L"ﬂ

orientation in connection with changes in his perspectives on art and

‘history.

®
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Introduction

Thomas Mann is widely considered to be both thefgreatest-and:the noet
"representative"ﬁGerman writer of this century.1 rToibe the "representative”
German writer was a public role very’nuch sought by nin,,firat within :%3 .
Germany and later internationally, after his permanent exileigrom éermanff;
which began in 1933. His integration of German tradition witﬁlthe;§uro§ean;;

LS 2 . S ‘ :
trends of realism and naturalism showed a responsiveness to current devel-

opments that was matched by the response of his audience: . _ ‘ '-E*
...no other "serious writer was quite as widely read in his own \
lifetime or as successful in bridging the gap between the minority |
publics available to other "serious" writers. Only very few of

these minority groups, rejected Mann before 1933; only very few:

critics failed to, agree that he was the most important, the most
distinguished German writer of imaginative prose during the first-

half of this century. 2 ‘ "

That Mann's fiction began and remainedAfixed upon his preoccupation
with the moral and aesthetic problems of the isolated artist, fundamen-

tally alienated from his own society, does not contradict this self-assighed

and widely accorded role of representativeness. As bne critic has
L ' . t

commented,

The representative or exemplary status assumed by and sometimes.

" granted to modern German writers may seem to contr dict what has
been implied about their tendency towards a cult ¢f inwardness;
but where the cult of inwardness is general to the point of being
built in®e the (German) educational system, the contradiction is
less acute than it seems. .

Certainly the philosophical background in German thought was charac-
terized by suchlintrosiection. schillerfs ideas, which later influenced
ﬁa35,4 e;em;lified this ideological’;assivity, which called for freedom
of thought but icnOred the question of political?rights. In fact,

a

...the whole intellectual movement of the German eighteenth
century had as its almost exclusive aim the education of the ' s
individual, and to that it subordinated all political demands. -5 ///

Mann boneidered himself to be a sympathetic descendent of the

%
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tradition of Gezman romantic idealism, cextainly his original beliefs and

his emotional affinities were with tho”#oult of inwardness". At the game

t

time ‘he believed the inheritance of that tradition to be the national §and

international catastrophes caused by the Nazis after 1933 This is bu

-

one of the many péég}é&ing paradox ] at arise-when Mann' s "representa-'

tiveness comes to be;examined. Any diacussion of Mann's work spanning

as it does over half a century of dramatic social and cultural changes,

must begin with a recognition of the hosts of such contradictiona. This
is entirely consistent with his work itself. The desire to explore the
positive and negative aspects of his own tradition, and to discover how
the; could be contained within one system of thought (exemplified by him-
self) was to occupy him for all of his later years. ‘ |
This essay wxll,treat Mann's last major novel, Dr. Faustus: The Life

4

of the German ngposer KEdrian Leverkuhn As Told by a Friend (1947) as a

conscious and explicit attempt by the author to account for the entire
scoge of Mann's early work in the context of its relationship to tho o
development of German contemporary history. ﬁWhile the intention of this
study is to analyze aspects of Dr. Faustus as a literary work, the very
natu£e of the novel.demands an: evaluation of its relationship to Mann's
earlier writing, both fiction and criticism, and more particularly the
nature of its response to an entire epoch 6f historical and political -
adevelopment to which Mann felt himsolf uniouely responsible. r
Part of Mann's desire for accountability is enacted through the

astounding complexity of tlie novel, which purposefully demands a reading

which can~make sense of its many levels of meaning only by considering its

intellectual, emotional, political, and cultural genesis. Such a task,

in its entir ty, would require a,thofough analysis of Mann's literarvaork,
ég/wéii/;;/;:s political and critical essays, in the context of a political



and cultural‘history;og Germany. Only this exhaustiveness could complete-

ly explain,the Atrauma and'catastropherat every level of hunan experience

which gave‘impetus to the final work. Of course such thoroughness is

impossible here. Yetbrather than concentrating on a single aspect of'the
novel I have chosen to consider a range of them, to elaborate on several
~of them, and .above all to bring into focus the profoundly dialectical re-

. N L . : B ‘
lationships between them. A proper study, like the novel itself, should

revealiconnections between the rational intellectual processes within the -

N , } )
structure of the novel and the emotional impetus of its creation, as well

as‘ the fdentification established within the novel between the political .
and the aesthetic, the historical and the 'uniquely'individual: ‘ﬂ’ ‘
Such»a methodology is not withoutrdangers. In choosing to follow a
particular image or dynamic from one traditional "discipline to another,
it is difficult to do.justice to each. Unavoidably I will disturb some
expectations'of thoroughness, or substantiation, or selection, in the
treatmentlof an individual probieﬁldmin a sense this is precisely the .
challenge'that Dr. Faustus presents, The very complexity and novelty

of its structure demands a critical methodology that is at present in—l‘

N
»

sufficiently developed A later chap will discuss the degree to which '
in the thematic and'formal st e of the novel, everything is internally
- # ~"~TA\;

connected History, autobiography, fic on, myth- it is impossible to

completely establish the borders betw ben them, though certainly enough
detective-work has bee\ddirected to just that purposel§ B&t Hann was
deliberate in his obscuring of these boundaries., He neither expected nor
desired an easy reading of this novel - after what he had seen in his life-
time, he undoubtigly felt that the perimeters between the old cohceptions h

of individual, social, ideological historical or polltical rexlns would
e



have to be intransxgentiyfconverged—beferegthey—eeuideenee—egaia;beevaliﬂ*,
ly separated o .

-

This’necessarily'directs the critic to be wary of the narrow.scope‘of

“.

interpretations availeble thrcugh'the usual methods of literary criticism;~.
Mann would‘have agreed that "the sundering of a: scientific from a poetic

truth is the primal mark of an administrative mind. At the same time,

carious’ relationship established by Mann between the creative and critical

- fields. Mann insistently rejected what he saw as a f:tal seperation "
between science and poetrya ,The encyclopedic quality of his longer -
novels, and the poetic licence taken in his critical essays, attest to

his rejection of the anti-retional thrust of poetic practice within German ;'

aesthetics. Thus &ann‘s'attempt to inject rationa1°validity into an ideo-

//—a——,,,,,,/logy——or perhaps more accurately, an emotional experience——that was anta-

¢
gonistic to such a- purpose,funderlinss all his work, The form,of_this ——
attempt at reconciliation, which in the end was born of an internal

struggle that would not release him, moved from irony--the resigned‘am—

H
~.

bivalence of non-resolution--to tragedy, when the consequences of this

non-resoluticn; in Mann's eyes at any rate, had ravaged all of Europe.

~

Of course romantic ideology, in itself, was certainly not responsible gdr
World War II. or other horrors, as Mann sometimes seems to have thought.
Here, at least, a more objective ahalysis can place -Mann's treatment of

‘ . T - S TTTTT Tt oo
history within his own ideological framework. Yet such a historical cat-

astrophe, and the human imagination which struggles to comprehend and

compensete for these events, are indeed different aspects of a social

Y

totality which must be understood in all its aspects.- The novel itself is

'
o

an~attempt to recreate such a social totality, and it is this attempt that

v
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the following analysis will attempt to explore.

‘I, The Development of the Writer - ~ ..

A. Themes in Mann's Early Fiction

e =

-\ faﬁiliarity with some of Mann's earlier Work helps to illuminate

the extent to which Dr. Faustus is autobiographical-—although the novel

‘2

__itself, with its many hints and coincidences makes no secret of the fact,

¢

and the additional explicitness of Storgﬁof a Novel: The Genesis of Dr.~
# .

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

"ductory review of early tendencies anﬁ developments is not. intended as a.

1
thorough retrospective of Mann's work before br, Faustus, but will examine

only“selected developments that occured both through,creative aCtiVitY"

-

and through the influence of political events, This is doubly important

~ (and this is .what determines the selection), since such a review concerns

also the time:period QQ@QF}PEQ,!Q Dr.vFaustus.r ‘that is, the early part of

the century, which ended officially with Hitler's taxhover in 1933. The
minglinc of history and fictionihas been carried over intovthe actfof
writing,itself,:since the fictional time in whicl/Zeitblom writes Levers
kuhn's biography corrésponde precisely to the actual time that ﬁanﬁlwrote
the novél, beginning on the same day in May, 1943.8 , More substantial -

correspondences are to be found in that the aesthetic and poliftical ques-

tions raised in a;,anelvsis of the novel itself, pertiqnlarly concerning
. R 1

the. development of Leverkuhn'e work in compoeition and his personality as
portrayed by Zeitblom, are precisely”fhose involved in a discussion of

{I
Mann's eerly attitudes and creative n?rk Because of this at least a

brief review of these earl&*developments in Mann's work and in his ideas is

’ necessary, to show how Mann might have been Leverkuhn, and in the end was



not. - o ,i,j
| Mann's earliést literary works were'short'stories, they appeared in a
collection'entitlﬁﬁ Little Herr Friedemann in 1598, though some, including
the title story, had heen;wrftten earlier.9 The collection;included
iLittle Herr Friedemann“, "Der Tod", “The Dilettante" . "Tobias ninder-
’nickel“ and "Little Lizzy". = These stories share %fth the Expressionist
'movement a fascination with disease and the pathological but the tone andﬁ

style are entitely distinct from Expressionist extremism. The narration

of the stories remains quite old-fashioned so that an unusual ironic tone

is-introduced, fore-ghadowing a device that was later more conscicus: the

*"calculated and artistically mastered incongruity between the meaning of

lo These stories evidence a

the story told and the manner of telling it.”
kinship with certain. Expressionist characteristics, the "darkness, intro-
spection, a concern with the mysterious and uncanny, massive metaphysical

speculation a certain gratuitous cruelty and a brilliant linear hard-

'ness. ll The central characters are invariably social outcasts who,

" because of their alienation fran.social norms through disease, disfigure-

ment, or eccentricity, have deéeloped an dyer-refined/awarenéss of
aesthetic form. - The characterization of thés® personalities rarely eli-
cits sympathy. Artigtic leanin;s are always suspect, coupled with’disease‘

or neurosis, a dubious replacement for -social warmth and acceptance. Herr -

Friedemann's cultf%ation of aesthetic refinement which springs directly

from the isolation of the disfigured, collapses too easily under the

weight of sudden erotic obsession. The entire structure of his life ~ —

crumbles when his real "inward”" self is touched. That se are not
connected is assumed, anticipating a similar dichotomy within Thomas
Buddenbrooks A

Warmth is lacking in the implicit authorial attitude towards the




characters as.welly The attitude of the author, one of cool and v

thetic ifony; is simiiariy recreated in Buddeﬁbrooks (1901) in the

abhorrence the _fastvidioixs Thomas Buddenbrooks feels \for his,»;creative, ?
.eccentric, sooially unproductive brother Christian. The influence 6& ,
Nietzsche, yhom hann encountered early, is apparent'here. AArt is‘viewedr
as a dubious sdhstitute for'vitality, and the perspective of the sensitive
artist is examined without mercy. Althouoh the subject is treated ironic-
ally another coherenttperspectiVG does not offer itself as an aiterhatiﬁe}‘
in'this'way/the hidden kinship of the author to his charactsrs reveals
itseifz ~any control over his own resources_that might be available to the
character, in-othervwords'the primacy of the will o#er social forces or
instihctive drives, erists purely as the external, andparbitrary, control
of form, Because.of’this the will itself appears to be arbitrary and, at

the same time, fundamentally antisocial. The author, who seems to be

‘ compietely in control, shows himself to be -superior to the interesting

specimen belng examined. His ironic toné\gbmﬁunicsiés”bofﬁm;“pféaééuﬁi£iaﬁ”

with disease and a distance from the diseased characters that render ‘them
grotesque. The implied*superiority of the author exists not on the basis
of spiritual values, ethical principles or a strong autonomous person-
ality, but is confined to tﬂ% aesthetic sphere. The authorial voice stands
in a- relationship of the primacy of skill fastidiously probing rather

unpleasant aspects of repression and the unconscious in the morbid and

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

Sensitivity, 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 in his emotional as well

as in his intellectual nature. His instinctive inclinations were towards

the pleasures of the aesthetic; for him this meant subtleties of form, a
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f&qltlésé and qlaééic strgctqre;ithérmagfegg ggiteéhnique.over'the m;st o
delicate asgeéés §f his own feelings. Unehdingly self—conscipus, ﬁann
should not be seen to be self-in@ulgent. Just as hefsought &bsoltté dis-
cipline in thé realm of aéé;hggicnform, he rejected facile optimism or
cpmpl#centreﬁhicsk This was conﬁisteﬁt Qith‘the gopServafive preferénce,
for ambivalence. or "p;ofundity" to the simplification and sentiﬁentélity“

which in his view characterized most of the contemporary movements. . The '

artistic mastery thch is communicated in the early short stories, to which

e EE
Ctae

the characters are somewhat ruthlessly subjected, is ironic about Qﬁlﬁéﬁ}
-and aboﬁt emotionél experience in general, but is‘érofoundly serious about
;255, "While life suffers,‘lénguage indulges in almost self-sufficient
revéls,"lz The implicit defense of the prérogative of the artist to stand'
aside from mprql_judgemeqﬁvor social involQemént is itself the subjéct qf'
later wo¥k, D;. Faustus in éarticular}

Of course the reader is made a*are that such fgsti@}qpfugpéﬁgigqggpq 7777777777777777
artistry must spring from some depth of emotiQnAl suffering: that'islﬁhat
the stories are about., The earnestness of confeéaibn, the clearly aﬁto-
biographical narration of the artist's traum;;; with all its coy hints and
suggestions,r;;y be the moét‘humanly winning qﬁality in.Mann's‘stories.'

This confessional tone becomes more explicit in Mann's first novel,

Buddenbrooks, because of its conspicuous autobiographical detail, and of

course in the novella Tonio Kroger (1902).

And then, with knowledge, its torment and its arrogance, came sol-
itude; because he could not endure the blithe and innocent with

their darkened understanding, while they in turn weré troubled by r
the sign on his brow. But his love of the word kept growing -
sweeter and sweeter, and his love of form; for he used to say (and
had already said it in writing) that knowledge of the soul would
unfailingly make us melancholy if the pleasures of expression did

not keep us alert and of good cheer.13 A

At the same time this melancholy earnestness is ridiculed in the content

\
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itself, in the ‘ironic tone towards such preoccupation with one 's own

faults and visions. FPor the most part the author stands apart, merciless-

5

ly exposing, observing ‘with a smile. ’The very form itself becomes a kind

of parody; like Leverkuhn's early work; the authenticity of expression
.makes parsdy'of the form the only solution. _Because ofrthis>Zeitblom will
continuously forgive Leverkuhnis arroganﬁ parédy,'becauss it'is-psoof of
sis hersis genius: the "proud expedient of a great gift thisatened wiﬁh
sterility by a combination of scepticism, inﬁellectual fesefve, and a

- sense of the deadly extensiSn of ths’kingdom of the banal"i(lS?).

It is implied by the tone of Mann's early stories that the emotional
drive to create is really rather neurotic, a,sign of weaknéss and self-
indulgence, By diminishing the validity of.the creatiseiimagination,'
through irony or descriptive distanceivﬁhe author seems to exempt ﬁimself
from the anticipgted charge of weakness or over—sensitivity. ‘In this
sense the authos bscomés'complicit in the pstriarchsl dismissalsof‘creative'
activityiwhich separated the authoritsrian state from fhe aiﬁisficﬂcsﬁﬁsn- B
ity, forcing theAartistic community into a stanse of autonomous inwsrd~
ness. 14 ‘The cool distancing of the author from the subject artist s

fated nonconformity implicitly accepts the official exclusion of modern

artists from favour that characterized Wilhelmine Germany. This attitude

among artists themselves was the target of Robert Musil's radical accusa-
'tion against intellectual conformity in 1914, a year that was profoundly

significant in the dsvelopment of German political attitudes. His claim

was: that such official exclusion of artistic ‘activity had created an urge
to conformity on the part of the intellectual communitj;

...though nothing less than war could have made sudden conformity

feasible. And even war could only make it feasible because of

the traitor within the intellectuals' gates, the ubiquitous belief
that art and intellect were decadent,;the products of over-refine-
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-me;t ;na dericient vitality.is
- Such a dismissal of the .value' of artistic WWWW*

and necgssary the "cult of inwardnees".which Mann treated, in these early
works, as the sign on the brow,uthe unavoidable mark of fate of the des-
tined artist who longs unrequitedly for the living strength of the common- |
place. Mann's own patriotic propaganda during the war was no exception to
the pattern Musil’ attacked, anc exposed the conservative implications of
avowed aestheticism. We will come to this in a discussion of Mann's~:
political writings during the'firstpworld war.i

The "subject” of Dr. Faustus is not neW, neither to Mann nor to the
genre of éerman romanticism. Mann's particular use of'theAFaust nyth tor
explore the pain or too much knowledge, or over-refined awareness, was
inevitable because of Mann's loyalty to the traditions of German litera-
ture. It was Mann s way of objectifying his own alienation into an °
archetypal phenomenon. The crisis of the artist who has become separated
from his own social milieu, and who suffers theAtraumasro£~isolationﬁffu~ﬂ~f~—~
simultaneously with the intoxication of independence from normal "human"
considerations, is to some degree'the subject of every one of Mann'slcreae
tive works. |

The mystification of the life of the artist was certainly not an
" uncommon tendency. The grandiose sentimentality with which the poet was
viewed was a prominent feature of contemporary German culture.16 Gay

points to the influence of the George circle, the cult of Rilka, in

general the religiosity with which the poet was raised into the heavens
17

as aﬁseer'and*a saint.” The call to art was worshipped in large portion

£
as a call awa\ fnan life. an inexplicable destiny of mystic vision and

1
cultivated isolationf The setting~apart of the poet as a unique and

magical figure was notljust a manifestation of the more general seeking

5
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a passion‘

S

gf supe#men to admiré,fbut contained a stréng religious element:

e —

for mysticism, a rejection of society and the preégng;"an iﬂfatuation with
destiny, anti-rationalism, and death.

e o ~ ‘
Mann's portrayal of the artist in Tonio Kroger participates in the

acceptance of cregtive'talent as an inescapable destiny, manifested as‘an‘
over-refined awareness an& senéitivity;‘vThe no;ion ofvdestiny is beginning.
to appear formally in Mann's tgchnique, with the re#ppearance of certain
motifs symbolizing the fsignvonrthe brow" which sets apart'fhe estranéed
artist., At the same time an ironic balance peculiar to the author is
created by the artist's humble longing for the commonéldce.

| Tonio Kroger's dilemma, that "he who lives does not work,‘that one
ﬁust die to life ih order to be utterly,a creator"18 rests on a; irrécon;
cilable dualism, essentially that between spirit and life, between artist
and society, to which Mann returns again and aégin. His fofmation of
every story around a'roughlyaeQuivalenﬁ‘dualism (as M. Hamburger has'sug-
gested, his philosophicallsystem was not rigorous and his categories of
dichotomization are not entirely consistentlg) evidence a concentration

b
on that problem which seems almost involuntary, so invariably and repe-
titiously does this polarization occur. Reading a number of Mann's:
stories at onée, consecutively, one receives an impression of painful
absorption bordering precariously on the tedious, Yet Mann was far too
conscious and deliberate a writer for this exhaustiveness to;be attribut-
able to an unconscious neurosis. Ra;hér it expresses the degree to which
Mann put into pr@ctice his later articulated notion of l;tefary creation,

during his own historical era, as a "heroic activity" in search of truthf20

Yet the very notion of "truth" as an-object of literary activity

was problematic. Mann was a writer schooled in the notion that only
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individual experience could'be called truth, who at the same time fought

to condemn such narcissism within himself. Because of this- conflict he
was faced with an ﬁnusually difficult struggle to :élease artistically
(truthfully) a vision of which he himself might approve. Some of this

battle is later recorded-in the account of Leverkuhn's contest with hisvown

‘internal censor. The early literary struggle against "Diohysian" ele-
, , ,

' menta,21 described in Death in Venice, was an internal struggle between

the safe objectivity of classical form ana the'subjectivity of a person-
ality once immersed in romantic idealism. During the‘wrfiing of this
story, the ;uthor's desire to maintai absolute_aesthetic control over in-
tense emotional experience became/integrated into the subject matter, and
in fact changed the original intention of the story.22 Eyentually this
internal struggle, which Mann always revealed in his stories with aloof
candour, took on political significance, and the faﬁiliar;dualigm becape

a public battle. But in the early stories, the conflict that iéréfféiéi;w

lized in Death in Venice, in particular, was very much a process towards
self-consciousness, in which the conscious will, initially the will to
achieve impeccable, classical form in defiance of the emotional qualities

)

of the subject matter, consistently emerged viétorious. The emotional

impulses, it is imblied, are weak and suspect. An individual might be

fully qonscious of his own impulses and drives without having to give way

to them. This was the inner voice of the patriarchy, exemplified by Mann's

S

dignified and industrious father:

How often have I caught myself up, realizing with a smile that it
is actually the personality of my dead father which, as my secret
example, determines my actions and omissions...He was not a simple
man, not strong, but rather nervous and sensitive. He was a self-
restrained, successful man, who early achieved respect and honor

in this world, the world in which he built his beautiful house.23

The unsympathetic connotations of such self-restraint are elaborated
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in Buddenbrooks. Giving way to emotions and instincts is weak and danger-

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

watching eye, was not so much better, and in fact really an inseparable

aspect of the same problem. To the Romantics, and of course within the
Expressionist movement, instinct was infinitely preferable to the intellect,

To Mann's peers on the right that was a given. As long as Ma;g/could (///”w
avoid the outward implications of this perpetual dualism, through the .
non-coammital framework of irony apd'the blithe“ignoring of real politics,

the conflict was to remain roughly the same,

B. Encounters With Politics: Early Events and Influences

Mann was not quick to adapt his perspectives to the changing politic-
al atmosphere; again, his "nature" sided with the conservatives and he '
did his best to ignore the facts of German war guilt or the political
necessities of the Repubiic immediately after the war. As Reed has
pointed out, Mann's reconstruction of the Lichnowsky memorandum, which pro-
vided conciusive evidence of Germany's provocation and responsibility for
ﬁhe war, managed to'ACCOmmodate the information to suit his own argument
of "genuine German unpoliticality, as 'beautiful' and ‘appropriate to the
suprapolitical, mighty ethical moment'".24 His allegiance to Germany's
assumed cultural superiority was used by him to reject any specific facts
that might suggest self-criticism. When he could no longer,ignoféifﬁe
alarming political potential of his own cultural ideals, his notion of
"heroism" took on a diffe?ent guise. ‘His perpetual battle against his own
emotional inclinations then acquired an explicitly political context. Mann

came to attribute his inward compulsion to speak about himself (albeit

still shrouded in dualistic irony) to a historical imperative, and thus
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took on the role of "representative" writer with a characteristic spirit:

>

|
|
‘ i
-t b *ge»,u e R

thorough, scrupulously self-centred at once pompous and i
Mann's political conversion led him to call for literary “heroic

actiyity 25 in support of the Social Democratic Republic, in 1922. As it
N

;. turned out, the historical conditions called for a great’deal more heroism

%
LN

than he could have anticipated when he initially challenged the dragons of

|
|
|

L .
. ‘:LEH: Ll e L

: nationalism, romantic conservatism and aestheticist self- cultivation—-all

of which he had once represented-fln hls‘call for support of the unstablev s
Weimar government. |
Mann'e desire to confrontvthe political manifestations of right- ’ =
w1ng ideology necessarily took the form of dlrect political speeches. He o
e d

was not satisfied with the indirect treatment of these themes in his fiction,

- &hd was at that stage unable to integrate'his political concerns into

his art. : - - o LR
L 5 c :

I am very much aware that soc1a1 problems are my weak pointfand I YQB;{? ..%

also know that this puts me to some extent at odds with my art — B AN

form itself, the novel, which is propitious to the examination of

social problems. But the lure - I put it frivolously - of indiv- . .

iduality and metaphymics simply happens to be ever so much o T

stronger for me. — o S ' :

"26 , .
At the same time his awareness of his own artistic limitations in the
social realm, finding their reflection in the strengthening of the in-
transigent conservative movement around him, fed his;builty conscience so
that he was forced to speak out more boldly than he might have done other-
wise. <2§:,/
Taking on the duties of a public spokesman for the liberal cause was

the beginning of a life-long dedication to political speech-making and
essay-writing. By stating his convictions as clearly as possible in these

forms, he allowed his creative imagination to take its desired forms relat- //A

ively unhampered by political guilt. His attempt to find means to integrate ‘(
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his own éleérIdefsﬁerate affinities can be seen in bethrhie fiction and

in his politieal writing. Just as hé was beginning work on Dr. Faustus,.

Mann wrote in a letter: _4::5—-

Incidentally, in late years (Goethe's) monumental ego renounced

individualistic imperialism to a large extent, at least didactic-
ally, and professed a kind of democratic compmunitarianism. I say
"didactically"” and secretly strike my ow est; for my conscience
often asks me whether I too do not merely teach it, without having
really laid aside the "inward”, "German" concept of culture. But
can I do more than profess my views, even against my own nature?27

‘Mann's “conversion" to social democracy is presented in contemporary

-

politiéal lectures as a peculiar synthesis between the most idealized Ger-
/i ’ : - '
‘man romanticism and a deliberate and self-conscious republicanism. There

is 1ittletrefereéle to actual‘political eve;ts dr‘impeiatives; The terrain
of stttegleris punely an:ideelogical one, as though politicel'events had
not themselves infldenc z 's thinkingg and could not be expected to
influence that of ﬁis auaience. Support For the Social Democratic Party
(SPD) and its coalition govermment was first expressed publlcly in 1922 in

a speech,entitlea "The Ge::man/Republic";2§ One sees here the- incongrurt e s

of an attempted eynthesis in his attempt to defend and continue the ideas

of an earlier work, his first political essay Meditations of a Non-Politi-
cal Man (1918). This earlier essay hadtaiieen in opposition to the ideals
of ratioqel :eéublicanism and progreasivieg Qﬁich had gaihed popularity
euring the 1ast_yeate of the first World ﬁar, aha which had been politic-
ally reinforced by tﬁe establishment of the Social pemocraticygovernment

in 1918, after the abdication of the Kaiser. To Mann throughout the war,

the values of rephbllcanlsm represeg\\ the inferior culture of the West:

his own polltical\hettle had been to defend Germany and its claim to a

) unlque cultural mission in opposition to such values

Meditations is a rationalizatlon for Mann's patriotic defense of .

Germany during the war. The arguments are all based on cultural nationalism;
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since the moré explicitly e,c,onémic;,,a,nd pOl;tip‘ai‘is'sués of the war did not
‘concern him, he was not forced to recant in the face of éhanged circuh-
étances or new evidence against early myths of—Germ#ﬁ defensé'against
rRussian éttacks.29 The book was six hundred pages long, toék tﬁree years
to Qrite, and was the éxpressiOn of a érofound philosophical crisisiwithin
the author, Its fer&ent emotional tdne reveals the degree of iqyolvement
of the author in the puréose and subjett matter qffthe essay. uiﬁé,ny_:,,,
pose was to defend the unique cultural identity of Germany; té'rémanéi-
cize the conservative nostalgia.for the past, and to reinférce the
rejectiqn of political considerations on the grounds of a supéribr, more
profound cultural identity. It is an intemsely propagandistic and naive
justification, in.ﬁénn's own'terms, of the Emberor's complacent comment on
the almost unanimoué’nationaList fervour of 1914, that/he "no longer knew

any parties, only Germans".30

Ih fact in 1914 partyrdifferences sgeﬁed in’danger’of beingienvelpggé -
by a surge of patriotism. Even the SPD h;d supported German entry into the
war, in spite of their radical internationalist rhetoric of only months.
before.'3l Mann's initial enthﬁsiasm fof>the German cause was nof an

unusual one, in that context and in that particular year. The SPD‘had long
been uneasily split between a maintenance of radically 6?tho¢ox Mﬁ:xist
theory, in their Party congresses, anéwan ihcreasingly reformist strategy

in the context of parliamenta;y activity._32 ‘Their desire for political
integration was apparently stronger than their adherence to'MaerEE'prin;
ciples of class strugglet The SPD had certain material incentives for
their complicity in the war effort: the justificatioﬁs'in the party press
for their negotiations with the government showed their desire for in-

creased popular support, greater political integration into the govern- ,’

ment, a modification of the Prussian franchise system, and greater power

¢



for pazjliament.33 The apparenf eméigency of a deféggiégf;;f situation
enabled the party to concretize and benefit from their reformist tactics;
'the popular belief that the German positionvwas avdefensive one encoﬁraéed
the relaxation of their political pripciples and fheir unexpected pafriotic
enthusiasm in 1914. ‘

Thersupport of the SPD,.in spite of their previéus,commitmeht to anti-
imperialism, anti-militarism, and proletariat internationalism,'ié sigﬂifi;i
cant because of the eventuai formation of the Republican governmént in
1918 by the maﬂority of the party, after some had left in dissatisfééfién,
after 1;16, over the party's failure to oppose the war., But 1914 was
significant in a more general gense} revealing the extentlto which diverse
sections of -German societ§ which had traditionally beénMCOmposed of
"outgsiders” leaped at the opportunity for»iﬁtegration Ento the national
spirit of conformity and patriotism.34 |

We German Social Democraté'haVé'léarned to consider ourselves in .
this war as part, and truly not the worst part, of the German
nation. We do not want to be robbed again by ganyone, from the
right or the leéft, of this feeling of belonging to the Gemman
people...We have given up this inner resistance, which for decades
dominated us, consciously or unconsciously! against the German idea
of the state because we could no longer honestly-maintain itm35
In fact there were few exceptions to the,widgspre;d fervoﬁr with which
artists, intellectuals and vario;a political tendencies forgot their non-
conformism and supported the Gerﬁan side in the war, The enthusiasm with‘L
which Germans embraced eachvpther.may have been brief, but it tpuqbgéiél—A
most everyone. This contributed to a systematic idealization of the "will
of‘the people”, which justifi;d the opportunism of the éPD, for example,
and which-isgrved to obscure the actual imperialist and expansionist incen-

tives of the state.

Mann returns to this movement through the words of Zeitblom, the



- narrator of Dr. Faustus. Zeitblqm, like so many others, recalls being : 'T

overwhelmed by the enthusiasm, the awareness of “destiny P the prospect of

a "break-through" (301} of Germany to world power.

I would by no me deny that I fully shared in the popular exalt- -
ation which I just sdwght to characterize, though its more extrava-
gant ebullitions were fdxeign to my nature. My conscience speaking -
generally, was not perfectYx clear. Such a "mobilization" for war,
however stern and grim a face ‘must always have SOmething

. about it. like an unlicenced holiday; however unreservedly one's
'duty,‘it seems a little like playing truant, like running away,
like yielding to unbridled instinct. (299)

‘The evasive verboeity of \Zeitblom's recollection is not uncharacteristic of

oo ieh i o sl

Zeitblom's tone in moments of ambiyalence; but the tone may have had

S

another cause. If Mann himgelf felt similar reservations at the time; he
keptithem a closely guarded secret. His defense of Germany's war aims was ' ;

considerably more intransigent than Zeitblom's, who recollects with the
surprisingly articulate perception that occasionally enters his narration
that ) ' T , , o ;
of course the sword-waving of that fundamentally unsoldierly play-
actor, made for anything but war, who sat on the imperial throne
was painful to the man of culture; moreover his attitude to the
things of the mind was that of a retarded mentality. But his in-
fluence on them had exhausted itself in empty gestures of regulation.
Culture had been free, she had stood at a respectable height; and
~ though she had long been used to a complete absence of relations -
with the governing power, her younger representatives might see in .
a great national war, such as now broke out, a means of achieving
a form of life in which state and culture might become one. In
this we displayed the preoccupation with self which is peculiar to : i
us: our naive egoism finds it unimportant, yes, takes it entirely . i
for granted, that for the sake of our development (and we are always }
developing) the rest of the world, further on than ourselves and L3

not at all possessed by the dynamic of catastrophe must shed its
blood (300) 5

This was precisely the position that Mann had argued in Meditations, and
'in his earlier essay "Frederick the Great of Prussia”. The Frederick essay

is an "aggregsive defence of German Kultur and German conduct"36 follow-

ing the German invasion of Belgium in 1914, This conservative polemic,

R B



: ,whlch likens the position of Wilhclmatomthataof.Erederick,thelGreatf.in—
cited Mann ] more progressive brother Heinrich to respond under the guise
"of an essay on Zola, with an attack against Mann 8 reactionary idealienm.
Heinrich's accusations, clearly directed specifically'towards his brother,
were quite accurate: that "German thinking went to the very limits of |
pure reaSonvand into the nothingness beyond, yet left the social realm to
be ruled by crude power...." As Heinrich's essay graphically éointed_ggtiw,;_ﬁfrir,
"The real world had only a walking-on part in their dramas n37 |
Some of the aggressive conservatism and. naive egoism”™ of Mann's

Egditations isjdue to Mann's defensive response to Heinrich's attackf CIf
Mann then had reservations such as Zeitblom enpresses, he was not ahout to
admit to them. ' No doubt he, like his'later spokesman, indulged in

74
"great pleasure to the superior individual, just once - and where should

@

one find this once, if not here and now? ~ to lose himself7altogether in

the general“v(BO ). Of course Mann did not ‘merely lose himself did not ’
merely part1c1p‘ie with beating heart and quiet professorial misgivings,
but lent considerable effort and inte)Xectual rationalization to the
cause of national chauvinism. The Meditations, which rejects wholeheart-

edly the "Zivilisationsliterat®™ values of rationalism, materialism, and

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

sympathetic audience among the conservative intelligentsia. The wvul-’

garized dualism between the higher realm of Kultur and the inferior realm

of "human affairs, sordid with practical matters and compromises“387was
exemplary of the reactionary idealism of the established mandarin class
of academics and intellectuals.
The power and influence of this circle is evidenced by Mann's portrayal
of Zeitblom's confused outrage and vulnerability to their ideas. The‘ |

dominant themes and attitudes of this cultural milieu are to be reproduced

kY
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w1th relentless detail in the intellectual discussions throughout Dz, .

Faustus. These .take place initially among the theology students at Halle,
whereaLeverkuhn is a student, and later among’the'Kridwiss discussion circle
in Munich. Zeitblom finds himself unprepared for the crisis of bourgeois

' humanism with which he finds himself confronted. This does not prevent

him from regularly attending the discussion evenings. gﬂis_role as narrator
is tovpresent and describe thisvmilieu, agaimst which his‘moral'and 59“?7,
ﬁhat.equivocatihc humanismvcah'find no defenses. Lukacs has:aptly des-
cribed the :unportance of these fictional convereations in' recreating "the ‘

most.important trends in German pre—fasc135 thinking and...the ideology

. 39 R
which prepared fascism itself":’

"~ AlL the themes of later reaction are sounded here: the arrogant
rejection of economic “solutions to social problems as "shallow",
touching only the surface of human existence; the egqually arrogant
repudiation of all questions and answers based on reason and the
understanding; the a priori acceptance_gf the "irrational" as some-
thing higher, more fundamental beyond reason and understanding;
‘about all, the fetish of the Volk w1th all 1ts (then still uncon-

the "purely intellectual" form of the natural superiority of the
Germanic to both East and West, the "purely intellectual™ belief in
Germany's mission as world saviour.40
No more articulate presentation of this attitude could have been hoped
for than that formulated in Meditations. Later the conservative intellec-
tuals who welcomed the essay, adamant in their contempt for the shallow
. »sphere of materialist politics would welcome the Nazi regime as an end

to the petty bickering of parliamentary politics. The conservative

aesthetes then welcomed fascism as the introductioﬂ of their cultural val-

ues into political actien.

The failure to distinguish between  art and politics in any but
aegsthetic terms led in Germany to much more than a facile aristo-
cratic scorn for democracy; it led men of culture who were ena-
moured of "profundity" to welcome the apparent introduction of
cultural values, into politics. They had feared for the life of
culture within the all-too-rationally ordered Republic. The state

. -
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‘which succeeded it was allegedly ordered so-as to promote cultural—
health and community, a spontaneity free from "intellect", a o
charactgristic natfonal expression; it led to unheard-of brutality
and reggession. The "profound” cultural ideas coursing in Germany
since the turn of the century made evil politics. aAs Mann later -
said of Nietzsche's irrationalism, the worst form of popularization-

- of an 1dea is its reallzatlon.41

of éburse this depends in part on the initial idea itself} Mann's per-
petual desire'to éttribute political events to iéeological‘cgusal forces
m#y find ro;t in this disillusionment. By the time Mann's original philo-.
sophy had found political realization, he had come to realize, unlike his‘
. v ;
1916 supporters, that "every intellectual attitude is latently political.”
The tension of this forced realization, which to his creéit came to him
before the’Nazi regime actually tbqk contrél of the state, crystallizea
his nati&e habitual dualiém between instinctive syﬁpathies and thought pro-
cesses into an Othérd‘p§lifica1 commitment to democracy. To some extent

the process of writing Meditations was a kind of exorcism; it enabled him

to turn his major creative work of the;same;periodi Thg,Magic,Mountaiﬁlﬂ,,_W

into a "refined or naive'querilla war against death"43 in which Settem-
brini's voice, that of the liberal humanist, can be heard in Hans Castorp's
resolve that deatH shall hold no dominion over his thoughts,

Other contemporary influences were to appear in The Magic Mountain,

indicating perhaps the early, experimental appearance of historical events
and figufes in ficfional form. Mann's self-criticisﬁ in the political
sphere dates from a significant political event in Weimar's history: the
murder of Walter Rathenau, in June 1922.44 Rathenau’was an industrialist
who had administered the Kaiser'slﬁar economy through the War Raw Material
Department during World War I and had continued to work ﬁnder the SPD
govermment after the war.45 According to H, Pachter, Rathenau actually

believed in neither the monarchist nor the social democratic form of

govermment, but as a mystic and early technocrat "confided to his diary
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strange racist phantasies which his Nazi murderers might have shared."46

Pachter conjecﬁuxes that Naphta, the fascist-nihilist of The Magic Hount;in,
represents traits of Rathenau as well as traits of tﬁe more accepted ' |
source, George Lukacs.47 Pachter offers no supﬁortingrevidenqe»for this
éonjecture; at any rate, under éhe sfn administratioh Rathenau was first
_Miniéter of Reconstruetion and 1ate£ Féfeign Minister in Wirth's coalition
government, which was formed in 1921, Rathenau's signing §f the Tregty of
:éapallo, and his. support for'the atteﬁpted fulfillment of the:ALI;ed fepa-
vrationa conditions, was intended to d;mqnstraté its ihpobsibilityf there
seemed to be no otﬁer way to lighten the termé.48 Thevright-wing movement
was not accustomed to thinking in terms of compro;ises and expediency,
howe#eg,.but in terms of'uncomﬁg;mising moralitf and patriotism. This
_treachery tOfth; nationalist cause, added to the f#ét that Rathenau ﬁas a.l

Jew, led to his assassination soon thereafter. He was murdered by a group

1920.%° such assassinations, it should be added, were becoming an aimost

commonplace event: between 1919 and 1922 there were 376 politiéal murders

50 "The consequences

in Germany, 356 attr}buted to right-wing extremists,
are notorious, but they des§:§e emphasis:...Right-ﬁing extremists...found
the courts sympathetic: of the 354 murders éommittad by them, only oﬁe was
rigorously puhished, and not even that by the death penaltﬁ.“51 ' The con-
duct of the judicia;y during the Republic has become infamous among his-
torians; like the rest of th; civii gervice, their roots in the upper
clagses and their loyalty t§ the o0ld Empire did not prevent Republican
reliaﬁce on their services, but it did contribute to continuous adminis-

" trative sabotage.52 The inordinate willingness of the Social Democrats to

accomodate themselves to the right did not find a corresponding sentiment
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within the right.

The murder of Rathenau, one ahbné a series of political assassinations

@

which took place within a short period, contributed to'panic and agitation‘
among. the supporters of the republic.53 Its effect on Mann, too, was
particularly forceful, Mann's reaction to the Kapp Putsch had been am-
bivalent. Still a firm supporter of the conservative cause, his con?ern
was the possible damage to conservatism by. the rash overestimation of sup-
port among the people.s4 The idea of a conservative coup, in itself, does
not seem to have distqrbed him, At this time, his cultural nationalism

and anti-Western gentiments remained unshaken, even after the German de~
feat in the war, the proof of German war guilt, tfie humiliation and dis-
integration of the old-governpeht, the founding of the new Social Democratic
Republic. But the assassination of‘Rathénau, less than two years after

tﬁe formation of the new govermnment, struck Mann with an entirely d;ffer-
entlforce, and perhaps catalyzed a pey‘outlobk on the situation.

Rathenau's death was a great shock for me too. What benighted

minds these barbarians have! Or are they misguided idealists? I -
am gradually coming to see the dangers of history, the way it
obscures the uniqueness of a situation by false analogies and leads
a certain kind of youth astray into mad acts. The distortion of

the German countenance causes me acute suffering. I am thinking of
turning a birthday article on Gerhart Hauptmann into a kind of mani-
festo in which I appeal to the conscience of the young people whose
ear I haye. I am not going back on the Betrachtungen, and I am the
last to demand that young people should be enthusiastic about things
like democracy and socialism which their inner development has left
far behind. But I have already on a previous occasion called mech-
anical reaction sentimental coarseness, and the new humanity may
perhaps after all flourish no worse on the basis of democracy than
on that of the old Germany. It is all a matter of shying and
rebelling at words. As if "the Republic" were not still the ‘Garman
Reich, which is in fact today placed in all ocur hands to a much
greater extent than it was when historical forces which had generated
into banal theatricality throned over it - and that precisely is '
democracy. L

This planned'speech on Hauptmann was to take the form of "The German

Republic", the speech which first placed Mann-publicly on the side of the

E

el



I

. N N .
o } L o 24

Weimar democratic republic. Heinrich's accusation, that "the world had

only a walk-on part",‘could deggriﬁe thiarpapet too. The ltubbprn'con-
servative nationalism and chauvinism of the war-time essay has been re-
placed by‘a peda&ogical tone of progressivism, odd;y reinforced in argument
by a similar ailegiance to the cultural ideala of ich century cultural
romanticism. This combination, in fact, is not unlike zeitblom's per-
spective on culture and the right in Dzx. Paustus; and suffers from many

of the same éontradictions..’In "The -German Republic” the ccmbination of
vprngregsivism and romanticism leads'En a kind of tangled organ;cism which
bears little ;eaemblance to the material considerations éf the typical
German social democrat. The peculiar “literary bouquet mada up of Nnvaliq
and Walt Whitman...yith all but the offer of the‘inheritance of the Romantic
Md%emenf"se is indicative o£ more earnest éood will than ideological co-
herence, marking the degree to which social conscience and aesthatic

passion have been brought together in uneasy alliance.

(;. -Social StructureL,Anthoritx,and Idealism: German Romanticism and

the Volkish Movement

Mann's aﬁtempt to establish himself aavarsppkesman for the values of
the Enliahtanment suffered from fhe disadyantagéfihaﬁxno such perspectives
/ha§ developed in German thought. Thus his;Garsion of liberal humanism was
necessarily built upon shaky metaphysigai foundations. The sophistication'
of the German'bourgeoisie in philosqphy and art was not matched by a
corresponding level in progresaivérgfiitical thought. The iate—development
of the German bourgeoisie as an’economic and political class is a familiar J
feature of German history.57 Mann's political commitment to republicanism

and to liberal democracy was relativeﬂg late, not only in his lifetime but

more significantly in relation to the contemporary intellectual and social
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'trends of the German middle class. It was saig of hig/;ha;,heuggmmnnmdll,,mVl,lll
"one of the most brilliant rearguard actions of Enlightemment against

barbaric credulities."sa‘

Until the 1860's Germany had lagged behind other industrialiied
countries.of western Europe in industrial and economic groﬁth, The late-
ness and rapidity of industrial deyelopment was due in part to the strong
landed aristocracy and feudal—militaristic nobility whose pqwer discouraged
the growth of economic diversification, democratic institutions or liberal
political thought. The period preceding Wilhelm's ascendancy to the throne,
in'lBBB, was a period of rapid and unprecedented growth. After its begin-
ning in the 1860's,vexcept forfone period of depression after 1873, this
development was rapid, increasingly centralized, and to many Gernans
settled into the static and traditional milieu of Prussian conservatism,
profoundly threatening.

While the growth of social forms of production, andvthe development
of an industrial class of owners, brought about some social changes, a |
large portion of the middle class was not immediately affected by these
changes. The paternalism and. authorita;ianism of the German social
structure extended into every aspect of German social relationships, and
was not easily broken. The state administration was noted for its exten-
sive and rigid efficiency, and maintained its exclusive bureaucratic
hegemony even under the later Republic.59 The armyrwas a powerful organ
of aristocratic rule dominated by feudal—miliiaristic characteristics.f
It was responsible to the monarchy rather tnan to the civil service and
thus the ties between nobility, monarchy and the military were insepar-

able.®® The belief shared by administrative and military officials in a

e et o

kind of secular "divine right" of leadership helped to maintain a rigidly
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hierarchical structure which permeated the social lives of its members and

 created, among the nobility, a highly class-conscious aristocratic 1ife =
ltfle. The values of ériltocratic militarism had ah_effect on the mush-
rooming industrial ruling claﬁs, vhich integrated itself with the Prussian
social models rather than developing a more liberal or democratic structufe
guch as was fought'for by the British or French bqurgeoisie in the 19th
centu:y.' v ’

Theidevelopment of a powerfﬁl workerl' moPement beginning 1n'the;
15&0'3 gained a strong organizational footing with the founding of the SPD
in 18%5. In essence the.party was a r;formist social democratic movement
with a radically orthodox party progrém and a remarkably unmilitant party
bureaucracy. In other words, the militance of the party program was not

materially evident in their practice: "Marxism was only a means to

separate ideologically their own movement from the middle‘clau."61 The

emphasis on parliamentary control.of the state, achieéable'through elect-‘

ions,>necesaarily ignoredrthé.great—econamic forces'that~cou1d~oppose~thé' e

programme of any political movement, even~ohe holding a majority in the
go;ernmant. The actual strategy of the party, in spite of its theoreticmi‘
radicaligm, was one of co—opeiation with the administration with the |
existing state. Therefore it waS’yot difficult for a politigally naive
liberal, like Mann became, to su@pgit the reformist SPD govermment with
no familiarity or allegiance to Marxist theory. This was true of many of
‘the party's members,aq well, The fﬁilure to educate people within the
Social Democratic Party did nothing to redress tﬁe-politicai inexperiences
of the masses of the German peqple, who were "totally lacking in practical
experience of managing their own affﬁirs in a responsible manner."62

In 1918 the party was organizationally strong enough to gain large
sectors of the working class vote, and to take control éf the newly

—_——
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declared republic, without having gained a strategy for socialism in Ger- =

many, an active militant body of workers ready to assume control of produc-
tion, or an autonomous intellectual basis in radical theory with which to
confront the new situation. There was little radical theory dhveloped

within the SPD, particularly after 1914; intellectuals, for the most part,

 did not like the SPD, which was dominated by a trade unionist outlook, and -

.they were not welcome within its ranks. For these reasons, there was no
development of Marxist theory of the intellectuﬁlly sophisficatéd calibre
that might have attracted liberals such as Mann was in the earlylzo‘s} and
he could dress his social democratic sympathies with rhetoric Apd ideology
t hat would have found little understanding Qithin the ranks of the party

itself.

The intelligentsia had gained its own peculiar status during the last
part of the century. Because of the relative poverty of the middle class,

the academic establishment was predominantly sponsored by the monarchy,
63

sometimes more indirectly thiough state inatitutions; ”Thei; social
status derived from extensive education and from an elitist cultivation of
the notion of spiritual nobility. Gay has notéd the extent to which poets
and writers were worshipped and set apart.64 Thelglorification of‘intel-
lectualism was nurtured both when tﬁe academic establishment was‘formally
sponsored by the mon&rchy and later when many intellectuals became disaf-
filiated from the state, Paradoxically, the ideology of the established
intellectuals was idealist and in fact anti-intellectual. This group,i

65 because of the patronage of the

which Ringer has termed the "mandarins”
nonarchy, devéloped a system of complex intellectual justifications to
defend the authoritarian power of the state. It is relevant to recall

Heinrich's charge against his brother, in this context, that "German

|
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Ajthinking went to the very limits of pure reason and inﬁorfhehnoéhihgee;;”’wﬂ
beyond, yet left the social realm to be ruled by crude power."

Intellectual rationalization of the social reality which had pro-
duced their world view,wesvnot always conscious of its function ie relation
to that social context. Because the material relationships of the lé;h
century German to the soéial and political world were so strenubusly,for-
malized, and so removed from immediate ;glitical dynamics, they tended to
look outside of these relationships for a hiéher "meaning” to their exis-
‘ten;e, and to glorify idealism and enti-meterielie;; From this evolved
the particular ideology of romantic cultural nationalism, described by
Lukacs as "pre-fescist thieking", which 1eter gave rise to the Volkish
‘movement. Built upon a distinctly anti-rational, anti-intellectual system
of thought, the national cultural ideals involved a nostelgia'for pre-
industrial social unity, a romanticieed vision of the !glg.and its rela-
tionship with nature, and a pervasive idealism that e:rogehfly rejected
the possibility of historical or material solutions, but soﬁght wish-
fulfillment in the meéephysical sphere, and in f:he‘pest.66 As an ideology

it stood opposed to historical progress, industrial modernization, and

rational thought, preferring mystic vision or primitive energy. From this

perspective, human "temperament” is naturally controlled by vital instincts,

nysteriously manifested as the will, which can only be harmed by the im-
position of logical thought. For this unfortunate suppression, the
positivism and materialism of modern civilization is responsible. The )
peasant is the archetypal he;o of this nostelgie;67 a romantic ;eletion—
ship with nature, a simple sense of justice, and a fascination Qith

primitive animal force separated the image of\fhe Volk from the weak, arid

image of the industrialist, the social democrat, or the Jew. Politically
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this attituda'manifested a hatred for inﬂﬁitriiliiifiﬁﬁ;7éiﬁ53fiCY)"lndfﬂ”;fﬁ'W'
any intéllectual conflict, with-a'nostﬁliéic preference fox fhe sﬁiritual
superiority of a primiti&e‘and undivided'reiigioul Volk led by a charis- -
matic leader. Political activity was seen to be sordid and petty, based '
on mean economié interests. A disdainful attitude towards the democratic
’transformation of social institutions yasvconbiatent with this idéplogical
foundation. IndiVidixal experienqs(of an incommunicable, undascr‘iba.—bler - ~

type) was more valuable, more poe®¥c and profound, the less it was sub-

ject to the banal influence of modern society. .

D. Middle Years: The Romantic Republican . | ,
By now Mann's own emotional affinity with this tradition shéuld be
cléar.' An éssgy several years after “The German Republic”, c@l;pd "Freud's
Position in the Histoty of Modern Thought"68 offers some in;igﬁﬁé into the
extraordihary.contradictions in Mann‘argositioh. The~esuay~was—fresented—

originally at a lecture to the members of the Democ?atic Students' Clug

in Munich, in 1929.69 By this time Mann's advocation of support for the
; R :

republic would have been well known. It was an “gncduraging evening“70

for Mann, which ;s indicative of the'suéport for comparatively liberai

ideas that he might expect from such an audiehce. But it is to be sus-

pected that the essay was intended for a wider audience. It.is to right—

wing circles such as Zeitblom describes in Dr. Faustus, like the "Kridwiss

Circle”, that Mann might have attempted to direct such a>messa§e. It is

in the context of .that milieu that the purpose of the essay requires

explanation, | 3
The argument contained in "Preud's Positioﬂ" is, briefly, that the

widespread fascination with the instinctive, primitive, pre-rational

qualities that had characterized German romanticism in the 19th century
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wgs—tﬂ’gzzzﬁz-;otentially "progressz;e;hone'becauae it exposed the shallow- -~

ness of rationalist meterielism. Mann follows the reanimation of the
primitive in religion in the culturerinvsome depth, attempting to argue '
that its function was a "humanizing; one7l, just .as Schopenhauer'e meta-.‘
physics were a necessary corrective to Christian dogma. Nietzsche's ideas”
on the interweaving of reaction and progress are quoted as instructlve :
on “the involved, double-faced and questionable nature of intellectual
processes.f72 Mann postulates that Freud belongs to the tradition of
roﬁanticism, because of his return to~the study of the inetinctive»and
subeonsctous (what Schopenhduer called the "will”); at the same time this
preoccupation’ with dark instincts is a necessary stage in the search for K
a free and genuine unity of existence, secured by conscious possession,
(and) the culture of men developed to complete self-consciouanese. w73

Mann's argument asserts that the preoccupation with the instinctive and

the primitive in fact accords with progressive tradition; Freud is both

reactionary, in his emphasis on “the night side of nature and the eoul as .

T
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the actually life~conditioning and life-giving element“74 and revolutionary,

in leading backwards to these forces in,order to move forward. In other

e

words, Freud was a romentic revolutionary in reviving the intellectual
history of earlier enti-intellectualism in erder to "condition the will"75
to face the future. For Mann, it ;s in no contradiction with romanticism
therefore to put these cultural ideals to the service of revolution.

Such a purpose, in the realm of moral intentions, is of course ad-
.mirable. The accuracy of this portrayal of Freud's science ie a2 question
that moves outside the boundary of this review. But the cemplexity and
subtlety of thoﬁght required by this pleasant re-definition of romanticism,

and its potential relationship to revolution, in itself reveals an

ek
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ineﬁitable tension. The speech clearly documents an inward'battlé; It is

noteworthy that reference to external Qourc§§ —‘ebtﬁer to Freud's work
itself, or to relévént political considerations -risvne§er direct. 1It is
' \
Mann's own ideas that are really tgg\subject of the argumenf. Mann's
attempt in the essﬁy is toﬂcouple German.romaﬂticisﬁ with the Frénch’revo-
lution, to argue that romanticism was in its nature progressivé.v Thus he
apﬁroves Freud‘s attempt, as heidescribea’it; tb rescue the familiar cult’
-of the unconscious and priﬁiti§e inatincts from the possessive grasp of {
regctionary ideology, placing it in the.fotward march of scientific researéh.
Mann is unable to release himself from his attachment to the :eaéuhd;ngv
words of the past: his words iinger sympathetically over the "c%inging
to ideas of preservation and reatération, thé pious and dél#ber;te, melan-

76 that

choly and defiant fixation with the past, the sympathy with death"
impelled the reactionary. cults "back into the night, the sacred primitive,
the fore-known, the life-bearing; backwards into the romantical, prehisé

' 77

torical motherwomb. " In the Atfehpt to legitimate”theje'féhdaily"'

inspired sentiments in the face of the realization that "the political is

latent in every intellectual position“78

’ Mann'is compelled to accede
rather generouély to the anti-intellectualism of the romantic movement a
tj.;'::r:v:l.t:l.s:;ue of the sophistry of the Enlightenment., In this way, Mann imposes
,a critical’legitimation on his own emotional affinities that piaces the
"rational™ position that he is proposing under suspicion.> By then éreaﬁ-‘?
" ing an argument acceding to both sides, his own position emerges unscathed.
Again the argﬁﬁent is not in the realm of politics, one would
ordinarily define that sphere, but in a world of rather cbsmiéally con-
ceived cultural ideals. Mann's intenti?n was to maint;in his affinity

with those ideals, to explore them creatively and at the Qame t;me to draw
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them into the service of "progress"” in the name of intellectual enlighten-

ment. In this attempt, he sought to justify his own impulses by recruiting

- them, by standing above them and neming them as progress-with a.different

voice, This required some complex intellectual juggling.

I have laid it upon myself, not uninstructed in the intellectual
complicatedness of all life, to use with great caution the terme,
"reaction” and progress *79

The tone of patriarchal complacency with which the resolution ie'propoaed

is auepect; again one suspects ‘that moral resolve and emotional affinity

- _are not entirely at peace. The defiant complexity assumes and demands an

an&ience eeger to think: through paradox and contradiction,vﬁilling to
arrive at a position of orogreeeive optiniem which yet "conserves" a roman-
tic intensity which had been in itself fnndamentally ant;gomistic'to'euch
~a-stance, o |

External circumstances alone might have been a etrongsenOUgh force
to diecourage most from trying to effect such a reconciliation between
German ronanticiem, particularly gi&éh‘iés'6oncgu§orgf§”;i§;gé’in'éhe’W

1920's, and the actual institutions of the social democratic govermment.

Mann's only hope for influencing his audience, which included the reaction-.

aryjintelligenteia, was to creete a "representative” position for himself"
that would rise above such ideological disoutee. In this early period,
the late 20's, he was still attempting to integrate his own romantic love
affair with "the night side of nature and the soul as the actuelly life-l
conditioning and life—giving element" with the political direction that
he had taken. Beceuee of thie, his own notion of "heroism" was eubetan—
tially different frcm the "unprecedented intensity of feeling, unheard-of
-purity of conviction 80 that was aspired to by both the left and the right

of the Expressionists and other movements. Singleness of mind did not
c 8

correspond to Mann's notion of heroien; he preferred rather the individual-
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istic notion of an authenticity recognizing contradictions in every exper-

ience, For/this reason if for noé other, he could neyer have participated
in either the Expressionist or the‘more explicitly right~wing Volkish
movement. ‘ |

| Gay has described tha "hunger for wholeness” which characterized the "
artistic community during the Weimar period, 8. But this hunger was pop-

‘ularly interpreted as a search for the mysteries of the soul leaving

problems of the mind untouched, Politics were not part of theq"humane ’
sphere in the popular view, although Mann had just decided that they

were; the process of dismissal was mQEe easier by political developments
themselves, which did not appear on the surface to be particularly rational,

~ Members of the artistic community\were, on the whole, nonpolitical, Cul-

tural movements sought wayslof creating unity, §ensrally based on notions

of metaphysical dignity, the soul of the people, aﬁd'often race, While

many tendencies within the artistic community sought means for breaking

down the enormous gulf between the artist and the people, what they were
'seeking (andfreflecting) was not a politically democratic society within«
which to create but a surge of energy, a rebirth, a regeneration of a
society made decadent by defeat and the petty squabbles of the social
democrats who had abandoned even their revolutionary rhetoric. Spiritual'
unity:"the vision was not of political democracy but of a "breakthrough.

from convention to nature."83 On the whole this search for_"wholeness" was

anti-political, metaphysical*and reactioniry; “Therefore it was easy not ”":*
to recognize (or merely to recognize, as do members of the Kridwiss Circle
with murmurs of delight) howrthis search sprung from a reactionary conc;nt

of life, one which strove to analyze social disorders from a apiritual ,
or sometimes psychological perspective rather than a rational political

one., It was easier to blame the anti-intellectual, compromising, pluralist



s

P

53%* - ' 34

e IR e ST e

—

and hon-sﬁiritual - that is, unprincipled - nature‘of the spcial democrats

/

than to analyie fﬂe political contradictions of the iituatio; and to seek
politi;al solutibn. Given this criélque of reactionary spiritualism, which
Mann would have shared, it is relevant tO‘fggaider the savagery with which
Mann attacks movements such as these; the responsibility impiied,by the -
critiéue'of the Kridwiss Circle as a‘reactionary cuitural movement indi-
cates that Mann, too, maintained a wilful romanticism in analyzing even’
later politic#l deveiopmcnts in ﬁerms of cultural contenﬁgr But for théﬁ;
poli€ical”prog!§!§W9£vgglﬁ;z;tarmiha£ibn was not even an issue. 'Fdr Mann,
it was. T

| In such’gn atmosphere Mann was forced to re-evalug;e his early aﬁtrac-
tion to Nietzéche and Schopenhauer, and his dichotamiz;£ion between artist
and bourgeois. The :ejection of this mode of gﬁought was difficult for
him, since he was schoolea in the tradition of Nietzsche and Wagner, and
his rejection of this tradition’involved continual confession on his‘part.

The continual examination of the alienated artist kept hig own emotional

experience of romantic inwardness at the centre of the conflict, VHis early .

értist characters, like Hanno Buddenbrooks, cannot "act" because they are

submissive, pessimistic, self-centred and oversengltive; this was in fact

~reflective of the gefftral position of disillusioned intellectuals as Mann

- observed them. But of course there was more than a detached, "objective"

critique involved in Mann's continual articﬁlatidn of the decahent phase
of romantie,eulturef—Aﬁannls~own—experiehceAqf_thisw!pewerep;etected,in-
wardness” enabled him to use this dichotomy between spirit and life to
explore for himself ﬁhe process in which both the aiienated artist and the
middle-class conformist became implicated in the ch;r;e against fascism,

-3

Iike the bewildered social democrats who trusted the ensconced judicial



administration more than their own dgmocx;tiqﬁlqggiggglithe arguments of

the right are formally dismissed, but never lose the deeply rooted power?'

that they hold. The dispute is still over cultural idealsﬂ

-,

E. Dr, Faustus: Autobiography as;Redqggpion

The evolution of.Mann's fiction revéals a'continuing’strugélevbétween
the safe objecéivity of classical form ana thersubjective truth of a gergpn-
ality once immersed in extreme romantic idealism. Eventﬁally‘this internal
struggle, which‘Mann always révealed in his stories with aloof canépur,
took in political significance, and the familiar dualism became a politi-
cal battle, Unwilling to reject eitﬁer of the inner voices, Mann initiglly
bonded them together. In fiction, this rééulted in irony. In’criticism,
the result was a somewhatAdubious.integration of opposing ideas. 1In 25;'

Faustus, théy are each fully articulated. | , ' -

Inevitably there was some degree.of mistruqt’fofrei;her of tbe p9}§rr
figures: the progressive; rational, pptimistic liberal who.had shunned or
censored the profundity of poetic experience, and the'instinctive, irration-
al romantic who sought explosive ﬁysﬁic exper;ence at amy cost. In Dr.
Faustus the mistrust finds vindicati§n in their fascist variations: both
the artist and the bourgeois are implicéted'by the author's notion of

political guilt., This is reflected in the process through which the

political and moral consequences of Leverkuhn's art become clear to Zeit- E

blom. This process is the "subject"” of the novel; the author's perspective

stands distipct‘from both characters ih'recoghizing the poL}tiCallculpa-
bility of their total dedication to art. Zeitblom states at once at the
beginning of the novelvthat his priﬁary opposition to the Nazis stemsrffom
his fear that they will interfe;e with fhe performance of Leverkuhn's work.

o,
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“The aspects of political oppressidn'dnd human sﬁff;iiﬂg”é;;vconaiaered only
pélitely, at a distance, from Zeitblom's perspective and frdm Leverkuhn's
not at all, 7 |

| Leverkuhn's delight in the joys of aesthetic éonstructivisﬁ; his
antisocial and amoral disregard for the social dynamica surroﬁnding his
ésotei_:ic explorations and éelf-cultiirgtion, his ﬁuper;titidn about nmﬁbers
"and about theology, his outrageous snobbery and elitism towards others, his
love for music,- his inward dualism causing parody and fear‘of artiétic
sterility: vMann'a own personality is revéaled in coqhtlesa ways and it is
hard not to be overwhelmea%by the cool deliberation with which Mann scruti;-
izes aﬁd disgects his own faulfa through the projection of the "répresenta*
tive" German artist. This identification createé a tone of painful ambiva-
lence ("so I die aﬁ a good and as a bad Christian") which, as in earlier

essayé; is neverAthoroughly transcended. The conclusion of the novel is
therefore metaphysical: its oﬁtlﬁléﬁiauggesta a hint of salvation because
{t’has been shown wrohg not to believe that such salvationiis possib;e.

Mann differs ffdﬁ Leverkuhn in his realization that the cultural and
political crisis would not leave the soiitary artist untouched. Dr. Faustus
‘demongtrates this in two wayé: in the political culpgbilities of its char-
actefé, particularly Leverkuhn and Zeitblom; and also in the attempts to
deal ;rtistically with the challenge raised by ﬁhis rﬁalization to the
traditional art form, the 19th century pqu;geoig novel, This is dealt =
with fictionally within the novel (as Qell as being embodied in its struc-
ture) in the metaphor between Leverkuhn's music and MQQA'i own writing.

This relationshipbwill be examined in a discussion of Leverkuhn‘s work,

particularly the "Lamentation of Dr, Faustus", which is an obvious reference

to\Fhe creation of the novel Dr. Faustus itgelf,
\

N\



In Story of a Novel, Mann wrote that the metaphor of Hell, and the

dialogue with the d?Vil, would have béen inconceivable without the psycho-
;og§ca1 experience of Gestapo cellarﬁ.84 What t?e exﬁct nature of his
experience was -~ Zeitbiam only oécasionally reads the newspaper and lives,;f
#s‘did Mann, removed from events - could'be questioned, What is obvioﬁa

is the process of diaillusionment and guilt that ia recordgd ‘the realiza—

tion that the privilege of the artist and the gestapo cellars were gsomewhere -
connected.’ The attempt to trace that connection produced a confused but o

authentic and monumental attempt on Mann's part to expose, to compensate

for, and to convince others against his early detachment,
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II. Zeitblom's Wor}d

Mann's intention in writing Dr. faultus vas to write "nothing'less
_ than a novel of m& era".l -Events of the war an&‘his own exile led him to
focos'on depicting social contoxt more than he had in previous fict;on.
His concern with social setting differentiates Dr, Fausfua from much other '
post-war iiterarure.z In faot the portrayal’of social totality in qktime
of great historical complexity pro%idps froblems for the novelist tha£

many of Mann's contemporaries were unable to confront.. Mann had left Ger-

many in 1933 and,Ehroughout the war resided in the United States. His
distance from the immediacy of war-time Germany may have presented him
:dth some limitations, but it enablod him to attempt a larger historical
account of those events, a coming to terms with the‘historical factors that
-had caused them within a hermetic'relationohip of»totality, rather than

limiting his portrayal to documentation, confession or anguish,

A. Zeitblom as Narrator
Mann 8 traditional artist—bourgeois opposition which has formed the
_basic tension of all his work, is adapteq to these changed historical con-
ditions most explicitly in Dr. Faustus, This process of adaptation vindi-
cates Mann's ambivalence toward either polar figure by endowing both
characters with char&cteristics of fascist mentality. Zeitblom, the
narrator of Dr. Fauatus, assumes the ironic role of commenting on the social
and cultural milieu of the petit bourgeois within Germany "while still
7rlnbject to its historically generated psychology. w3 |
Zeitblom reveals his role as commentator on historical crisis in a’
number of ways. Most obvious is his continuous calling to the attention

of the reader his own intellectual inadequacy. His timidity in the face
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of his task threatens to confound him from the first: the first sentence
of thé?book spreads itself "over a whole page without reaching its goal...
’The untranslatable sentence does in fact collapse in the middle, and the
embarrassed author makes a fresh start with 'I beg to begin again. Th
Zeitblpm's fumbling attempts to excuse the inadequate portrayal in his
biography are humble and pedantic at once, though their sometimes humorous
cast can serve to lighten the ponderous, gloomy subject matter of the novel,
In fact it is éreciaely where the events or description in the novel are
the most frightening and significant that Zeitblom can bring a smile to
the reader through his absurd pontification.h
It will perhaps be granted that a man labouring to digest such nov-
elties as these might lose twelve pounds' weight, Certainly I should
not have lost them if I had not taken seriously my experiences
at the Kridwiss sessions, but had stood firm in the conviction that
these gentlemen were talking nonsense...But I must repeat that I
should have been so endlessly grateful, and perhaps should have lost
only six pounds instead of twelve, if they themselves had been more

alarmed over their findings or had opposed to them a little ethical
criticism. .. (371) :

Z&itblom's apologetic interjections appear often in_sectlons of the
novel wﬁere historicai events, events of the war, overwhelm him, allowing
Mann to remind us at appropriate moments that the biography of Leverkuhn
is of utmost‘political and historical significance. We are to see beyond
Zeitblom's conscientious ingenuousness when he calls attention to the
eafthshattering events, the éhtking wtlis, the dilemmg of the patriotic
German; he may not be‘prepared to draw close the threadq;of connection to
the subject close to his heart, but we must. Zeitblbm'é apologetic inter-
locutions should warn us to be wary of his abilities as a biographer and
social commentator - and also as a music critic, Mann is not an author

who is inclined to comic relief for its own sake, and he does not need such

an exaggeratedly philistine narrator to point out to us the social context
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of the events he describes. Zeitblom displays th:mo}:alj equivocation of

hero-worship and the philistine intell;ctualizaf;bp of the German middle
class;‘the most ethical and'conscientiously‘humanist character of the
novel, he is yet an impotent opponent of’Naziqm, no less than is\Leveikuhn.
But this is not due té'bad faith on Zeitblom's part; his weakness in con-
fronting the suyrge of fasciat ideology is not attributable to an amoral or |
equivocating personality (after all, he resigns from his teaching post).
His modest but conscientious humanism contrasts sharply with the self-
indulgent aestheticism of the social milieu he describes, though of course
not‘sharply enéugh, and it ié this4aspect of his narration, the moral, that
has tended to occupy the attention of Mann's critics, Since his voice is
the one which brings to the reader the storyrof Leverkuhn's corruption,
his perspective is not diffiéult to interpret as a weak but positively
moral one. This establishes his identity with Mann as a representative of
an ethical humanist value system. But his failures, togl.serve the con-
fessional aspects of the novel that Mann refefa to. - 7

Zeiﬁbl&m's narration is expressive of certain ideological limitations,
or limitations in perception, which are historically drawn from a partly
;utobiographical portrayal of the humanist intellectual in Germany in the

1920's. The system of thought which Zeitblom exposes contributes to the

theme and structure of the novel. Zeitblom's moral equivocation is insep-~

arable from what has been termed his "philistine intellectuglization"4,
which characﬁerizes Zeitblam's thinking both in Pet#¥>P?9b1?§§79f nar-
rative atyié and with regard to major socia1 and political issues which it
is his responsibility to present. While his awareﬂess of these igsues is
indispensable to the presentation of the story, his inability, or unwilling-‘

nessg, to connect the various social ;nd ideological aspects of fascism in
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Germany before World War II determines his presentation of these. “In B 7:‘A7§
making this philistine the mediator of the. social reality leading up to ~i§

Nazism, Mann created a schoolmaster within that reality whose understanding
of Nazism in many ways reflects his,social circumstances, Zeitblom shows

us the mentality of the,threatened Mittelstand in the~pie-Nazi period."5

Zeitblom's pedantry takes form most obviouslvaith'his absorption with E
petty detail, selected and transcribed with apparent randomness; we know ?%
, ‘ 5
better, but it is Mann's shrewdness which connects the details, not Zeit- _ é
7 - ) B T . ' %
blom's. -Think for example of Zeitblom's apparent ingenuousness in describ- §
ing the "almond-shaped eyes" of Esmerelda, and then of Fitelburg (399). T
Zeitblom's references to Hitler are invariably cautious and euphemistic.
While it is to his' credit that he interjects these references, he confuses
events of immense historical significance with minor personal considerations;
these habits of thinking are made explicit in moments when Zeitblom wishes
to call attention to the historical trauma, which he does at the same mo- - . §
ment that he trivializes it in drawing attention to his own moral superior- %
ity or his own delicate condition. §
I say all this to remind the reader of the historical conditions -
under which I am setting down Leverkuhn's biography, and to point
out how the excited state bound up with my subject constantly assi-
milates itself to that produced by the shattering events of the
time. I do not gpeak of distraction; for ~ at least so it seems to :
me - events have not actually the power of distracting me from my .
task. Even so, and despite my peraonal security, I say that the é
times are not precisely favourable to the steady pursuance of work k.
such as this. And, moreover, just during the Munich disorders and E
executions, I got an influenza with fevers and chills, which for ten i
days confined me to my bed and necessarily affected for some time -the E
physical and mental powers of a man now 60 years old. (173) i
. / i

The pompous gravity of the speaker, ironically portrayed in the verbosity
of his phrases, seems to indidcriminately bestow import to every concern.

One has to look beyond his explanations to judge independently the situation
-~

ks, e T84 S a1 iy

being described, since the tone insists on viewing with equal seriousness
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"Munich disorders” as a landmark for influenza, within a hierarchy of sig-
nificance relating more to proximity to the speaker than to any objective
criteria. One ié'unfortunately reminded of the slightly petulant but
tolerant obgervation of Zéitb;gm'glgwhgn Leverkuhn responds ironicaliy "to
the raptures of my humanistic qaul" in admiration of an Italian sunset:
"Artists pay little -heed to- their surroundings s0 long as these bear no
direct relation to their own field of work; they see in them no more than
an indifferent frame, either more or less favourable to production" (214).
Zeitblom treats the events of the war, particularly before 1945 when dis-
coveries about genocide betame public, as events eéual in importance to
his own concerns: "For my hand trembles in any case, on account of my
subject; it cannot much matter to me that it trembles a little more due to
terror from without” (173). Of utmost importance and interest to Zeitblom
is Leverkuhn's biography: his life, and his work.
Zeitblom's dislike for fascism is consistent with this preoccupation.
He abhors it because it is primitive and érude. His objection to the
dictatorship is based chiefly on its threat to scholarly and artistic pur-
'suits, and 3pecifi¢aliy involves his personal loyalty both to traditional
cultural monuments and to Laverkuhn's own work.
I will not lose myself further in these speculations, to my mind
as idle as they are agitating (Zeitblom speaks here of the inter-
weaving of time units as he writes.) I will only add that the word
"historic" fits with a far more sinister emphasis the time in which,
than about which, I write...Leipzig, which played so significant a
part in Leverkuhn 8 development and tragedy, has lately been struck
with might and main; its famous publishing quarter is, I hear, a
heap of rubble, with immeasurable destruction of educational and
literary property: a very heavy loss not only for us Germans but
altogether for the world which makes culture its concern, but
which, in blindness or.in even-handedness, I will not venture to

say which, appears to pocket up the loss, (252)

The serious incongruities -et™®His position are not apparent to Zeitblam:

L]

T e



the historicaliy “Qinistgr" nglities of Leverkuhn's music; Leverkuhn's

Ad

"terrifying ingenuity” (486) or its historically inspired significance; the
impossibility of cherishing both the foundations of4t:aditional bourgeois

culture aﬁé Leverkuhn's work at the. It is no wonder that Zeitblom finds
\ : . . K - “
“agitating“\the prospect of speculating on Leverkuhn's time as historic in
. \\\“ . - . -
itself, ‘

4

"Even Zeitblom, who retires : en théjNazis come to power, has not es-
caped their inﬁiltration of the mind."sv His passivity is as much intellec-
tual myopia as it is moral in origin. He simply 13 ihcapable of observing— -

what is going on around him within an intelligible framework of social
: : ' . |
totality, one which connects the political with the psychological, or the
general with the particular; one which attaches morals to genius or his-
‘ r

tory to inspiration. It is this division of his imagination into tightly

separated spheres which prevents Zeltblom from respondinq adequately to

_ the stimuli so painful to his sensibilitlss. Zeltblcm can safely worship
demonic art, and yet rightéously reject the demonic in‘the world. The

hypocritical naivete whidh underlines such mental division is thus ex~

posed and mocked by Ménn with all the force that irony can muster.

Zeitblom's susceptibili;y to fascist intellectual tendencies is an

-

esgsential aspect of the novel, not only within itself, as a political
critique of béurgeois humanism or of cultural snobbery, not only in:its

structwral importanceras—narr&tionrhithin—thefncvelT—but—specificaiiyginw~4447?44444§

Mann's implicit criticism,og Zeitblom!sﬁrslationshipmtowLeverkuhnlswworkTVf Cm é

~the "subject" of the novel and certainly the issue most problematic to the
éuth&; himself. There are thus dangers in associating Mann too closely with
~Zeitblom's vision, of treating Zeitblom as an unconscious or simple-minded

spokesman for Mann's own perspective on Leverkuhn's work. This misconception
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' has generated fundamental errors about the "meaning" of the'ndvél both in

its,aesthbtic and its politiéal intentiéﬂs.(lr
Zeitbiom is a stubborn adherént to cultural tradition,'ndé&ithstanﬁing
the evidence or expefienée of its state offcrisisf Perhépsyhe has Qore to
losé in the recognition of a crisis in bburgebis‘cﬁlture;.‘his\ldentifica-
tion of hiﬁself as/one with>particular artiastic jgd?é;ent, and as a member
of én artistic "circle", is precious to him AQé central to his valuation of
- hgmself, But his cultu;ai status is eﬁrned; not innate. It is m&fé'a o
matter of hisfideological'v;lues and social status Ehén of creati:e urgeé.
He 'is not quick to move in his cultural sympathieé heyond old suppositions,
» »0ld institutions. The landmarks of famiiiar cﬁlture, for Zeitblom, map
his world for him; the social world is culture and this determines his
7 place in it. 1In this particular sense hiS'aduiation'of Leverkuhn's work
is an anomoly, a departure from his own moral’and Aestheticvsense, and thus
.more of a submissioﬁ of his own sense of self éo the cult of genius. Zeit-
blom's fundamental fénd'frequéﬁfly’ﬁéﬁfiﬁéﬁtél)'aﬁfééhﬁéht tamtﬁé”lé§£¢Y”';
of romantic traditions is otherwige inextinguiéhable. This is voiced ex-
plicitly throughout the narration (it is not accidental that he is a
teacher of classicsi), and exemplified repeatedly;' Late in the novel, for
exampie, his eloquently loyalist defence of King Ludwig‘s madness, intended
as a defence of the réaantic experience of "frantic extravaéance" in oppo-
s%tion to béth psychbanalysis and political comm;n sense, meets Qith ﬁnex—'
pected resistance from Schwerdtfeger (unexpected because Schwerdtfeger is,
after all, an artist) and amused tolerance from the other art%sts present

(422). ‘ &

In understanding the situation of art, the collapse of traditional

forms of expression in every genre, Leverkuhn is of course much'mpre astute,



more honest and therefore more authentic, 'Zeitbiom*s~sentimentaiity‘tnvaf:*"“‘**
*iably prejudices his judgement. | |

It does one good, among such impressive performances, to contribute
something oneself to the artistic entertainment, and I was gratified
when Excellence.von Riedesel, seconded at once by our long-legged -
elegant hostess, urged me in his south-German pronunciation, and

voice made more strident by his officer's training, to repeat the
andante and minuet of Milandre (1770) which I had ence before played

on my 7 strings. How weak is man! I was grateful to him, I utterly
forgot my dislike of his smooth and empty aristocrat's face, which '
out of sheer imperturbable insolence positively shone, with-the - - -
twisted blond moustaches, the smooth-shaven cheeks, and the gleaming
monocle in the eye under the bleached brows. To Adrian, as well I

knew, this titled gentleman was a figure beyond judgement or sen-

tence, beyond hatred or scorn, yes, beyond laughter; he was not worth

a shoulder-shrug - and just so, actually, I felt myself. But at -
such a moment, when he challenged me to contribute something "grace-
ful”, that the company might recover from the attack of the revo-
lutionary arriviste, I could not help acceding to his request

(278)

. . - T4
Zeitblom's sentimental attachments form the basis of his relationship to
cultural icons in general, to Leverkuhn's music as wellj often he apolo-
gizes for his lack of straightforward or calculated organization in the

-

novel because the subject is "too close to him In listening to Lever-
kuhn's later works Zaeitblom confesses. that
A man of culture, such as I am, when he/essays to talk about a
a work with which he is in such painfully close touch may be par-
doned for comparing it with existing and familiar cultural monu~
ments,..(Its birth) actually went beyond my mental capacities, so
that I trembled and was carried away. (358)
Leverkuhn's music may have been a radical negation of Wagner's; but
Mann's familiar infatuation with Wagner's extravagance is echoed in Zeit~
: ’ ‘ : s .
blom's submission to the power of Leverkuhn's musical energy. In Budden-
brooks Mann chronicles his own early passion for Wagner's operas through .
the musical education of young Hanno. The glorification of primfzive
energy, the unresolved yearning and the intense power of Wagner's music
become for Hanno a substitute for life. A later discussion of music in

Dr. Faustus will investigate further this aspact of music as a mediation



v of abetract power. The identification of the author with Zeitblcm 8 emotion—

N
s

Zeitblom.

al submission of his “mental capacities" to the hypnotic effects of Lever-
kuhn s music returns us to the problematic relationship betwenn Zeitblom,
as narrator, and ,Menn himsgelf. \

It is common to assume the hidden presence of the author in the poraon

of a fictional narrator. There are enough sly references to Mann, through

Zeitblom's susceptibility to music, for example, and through his parodistic

exaggeration of Mann's style of writing, as well as the moral outrage against

political events which one assumes is shared by-the author, tn make the .

’relationship between Zeitblom and Mann a problematic ona, Certainly it is

'never aesumed that Zeitblom is Mann; his aesthetic clumsiness and naivete,

if nothing else, preclude total identification. But a more rigorous under-

vetanding of the precise relationship between author and narrator is essen-

tial, This can be better understood after reviewing earlier attempts by

Mann to study characteristics similar to these we have described in

There is an earlier instance invwhich‘Mann'e etrateéy is to confuse
narrative with authorial voice., The story "Mario and the Magician" des-
cribes the inability of a group.of&people to resist the manipulation of a
hypnotic megician.7 We can recognize a similarly disarming self-conscious-
ness in the voice of the narrator,'who has neither the will nor the clear-
sightednessrto condemn the menipulation whole-heartedly.

I have got ahead of my story and lost sight of the sequence of
events. To this day my mind is full of the Cavaliere's feats of
endurance, only I-do not recall them in their order - which does

not matter...So much I do know: that the longer and more circum-
stantial tests, which got the most applause, impressed me less

than some of the small ones which passed quickly over...I can still
see the face of that stately, mustachiod colonel smiling and clench-
ing his teeth as he struggled to regain his lost freedom of action.
A staggering performance! He seemed to be exerting his will, and
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5 ' in vain; the trouble, however, was probably simply that he could
sf. “not will. There was involved here that recoil df the will upon it-
¢ self which paralyzes cholce - as our tyrant had previously explained

L ‘to the Roman gentleman., i

The narrator s fussy but quickly disnissed preoccupation with order,

his subtle distinction of himself from thé more plebian audience, his
- fascination with the technigge of the-hypnotist, all forashadoy Zeitblom's
manneriahs;‘ Note his half-tolerant amusement at the situation; tho donea‘
tication of the villain ("our tyrant") and the ironic treatment of the
victim, which create a paradoxical complicity in the narrator's desire to
render the event as descriptively - artfully - as it was brought about.
’That was a monstrous moment grotesque and thrilling, the moment of
Mario's bliss, In that evil span of time, crowded with a sense of
the illusiveness of all joy, one sound became audible, and that not
quite at once, but on the instant of the melancholy and ribald
meeting between Mario's lips and the repulsive flesh which thrust
itself forward for his caress.,
The value that is communicated here is admiration for skill; both the
Magician's, and implicitly, his'own. The attitude isisupercilious, ironio
and naive. The reader can easily be fooled by the narrator's‘complaoent
indignation AE the "commotion" at the end, the fatal;“liberation“ - but -
somehow the tone tells us to think agaln. Even hio sympathetic commentary.
on the difficulties of those accustomed to obedienoe seems to place the
narrator in a special category, a position of aristocratic diédain for
oppressor and common folk alike. In fact it is not this educated and’
literate visitor who resists the hypnotist's indescribable humiliation; as
with Zeitblom, his security allows enjoyment. Defiance cames from Mario,
son of a petty clerk and a washerwoman, waiter at a resort cafe. Our
story-teller is too fascinated with the "uncanniness" of the atmosphere

even to leave; too curious about the "fascination which he gave out inde- .

pendently of the prograrme and even between tricks and which paralyzed our.

.10 , . : '
resolve. In spite of the visitor's obvious gift for story-telling,
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he is unable to provide either himself or the reader with a readon for

remaining cooperatively in the Hﬁgician's audience. He mentions vaguely

\ ,
"inertia"; the inadegquacy of the explanation he calls to the readerfpvatten—

»

/tion Hith minimal concern. ' .

The natvete of the storyteller s attitude abcut the use of power is as

!
enlighteningahere in its connection to the later novel as the more conspic-
uous characterization of the gentleman from Rome, who tries to resist hyp-

nosis by honourably doing nothing. In Georg Lukacs' view, this gentleman

is powerless because "he acts from pure negativity...but mere not wanting
, - A

' . ) ' 11
isd%oo flimsy; it turns unnoticeably into acceptance and then surrender.”

Lukacs associates the negativity of "not wnnting? with Zeitblom's inef-
fectualness, springing as he maintains from a lack of positive ideals or

independent perspective on the situation, because Zeitblom is not a

‘socialist. Lukacs' reticence about including the narrator, and by implica- l

tion the author, in his accusations of susceptibility, is interesting.ﬁw

Lukacs too easily associates the narrator, both in this story and in

Dr. Faustus, as disguised spokesman for Mann's criticism of the reaction-.

ary villain, perhaps not forceful enough but certainly ethically commendable.

The analysis of passive susceptibility is a good beginning for an
understanding of Zeitblom's role, but it does not go'far enough, Like
other characters who exemplified Mann's artist—bourgeois dualism visible
throughout the development of his work the narrator of Dr. Faustus has‘\t
acquired historical grounding, ideological specificity in a political con-
text, and a place in an autobiographlcal structuretof self-criticlsm that
goeé beyond irony. We see Zeitblom's weakness of will to oppose reaction-

ary politics and his admiration for the superman figure of artistic genius

(aIWaYS, for Mann, closely alligned with criminality - as in his essay on
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Hiﬁler, "A Brother"lz) evidenced often enough in Dr, éaustus. This is ;n
indication of his ideoclogical confusiqn, which, in his rendition of aesthetic
theory and Leverkuhn's work provides a particular framework,'

The failure to place Zeitblom in a specifically delineated social con-

text has led to hopelessly inadequate interpretations of his role in the

novel. His weakness and cbllabﬁ;ationiSm in succumbing to the more subtle
-manifestations of Nazi ideology and aesthetics, which permeate his’'social
world, have been variously viewed as an aesthetic expression of Mann's
irony, an instrument of apologetic autobiography, and typically recognized
as an important structurél a#pect of the novel in.allowing naturalist des-
cription of social events to parallel the developmant.of Leéérfuhn's bio-
gfaphy. Undoubtedly these are all elements of Mann's motivation for the
use of an unreliable narrator to mediate the story of Leverkuhn's creative
development. But Mann's intention that Dr. Faustus should be "nothing less
than the novel of my era" requires serious consideration. Zeitblom is an
autoblographical figure allowing self-criticism; he is a structural device
allowing tricks of conventional narration to slip past the critical eye of
a demanding wr%ter; he is also a historically specific personality whose
ideological percentions of his world are, for Mann, a historical phenomenon

that demands exposure before the world itself can be hisﬁorically understood,

. B. Zeitblom as éQSifl Representative: Ideology and the Petit Bourgeoisie
The central fole of the petit bourgeoisie, the rural and urban middle
class, as the social base of Nazism has been generally recognized. Their
panic in the face of economic and social upheaval made them particularly
sugceptible to fascist ideology. The author’'s recognition of this involve-

§
ment was central to the realization and structure of Dr. FPaustus. Since
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Zeitblam is intended to be "typical® of a socigi t&pe,ﬂif ;ééﬁqrdégi;abléi
to portray what‘Ze;tblcm is representative of. It is through Zeitblom's
dual quality»of autopioéraphipal figure and historicai representative
that Mann placeslhimselg in hiﬁﬁory.v 

¥ =

The German middle class was faced with unusually rapid capitalist in-

3 The development

dustrialization in the latter fart of the 19th century.’
of industrialization in ﬁurope occurred simultaneouslyrwith the eme?génce
of "a monopolized form of capitalist (privaée) ownership of industry, which
produced a structural transformation of the éntire society. Because of
thé'particular unevenness of deirelopnent in Germany, th? middle class was
unAble to create either an accurate understandiﬂg of theég changes,'or a
;@u¢orresponding means of political control. | |

Monoéolization‘of economic ownership generates a polarization of social
classes, and in this pr~cess threatens‘tq eliminate the middle class;’ Be;
cause of the‘sudden and intense aptagonism that appeared betweeh>the in; 7
dustxiallclasses, the political conflict between employgrs and workers
became a dominant forc_e.l4 This dccurréd before the middle clsssgs,had
been able to transform feudal relations into a bourgeois democratié society.
; The economic ﬁhreat to the middle c¢lasses was exacerbated by their politi-
cal inexperience ang,gg;ii failure to understand the relationship between
‘private enterprise and monopolization. Monopolizati;n‘is/an-inheiént
feature of the development éf é;éggalist relations of production, although
i£ does not always consoiidatégifg;lf as quickly in juxtapositionrto pre-
' capitalist conditions as it did in Gerﬁany.
Through menopolization, because of the centralization of capital, all

forms of labour are integrated into the wage labour system. "Capital grows

in one place to a huge mass in a single hand, because it has in another
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place been lost sy‘many.'is AIndusﬁ:ializaﬁiﬁﬁ; ﬁhzggghQogpetitioélgég;dg\‘
to the monopolization of power through ownership by ;ifé;\corporaﬁiona,
whose spreading influence creates "the deéendehce‘of all social life, and
indeed of all the interrelatedness of humankind, upon the markegplace;fls
The petit bourgeois ideal of self-sufficiency and private ownership, which
had béén necessary to the evolution 6f capit#list ownership in its early
stages, becomes obsolete. The 1osQ of self-sufficiencgfand the increasg,
of dependence on wage labour (as opposed to self-employment) as a means
of livelihood, is accelerated by economic criéis; such as the dépresaibh
in Germany in the early 2Q'8.17 

The-supporﬁ of the petit bourgeoisie for fascism grew from their
eéondmically anachronistic rejection of the lossfof power'aha economic
security that they suffered through these changes, This‘qhange of sta#ﬁs
has been termed “proletarianization".ls Becausq of corporate amassment,
occuéations which appear tofse middle-class, suchvas‘tgchnicale or Q??;f?"¥
professional, low-~level mangerial.or scientific work, in fact become a
form of wage labour, rather than self-employment or employment with public
institutions or smallvprivaterfirms. The desire to fésigt proletarianiza-
tion in favour of an o1der form of social status leads to an ideological

<1

cohesion among a class which is ot@é&@ise highly individualized and dis-

kS

parate. The ideological cohesién;bf-the petit bouréeoisie, which eventual*_
vly took political foip, sprang fr;m:ai”negative unity"l9 based onvthe;r'
fears of their pwniégonomic irrelevance, loss of socialvétatﬁs, and 6ﬁher‘
S .
rapidfsoc;al and ;;ltural changes. Small property owners were thus led to
* support the propgganda of f#séistwpolit}cal objectives: "a state which
guaranteed the social status of the Mitte;étand and which protected it '“~rf\'\

Al

from all dan@er."zo,,Their desire was to reduce the powerful position of = -
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large industry and financ; capital and at ‘the same time to defeat the

grdWing workers' movement. With this aim the§\sought to guarantee the

protection of private property and'private ownership of production. To do

2
R

EX SR

this, they thought, they would need a strong state, one which would repre-

sent their interests with whatever means were necessary. Unaccustcmed to

K\liber&l democratic forms of representation, since the Imperial gcvernnent

e

i J%%ﬁﬂu‘ e -

had held at least naminal power until 1917, they felt that such a sfate, e

in the drive to decrease the powers of both workers and capital, should

[ N

not‘be impeded by parliamentary or constitutional limitati/ons. 21 )
The subjective aspirations of the petit. bourgeoisie had long been
superceded by the development of productive forces. Their-ideology was
tied to the productive and social relationships which characterized early
capitalism. Th;s though their perceptions of their own social relation-

ships had been formed by those social relationshi?s had developed

between their conceptions of social forces, and the evolution of the’ forces

themselves. Their ideological reflexes, as "echoes of the life—process n22
E N

were incapable of scientific\EValuation of contemporary political develop-
a :
ments. As Marx pointed out, the specific property relations of social

i £ R A ek LA S b B

organization bring forth specific forms of consciousness. In the develop- ‘ 1

ment of capitalism these forms of consciousness become ideological because -

Bt e

they remain imprisoned in social appearance rathez than dynamic essence,
. . "\ .
-or inner laws, of social reality. This mystificatiopn of the basis of

social relations in fact contributes to the dcmination,of the rulers of

society, who also rule the ideology of its members.23 The role of the !
state becomes obscured through such mystification; the structural emergence

of polarized classes has led inevitably to the dissolution of bourgeois

<

"universal interests"™ so that the gtate no longer represents the whole of-
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society. A schism ensues,bétween the class fu#ctibﬁjofrtgé Q;;fé;iéhaéwié,
the obligation of the state to support thé maintenance of claés relations
in production, and its'political function to r;spond to representative
institutiqné.24 . ) | B ’

In Germany, economic crisiénéontributed to the dissolution of avliB-

eral or representative state which had never found strong support among

the Gérman people, After 1918, the social democratic government maihtained

'its,power,onlflthrough a compromising ailfaﬁce with the power base and

administration 6f thé.precéding feudal-authoritarian state, The power of
thé consexvative judicial éystem, militdry, rich industrialists and ;gnd—
owners both maintained and undermined the liberal democrétic regime.
Throughout’the duration éf the.Weimér republic, the public "political™
arena of socially representative institutions was furfher separated from
the class function of the state.25 Because of this separation, the real
determining powér; in economic and social policies were dngﬁised’by the
apparent responsibility of the state for determining poiicies over which
they had no contrﬁl. The execution of real power in the society was con-
trolled by forces which Qére separated from the political instifutions in
which socialiéts who wanted to éhange that order were seated.26 ‘The in-
ability of.the SPD governméﬁt to replace the imperial administration and
judicial system, or to effect significant ecpnomic changes, has been well

documented.27

‘Parliament,has the popular institution of repregentative govermment,
was increasingly overshadowed in the administration of political decision-
making by the reactiongry legalrand militafy institutions and the industrial
ruling class. The separation o§ the public "political® grena from thé

class function of the state was developed to an unprecedented degree by



fagcist govermment., During the period of fascist power, the state was con-

trolled by the indepgndent~power of National Socialism, in alliance of
course with the economic fﬁling class. The ecdnomic el}te collaborated
with a political power that.was in many Ways indepenéent, but ensured its
own power by a mass base. While the interests of the fwovpowers frequent-
1§ coincided, they were’not the same forces. Support from the economic
elite for the NazivParty was based on the assurance of a stréng sﬁate, the
ability to overcome economic crisis through militafyrexpenditures and
rearmament, an expansionist4foreign policy, and the complete political sub-
juggtion of the German people, particularly fhe labour movement.

The irony of this alliance was that the development of large indu@-
trial cartels and mérgers was facilitatéd by this §;11a5ce; the free mar-

ket, which the petit bourgeoisie sought to pro%eét, met with no support

from the party who h;ﬁ prdmised its mainténance. Because of this diche~ —-
tomy, it is necessary to distinguish between the social base and the
social function of fascism: "The social basis and social function of a

party need not necaésarily correspond to each other at all, and for the

most part they do not correspond....

By dealing with the character of the fascist supporters we can
raise significant questions about their political and social ob-
jectives, their consciousness and the ideology of the fascist party.
At the same time it should be emphasized that the situation of
these small property owners is not the decisive and ultimate cause
of events, but a single-factor in the total social development.
Moreover, the social situation of the followers is itself a product
of the centralization of capital. Furthermore, consciousness is
not exclusively a product of their social situation but is condi-
tioned by the dominant ideology which im expressed in the form of
social norms and conceptions,..which ta a high degree correspond to
the interests and world view of the dominant class. Within these
limits, therefore, studies of the social basis of fascist movements
can contribute considerably to a theory of fascism.ze

Of course objectively it could not.have been in the interest of the

petit bourgeoisie to support fascism. This support came not from an
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§bjective appraisal of’whére their iﬁtérests”cuuid*bett&&%1ﬁqu%mnnted7‘*l"*4*"ff
but from the false consciousness of an increasfngly>irrationalbright~w15g
ideologj} ,

 The middle class of Gérmany‘were primarily accustomed to thinking of

society in terms of social status rather than economic toles.zg It is sig-

e

nificant that members'pf this class termed ﬁhemsélves members of the
‘Mittelstand, a term more co#cejned with status than'wi;h‘dlass; ~thus-the - - .
term "middle class" would be chsidered,highly unacceptable, The popular |
ideology.of the petit boﬁrgeoisie viewed society as an organism, never

analyzing structurally the enforced antagonisms‘ﬁnd'class distinctions

within a class society.

One way to describe the whole transformation (between the estab-
lished values of a pre-industrial culture and the new urban and -
technological civilization) is to draw upon the distinction between
"class" and "status". The Modern concept of class refers primarily
to a man's wealth or to his objective place in industrial economy.
Status, by contrast, suggests a place.of social honor and a certain
style of life which is based upon convention, and upon the "subjec~ _ .. __
tive" estimates of one's contemporaries. The great German sociolo-
gist Max Weber argued that during periods of economic stability,
class and status ranks would tend to coincide; for rich families
would eventually become “"good families" as well., During periods of
rapid socio-economic change, however, class patterns would at least
temporarily conflict with the established hierarchy of status. This
is exactly what happened in Germany during the late 19th and early
20th centuries., ‘

The petit-bourgeois agsumptions of cultural vs(uper‘iori'ty , to. the union-
ized labour movement in partiéﬁlar, were o£ the utmost importance, and
contribut;d significantly to theii alliahce agaihst the labour movement and
their éontempt for its organized political party,lthe SPD.V‘We haQe seeﬁ
this assumption of cultural superi;rity exemplified by Zeitblom; his in-
sistent adherence to familiar cultural mythologies is motivated by this

reliance on cultural status as a basis for social definition. As an ideo-

logy of a larger social class, the notion of exceptionalism and self-
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sufficiency"was, in addition‘fo everytﬁiﬁéweléé;rp;;adoxidal in light of
growing dependence on finance capital, |

The éfpfessionai sectors of the middle clasé were engéged in occupa- ’
‘tions that were relatively untouched by indﬁstrialization, and by the

- "revolution” which in 1918 replaced the Imperial goverﬁhent with a social

democratic republic. Yet there were major social developments in the

Weimar period, with which they were ideologically and politically unpre-

pared to copet The Republic, in spite of its sgpposed transformation o£-
the‘political form of govermment, left mény social and economic institu~-
tiong to/develop autonomously. The congtitution was based on a concept of
equal representation and the balancing coméetition between pluralist in-
terést groups.31 Economic developments in fact facilit&ted'thp rapidly
developin§ power of large monopolies,and'éﬁauing sbcial and class conflict.

The incompa%ibility between the available political responses, and the

dissatisfaction of large sections of the German ééoéié}‘iéaufsvaﬁtéﬁéiﬁyiaﬂhfﬂ”’

evolve new forms of political response.

C.’»“Prussian“ Socialism and the Intellectuals |

For the most part German intellectuals foﬁn@ themselves unable to
accept either the ineffectuai.democratid liber#l;sm;of the capitalist-
based Republic, or the narrow version of socialism espoused by organized
labour and the left, influenced as it was by crude materialism and re-
visionism. As a result, trends emerged whose purpose it was to supply a'
new interpretation—to problems of industrial éapltalism.32

The social conservatism and antchapitalism ;} the intelligentsia

gave rise to new concepts of "German" or "Prussian" socialism, which were

intended to revive_pre-industrial socio-economic values, in effect attempt-~

\
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ing to transcend,both,contemporaryecapitalismeandesocialismT——Ehe~netien44444~——r—f

of'German exceptionalism, which Zeitblom, like Mann,- propagated during

3

the period of the first World War, was used against existing models of

socialism (in Russia) apd capitalism alike. This was the milieu that pro-

duced Spengler s Decline of the West (1918), which promised a new German

e

outlook on the decline of Western civilizatfbna ﬁbengler was a profound

PeSSimift; influencedrby Nietzschel,Whg,@ngouncedrthgddecadenoerandrcomingrlrlrnn,l
catastrophe of European civilization with fashionable fatalism: his un-
named presence "lurks behind the Kridwiss attitudes” in Dr. Faustus. -

>

Spengler's "biological" treatment of social istory heralded the demise of

the 19th century 1deologies which placed econ v
i
. conflict. His thesis was that liberalism and

cs at the base of political

-

sm were dying out because

’

they left the soul of the people out of their calcu ations.34 Spengler's
new definition of socialism, as. "the will, the organiza .on, and the dis-

cipline which kept the community in trim for the great battle of blood and -

money,; the battle between politios and capitalism“35 was further developedr

in his elaboration of Prussian Socialism: in Germany the conflict was not
between the manual worker and his employer, who were both workers, butr
between the forces of creatiye production and the crude power of money.

- 3 . ’ . -

Prussian Socialism would be an international manifestation of the "faustian

will-to—power":36 nationally, the absolute domination of commercial lifeﬁ /r]\

by the atate, and internationally, the colléotive_will of Germans for

world domination.

Spengler's mystical notions of an organic people's state were eagerly
received by a public who welcomed the "contemporary" repudiations of
Marxism and liberalism in favour of cultural nationalism and social

conservatism, These ideas were welcomed by the patriots of World War I

b A A e e e g Dt e v i ol



on the same basis that Western culture had been scorned during the war for

its individualism and shallow materialism. Spengler's notion of a state

which would mediate in economic affairs, controlling commercial trans—
actions in the interest of the people, contributed to the enthusiasm for a
"strong state which would guarantee the social status 'Of the Mittelstand

‘and which would protect it from all danger.” n37 The goal of reducing the

' powerful positions of large industry and the workers' organizations, in -

order to guarantee private ownership and the maintenance of cultural priv-

| ilege could ostensibly only be carried out with a strong people 's" gtate.
This,notion that a strong state power, independent of‘thqlspecific

economic tensions within the society, could assume a major role“in.social

) reform,'merits further comment, since it is impossitle to understand the

peculiar dialectic between social democracy and.the ideology and practice

of the fascist movement without reference to perceptions of the role of

the state. The myth of the political neutrality, or- autonomy, of the

rstate contributed to the naive optimism of the SPD regarding the possibi? :
lities of reform in Weimar Germany. 38 To some degree a current of ideal-

ism regarding the potentiality of state_reform'had been present in £he- “

SPD from its origins.39 "Their ‘aim duringrthe Weimar period was the gradual
transformation of society through control of the state apparatus, achieved
] through parlianentary majority. BAs a current study of this theory;demon-

strates, the "revisionist" assumption, which had gained currency within the
SPD- long'before'its‘assumption of state- power—in—19187Arestsgonfthe—hepe -
that social re%erm and a demccratic constitution+canAguaranteeca_democratic .
) society regardless of its economic structurefu The government is seen as a

_ S
body balancing between various pluralistic interests, able to determine

social policy and the distribution of wealth regardless of the ownership
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of the productive forces.4p A parliamentary majority can increase the pow-

er of the state to intervene in economic relations, to rediatribute the

social wealth according to political whim. In this perspective,
capitalism is geen as a technical .and rational institution where
only its organizational top remains capitalist. Thus, the intro-
duction of socialism merely requires changing top personnel,

. rolling back the capitalist oligarchy's influence on economic pol-
icy through a strong social-democratic govermment, and gradually
dismantling the top by replacing it with planning experts‘4l L

Mann's own sympathy for this view, which will be discussed in a later

chapter, was strong enough to contribute-to thevcreation of the figures of
benevolent leadership in the Joseph trilogy, and was shaken finally, in
hia old age, by‘disillu31onmant with the Roosevelt administration in the

“ﬂﬁghited States. His optimism regarding “the avenues for reform opel to a

‘reformiet state long outlasted its real viability. The considgfable in-
fluence of this perspective in Weimar Germany provides an exémplary case
study of its errors. The ignoring of the power of economic.rélations
meant a’sﬁbmission'to them, Rather than ‘a clear strategy'for social trana-'m"*ﬂ*~
formation, the SPD muddled through unsuccessful attempts at social change
which in fact contributed to the consolidation of econqmic monopolies.42
The power of these industrial giants, and the corresponding bonding togeth—"
er of the workersl movement, leftilittle room for private entrepreneurship.
But Mann, like Zeitblom at a later time, was still prone»to viewing the

worsening political situation as a queetion of ideological'confusion.

The right-wing appeal, like that of Spengler, to the subjective fearsb

of the middle class contributed to/the growing irrationality of a position
demanding restoration of the past, withoutlserious considerationror”the
economic imperatives of the present, that is, of the evolution of produc-
tive or economic_relations in a capitalist society. This was inevitable

in a philosophy that had no use for economic analysis. For the petit
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hostility toward present conditions, created an irresolvable schism between

subjective notions of sOCial justice and the objective development of
‘industrialized society. Mass propaganda played on this irrationality,

' fear, and hostility, substituting the promise of unity within and support
from a strong state, which could unite the people around a strong leader,
for a more judicious analysis of centemporary problems. Mass neqspaperg
were bought and produced by entrepreneurs, so)that they might editorially
represent political blocsrfounded upon'common economic interests. In this
‘way industrialists and landowners used their increasing economic power “to
) influence«popular opinion, scolding the masses for allowing "materialism”

and "interest politics" to replace idealistic traditional values.

’

The political propaganda proposing a strong state and an organic
"people's" government emphasized implicitly the irrationality of historical
. development. In a situatiqn”inrybish,tbé ??Pjﬁgﬁti99n9f>Fhé_EEQE;QUEQ_t§§; ;_Wi,
laws of the market’system is real, but hidden, it is inevitable that
people perceive history as fate, with people themselves manipulated as
historical'objects.44 This perception necessarily played into the passiv-
ity of the authoritarian personality, uhich sought the abdication of their
own responsibility for thougnt or decision in favour of a strong leader

capable of uniting a dispersed and fragmented population and giving them

feelings of power through his own power. Thus they seek the pleasure of

self-abnegation,‘orrthe loss‘of the individualized ego (what"Schopennauer
had described as involved in the production of a work of art: submission
of the will to the pleasure in beauty ), which could be enaeted in various
forms; the‘individual could submit his own autonomy to the mass 1eaﬂer,

and yet never perceive the process as a political one, The pleasure in
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this summission must derive from viewing the mass leader as #he personifi-

cation of the uni§> and soul of the people, finally regained; the strength
of the people as an organic mass finds its expression in the strength of
the totalitarian 1eader.46 =

The cult of individual heroism as the primary determinant of histor-
ical progress was and remains a cornerstone of bourgeois romantic ideology:
the proliferation of romanticized and semi-fictional biographies of his-
torical figures in fhe popular reading market of tﬁe Weimar miédlé class
attests to the popularity of this sentiment.47 “The forgetfulness which .
sees only the policies and decisions of a heroic leader, and denies the
participation and moving force of the masses of people, represents another

form of self-abnegation, dismissing from historical consciousness what is

not transcendently heroic. Zeitblom's contempt for Hitler's crudeness is

balanced by his submissive awe and suspension of judgement in the presence

of artistic genius, his aversion to political gymnagstics replaced by a no

" less sentimental and gself-effacing worship for the "great man"™ figure

represented by Leverkuhn's aloof, prodigally and demonically inspired drive

to create. All of Zeitblom's critical activity, emotional energy and per-
haps even his sexuality, in a sublimated form, are channeled into his in-
tense preoccupation with Leverkuhn's life. As I will discuss in a léter
chapter, this individual submission to the personification of artistic
genius is an indispensable feature of Zeitblom's rolé'and personality in
the novel. BAs school teacher, "humanist" and aesthetic snob, Zeitblom.
sees the personal characteristics of Leverkuhn - and of others - as heroic-
ally important. Zeitblom's inability to understand politically the social
basis of his hero-worship and cultural snobbery is brilliantly representa-

tive of the habits of thought of the petit-bourgeois intelligentsia during

A Gl e

[



1Weima.r Germany's repnblican era.v - i
The emphasis on social status and the exclusive role of the intelli-
gentsia was part of a systematic .attempt to perpetuate anachronistic ‘eco-
nomic models.‘intellectuals rationalized their oyn position in society by
emphasizing cultural values and idealist notions of an "organic" peoples'
~ state, When‘the ideas of coneervative“intellectuals appeared in vulgarized
form in Nazi newgpaperq, such as the call of Qig‘ggggfoé a "Thixdetzontf
to cari:y out a "revolution of intellectuals"48, there do not ,apoear to
have been loud objections. Zeitblom's nnhappiness at the blithereatisfac-
tion of the Kridwiss Circle in the face of an anticipated wave of primi-
tivism and barbarism exehplifies the complacency of this intellectual
de-politicization. R |
It was an old-new world of revolutionary reaction, in which the.
values bound up with the idea of the individual - shall we say

truth, freedom, law, reason? - were entirely rejected and shorn of
power, or else had taken on a meaning quite different from that

given them for centuries. Wrenched away from the washed<out theo-

retic, based on the relative and pumped full of fresh blood, they
were referred to the far higher court of violence authority, the‘
dictatorship of belief - ...

Freedom was given to thought that it might justify force;

Although I felt sick at my stomach, I would not play the spoil-
sport; I showed no repugnance, but rather joined as well as I

could in the general mirth; particularly since this did not neces-
_sarily mean agreement but only, at least provisionally, a smiling,
gratified intellectual recognition of what was or was to be.
(368-369) \ :
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- III. Leverkuln's Music: - e

A. oOrder gnduAllegbry , ’ T
It is not the "subject™ but the making which is the object of con-
templation. This is central to Modernism: it sets fomm over life,
pattern and myth over the contingencies of history; the power of : )
the fictive presides. And yet that artistic absoluteness ('I
should like to think of art as absolute', he commented) is persis-
tently compromised in Mann's work.1 ‘
' e The anachro@ism of Zeitblom's world view, imbedded as it is in the
naively complacen£ ideology .of petit-bourgeois -idealism, allows Mann to
narrate through Zeitblom the story of the novel with the use of tradition-
al naturalist description. The historical events surrounding the events
of the novel are always tangibly formulated, with the peculiaf mixture of .
objective description and pedantic obscurantism which Zeitblom invents to
explain what is going on around him. The time sequences involved in .
these events, and in the experiences ofwcharacter development in relation
to the historical occurerices, are complex but clearly “"objectively" co;?'

sistent. Zeitblom's social'pqrspecfivé is é;e which can record the events
of‘history, gfaﬁd historical events affecéi;g the world or small ﬁersoﬁal i
upheavals, without the need to question his own subjectivity. AHis own
emotions or identity he attempts to ignore or obscure at'all'cqgts - un-
less it relates to Leverkuhn. Therefore his attention is riveted onﬁthe
questions of Leverkuhn's art, the times in which heAwriteg, ;nd‘the 36ci;1 .
world surropnding Leverkuhn., He does not beccme involved in éearqhing'
inside his own identity, or questioning his anwéerceptipngg he :are;y~
modifies the descriptive flow of the biography to turnm his own perceptionb
upon himself., After all; the irony of the narration does not,’for ﬁhe
most part, flow from Zeitblom's pen. This literalism and self-effacement

molds the narrative structure, allowing the reader's attehtion to remain

centred on the description of Leverkuhn's art without losing allegiance
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to the objective dimensions of time and social context not available

&

throughpa more 'é;eative", inner-directed imagination such as Leverkuhn's
(from whaﬁ we can surmise at such an emotionalrdist#ncef. The h;t of
hnplicit'.distgéncing inherent in irony is unavailabl‘ Zeltblom, whose

’ humilitj and éelf—efface;ent is apparent.af every interval in ﬁhicﬁ he
dares to interjecf his own comments’, Th{s embarrassment, which is ré#lly
unjustified in terms of his mastérful accpunts»of the art he obsérves, be~
comeé almost unbearable when ﬁe encounters Leverkuhn's music, In general
his primaiyvsource‘of unhappiness concerning his own inabilities seems to
be the lack of cFlculated organization in the constructioﬂ of the novel:
hig ambivalent admir&tion for Leverkuhn's system is relatéd to his own "
fear of ineptitude'ih.that sphere. 1In confronting Leverkuhn's music, his
feai is not mere1§ lack of system on his own part but the possible inabil-

ity to translate into words at all that subjéct "with which he is in such

péinfully close toucﬁ,.;(Its birth)ractually weﬁ£ Bééénd ﬁf,meﬁtai c;é;;
cities, so that I trembled and was carried away." (358)
Zeitblom'srtremblipg huﬁanityiof course offers éharp'confrast to Lev-
erkuhn's cool intellectuality. Zeitblom is constantly nonplussed by
.Leverkuhn's cool ;nd ironic temperament;

But Adrian's attitude to the curious phenomenon differed from mine
in what was after all so distinctive a way that it soon occupied
me more.than the subject itself. I mean that even while he mocked
. he set store by preserving the right to appreciate: set store by
the right, not -to say the privilege of keeping a distance, which
includes in itself the possibility of good-natured acceptance, of
conditioned agreement, half-admiration, along with the mockery and
laughter. Quite generally this claim to.ironic remoteness, to an
objectivity which surely is paying less honour to the thing than
to the freedom of the person has always seemed to me a sign of un-
common arrogance. In so young a person as Adrian was then, the
presumption of this attitude, it must be admitted, is disquieting;
it was calculated to cause one concern for the health of his soul.
Of course it is also very impresSive to a companion with a simpler
mental constitution, and since I loved him, I loved his arrogance
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as well ~ perhaps I loved him for its sake. Yes, that is how it

was: this arregancerwasfthe,chief,motivelof,thelfearful,1oyernhi£ﬂLl,”ﬁ,_44

all my life I cherished for him in nmy heart, (67)

It is precisely this arrogance in Leverkuhn that makes a mockery of

L4

romanticism, and seeks an elemental "break—through" which will purify

;expression and release him from his own reflections. This search is the

cause for Leverkuhn' s,“tragedy ' which'Lukacs-represents as the tragedy
. R - "l] V ]

of bourgeols culture: -

on the one hand how the purely subjective, that which is estranged
from and desﬁises all community, is rooted in the modern bourgeois
individualism of the imperialist epoch; and on the other, how-this
dissolves, just as inevitahly every bond, old and new, both within’
society and within a work itself, For. this reason, Leverkuhn's
parodistic attitude is a mark of his: intellectual honesty...Long-
ing for synthesis, for control, for order and organization, though
. such_a longing has no foundation in popular life, in the social
worla\ but is the product of the same subjectivity which creates_
the disintegration. The longing for order, therefore, is itself

- indirectly a disintegrating tendency; hence lt destroys\itself 2

In the literary creation of Leverkuhn's compositions, the development

of an indivicual work follows upon intellectual—conceptualization. In

" Leverkuhn's work, the'actuallmueicel'composition, once he has developed
his own method, flows from'e rationally conceived systeh of organization
wﬁich has been constructed before the actual process of creation. The
ionovative method of conscious construction of specific works replaces
iospiration'with craftsmanship,’bringing forth constructivism as a new
form. Levefkuhn's musical structures follow a desire to merge speech with
mggic\ggfgggh this technique; ae Mann's style seeks a merging of music
into speech, The problematic'natureiof this formal innovation of Lever-
kuhn's own imaginative world, and how Mann treats this musical "system"”
contextuelly and formally within the novel, is an iodication of the extent
to ﬁhich Mann was conscious of the problems of form raised by a re-evalu-

ation of culture and politics in his own art.
“=n

s



| I am going to introduce the discussion of Leverkun;,s ‘creative work
with a critigue of a particular methodology which’ has attempted to ‘under-
stand the significance of Leverkuhn}s music within the novel as a whole.
I heve chosen Gunilla Bergsten's analysiefas a focal point’for this‘crit-
ique because hers is the moet erticulete example of tne view'(shared by
Zeitblom) that Leverkuhn's musical images - and by analogy, Mann's use of
these images - must be "interpreted symbolically." n3

Bergsten maintains that Leverkuhn, like Mann himself, attributes the
threat of artistic sterility to the exhaustion of artistic conventions:
SPontaneous'invention is "impeded by reflection ind by the paralyzing"
feeling that everything the conventional novel can express nas already
been said."4 Mann's own creative interpretation of this situation will
ne left for a laterldiscussion. .The concern.here is with theﬁ&pterpreta~

“«

" tion that the historical pastiche surrounding and reflecting»Leverkuhn's

[

political events of the times. Within this interpretation lies the assump—
tion th§t the crisis in culture is an autonomous one, appearing to the
artist as 'dissatisfaction with traditional forms, in the curbing of
‘invention' by means of critical reflection, and, finally, in a tendency -
towards experimentation with structure."5 In other words abcriais has

attacked the "technical horizon" (239) of artistic forms, and so the art-

ist must suffer imaginatively in the search for new ones. Bergsten's -

reduction of this aspect of the nove1,~the story of Leverkuhn's music, to
problens of form resembles Zeitblom's being "lost" in culture ‘and in the
tradition of‘the Enlightenment, to the point that he sees political threats
to culture (and here, to artistic conventions) rather than to people.

Mann's experimentation with method is described as the development
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of motifs, besed on evmusicalst;ucturé; which“parallelgthesFaustianemythllli;\ll;
with‘Germen nistorical evolution, and with the aesthetic.problems of the

, . novel faced by the author himself. Bergsten's synopsis of Mann's methodl
defines the parallel relationship between Faust, German history and |
aesthetic development {(which she briskly terms adventures of the novel"%6
as allegory It'is strange that in Leverkuhh's case this aesthetic ex~
perimentation with constructivist form is proposed to be aymbolic of Ger- =
many'sl“dark‘destiny",j while Mann's intensified use of precisely the
game c%eative methods 1s necessary for the realization of his theme: “fo
balance the subjectivity of ruthless'self¥re§eletion, and -perhaps elso to

| help him withstand the inpact of his owniinsight,‘Mann needed a solidl§ L
objectiﬁe'form.‘ This he found in the montage‘“tecnnique.“8 While the ’
distinction is not clearly explained, it appears that Mann's useiof such
techniqdes is necessary to maintain a complen structure of metaphor;
Leverkunn's”use of similar techniqnes,ron,the other”hand;,is thé,;ﬁ%BLE,WMfQ
of unheaéthyvnarcissism, cold intellectualism, and Faustian arrogence:
The artist here personifies the association of artist criminal and mad-
man, corresponding with Mann s associationLof these in Mann's essay on
Hitler.9 Mann 8 psychological concern in portraying obviously historical

w10

"figures facilitates his ,metaphorical way of portraying historical drama;"

Arbuting to them "a symbolic meaning above and beyond their recognized

2T : 4 _
‘fiﬁhievements."ll If Mann's depiction of Leverkuhn's work is in fact

metgphorioal of demonic collapse, the self-oonscious identltlcationawith
precisely the same teohniques is presumabl& then enlightened self-criti-
cism: that~is, he would not deploy these methods if he had the éhﬁice and
ig sorry that he has, and, symbolically; warns us against them through

Zeitblom's humanist objections. BAgain, the good-natured identification



of Zeitblom as a confessional voice for Mann s gquilty conscience puts it

all in easy perspective.

Bergsten employs the terms "allegory", “metaphor" and "symbol" not

.

only to explain the connection between Leverkuhn's work and Mann's fic-
tional mode of description of it, but as an attempt to ‘account for the‘iﬁ?

obvious relationship between Leverkuhn's life and the general collapse of

German cultural and political structures, Accordingly, she arrives at the

ludicrous conclusion that "Mann so greatly expagds the symbolic signifi-
cance of the indivicual that he arrives at the romantic identification of

the individual with the race. And psychology is only a metaphor wl2 -Sso
that the need for an ethical and metaphysical perspective within tga

¥

novel creates yet another metaphor,~that of Germany's pact with the ‘devil,

The problem with this model of "metaphor"”, common as it.is, is that

it implies that the identification’between the indiv#dual psychology and

historical development is an artistic one - an aesthetic unity ccnjured

up in the imagination of the writer -and existing in the autonomous world

. of the imaginative structure. This is precisely the error in interpreta-

tion made by Zeitblom, to the extent, that is, that he draws the ,connec-

tion at tllg .

: And Ftill! Little as it was possible to connect his worsening
health in any temperamental way wifh the national misfortune, yet
my tendency to see the one in the Iight of the other and f£ind sym-
bolic parallels in them, this inclination, which after all might .

be due simply to the fact that they were happening at the same
(;' time, was not diminished by his remoteness from outward things,

however I might conceal the thought and,refrainlfromrbringihg it
up directly. (342)

.

This failure to connect Leverkuhn}s creative impulses or work direct-

1y and internally to the historical conditions which affect them is one

aspect of the "secret that the two protagonists are identical with each

other” that Mann‘refersito in Story of a Novel.ii, Zeitblom, infatuated
e ,
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. 'ashe:hiﬂdtheverkuhnsgeni&s,{pxwmeteeanaw(;;;;;;thateuehaeenneel

£

tion exists. But an integrated or specifically social evaluation of

»

Leverkuhn's work does not flow from this awareness.

Mann does rely on a form of{allegory in his integration of myth and

pastiche, and this is the common interpretation of his fictional identi-
;fication of Leverkuhn, Rietzsche, Faust, and German history;14 But as a.

'key,tQ"thematiclinterpretatign”thémmoﬂel of allegory,isnaelimiteduone+r_iWr;r;rmri,

°

since it treats as separate what it is supposed to connect, obscuring the

theoretical distinctions to be made between the basis of allegory in

E 2

thought and the connections Mann reveals between social history and the

individualgsubjective experience. The allegorical agsumption is restric-
tive in a formal analysis as well, since it obscures the meaningful
developments in form taking place through the novel,

The ascendence of metaphor and symbol to.its position as dominant

_ form of description and egpression has in fact characterized _the evolu-~ ,

tion.of modernlst poetry and fiction.15 The aesthetic assumptions whi;h

generate such'emphasis in the literary genres have inevitably invaded

methods of criticism as well., In the creatiye process the reliance on

metaphor is born of the need to restore unity between artistic form and

its material where such u;i;?‘is not generated spontaneously as a link

' : P . “»
between the poetic and cS’ emporary artistic conventions. To the degree

‘that this loss of unity affects the method and scope of artistic inspira—

tion, Mann is in agreement with the devil lér rather with Adorno:,

Certain things are no longer possible. The pretence of feeling as
a compositional work of art, the self-satisfied pretence of musie
itself, has become impossible and no longer to be preserved - I .
mean the perennial notion that prescribed and formalized élements
shall be introduced as though they were the inviolable necessity

of the single case. (241) ‘ »
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The unity between "prescribed and—formaiizeaeeiements”rof‘artistic

convention, and the shape of emotional experience seeking its own autono-

- mous expression through the "inviolable necessity of the single case"

suffers not just in music but in the evolution of fomm itself, through the

>

,expanding of the technical horizon to accomodate the indivxdual search for

freedom_from such conventions. In the realist novel of the 19th century

the "formalized elements” were based on a unity,:embedded,ingtheuplotr,,,iirmi

character, and descriptive,aetail, between the individual and the typical.16
Tﬁek?riter's perspective allows the creation of “lasting human types"

portrayed within a depiction of concrete social development".17 'The pos-

gibility of conceivingﬁindividual experience, even the most private and

- S , R
intenge subjective experience, in the same moment and within the same
Cd

social totalitg»(even when the individual was in an antegonistic position

to that social totality}L\ this possibility was essential to the structure

of the traditional realist or bourgeoisinovel, The thematic,structurefofe ffffffffff -

the novel, based on a dialectical relation'of community and opposition,
upheld even as arproblematic matter the viability of individual values

and activity.18 fhe potentiality of. this relation‘of totaiityvhad passed -
and with it, of course, therartiStic'conventions which were,the'expressions,
the mediated form, of that visiOn.l9 L |

The modern world has caused the loss of such. totality. The contem-

porary status of metaphor, as an over-determined form, is born of the

attempt to restore unity between form and its material, empirical genesis.

Symbol becomes a means of transcending the epparent randomness of everyday
life. "Because a principle of»unity is felt to have been lost, the present
seems to lose its organic connection with the past and the future. Timeé

becomes a series of fragmented instants, and a sense of continuity gives

|
!
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way to diséontinuity."zg’ The creation of metaphor signifies an imaginative
striving. for order, as "reality, of more dimensions than the individual

artist can cope with, decomposes and shatters the novel."zl' Though it is

not, I would argue, mere caﬁglexitx which. shatters the form of the novel,

!
3
E

but thersevering of connectedness betweén "facts" - social evénts, objects,
historical experience - and the comprehensive shape of the imagination,
which raises the rubric of complexity to explain the seeming incoherence
of the'material world, The lending of metaphorical struéture to the

aesthetic organization of material is then a metaphysical acceptance, and

attempted transcendence, of such alienation. 'Cfeativity in Buch a éqntgxt

is forced into self-consciousness. "Language ceases to be what we seév‘

thQOugh, and becomes what we see."‘22 This leads to‘the "aggressive aes-

theticism"23 of the artist in the search'for‘strﬁctufal 9nity:‘£h;.order

of the abstract;y.logical imagination, which in the endrreflecté oniy it-

self. Artistic order then’becomés'subjectivefWin ﬁhé'end”a”ﬁegatiéﬁ”qf;"””’

the objective world, an assumption éﬁat 12 is inherently, and perhaps

inevitébly, inexplicable, | . " b
Mann's fictioﬁai treatment of Leverkuhn's work reflects his own re-

jecéion of th% extfgme aestheticism paralleling Leverkuhd:s attitudes to

his oWn,early work. Therefore it is important to resist a mode of analy-

—_Jsils which does not recognize Mann's very particular approach to allegory

in the novel. Walter Benjamin's study on allegory proposes the interpre-
tation that allegory is "the dominant mode of expression of a world in

which things have been for whatever reason utterly sundered from meanings,

I
|
! »
— ,M..W.r..w,‘.wﬂm«wwmu .
|

from spirit, from genuine human existence."24 In Bepjamin‘s terminology,

"allegories are in the realm of thoughts what ruins are in the realm of

thingé...

bt o i S



gIn other words, the object itself is henceforth incapable of pro-

jecting any meaning on its own; it can only take on that meaning
which the allegorist wishes to lend it. He instills it with his
own meaning, himself descends to inhabit it; and this must be un-
derstood not psychologically but in an ontological sense. In his
hands the thing in.question becomes something else, speaks of
something else, becomes for him the key to some realm of hidden
knowledge, as whose emblem he honours it.25

‘In criticism, the reduction of meaning to metaphor provides an explan-

ation of connections between disparate elements - between music and German

history, for example - which tends to sep‘arate rather than to\co‘rf&tthe

meanings of each. If a figure isrsaid to "represent" a certain\meaning,
then in its eSsence, and in the relation of its own features, it is sep-
arate from that meaning. Each thing‘ described'remains inherently autono-
» méhs from the‘other,‘since what‘unites them is not’internal relatedness,\\
but imaginative, arbitrary assignment of resemblant meaning to frozenv

things, a dance of the author's imagination for which the viewer must rely

on inside knowledge, good fortune, or concentratedfstudy to comprehend.

.which both objects\and people, in their camprehension of themselves with-
in a larger milieu, have been conceptually deprived of human significance.
The meanings of objects became abstracted from our experience of them - as
our encounters with people do - because they are not defined in direct
relationship to spontaneous human values or needs but are controlled and
mediated through money and the imperatives ot the economic system. Objects

in the world beccme thus abstracted from human relations and at the same

—

time acquire power over them. The power of the economic system assures
that abstract values of that system prevail, masked by an ethos of ideal-
ism and social individualism. Capitalist economic relationships assume

an unprecedented organizational hegemony over every aspect of human

gsoclety, maintaining a totalitarian power and at the same time lending a
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false surface appearance of independent identity to things - including

works of art - ‘and +to Sociél relationships. The'real éssence of these
thingé is fhéi their intrinsic value is extracted-through alienated work,
énd'resides insteadiin their monetary\TEEhmodity) value, which-is’abstract.v
In other words value is not indissolubly linked to the conc?g}e object, .
since value can chanée arbitrarily at the dicfates of an autonomous syéteﬁ,
s that the concept of its "meaning" or worth bécomes.entire}gﬁ;g}g@@gg;w_ﬁh¢¥m
and equIVocal. Use’value is replaced by exchange value. Money, as Hausef

- points out,vreduces value.to qpantity without quality, and disguises the
individual who possesses it: it thus makés values "comparable, exchange-~
Able, transfera%}g from one person tg another - in other words, makes them
abstract.“26 As the "very symbol of quintessence of relativism” money
speaks for the laws of the market which govern the whole of life.‘ The

individual values debated within the bourgeois novel dissolve as religion

and sentiment are drowned in the "icy water of egbtistical calcula.tion."27

This is why Lukacs calls the devil, as representative of equivocal calcu-

T ——

e

lation, a "historical critic of the entire boﬁfﬁéoisaggltute of imperial-
ism."28 i

As Leverkuhn's devil himself maintains, the sundering of subject and
object consequent upén the negation of authentic meaning finds ité,ex-

pression in problems of artistic form. The active powers of totalitarian

organizatiofi assume an independent and active identity in the "equivoca-

tion" of the aesthetic system. Artistic creation, under the power of such
intolerable determinism, is "not free not to reflect what it reacts
against."29 This modern tragedy forms tﬁe basis of the novel's identifi-

cation of Leverkuhn's work with the'diéintegratioﬂ of Weimar Germany and

the triumph of fascism. Mann understands, and has felt, through his own .
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experience of the c¢reative need for unity And,Q:dex,,tﬁisgggmptntion_to;ggg,ﬁ,q;;;A
structure, this will to organizational coherence which so easily can ﬁnni-
hilate truth. At the same time he resists the structuring because it
questions the-fundamental belief in the value of individual action (the

Id

traditional tale of an individual's life, implying meaning and value to

the activities of the individual, requires no such»structure).<;Mann's own

~ I

-

identification with Adrian's system is therefore highlyrproblem;tiq.,lﬂggq o
himself described the novel's émergence from "aAstrange‘and licentious |
spirituai relaxation",30 which in Leverkuhn's éhar&cteri;ation leads to
the necessity for a systematization of form, an objéctific&iion’of alien-
ation which seals his isolation ffom social life. | |

| Adrian's derivation from’%ietzsche is not simply an anecdotal'oﬁe;
like Nietzsche,A Leverkuhn's life is justifiable only as an aesthetic
phenomenon;” "art and appearaﬁce were all, since life was based upon deé:?-'

tion, rgeféééctive and illuaim,-f'?’,l The reflecting and making of truth

which forms the basis of artistic works becomes limited to the creation of,‘

structure. Leverkuhn's own method of work, which on the surface resembles

=2 : ‘ : ; ,
Mann's preparation and composition of the novel, shows that the integra-

" tion of subjective, personal expression, motivated by illusions of autono-
my, into a structural model of totality, becomes possible only as a product ;
of calculated aystematiéation on the part ofvthe artist. The searéh for
meaning, or for a concepfual system for understanding thé world, becomes
inextricable from mysticism: the denial of real human experience, which

is intuiﬁively believed to be false, in favour of modes of expression

which are thoroughly abstracted from human experience. "To the modern,
psychological mind there can be no easy demarcation from appearance and

reality: both may be equally unreal.“32 What follows from this lament is
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the inahility or. :efnsal,to recognize,permaaentmvaluas1— Qhe—orgaaiz&tieng~ggfg
T
of artistic form becomes synonomous then with ultimate cyniciam about

human life.

B. - The Search for Freedom

In art, at least, the subjective and objective intertwine to the

point of being indistinguishable, one proceeds from the other and .
takes the character of the other, the subject precipitates as -~
objective and by genius is again awaked to spontaneity,; ‘dynamized’,

as we say; it speaks all at once the language of the subjective,

The musical conventions today. destroyed were not always so object-

ive, so cbjectively imposed. They were crystallizations of’living
experiences and as such long performed an office of vital impor-.

tance: the task of organization. Organization is everything. With-

out it there is nothing, least of all art. And it was aesthetic
subjectivity that took on the task, it undertook to organize the

work out of itself, in freedom. (Leverkuhn, 190)

s

It has been suggested that the continuum of musical references in

Dr. Faustus reflects a musical history of the Western world.33’ Moving

from the singing of the cowqirl Hanne through the classical musical edu-

cation of Leverkuhn and Zeitblom to the final works of Egzsrkuhn s matur-
ity, it is possible to gain quite a thorough understanding of the evolu-
tion of musical forms. And this is intendéd. Like other motifs through-
out the novel, the "meaning"” of this vast array of encyclopedically dis-
penged knowledge is inseparable from the "meaning" of the novel as a
whole, |

That Mann would offer specifiéaily mﬁsical forms qg/a pafadigm for
his total exgmingti,on of German culture ,Lg,,imitahia,,JhiLdiacuuiohfﬁ S —
on musip as the most typical and highest form of German art; nor should it
be held responsible for a detailed aha%ys;s of what has happened in music
since Beethoven in the innovation of new forms. Rather attention will be

focussed on those aspects of musical development that are relevant to the
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- about the allegorical approach that I have expressed, hopefully the rela-

tionship between the musical developmentq that Mann communicates so impres-
sively, and their place in the historical and political intention of the
novel, can find their connectedness formulated in a different way.

Romantic music sought to create new sounds and effects more inten-

gively than previous epochs.34 This was typical of the search for radical-

- 1y new forms thet Bpread through ali art forms. The function of new tech~
nioues wae to contain the surplus of emotional depth which no longer found
ekpressiop in classical formulae. The clasoiégimform epitoﬁized'the mogt

perfect irtegration of the harmonic (vertical) and melodie¢ (horizontal)
elements of music. The sonata, most representative of the classical fo;m,

§¥s based on a- structural opposition between the tonic and dominant keys.

The principle of contrast motivates thematic development in which the’

clearly defined melodic element, or individuated musical idea, ‘undergoes

a transformation through the working out of this contrast in an-interplay
of 0pposités.35 Because the cdontrast within the sonata form takes place

through this harmonic or tonal opposition, tonality forms an objective and

specific ﬁarmogic'base.' In other words, the hapmonic aspect is limited

in its movement to those keys which facilitate the dialectical movement
between tonic and dominant key.“Within and througﬁ is objective formal
)
basis, the individual composer 8 melodic idea is develohed and expanded
5 _Themes g% subjects are introduced in what is estab shed as the
basic key or tonality. They are developed rhythmi y and har-
monically, with a sense of movement, away from the opening, piling
up of tension and conflict, resolution and returning to the opening
tonality, but with the themes now seen in a transformed light. 16
THrough the romantic peiiod, the tonal horizon constantly,broadened

> R - -
to elaborate the harmonic possibilities of expression. The urge to create
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more emotional, more personal music demanded new technical means. "In an

art form intent on_intiﬁacy and‘aubtlety of expressiou each smallest cell

and element in the’individual work of ert needs to be determined, Like
romantic lyric poetry, romantic harmony is an art of nuances, of minute ‘
rauifications and transitions."37 - “

The emotional overrunning of the traditional forms was expressed
through chromaticism, a broadening of the harmonic Ropeibilitiesweo that 7
the comgoser’could move from one key to any other with a wider’variety'of
Vtonal combirfations. Chrometicism increased the nuances ef harmonic shad-
iné, causing the development of melody, ar theme, to te reduced te a
recurring pattern. Rether than thematic development occuring through
changes in the;melodic idea, the focus began to shift'to.subtle harmonic

' variations, with the relationship between tonal patterns becoming increas-

ingly arbitrary and whimsical. "Not only did romantics enjoy that mixture

of the literary and the musical wht,p is the essence of the leitmotif but

also the reiterating of themes furthered their tendency foward homogeneity
of structure, as opposed to classical musical architecture built upon
principles of contrast."38 Wagner's introduction of leitmotif wae the
cryetallization of this transformation, tue replecement of repetition for
development, tone colour and expression for movement'and idea.

The changee that had taken place in the increasingly chromatic move-

ment from classical to romantic music reach their ultimate form in expres-

sionism (early Schoenberg) and, although in different form, in atonality.

the note from a context of thematic development, from the immediate past
or future of the hermetic musical time sequente. In this way the. bonds

batween uotes,‘in a horizontal sense, disintegrate. The subtleties of
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“harmonic chromaticism are summoned to'éiﬁféEEW?EQZégptha of individual -
Sk ,

' emotion; the individual cry of isolgtéd éubjectivity gains precedence over

2 .

the’development of theme through dialectical contrast. (One critic sfé&ledv

39,7 -

out the formless shriek as the chief characteristic of ExPrgssioniém.
This atonality, and the system generated by its formlessness, were
both a. continuation of romanticism and its negation. Jameson has described

for whom the contrapuntal work is reduced to a bare minimum, the
working through of themes to perfunctory and monitory repetition,
and in whose work the centre of gravity of musical invention moves
to sheer instrumental expressiveness and orchestral coloration. -

‘ 0 o
Ernst nek, the composer whose book on modern music was studied and ~
ugsed by Mann in his work on the musical sections of Dr. Faustus,4l comments.

in that book that romanticism instigated the "decay of hum;nity, of uni-

versality in music. Technically, it gave‘ﬁomentum to thematic individual-

ity, shifting the balance of the compositién as a who%g from its construc-

/tive base and st;éséinériﬁs;;¥;ti;n aértﬁeVcéﬁp;iii;;ﬁ;;iéig;i fé;é;:"427
‘ The embhasis oﬁ fine éxpressive distihqtions through harmonic subtle-

ty rapidly undermined thé’previously unchallenéed objecti?ity of éﬁe har-
monic base and created an increasing relativism in compositional possibil-
ities. The lose of structural balance in this case was no exception'to

the widespread'expressionist tendency to question the relationship between

objective and subjective reality, resulting in a deliberate confounding ;

of the tenets of rational thought. The Germans, in particular, were men®
of "spirit". Ne longer working yithin'the pre%iousiy'coilective*and'pre~

dictable formal framework, artists sought increasingly to break through

‘artisﬁic conventions, to struggle against thteir satiation with these forms

wam

through the elaboration of increasingly exceptionalist personal qualities.



‘from his cold isolation. Art’as the éubject of itself: through such o : é

——
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', the bankruptcy of the idealist conceptioniof “freedoﬁa ih“éﬁiéﬁ'iﬂé”154' ) T

: .
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Mus#cally the emarncipation,of dissonance inevitably followed upon this

defiance of conVentions.

B

A state of affairs 1n which all® choices are. open because no laws

..  exist or are acknowledged militates against artistic creativity.
- Artistic forms are dictated solely by the feelings: a line between
~ coherence and incoherence cannot be drawn, 1In the first years of

the twentieth century, existing conventions ‘were thrown overboard

in a revolt of the collective unconscious...As happens in every

sphere, almost limitless freedom led to a state of uncertainty.
The paradox arose when the endless possibilities of such creativeﬁrilr”rrwrrrl

"freedom" turned out in fact not to be endless but vacuous: this is where

parody and word-play, or musical quoting, became necessary. Parody becomes

the only path open to Leverkuhn for whom such "freedom" from all donven-

ar

tions and obligations "begins to lie like & mildew upon talent and to

betray traces of sterilitf'r(lsglf The rejection of existing artistic

conventions may have indicated a/revolt;ybut the ravolt against conﬁention

(musica rmula or theory) as such holds no guarantee of expressive free-

dom, Leverkuhn's absolutism in search for artistic f,l;e,,egg!ﬁL,i,g,,i,nsgpargbié,,,,,,,,,,,,,,,,,,,,;,,L

internalized self-consciousness the form becomes the content, rather than . -~ - |
| | oe ) \‘_,,/: . . i L\h;;\\;;;/‘ 7;

the means;for expressing the content. Increasing obacurity in the mater-_ N

ial reinforces the isoclation of‘the artist, so that this isolation,ie no

longer imposed by the society but by the artist himeelr.

Leverkuhn 8 recourse to an ironic treatment of old forms, in the face

of "limitless freedon” is ‘not then such a paradox.f Rather it exposes %

ized religion. "The private individual, free to pick and choose, was a
fraud from the beginning; not only were the allotments already picked and N !

. R : .
chosen, but the contents of thé choice followed the dictates of the social



87

~ not the~{g§ividual>wdrld."44 As Fromm has pointed out, "the right to ex-

press our thoughts, however, means,sdmething only if we are able to have
thoughts of our own; freedom from external'authority is a lasting gain

only if the inner psychic conditions are such that we @re able to estab-

1ish our own individuality."45 This contradiction is present in Lever-~

kuhn's rebellion. Aan evaluation of the changes in musical forms attempted

in his work illustrates to what extent Mann.believes that the rejection of

]

the objective, or social, bases of expression contributes to an eventua}
paralysis of the very possibility of genuine expréssionvthrough the formal
: & \
mediation of artistic creation, 7 ' - .
Leverkuhn shares the Expréssionist.urgg to deny objective realityvby
submerging his own consciouénéss of it in the irrational eneréies of the
individual unconscious. The extreme self-consciousness of artists working

with forms over-saturated with emotienal expressions of the self has

ironically threatened the very possibility of such expression, since' it

- assumes, and demands, a spdntanedus or intuitive mode of creativity. Mann's
interest in Fréud is instructive ;n hiﬁ views on this, since_he found him-
self in sympathy with Freud's description and mofal treatment of the id
and the ego. The early distghst'of "Dionysian" forces which gave i;petus

to his creative struggle in producing Death in Venice and other of his -

early stories found itself corroborated in Freud‘s psychology. A seéond

essay on Freud (1939) refers to the vulnerability of the id to exploita-

tion: it is "not organized, produces no collective will, merely the striving
to achieve satisfaction for the impuiqive'needs'operating~under¥the'pieas-
ure principle.“46 Leverkuhn's pact with the Devil resembles this abdica-'

tion in favour of unconscious forces, necessarily a pact with amorality,

*
L4

a "prelude to a trial of the artistic potential of the id after the poyérs
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~of mind reason and metaphysic have been rejected nd7 "If there is any-

thing he cannot abide, if there's one thing in the whole world he cannot
stamach, it is‘destructive criticism. wWhat he wants and gives is triumph
over it, is shining, sparkling, vainglorious unreflectiveness. (237) This

3

Narcissiam is what entices Leverkuhn to seek solution in the pact The
o7

arrogance of searching for guiding principles solely within the most in-

- diVidual emotional self necessxtates the consequent dismissal of moral

responsibility. at this level it is posslble to treat Leverkuhn'i,creative
urge as a manifestation of Freudian neurosis. More generally, the self-
seeking assignation*with the'artistic.impulse towards ‘thoughtless, exclu-
sive self-expression, towards the objectification of its own uniqueness

in form, the novel suggests, must be.seen as the ultimate cultural heri-
tage of bourgeois culture. The'exhaustion of the resources of this cul-

"tivation produces thamcrisis of that culture, as Leverkuhn's words at the

beginning of this section suggest.

|
+i

Eventually the disconnected self must seek'to escape from its own

' poverty; the loss of integration leaves its mark in the creative process;
The search for connection takes form in the search for purpose,‘in an
idealistic pursuit of~aensuality (personified, within the novel, Bg\fnez),
or in the suimission to a greater power. The individual seeks for,iéen- :
tification with a larger power to compensate for his own feelings ofv

»

powarlessness'.48 Here the power of romantic music asserts itself; as early

as Buddenbrooks Mann was exploring fﬁé'pbkéf’aéq&fred by music as it is .'”J”m

appropriated by'theqselfg High moments'in'Hanno~Buddenbrooklsmlife~are
when he is alfowed to sit with his'master in the church, "in the midst of

a mighty tempest of rolling sound, which at once set them free from the

earth and dominated them by its own power."4g Music as mediator between

;3%
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‘the realities of concrete or social existence and the subjectivity of the
inner gtate has become an abstract power in itself, Leverkuhn expresses

his discomfort and intimidation in the face of such power:
A manifestation of the highest energy - not at all abstract, but
"+ without an object, energy in a void, in pure ether - where else in
“the universe does such a thing appear? We Germans have taken over
from philosophy the expression "in itself", we use it every day
without much idea of the metaphysical. But here you-have it, such
~ music is energy itself, yet not as idea, rather in its actuality.
U call your attention -to-the fact that that is almost the definition
: of God. Imitatio Dei - I am surprised that it is not forbidden.

Perhaps it is. 1785 . o o

The attractiveness of music for Leverkuhn (and for Schopenhauer,

*

»

whose aesthetic ideas he is expressin§ here directly) is precisely its

power over him, its very abstract energy, its independence from‘social_
life.‘ This is whyrfor Leverkuhn the involvement with music must always
~ mean total isolation, and a separation of that acti%ity from all btﬁers.

Schopenhauer's interest in music was based on his. postulation of the Will

as abstract energyr ‘Mugic beatMrepresents~reality7wforﬂSchopenhauer;”be=”
cause "it is an art without ideas, or rather an art in which ideas are'
identical with form and do not lead outside-the functional gelf-sufficient
universe of the work to the illusory cosmos of empirical. experience. It

is an art untranslatable into any terms of externalﬂexperience."so' Schop-~-
enhauerfs conclusion from this dangerouely articulate mystic vision of . -

mystic inarticulateness was that the creation of form and meaning in music. .

must take place precieely in defiance é& the meaningfulness of human ex-

S —

perience in conceptual terms. Meaning in music comes not from references

to an external universe but from its internal relationships; the chord
receives its meaning precisely and exclulively from its relationship to
the whole. This autonomy itself however, has a content in Schopenhauer 8
terms music "conveys emotions before the practical needs of life (that is,

':5

¥/
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" of the Will) have channeled and ”nurwﬁﬂrem—ﬁttrdéftﬁrte—fﬁnmd
L , o P . ,
' ‘conceptualized thoughts, and so it reveals-the naked Will, as ‘it exists

befére‘;lsum§ng ﬁbe digguisqs of individuatiogs' Music>reveals a universal
longing without purpose and. object, an emotion;i absolute, reality in its
true and driginal ktaté."Sl Thevpostulatioh of inchoate‘emotion'as#freéi-
,i;y in its'true.androrigiﬁal'state" removes the rational, conceptual, or

social quaiitiea of the human imagination from the Experienpeuof musical

-

response, ahd in fact from any definition of meaningful reality. | .

From Schopenhauer's affection for music we can draw conclﬁsiong about

the GérmaniadoPtion of music as their most typically national-mediﬁm of

expression., One can argue, particularly wtth their romantic music, th;:/i:)

music represents a "binding social force” preéisqu because of its spirit-
ual qua.l;l.tiés.s2 The "meaning"” of musical experience does not fall easily

‘into ideological or social categories, and indeed these can be ignored

», .

altogether. Because of its sensuality and its spirituality it has the

power to "unify whole masses _of people...(and) fﬁrther serve ms a bridge
to a t;anscendént spiritual world beyoné,tﬁgfgéke-andﬁnow;"53

‘Music is thus culturally "typical" because it-aéts as a generai ab-
straction of poter, by claiming powef for itself agd by distancing itself
from both the ;OCial,dynamics of the real world - as Leverkuhn,cogments,

from the Church as well - and from the subjectiviti;of the artist himself.

Its technical ohscurity as a system is related to this autonomy. Leverkuhn

speaks of music "élways‘as a strange powér{ a phenoﬁéhohvaﬁaéiﬁgrﬁdi not
touching him peérsonally, talking about it with cr%}iéai detachment and a
sertain condescention.”™ (74)

Ado?ﬂg comments on the condition in whigﬁ?the artist faces his own

material as foreign or alienated matter; objects which he produces which
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y 1. "The -artist has become the mere executor of his own intentions,
Etggcﬁ appear before him as strangexs - ineﬁor&ble demands of tﬁe composi-
tions upon which he is working."” Mann's faﬁiliarity with this notiohJi;i'
indicated by his descriptioh of Leverkuhn's condition after the pact,
during times when he is composing. . "Ob@iously and admittedly this man
lived at the time in a state of tension so high as to be anything but
agfeé&i}e. It was more like a constant tyraﬁny: the flashing up and stat-
iné of a prcbiem, the task of composition (over which he had heretofore
always lingered), was one with its lightening like solucion." {(359) Ador-
no's analysis reappears in Dr, Faustus, significcntly in the wor&s of the
devil. Thc appearance to Leverkuhn of an imagined devil, spokesman for
his own anxieties, is a gri@ commentary on the situation faced by the art-
ist in which thefproblems of expression face him as alien;ted objects,
.the expressional devices available to him creating works which are the
objectification of hls own aliena;ion. A comparison of a relevant passage
from Adorno's séudy of Schoenberg with the appearance of the devil in

Adriah's study shows the extent to which Adorno's ideas influenced Mann,

Perhaps what he called the "tragically ceféﬁral‘relentlessness of (ador-

no's) criticism"54 haunted and troubled him, since in the novel it 'a.ppear3
so intransigently, in its undisguised repdition, in the words of thé deviljy

Dr. Faustus

"They are powerless too," he
went on, "But I believe we,
thou and I, lever prefer the

vat which seems to be the mere

“of the sam-~q§igin as is the social

decent impotence of those who process, by whose traces it is con-
scorn to cloak the general , tinnally permeated. This energy pur- 4
sickness under colour of a - sues its course in the same sense as
dignified mummery...Does not does actual society, even when ensr-
production threaten to come to and society have become totally

an end? And whatever of ser- . unaware of each other and have come

ious stuff gets on to paper into conflict with each other,

s .



betrays effort and distaste.
Extraneous, social grounds?

Lack of demand? And as in the
pre-liberal period the possibil-
ity of production depends largely
on the chance of a Maecenas?
Right, but as explanation doesn't
go far enough. Composing it-
self has got too hard, devil-
ishly hard. Where work does not
go any longer with sincerity,
‘how is one to work? But so it

~ stands, my friend, the master-
piece, the self-sufficient form,
belongs to traditional art, eman-
cipated art rejects it. The thing
begins with this: that the right
of command over all the tone-
combinations ever applied by no
means belongs to you. Impossible
the diminished seventh, impos-
sible certain chromatic passing
notes. Every composer of the
better sort carries within him-
self a canon of the forbidden,
the self-forbidding, which by
-degrees includes all the possi-
bilities of tonality, in other
words all traditional music,..
Everything depends on the tech-
nical horizon. The diminished
seventh is right and full of ex-
pression at the beginning of Op.
111, It corresponds to Beet-

. hoven's whole technical niveau,
doesn't it? -the tension between
consonance and. the harshest dig-
sonance known to him. The prin-
" ciple -of tonality and its dynamics
lend to the chord its specific
weight. It has lost it - by a
historical process which nobody
reverses,..ln every bar in which
one dares to think, the gituation
as regards technique presents it-
self to him as a problem., Tech-

" nique in all its aspects demands
of him every moment that he do jus~
tice to it, and give the only
right answer which it at any mo-
ment permits. It comes down to
this, that his compositions are
nothing more than solutions of

-composer today.

92

i,

Therefore, the altercation of the

composer with his material is the

same as an altercation with socie-

ty, precisely to the extent that it

finds expression in his work, and

does not simply face his product as

consumer or opponent -~ .., ]

All the tonal combinations employed

in the past by no means stand indis-

criminately at the disposal of the

Even the more in~ .. -

sensitive ear detects the ‘shabbiness

seventh chord and certain chromatic

modulatory tones in the salon music

of the nineteenth century. FPor the

technically trained ear, such vague _

discomfort is transformed into a / \

prohibitive canon. If all is not

deception, this canon today excludes

even the medium of tonality - that

is to say, the means of all tradi-

tional music, It is not simply that .

these sounds are. antiquated and un-

timely, but that they are false...

The isolated appearance of chords

does not in itself decide their

correctness or incorrectness. These

are to be judged only from the per=

spective of the level of technique

adhered to at a given time. The ,

diminished seventh chord, which rings

false in salon pieces, is correct

and full of every possible expres-

sion at the beginning of Beethoven's

Sonata (opus 111)...it is the total

niveau of Beethoven's technique

which gives the chord its specific

weight. The components of this tech-

nique include the tension between ¢

the most extreme didsonance possi- {

ble for him and consonance, ‘the har-

monic perspective which includes i

all melodic events, and the dynamic T
’ i

'~ conception of tonality as a whole. RN

But the historic precess, through N

‘which this weight has been lost, is N

irreversible,,.But’ at this point

the picture of the composer is also c
transformed. He loses that freedom - L
on a grand scale which idealistic
aesthetics is accustomed to grant
to the artist. He is no longer a
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that kind; nothing but the sol#ing .

of technical puzzles. Art becomes
critique, That is samething quite
honourable, who denies it? Much
rebellion in strict obedience is
needed, much independence, much
courage. But the danger of being
uncreative - what do you think?

Is it perhaps still only a danger,

or is it already a fixed and set-

tled fact?...Don't blame it on
social conditiong. I am aware you
tend to do so, and are in the habit
of saying that these conditions
produce nothing fixed and stable
enough to guarantee the harmony

of the self-sufficient work.

True, but unimportant. The prohi-
. bitive difficulties lie deep in
“the work itself. The historical

movement -of the musical material
~ has turned against the self~con--
'.\tained work., It shrinks in time,

itsscorns e: ion in time, whlép
is the dimerisions of a musical
work, and lets it-stand empty.
Not out of impotence, not out of
incapacity to give form. Rather
from a ruthless demand for com-
pression, which taboos the super-
fluous, negates the phrase, shat-
ters the ornament, stands opposed
to any extension of time, which is
the life~form of the work, Work,
time, and pretence, they are one,
and together they fall victim to
critique. It no longer tolerates
pretence and play, the fiction,
the self-glorification of fomm,
which censors the passions and
human suffiering, divides out the
parts, translates into pictures.

Only the non-fictional is still per-

missible, the unplayed, the undis-

guised and untransfigured expression

of suffering in its actual mament.
(238-240)

" technique at any given moment, ‘The—

" compositions and understanding his

é;;;:kg It is not that the times

‘and society impose external restric-

tions upon him; it is ‘rather the
rig{d demand for compositional ac-
curacy made upon him by his struc- .

. ture which limits him, The state of

technique appears as a problem in
every measure which he dares to con-
ceive; with every measure technique
ag a wvhole demands of him that he

do it justice and that he give th
single correct answer permitted by
compositions themselves are nothing
but such answers - nothing but the

'solution of technical picture puz-

zles - and the compofer is the only
one who i3 capable of reading-his

own music, He works on an infinite—
ly small scale, His efforts find
fulfillment in the execution of
that which his music objectively
demands of him. But such obedience
demands of the composer all possible
disobedience, independence and spon-
taneity., This is the dialectical
nature revealed in the unfoldinq of

~the musical material. S —~g¢77~ﬂwiwm

‘55

Like the dialogue with the devil in another great novel, Dostoevsky's

The Brothers Karamozov, Leverkuhn's encounter with the devil crystallizes

the contradictions that are developed throughout the novel.

In these
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dialognés the man in sear;h,of meanfﬁq”ié’ééﬁffaﬁted with the responsibili-
tf'of freé choice, which is repre;éﬁfed as-a tortuous one; the rejection
of that freedom brings the’dcmpensation’of a sense of éower; This is
what Leverkuhn's devil offers. He epitomizes an Adulation of system and -
authority, the submission of the indi&idual ego to a larger power. The
self-sufficient,work»isfno longer poésible; "the prohibitive difficulties
lie deep in the work itself." The search for a solution to ﬁhis historical'***'ﬁ'
- exhaustion must apply‘iﬁéelf to compositién.as to a historical puzzle; .
The solutién demapds the,resolﬁﬁlqn of this technical pﬁzzle; the renun-
ciation of the self finés fulffllmen£ in its correct execution. Thus
the negation of the time dimenéion‘in the music: as human passions “fall
victim to critique", the flow of humén expression is reduced to a single
admissable phrase.

.SChoenberg himself had advocgted brevity, the self-contained moment
.in the musical work.56 Leverkuhn as well foll;ws,the Expressionist urge .- . ———
to the single cry, the destruction of melody and continuity in time re- .
piaced by the direct instinctive momentary expresgsion. The doubts cast
upon the possibility of language in the end question the intrinsic mean-
ing of everything.

With this separation of meaning frsm'form, éonality Secoﬁes'entifelyv
dependent on its own internal context; as Leverkuhn says, relationship‘is’

everything. (47). In total ambiguity leverkuhn's music “turns the equivo-

Leverkuhn's absofption in musical problems takes

e form of apeculation in “the problem of unity, interchangeability;
dentity of horizontalrand vertical Qriting...and the transformation of
the horizongal in al into the chord, which occupied him as nothing else

did: that is the horizontal into the vertical, thersUCcessive into the



. * - . . s
: : R ‘ - 4
N Lo )
. . -y o .

a

o o | . - b / - o o 957 L _al_

simultaneous. " The—confounding of thefelementefofcuusiC*in'thistspeculxtion*

is reminiscent oi the Expressionist mexging Ofoth with history, ob-

T .\ A
scuring in both cases the beundaries between reality and art and in the

end sabotaging the meaning of each.

-

The influence on modernism of the aesthetic philosophy of Kant and
SChopehhauer is apparent here, articulatedrin,the notion df,the self-guf-
ficiency of the arts in relationship to a dubious tealitx,;.ihe forms of
modernist art have changed in)accofdance with a movement téég;és musical
structure. (Kandinsky‘snd Valery; for exauple, explicitly called on other
arts-to emulate music.sa); Schoenberg himself insisted that."music has no
more to do with society than a game oi_chess.V§9 ‘Adorhd's‘depaxture from

1

his admired master involfed;his disagreement with this conclusion. His

fascination with music grew from his concern with the secularizgtion of -

the Enlightenment his admiration for Beethoven, which was certainly not

6;"

'unique but particularly influenced Mann formed the basis of his dialec—,f”;hwm

tical theory'of'mediation'in'the sociology of music, which is in essence -

what is being presented here. s Jay summafises_Adorno's perspective,

So it is that Western music at the very outset marks iteelf off
from the culture as a whole, reconstitutes itself as a self-con-

{%3 tained and autonomous sphere at a distance from the everyday, social ’

life of the period and developing, as it were, parallel to it.

Not only does music thereby acquire an internal history of its own,
but it also begins to duplicate on a smaller scale all the struc-
tures and levels of the social and economic macrocosm itself, and
diSplays itsiggg;internal dJ.alectic.61 " ) \\

It is the structure of music, not its overt message or conteutyxthatggugli-

, . P
v
ci%&g’the org;nization of society. Prom this we»conclude that it\isggge—

—

cisely the abstractness, the freedom from articulated meaning_gr va@ue,

and the ensuing arbitrary power of the form itself that fascinatpd the X

Germans in the way that Mann has described. At the same time th;; explai

o+

: - T s



ture of German soc:.ety, with its abstractness of. organization from human

soceity, i‘ts\inte;'nal logic as a system 'impervious to the whims of desire,
-’//;;S\its "totalitarian” overdetermination of all musical elements. Mann

could thus identify, at least for his own purppéesz both the artistic man-

ifestations of this barbxus retreat from humanism (he was, not surpris- ‘
ingly, not fond of rr}odern wsic) , and the political consequences of such
~ absolutist aesthetic self-cultivation., " As a political analysis of the

causes of fascism, this identification is, of course, simplistic. As a

moral -renunciation, and as a form of cultural crit e, the parallels are
evastatingly effective.
In Leverkuhn s speculation ; the dialectic inherent in the movement‘
through contrast f; the @ate elements of -music is destroyed by the
artist s need;o!f their identity, throu h the collaps g of the subjective -
(harmonic) an?bjective (polw elements into o e\dissonant chord..
J The destruc\TZg;n of one form of balance, w.hich had beeh basyed on a particu-

lar kind of autonomous integration, eventually creates the need for

another, Abstraction and speculation are crystallized into a totalitarian

system. "Even a silly order is better thah none at ail.," (68)\\-—
Q/}‘

"What we c;ll the purification of the complié§§%,into the simple
is at bottom the same as the winning back of ital and the
power of feelihg. If it were possible - whoever succeeded in - how
would you say it?" he turned to me and then answered himself: "the-
break-through from intellectual coldness into a touch—and-go wor 1d
of new" feeling, him one should call the saviour of art."” (321)

Leverkuhn s longing for a ,“break-through" is at the heart of his dev-
.eloi:ment of the 12-tone Eystem. The term itself originates with Zeitblom's

vaguely mystical defehs.e‘of the outbreak of patriotic sentiment and

i st

wed
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: aggression in 1914, at,the beginning of World War I. ,The,concept_iarfemi:

- liar to students in the Winfried Circle, too, in their rapturous disserta-

~ tions on nature and youth, which look forward to renewal and revolution in

T

purified faith (117).

[} -

Leverkuhn's: flirtation with theology, during which he encounters the

Winfried students, is an avoidance of the temptation to dedicate himself

to the study of music, Becauee of hislunextinguishable sense of parody,

he feels himself unsuited to the calling of an artist. For some time he

deliberately resists the call of his éwn impulses to devote his life to

music,

He also resists the urginglof his music teacher, Kretzschmar,

with this explanation:

\\(

I am embarrassed.at the inaipidness which is the supporting struc-
ture, the conditioning solid substance of even the work of genius,
at the elements thereof which are training and common property, at
use and won in achieving the beautiful; I blush at all that, weary"
thereof, get head-ake therefrom, and that right early...Dear friend,
why do I have to laugh? Can a man employ the traditional or sanc-
tify the trick with greater genius? Can one with shrewder sense
achieve the beau A
bly, at the most mysterioys and impressive phenomena. I fled from
this exaggerated sense of {the comic into theology, in the hope that
it would give relief to the tickling - only to find there too a
perfect legion of ludicrous—absurdities. Why does almost everything
seem to me like its own parody? Why must I think that almost all,
no, all the methods and conventions of art today are good for parody
only? (132-134)

Leverkuhn's uncontrollable mockery at the conventions of musical ex~

pression may be more extreme, but bear éonspicuous resemblance to the

irony throughout Mann's work, 1In case we miss the connection, Maﬂﬁ‘pro-
BN

vides @orments in Story of a Novel on the parody of public activityr* ith-

out his desiring this to be so, the world of humanity "takes on a charac-

ter of fantasy, dream, buffoonery"” - so that the effect of parody in his

work is not merely literary guile but true lived experience.62 This is

sufficient to warn us against viewing Leverkuhn's parodistic detachment

= I have always had to laugh, most damna=
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from .conventional forms - and the systematization th&t'provides the solu-
tion - as a purely artistic concern.J Of course evidence of such a warning
is also abundant in the novel., The situation in which the work of art
turns its attention upon itself is responsible for such parody, and is
responsible also for the error of critical preoccupation with questions
of form, The wordplay and affection for quotations as a response to per-
sonal embarrassment characterize Leverkuhn in both enses of the word.,
Leverkuhn's desire to escape from boreddn lacks the "robust naivete" nec-
essary to thé artist which he claimg” to lack in his letter to Kretzschmar.
(132) His intransigeﬁt cleverness masters all conventions too quickly to
allow subjective involvement to penetrate the material; for his critical
imagination, the harmonic possibilities of tonality no longer hold any
meaning. That this is true on the level of emotional response, as well as
in terms of tricks of technique, he proves with his zestful - and yet
painful in its persuasiveness- revie of the conventions of the "beautiful”,
in the same letter. 2
Leverkuhn seeks the confines of a radically new strict style to free
himself from the paralyzing prohibitions of his conécibusnésé: Zeitblom's
pontification on the German national character is.meant to reflect on this
aspect of Leverkuhn's work, though Zeitblom himself does not intend this.
"In a nation like ours,"” I set for "the psychological is always
the primary and actually motivating; the political action is of the
second order of importance: reflex, expression, instrument, What °
the break-through to world power, to which fate summons us, means
at bottom, is the break-through to.the world - out of an isolation
of which we are painfully conscious, and which no vigorous reticula-
- tions into’ world economy has been able to break down sinee the
founding of the Reich, The bitter thing is that the practical man-
ifestation is an outbreak of war, though its true interpretation
is longing, a thirst for unification." (306)
Zeitblom's confused belief in the primacy of psychological motivation as

the "true interpretation" of politics is accompanied by a zealous readiness

i
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to ﬁake'on,any wrong in the service'oiinatienel ﬁn&fié&tien;”*?hiikﬂﬁﬁﬂﬁt”’*‘W"'*“"ﬁ’
with accord from Leverkuhn, “Who,denies that a ;eai breek-through is wortn '
.what the tame world caile a cere?" he agrees?/fnégfbrfgng the placement

of political action or criterla to sgconqulace. (307) ?or Leverkuhn, the

; pn0poeition4opens‘up~one problem only: ‘how does one break through? He
llrpoints to the voluﬁe of Xleist essays whicn provides material for one of
his works, "the 1est chapter of the higtory of fhe worid.,fgut it is nalk-
ing only ebout the aesthetic, charm, free grace, which actually is:reserved
to the automaton and the god: that is, to the‘unconscious or an endless
consciousness, whereas every reflection lying between nothing and infinlty | !
kills grace,"” (308) The act of reflection is the “mfiﬁew ' the source of |
the "dialectic reversal"” of freedom:<in response to its own subjectivity,
Leverkuhn maintains, "some tine or other she despairs of the possibility

of being creative out of herself and seeks shelter in“the objective.“ (190)

)t

Leverkuhn's gearch for a figﬁre, and;eventually an entire system, which
yill determine completeiy every note of’the composition, evolves from his
protest against the(emptiness of this subjecfivity./ |

| The use of "strict style"” begins with the Bnentano song cycle, with
.his use of -a basic figure of five notes, B(H) E A~E.E-flat, HetAEra Esmer-
elda. Like Schoenberg's early experimentation with' the technlque, the
brevity of the motif prefigures a more complete systematization of ‘the
12-tone series. Leverkuhn comments on the inadequacy of the 5 notes: the_

motif would like to.-determine everything in the song, but it is too short

a word and in itself is not flexible enough. (191) His desire is to create
combinations of 12 letters, or 12 semitones, a series from which "all the
' movements of a work must strictly derlve. Every note of the wholq//ompo—

sition, both melody and harmony, would have to show its relation to this

:
B
3
i
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fixed fundgmental series. UlNot one might recur untilrthe:other notes have
sounded, Not one might appear which did not fulfill its function in the
whole structure. There would no longer be a free note." (191)

It has been argued63 that a difference exiats between Leverkuhn's -
development of the 12-tone system, and Schoenberg's development. In

Schoenberg's case, the l2-tone system evolved as a formal rationalization

4
;

of something he had been working with years; musicai‘prohlems generated
~from emotional needs whieh required new language. The difficulties en- A
countered by Schoenberg in handling the extreme chromaticism of his Ex-
pressionist phase led him to search for a formal solution which would
allow him to give shape to what was potentially incoherent. Since Schqen-
berg's techniques. were a "resistance to uncontrollable unconscious for-

: /
ces"64, the method was in part thrown up by the music itself rather than

deliberately preconceived, Carnegy has traced the progress from Schoen~

'berg's early songs, through his initial use of the 12—tone method (we

are reminded that Schoenberg would'not all it a system ), to the
establishment of 12 note rows. oenberg's variant forms of the row,
however,'were not intended to "warrant any combination of notes which can
be explained in terms of the system" as Leverkuhn proposes. (193)' Rather,
the note's particular pldce in the row was to provide it with a specific
relation to both dimensions:of melodyrand harmony, and a precise relation-
ship to all other notes in the series, with a,large~numbermofepossible~
variations. In other werds, for Schoenberg, "the demands of the row were

not to be considered as taking-precedence over all the other demands,

whether techniyal or expressive, of a well-made composition."66

Schoenbe%&‘é struggle to find, and then to fe?ﬁalize, a new expres-
§

sive language to accompany the movement from the extreme limits of tonality

PP TV SR
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intao atonality,is,distinguishedAbyueafaegy—fromcﬁeverkuhn*34cohiﬂqﬂanir“‘/"‘*

tion. Schoenberg s rationalization of thé: new method was not predeter-

T

mined and not immediately clear: o ' )

£y

I can only xefer you to my compositions published since about 1921,

I do not know, as yet the theoretical basis for these; on the C
purely compositional side, I must depend entirely on feeling,
~sense of form, and musical 1nst1nct.67

Schoenberg's allegiance'to the imperatives of emotion bear no immediate
'resemblance to Leverkuhn's seeking of a determinate form. Even beforeé
Levarkuhn's system has been fully articulated, he looks forward to the

strict control of the new method. . ' “v' S )\uﬁ

The decisive factor is that every note, without exception, hasa ‘sig- .
nificance and function according to its place'in the basic sgeries AN
or its derivatives: That would guarantee what :I” call the indiffer-

ence to harmony and melody. (192) '

®

Leverkuhn s apparent antipathy to the expressive aspeots of music differs

from Schoenberg and younger disciples of the lz—tone system, They had trust

- €

in-the music itself - that is, in its possibilities ae rfcreative and emo-_ 4#%2?5;

tive medium, and by implication in their own creative and emotivé poten*

1 €

tiality, . They hoped for a reconcillation between tonality and method

- while Leverkuhn's trust is directed solely toward the row and whatever it

-

might produce, For Leverkuhn the strictness of the sjstem serves to re-

lease his emotions almost without his having to’ experience them: without

his complicity, as it were, and certainly without his trust in the ‘emo- ,‘
tional or human aspects of the music. These he has signed away.

Mann's presumably exaggerated depiction of‘theﬁintendeawaetetﬁinism

of the system was intended to reveal the artistic - and the poIiticel - con~
(Eéquences{of such arbitrary discipline, It is his depiction of these ’
connections that has aroused such defences by advocates of Schoenberg's

system, In fact Mann's fictional ex;ggeration of the actual process of

3
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proved, by Schoenberg 8 defenders. Mann would:h;#eibeenﬂfamiliar:with o

Krenek's defence of the organic "unifying principle“:of the li—tone'ser-

D‘.

~

'tarily - but necessarily - replacded with a new form of balance, reflective

of old contrapuntal techniques, that will find its own creative freedom

grounds that the system itself has limitless possibilities, is dependent

°

: exclusively on the composer 8 artistic intention, controlled here, as in

7"any other method of composing, by his imagination, and by nothing else.

;‘v“Inspiration is no more limited by the l2—tone technique than by any other .

',1,system of musical rules. 69 Krenek hiqﬂglf a composer, argues in this

1939 work that the technique will become more flexible more free. The

% N
RN

notion that what is "freed" by such a system is artistic inspiration ig—

\
-

mores the expressive content inhtrent in the ‘form of the music itself

" In brief it can be taken for granted that aton ty, after the
strict training to which it is being subjecte the twelve-tone

. ,technique will. gxaduate .to a condition where it will no longer
need this tight apparatus,..A real danger to the twelve—tone tech-

nique would arise if it were allowed to- degenerate into ‘a new kind .

"_of fetish., In that case it would have a kinship with every sort
of rabid totalitarianism. Thé way to escape lies in using the

C\\ .~ method as a means, not as- an-end. Twelve-tone technique, like any

..  other technical. process, is sensible in so far as it jncreases the
o mastery of the human mind over.natural resources; or, to phrase it
" -differently, in so far as it enlarges the region of spiritual free-
dom. Without technique, man would:still roam the primeval forest
like an animal., But if progress,sho{Z; make him a slave to tech- .

nique,_ his fate would be hardly moxe nviable.,n
13

Mann had plenty ‘of his owri reasons for/gistrusting such ‘an optimistic

e
0

account of the ability of technical progress in the sphere of art to "en-

large the region of gpiritual freedawh.fPerhaps familiarity with Adornors*”

\sr

‘work helped to motivate such intuitive distrust. Mann's ambivalence to-

ward artistic preoccupation with formal solutions7could not have been

\
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- of composition such thstfeacbielement of musical sound - frequency, dura-

calmed by the,uncertain,line,bstween”totalitarisnismmandminspi;ed—iresdenkw74——;—f
Krenek proposss; In any case, in.1955 it was Krenek who introduced the ”'

concept of “totally predetermined music".71 By this he meant "a msthod

tion, intensity, timbre, and if possible even the tonal area or ambitus -
is determined according to p;eselected.series."72 ‘Krenek in fact took on

in sgtgeme form the task which Leverkuhn has exemplified, parfecting those

‘aspects of the method which he had initially argued against purély by

, S
taking the method itself to its logical conclusions. Mann's intuitive

 prophecy in tHis case was more true than fiction; rather than allegory,

it was a comprehension and articulation of the inherent potentiality of the

rd

compdsitional method itself.

The composer who prepares his materdal mathematjically beforehand
deprives himself of the possibildty y reviewing and

thus fully controlling his material.. al pre-determination, in
other words, leads directly to a new irrationalism: the mathematical
theorist's pxpe-dream of ultra-precision is fulfxlled only in ir—

rat%onallty. A .,
This is so because the multiplications_of(possibilities . variation of
the 12-tone rowabecsme so mathematically ovsrwhélsing~that n the end the
only method of choice is arbitrary. But the smallness of humap choice in
the face of mathematissl hugeness is>fascinating to Levetkuhn;\he plaYsN
with such human insignificance in his ;osmic adventures with the iﬁaginafx S
Ackercocke., Magic and rationality are to him one and the same., That they
should be distinguished in the area of human will is of less interest than '

their comprehensibilxty through systematic analysis,

Leverkuhn's ideal of a break-through, like the pipe-dream of the math-v

ematician, presents itself as an elusive ideal, something to strive for.

In "The Lamentation of Dr. Faustus"” it is realized, The paradox of the

~—



system attains the sought-for integration: total orjaﬁiiition”all’ ows for
A;greater freedom of emotional{expressiOn than his earlier worts. Likevthe
| novel itself, with its assi;ilation of objective historical reality, the'
music's "rational organization throuch and through" (as Zeitblom is made

to quote Adorno) beccmes the vehicle of extreme subjective expressiveness.
These words- "For I die as a good and as a bad Christian“ form the
general theme of all the variations. If you count the ‘syllables,
there are twelve, and all twelve notea of the chromatic scale are
set to it, with all the thinkable intervals therein. It already
occurs and makes itself felt long before it is reintroduced with
the text, in its place as a choral group - there is no true solo
in the Paustus ‘- rising up until the middle, then descending, in
the spirit and inflexion of the Monteverdi Lamento. It is the
basis of all the music - or rather, it lies almost as key behind
everything and responsible for the identity of the most varied

- forms - that identity which exists befyeen the crystalline angelic
choir and the hellish yelling in the calypse and which has not
become all-embracing; a formal treatment strict to the last degree,
which no longer knows anything unthematic, in which the order of
the basic material b&comes total, and within which the idea of a
fuque rather declines into an absurdity, just because there is no
longer any free note. But it serves now a highejgburpose- for -
oh, marvel, oh, deep diabolic jest} - just by virtue of the ab-

soluteness of the form the music is, as language, freed, (487-488) - — -

The "Lamentation™ draws together the musical moments and literary
motifs of earlier works, the methods and styles having reached their high-
est degree of organization. 1In this way previous tendencies in the mater-

ial itself are exposed: most conspicuously, the system of motifs controlling

7all the "characters” of expressiﬁeness, and providing a series of varia-

tions "to gome extent static, in which evezy transformation is itself
- 3

already the echo of the previous one.“ (48@) To Zeitblom it is a distress-

ful paradox that the greatest conscious control over all the elements of

expression has allowed ‘such overwhe&ming freedom of expression end lament,

That there should be a correspondence between such technical rigidity and

calculation, and the pasSionate lament that bursts forth, is to him as
R %

incomprehensible as'thewcorrespondence in the work between saviour and

J - ,\“,/m
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tempter, hellish laughter and angelic chorus, 1amentation and hilarlty. a

dialegtical approach which accepts contradictions within things is not

only incomprehensible to him but is dangerously equivocal, just as we have

" gseen that the ability to conceive the connections between things is beyond

his grasp. Zeitblom is used to the either/or perspective of the confident

pdsitivist. 0f course his inﬁbility to conceptualize this unity except

-

in tef%s of "paradox" does th interfere with his glorification of’the

work, "which in m& zeal and love I anm bound to call matchless.” (485) S

love for the work derives from its release of emotionaicenergy, its liber

ation from the "bloodless intellectualism" which has previously character-

ized his 12-tone method. 1In this respect Zeitglom's enthusiasm for the
"break-through" represents the same "organic" mysticism as his commitment
to the “break—ﬁﬁrough" of German imperialism before the war.

Does it not mean the "break-through”, of which we so often talked -
when we were considering the destiny of art, its state and hour?

We spoke of it as a problem, a paradoxical possibility: the recov-
ery, I would not say the reconstitution - and yet for the sake of
exactness I will say it - of expressivism, of the highest and pro~ 3
foundest claim of feeling to a stage of intellectuality and formal.
strictness, which must be arrived at in order that we may experience

a reversal of this calculated coldness and its conversion into a - |
voice expressive of the soul and a warmth and sincerity of creature
confidence. 1Is that not the "break-through™? (485)

The. defiant negativity of Leverkuhn'stpurpoge here reveals itself,
The attempt to overcome emotional sterility has been made possible only
through a dehumagized method of composition which removes expression from
the sphere of critical human thought. ILeverkuhn's drive for free expres-

sion has been conceived by him as a rejection of artistic.%fnventioné,

commercial exploitation (as Fitelburg observes), all the possi e/avenqes

of influence which he rejects in the social world, But through the ex-

tremism of his rejection he loses human society as the source of emotional

experience ~ as he in fact comes to realize - and at the same time has not
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been able to escape soclety's pervasive powers. His cult ogisaéjectivity

o

(which after all is the real motivation for the "objective" wérk)'seeks
to reinforce an emotional bankruptcy, and so clearly marks subjectivity's
decline. Thus Zeitblom is wrong to 'seek an emotional break—through for
his hero: "To preséiibe more subjectivity as aid to the damaged subject
is to prescribe the illness for the cure."74
There is no doubt that the total discipline and over-determination of
,elements, the totalitarian aspects of Leverkuhn's work, have released
expressive energy. The point that must be established is that emoti;na1‘
or expressive energy has itself a "content™ which is not exempt from the
probing sphere of conceptual analysis, or from the social sphere of human
life. Zeitblom's separate formal categotization of the work as "total"™,
like the more general critiqué of Schoenberg's system, takes the form and
forgets the content, thus "deliberately underscoring the relationship be-
tween that work and the totalitarian world in which it comes into being... =~ =~
For it is no less true that this drive toward a total oxrganization
of the work which we find operative in-the twelve-tone system is
symptomatic of an objective tendency in the -#bcio-economic struc-
ture of the modern world itself. Indeed, it is hardly surprising
that this music, whi¢h finds its reason for being in a reaction
against the debasement of hearing in general, should as in a mirror
image develop all the strengths and weaknesses of its adversary, in
a kind of point by point correlation...modern music finds itgelf at
once deeply implicated in a social struggle without so much as
straying from the internal logic of pure musical technique, and re-

produces the structure of the alienated society in miniature in the
intrinsic language of the musical realm.75

e

Of course the formal totalitariani#m'oﬁ such music must repeat its conquest

in the area of the subjective, in spite of th? illusions of individual

e e R ] _‘ [P

autonomy or the idealism of an expected "break-through": this is as true
in the political realm as in the private world of art and indeed the R

distinctions between the two, by the very nature of totalitarianism,

v
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become increasingly obscured by the conquest of spont&neity, expression,

and aﬁtonamy, even as autonomy is propagated as the true value of art.

This is-the nature of the “"tragedy" of modernism as Mann has conceived it:

the "possession of man by historical determinism, the intolerable power

of history itself over life and over artistic creation, which is not free f

not to reflect what it reacts against."76'
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Iv, Syﬁbol and Deed; Realism and Constructivism in the Novel
Since the artist 18 constantly occupled wi formal matters, since
he constantly forms, one must define what one means by formalism.
carefully and practically, otherwise one conveys nothing to the
artist, If one wants to call everything that makes works of art -
unrealistic formalism, then - if there is to be any mutual under-
standing - one must not comstruct the concept of formalism in
purely aesthetic terms. - Formalism on the one side - contentism on

. the other. That is surely too primitive and metaphysical.

; : o Brecht, "Against Georg Lukacs" . L

la

A.V,Methqd and Motﬁ%e

Many of the emiggly ingenuous hrases Zeitblom uses to describe the
g P

S

" La.mentat:.on of Dr. Fau\'ﬁs" are really ab#the novel, Dr. Faustus, :

ltself Mann's. tongue—ln-cheek lrony must have provided him with some of

.his greatest moments in planting those wondering and affronted phrases in

Zeitblom's garrulous narrative; one can see them reproduced, in a differ-

-

ent key as it were, in Story of a Novel, or within the novel itself. There

the recurring references to the movement of words and music towards each e

other are more explicit signs of Mann's desire to make the novel into what

v

it was about: musical form.

....sinée the music, insofar as the novel treats 65 it (for, td be

sure, the novel also practices it - but that is a subject in itself)

- the music was only foreground and representat:.on...2

'Both the "Lamentation" and the novel that contains it are built upon

strict constructivist principles "in W h there is no longer anythipgf
unthematic, anythin;\tzft-cquld not préve tself to be a variation ofran
ever constant element.; (486) They are both based on a reinterprétation '
of the Faust legend,$that most German of taleé, which as a basic motif or
‘“theme unites all the elements of the work. The words "For I die as atgood

and as a bad Christian" form the twelve~tone basis for the variations of

the "Lamentation" (as Zeitblom points out, the work is built on "concentric
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rings" of variation, rather than development (487) and these words themat~
ically account for the profound ambivalence of the work. Of course in
connection with the novel, we are to read "For I die as a good and as a
) ‘ v } ,
bad German“3 and the interconnectedness of the good and bad elements of
representative German-ness, the "substantial identity of the most blest
with the most accurst” (486) accounts for the tragic tone of the novel,
Both works are laments, allowing a "liberation of expression" through a
complicated dialectic process in which calculéfed'coldness, work-play, and
parody are converted into "a voice expressgive of_tho soul and a warmth
and sincerity of creature confidence." (485) Mann's association of ex~
pression with lament is not purely a fictional one: a letter written by
him during the work on the "Lamentation" ghows in words similar to those
attributed to Zeitblom his own corroboration of Zeitblom's association of
these.
At the moment I am imagining and composing fofrmy mﬁsiciaﬁrthe
Symphonic Cantata, with which he bids farewell to the life of the
mind - The Lamentation of Doctor Faustus (after the chapbook), an
ode to sorrow, since Adrian's. destiny obviously does not include
the Ninth Symphony's "Joy", whose heralding must therefore be can-
celed, It is a most expressive work, for man's first and truest
. expression is lament, and as soon as music freed itself for expres--

aion, at-the beglnning of ‘its modern history, it became lamento
- and "Lascieatemi morir." 3 ,

As with Leverkuhn, it is only_in this final work that the dark tone
of lament replaces irony as the dominant expression of the artist, Sig-
nificantly they are both final works, appearing late in the life of the
artist: Zeitblom says of the "Lamentation“ that it is

...stylistically purer, darker in tone as a whole and without par-
ody, not more conservative in its facing towards the past, but
mellower, more melodious, more counterpoint than polyphony - by
which I mean the lesser parts for all their independence pay more
heed to the main part, which often dies away in long melodic curves,
and the kernel of which, out of which everything develops, is just
that twelve-note idea: "For I die as a good and as a bad Christian.
(489)
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Like Leverkuhn, emotional trauma has 1mpe1ied the author to come to ‘
some accounting with his own past, through the medium of .a tragic work.
Mann himself felt no doubt tnat his "facing towards the past” in the noyei
was-indistinguishable both from the intense'autobiographical nature éf the

story, which "agltated and moved" him more’ 1ntensely than any of his other

;works,4 and. from the desire to create and malntain an objective structure ~

through which the story could be told. A-letter to his publisher touches

on these aspects of the novel,

Your reticence in the judgeméut of thls strange work is only too
justified. I myself share 8 reserve completely and don't let my
head be turned by the enthusiastic hymns of praise which are reach-
ing me from Europe, and now also from German. It is a work whose
.rank and value will remain undetermined for some time...But already
today the reading public recognizes that I have written this work
in particular with my innermost feelings, I can almost say with my
heart's blood, and I am glad to note that you too seem to under-
stand this...
The short review from the London Times Literary Supplement is

the first English-language echo to reach me,..I was especially sur-
prised that at the end the author speaks of a "loosely woven net of

ironically glltterlng prose," T should say that I waS'never"leSS*“"m'i

ironical than in this very serious, confession-like tome, and as
concerns. the "loosely woven net,” this is in truth an extremely
tight-knit composition in which, musically speaking, "no note is
free,"” and in which all elements are,interrelated.5

As late works both Fausts carry out the previous methods and themes

of the artist to extremes. In Mann's work, the problems of the artist

detached from society, and the anti-political force of music, have appeared -

before; but only here in this last work is the message clearly that this
detachment is degstructive, and that this aspect of music is deplorable.6

Paradoxically, it is in this novel that the musical forms, techniques and

methods of composition that are attributed to Leverkuhn are most extensive-

ly practiced by the novel in comparison with any of Mann's previous work.
The use of leitmotif, which in his earlier novels had passed through the

work like a unifying thread, has now taken hold of the entire content of

114
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to one of the dominant t

1

es. In this sense Manﬁ, like Leverkuhn,“infends
to repiace romantic déveio e ‘ dependént'on the delineation of the indiv-
idual subjectivity (the melodic "ide z and cruciaifté both the fiction
and the music of the bourgeois epoch, with é more.unified and objective
structure of counterpoint and.construct{pn. His inability to construct an
individual voice ig reflected in the iaék of a'single‘empathétic charactér
in the novel; in this way the novel is distinguished from the thﬁicentury
novei, whose hero o heroine may have questioned everything but the viabil-

ity of their own individuality. Here he draws a relationship between the

Faust chapbook and his novel, parallel to the formal reIationship belfreen

Palestrina, the composer who developed to its highest level the
classical counterpoint, and Leverkuhn. To Mann this set of parallels sig-
, E

nalled the historical boundaries of the cultural epoch. The conspicuous

placement of his own novel in Felation to an éarlie{biiffE%ject(thechap

bogk) reveals the extent to which the individual voice was problematic to

Mann, sd that he continuea to stind outside his own creative urgés in an
attempt to objectify and leéitimaté his own status as a writer.

That Mann felt it necessary to look backwards to an earlier cultgra}.
epoch to expose and transcend the bourgeois era is typic#l of his preoécu-
pation with"boph ancient Germany and his o&n past. ' Leverkuhn's work
'fepresents his placement of his own work in a fransitional phase of the
present, both  summing up in extreme forms the characteristic views‘and o
modes o% expression of what Mann defined as bourgeois humanism, and negat?
ing those forms at the same time, ﬁ

Sufficient material exists to show that Mann's identification with

Leverkuhn was pfofound,bheartfelt, and, of course, intentional. His diary



of the period of writing Dr. Faustus calls attegtibnrto,his own obsession

— - : ’ ’9 -~ :>‘
with writing .and the human costs of such preoccupation. Mann's illness

N
7

during the writing of the book caused him some apparent moments of remorse.
Surrounded in a critical situation by so much léve, sympathy, sol—h
icitude, one asks oneself what one has done to deserve it and
pretty well asks in vain. ‘Has any man ‘who ever bore the incubug. of _
creation upon his:back, always concerned, obsessed, preoccupied with

the work of days and yégrs - has any such man ever been an enjoyable

companion? Dubito... And\l doubt it particularly for myself, —How
is it, then? Can the consciousness of one's arrears in this res-

. pect, the knowledge that one's work is claiming what one should be
able to give freely to-one's intimates - can the coloring of exis-—
tence by this sense of guilt make up for the great lack and recon-

cile others to it, even win their affection? Here is a speculation .

impious enough to be ascribed to Adrian Leverkuhn.7 SR e
The comparisoﬁ seem9~spontane8us, even accidental.‘ But of}couree the
association is more suhstantive an&gprofound than that. There are many
gimilarities betwfen the two: the method of preparing the material for
composition before undertaking the actual work for example precedes Dr.
Faustus as well as the musical processes it describes.rmBoth artists,assifﬁ
milate material and integrate it into their material in quotation marks.
As Adorno has pointed out, guotation is the stylized mark of a self—con;
scious art at:the end of an era: o ‘.ink
The relationship between the historical aspect of writing music
about music and the collapse of what was once commonly known as
"melody” is unmistakeable.8
Mann explains that his growing inclinatfon}is "lock upon all life as a

cultural product taking the form of mythid cliches"; this view causes him

B

7

to "prefer quotation to indeperMent invention. Faustus sho;einany a trace

- . 3

of this‘leaning."g

Mann quotes from Shakespeare, Adorno, Nietzsche, Nazi propaganda;

incidents in the lives of artistic preaecessors; not only literary sources,

but episodes and personalities from Mann's own life appear thinly disguised

as fiction. In fact this curious manner of freelance borrowing from
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novel.

That Professor Zeitblom begins his narrative on the 'same day that I
myself put the first lines on paper is characteristic of the entire
book, of the curious brand of reality that clings to it, which seen
from one aspec¢t is total artifice. It is part of the playful effort
to achieve something precise ecise to the point 6f being infur--
iating - realization of something fictional: the biography and the.
character of Leverkuhn. This work, moreover, took a curiously
ruthless farm, and I was constantly amazed by the way its fantastic
mechanisms drew upon factual, historical, personal, and even liter-
ary data. As in the "pahoramas"™ shown in my childhood, palpable
reality was forever indistinguishably merging into painted perspec-
tives and illusions. This montaga technique was continually start=
ling, even to me, d&nd gave me cause tp_wégry. Yet it rightly belongs:
to the conception, to the "idea" of the bodok; it has to do with the
strange and licentious spiritual relaxation from which it emerged,
with its figurative and then again literal directness, its charac-
ter as arcanum and confession, so that, as long as I was working on
the book, the concept of its public existence did not enter my
mind.lo ) : ' : '

Both The Stbry of a Novel and letters from the period show that Mann was

%

constantly recei&ing, studying, and integrating new material into the
novel as it was being wriﬁtéﬁ:h”fgfgbﬂéiﬁi§ﬂ£ ask what it was about the
‘ﬁmontage'technique" that gave Fhis Qriter, whose cdnfessions must alwaés
be viewed with thevutﬁost suspicion, "cause to worry.". sresumably one
never writes in a creatiye process quite as one expecté to. Yet the teéh—

nique itselfrshould be accepted as part of a conscious purpose; what we

©

"kndw of the preparation of the novel, as well as Mann's own account of his

lintentions, shows that the montage technique itself was in fact central

4

y o2 i ) . .
to the theme and structure (here, if anywhere, the two are inseparable) of

the novel, A 1945 letter from Mann to Adorno, soliciting Adorno's assis-
tance in the technicalities of musical characterization of Leverkuhn's

"apocalypse", presents his conception of the montage technique in a more
positive lighf.

It is curious: my relationship to music is fairly accepted; I have



always been adept at llterary music-making, have felt myself to be
half-and half a musician, and have translated the technique of
musical interweaving to the novel,...But in order to write a music~ .
ian-novel which occasionally even seems to aspire to become, along
. with other things, a novel of music, more is needed than mere .
"initiation."” Scholarship is wanted, and that I simply lack.
Which is one reason I was determined from the start, since the book
~in any case is based on the principle of montage, to shrink from no
borrowing, no appropriation of other men's property. I trust the
borrowings will serve as an independent function within the pattern
of the whole, will acquire a symbolic life of their own - while at
the same time continuing to exist intact in their original Elaces,
] in works of criticiam.
& 11 7
Mann saw his use of montage as necessary as a method for incorporat-
. ? . . ’
.ing and connecting outside material that he had "borrowed"; this material

would provide an objective basis and would serve as a means for mediating
the connection between theme and structure in the novel. That to some
extent the novel should.become what it was about, Mann had always intendgd;
he had understood this initially in terms of structure, and design, while
the relations of these to their own particular (literary/musical) cultural
tradition became increasingly apparent.
Quotations of this kind have something musical about them, disre- -
garding  the innate mechanical quality. They are, moreover, reality
transformed into fiction, fiction that absorbs the real, and thus a
strangely protean and attractive mingling of the—Bpheres.12
Mann's fondness for the use of leitmotif is familiar to readers of

even his earliest works;—as early as Buddenbrooks (1901) the images that

reappeared throughout the novel, providing an unchanging image or aura to
each character, were recognized for their musical quality and their literary

transcription from Wagner's operatic characterization. Mann's incorporation

of non-fictional material is not new to Dr. Faustus either; The Mggic*Moun-

tain (1924) is famous for its encyclopedic inclusion of medical science,

and 1ts characters never tire of long conversations'revealing storehouses

1

of accumulated cultural knowledge. The adaptation of a traditional myth
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to tell a stoxry with contemporary rglevanée produceam36§éph'ahdgﬁiéﬁﬁiéiﬂét;
from a familiar Biblic;l story., (1933—43) But thesé experiments take on
a new character in Dr. Faustus; the interlacing of fiction, history, lit-
erary quotation and autobiography within the structural confines of a dom-
: inating central theme explicitly takes on its most e#treme fofm, just as in
the "Lamentation; theAdeterﬁining motif achieves its greatest power.

Thg constant‘utilizafion of material which was undeniably historical
indicates the extent to which Mann felt compelled to bring his art closer
to life, Mann was aware that his earlier idealism had inYolved a failﬁre
to relate these and'at‘theﬂsameatime to understapd their separateness. Mo:é
accurately, he had seen the world of art, and of "culture"”, to be the whole
of life. His increasing fendency to draw in forms and idéas from outside

of his immediate "creative"” experience was his response to this dilemma.

The quest to give his material an objective context thus took form in the

structure of montage, the way in which the novel was so conscientiously and

deliberately constructed in an "objective”, anﬁi-romantic fprﬁ.e As long as
Mann h;d allowed the social context for his jmaginative resourCés to be a’
general one, always indirectly related to himéelf, then the forms of alle-
gory and myth, combined with his usual observant naturalism, could retain
their epic quality. But Mann's intense anxiety to respond clearly to his
own time, and his own history, necessitated the‘rgliance on tangible pieces
of things: images, newspaper clippings, childhood memories, which find
their place in the novel as broken pieces of a'puzzlé laboriously connected.
It is this response to outward circumstances that distinéuishes Mann's
 constructivism from the formal similarities in Leverkuhn's music. Lever-
kuhn, too, brings together the artistic with the "human”; but he does this

in an entirely different manner, and from a clearly different motivation,

(o}
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Leverkuhn's developing experimentation with merging chorus and orches-
tra - the human voice with sounds of nature - renders them finally indistin-
guishable., The chaotic sounds celébrate ﬁhe failure of the humgn spirit to |
rise above the wilderness of primitive nature. -Zeitblom fears for thi§
mingling of’the elements of music in the‘samenway that in’the "ApocalypéeV'
hé shuéders at the anti-human sound of the giissando, a "mockery of art
itself."13 The human voice is deprived of its specific, civilized quality;‘
returning'to a pre-tonal era, its function is ieduced to pure sound; Zeit-
blom's humanistic affection‘for the sound of the ginglé‘voice is not shared
bf Leverkuhn, who detests the “animal'warmthﬁ of the naked voice and prefers
a chorus whicﬁ increasingly shares the function of wordless instrumental
sound traditionally relegated to the orchestr;: &Zeitblom explains that

Chorus and orchestra arefhefetnot clearly separated from each other
as symbols of the human and the material world; they merge into

each other, the chorus islf}nggguggptalized," the orchestra as it
were "vocalized", to that degree and to that end that the boundary -
between man and thing seems shifted; an advantage, surely, to

artistic unity, yet - at least for my feeling - there is about it -
something oppressive, dangerous, malignant. (375) :

In the "Lamentation of Dr. Faustus", too, the orchestral'chorus‘re-“
places thevsolo‘voice. "There is no true sclo in the Faustus" (487), since
Leverkuhn has rejected the romantic individualism of solo expression, re;
placing it with a choral group which collectively estabiiéhés the demonic
identity between opposites that so disturbs Zeitblom, appearing now as
angelic chorus, now, with the same musical sequences, ﬁs hellist* cacophony.,
Similérly,'within the novel, the character of'Leverkuhnris nev;r a- realized

"solo" fictional character - Mann's reluctance to provide his audience with

a physical description is relevant here - but a shadowy host of historical
figures combined with personal‘féhtasies, all appearing at once and con-

tinuing simultaneously like a vertical chord. All the intricate motifs

.
-
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that define Leverkuhn's preﬁence are there from the first, and Leverkuhn
himself always seems to know everything, to be aware beforehand of any?

thing his confemporaries might say, to have read it all before.

In response to the "Lamentation", Zeitblom is struck finally by the

ambivalent relationships within the work. That a tightly organized work

can release such emotion presents a bewildering challenge to his supposi- -

tions about expression. But he shudders and is repelled by the ambivﬁléht
identity between good and evil parts in Leverk;hn's work. The "conscious
éohtrol‘over all the characteré of expressiveness" hold the angelic choir
and the hellish yelling in one all-embracing system. What is good is also
evil, and it is their equivocal identity with each other that in fact coﬁ-
pels the emotional effeets of the work, rather than a direét;response to
one or the other. Thus a technically sophisticated and delibe;ately con-
structed work gives birth to emotions which appear to be new, in fact
primitive, wifhout connection to Qhaf Zeitblom thinks of as civilized
values: ethics, or reason.

Zeitblom's reproach of Leverkuhn's methods, of course, must be viewed

with caution., The narrator's compulsive need to draw attention to his own

. inadequacy jusf in describing such complexity does not disguise the sophis-

ticated organization of the novel itself. The constructi n of the novel
from a wide yariety of sources, boﬁh conspicuous and pQIGZte; the merging
of historical, scientific and literary material with fiction; always the
conscious artifice of absorbing real personalities and spisodes into a

set of thematic motifs; these show us the degree to which Dr. Faustus was
composed through Sust suchla process .of calculated invention. Zeitblom's

naivete in this regard is outweighed by the self-conscious parallels

between the novel and the "Lamentation", which is described in such a way
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as to draw the attention of the alert reader to the tactics of structure E
and design of the'novel_itspif. In fact’Levefkan'svwork is used precise-
ly for this reflective purpose: self-analysis personified, in order to draw

attention to the problems of creation in an artistic crisis. . "I can only

-
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talk about myself”, Mann once stated (to thé delight of his critics,
particularly Brecht, whose response was‘"exquisitely maiiciqué"14); His
fesponsg to such an artistic crisis is precisely this tangled process of.
internal speculation, for the purpose of autobiOgraphiéal revelation,

Presumably Mann did not intend readers to interpret this self-conscious

intellectualism in the composition of Dr., Faustus in the same Spirit that

Zeitblom mediates the portrayal of Leverkuhn's work. The novel, after all,
is iritended as an indictment. As such we are to assume a clear moral stance

on the part of the author. A comparison of the aesthetic principles of

- ~

L d

- the two artists, as has bei;moutlined, necessitates a number of questions.

‘ .
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A full evaluation of this comparison will be postponed for the conclusive .
analysis of the novel.’ Here we will not propose what allows Mann's novel
to be distinguished by the reader from the source of accusations against %

similar principles of construction described by its narrator, and commun-

icated by the novel's own internal correspondences.

B. Character, Plot, and Social Crisis )

The language of events of Dr, Faustus is peculiar and in some ways

eclectic, The formal conventions of traditional realism, formulated most = e

tendentiously by Lukacs, coexist in interaction with the symbolism and - ér
constructivism of a newer era. An answer to some of these outstanding

questions might be found in whether or how the innovative techniques we

have described, the super-realism of historical montage and the symbolism

e KA A s £ e
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of mythical leitmotif, make possible a creative relatienshipfef*totaltty":"

(realism) within the work that the'faqiliar conventions of realism céuld
not achieve, Wevhave seen this to be the case invthe portrayal of Lever-
kuhn's ﬁusic,?éince Zeitbkégzhimself, the old-fashioned‘narrhtor, has not
the tools at his disposal to account for the deeper structure of méaning \
in the music, |

The sole consideration of Zeitblom and Léyet#uﬂh as characters in the
novel hecéssarily directs the'critics'to a kind of symbolist deciphering -
the approach unavailable to the culturally limited and myoplc zeitblom,
"Both Lé;érkuhn and Zeitblom are moré,figurative than realist in their
participatioh in the novel. What could be Yescribed as a dramatic Elgﬁ.in
a conventional sense surrouﬁds/the expériences of relatively minbr charac-

ters. Mann observed that with Chapter 39, in which Marie Godeau is intro-

' .

duced into the story, the novel “grows more and more noveiistic, that is
to say, dramatic."15 The 80c1al and personal events invtlvxng these
characters are experienced only dista?tly by Leverkuhn (his illusions of
guilt notwithstanding) or by Zeitblom, who in partlctlar is present as a
commentator, rathe than as a part1c1pant. Zeitblom's aloofness from

affairs of the heart is both part of his personality - his deliberate and

strangely unemotional marriage is witness to this - and part of his role, as

observer in the novel. Of course, these are not separate things.

Both sisters had confidence in me; that is, they seemed to consider

me capable of just evaluations of others, a capacity, of course, -
which, if it is to inspire full confidence, must stand outside any
situation and view it with unclouded eye. The role of confidant is
always at once gratifying and painful, for one always plays it with
the premise that one does not come into consideration oneself. But
how much better it is, I have often told myself, to inspire the
world with confidence than to arouse its passion! How much better
to seem to it "good" than "beautifull™ (291-292)

Inez Rodde confides in Zeitblom because he is a "good soul" who

-~
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arouses no emotions. ‘Leverkuhn, similarly aloof, arouses emotions among

2

his friends, but they are for the most part rather imperﬁonal, almost rel-

igious emotions of awe and solicitous respect. Sohildknapp is one excep-
tion to this response, because Schildknapp shares the same remorseless

, « ' t . S
-irony towards the world. Schwerdtfeger is another, precisely because he

' cannot comprehend such a stance. Schwerdtfeger's "robust naivete", that
quality which Leverkuhn lacks, allows him to be a good, if not a brilliant
artist. His ardent ingenuousness and his ignorance about suffering draw
him too to Leverkuhn. His real charm and his fatal innocence draw him
eroticaily to Leverkuhn. Perhaps'ﬂéverkuhn cannot bear such closeness,
however ironic his own stance, to a naive'artist who has become successful
partly through Leverkuhn's own parodi%;ic work. » In any casé, Schwerdt-
feger's innocence dooms him. Mann, too, has a semi-erotic fascination -
with the character of Leverkuhn, but this does not contrlbute to the
psychologlcal delineatlon of Leverkuhn's personality but rather renders
him more mysterious. Like Leverkuhn himself, Mann avoids the sound of the
:naked human voice. \
Quite literally I shared good Serenus' feelings for him, was pain-
fully in love with him from his days as an arrogant schoolboy, was
infatuated with his "coldness", his remoteness from life, his lack
of "soul” - that mediator and conciliator between spirit and in-
Y\Etinct - with his "inhumanity” and his "despairing heart"”, with
his conviction that he was damned. At the same time, oddly enough,
I scarcely gave him any appearance, any physical body. My family
was always wanting me to describe him...How easily that could have "
been done! And yet how mysteriously forbidden it was, how impos— '
sible in a way I had never felt before!,..To depict Adfian s outer
appearance was instantly to threaten him with spiritual downfall,
to undermine his symbolic dignity, to diminish and render banal his
representativeness. That was the way it was., .
Zeitblom, of course, cannot articulate his infatuation with the same frank-

ness. His own distance from the realm of passionate emotion causes him to

translate his own fascination and love for Leverkuhn into that same self-

! .
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~ denying mystical awe‘thatvLeverkuhn elicits.from others. ’
Here it is useful to separate the world of Leverkuhn and Zeitblom from
the rest of tne choracters, though all orélimmersed in the same atmosphere
of crisis and decline. %hei; presentationiis predominantiy figurative,

intell ually abstract in terms of the kind of activity they represent

wi in the wori//pf the novel. . Their personalities are remote from us be-
///cause they arek;sméte personalities. We know, for example, that Zeitblom
is a schoolteacher. But we know nothing of the lived experience of being
a liberal schoolteacher among Nazi youth This activity, like his life
‘with his family, is not described to us directly. This is more odd, in
that it is he who is 601ng the describing. We are made aware, even if it
- were not stated by him explicitly, that his proximity to Leverkuhn is more
important to him than the actiyitieé)of his own life. In terms of his
place in the novel, he is to be signified as a_schoolteacher, as he is
by cherkuhn, in contersation, and as he has,becn within,this,analysis.rrw
iThis dehumanization of character permeates the portrayal of the central
chardcters; In this sense their creation corresoonds to aspects of the
symbolist novel, evidencing an "ort of figureo rather than an art of
adventures."17 Since their experiences as characters are predominantly’
mental, and their relationshipc to social events as we soe them mostly
imaginative, their portrayal passes into symbolism, giving the impression
peculiar to symbolist fiction that their world is"not reported or reflec-
ted, but created, withithe complicity of the ch acters, who seem to have
‘read the noveliin which they exist."18
That ILeverkuhn does not change or develop as a‘personality through

the novel, except insofar as his musical abilities develop and acguire

technical sophistication and stylistic extremcness, may remind us of the

-
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"Lamentation" itself, whose motifs are built on concentric rings of var-

iation, rather than on development, ‘His conflict is all within hinself,

Y

"I am looking," he wrote to me, "I keep-asking round about and
hankering for news of a place buried from and untroubled by tHe

world, where I could hold speech alone, with my life, my destiny..."

(209)
Leverkuhn's desire to retreat in order to hold communion with himself  re-
- sults in precisely that: the dialogue with the Devil, Leverkuhn s most
important encountex in the novel, and perhaps the only occasion in whlch
he speaks openly, is of course a dialogue with himself. This is why the
Devil can offer him noﬁhing new, only the extiemes of Qhat already exists.

Overtly Leverkuhn does not change after this "fateful” dialogue. In fact

the continﬁity of the outward circumstances of his life is remarkable.

Mann's own identity with Leverkuhn is found in their mutual dualistic

introversion; Leverkuhn seeks escape from his own intellectual coldness by

ted by the Devil in their conversation.

We make naught new - that is other people's matter. We only re~
lease, only set free. We let the lameness and self-consciousness,

the chaste scruples and doubts go to the Devil...That is it, you do
not think of the passage of time, you do not think historically,
when you complain that such and such a one could have it "wholly",

joys and pains endlessly, without the hour-glass being set for hin,

the reckoning finally made. (236)

Leverkuhn responds not to the passage of time, nor to the effects of his-

torical events in the outside world in which he lives as a man, but only

to the inner debate that rages in ‘his over—refined intellectual conscious-
ness. Hig ironic detachment from social reality renders his outer being

cold and aloof. Hence the devil is indeed an aspect of his personality

appearing before him; for as Mann cites from an 0ld essay,

"The true devil must be the utmost extreme of cold. He.,.must be
supreme complacency, extreme indifference, self-satisfied negation.

-
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seeking wholeness in unattended emotional release. This longing is presen- -
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-

It cannot be denied that such fixation upon empty self-assurance, -
excluding as it does everything outside this possession of self, is

perfect nullity, from which all life'is banished, save for the most ‘
piercing egoism. '

9 . . ' g ‘ \f..?:'\1 o
A T

From Mann's viéwpoint ene is tempted, especially if one is German, to
love Leverkuhn for his god-like egoism, his all-embracing irony, and his

-

apparent inner turmoil, to which he is fated as an artist, and which
emanates from him not as a personality but through the forms that he cre-
ates. Leverkuhn's coldness as a person is related to the ironic ambivalence
-of his forms,,which attempt to be as autonomous as he is from the emotion1
al imperatives of social crisig. Human activity is all viewed as raﬁ
material for his art; like Nietzsche, he finds it interesting only as pot-
entiai art (beauty). Of course, his development as. an artist is.what
concerns Zeitblon most as‘well. As far as personal connection, there is
not much in Leverkuhn's nature that invites trust. His excess of abstract
and self-contained consciousness provides a model for his creator s, which 7
has experienced that penchant for forms, which by turning in upon'them— X
selves, show the process of the novel's making and dramatize the means by
which the narration is achieved 420 ' ;~
At this point the possibility of an endless circle presents itseif,
a route not entirely nnfamiliar in thevpursuit‘of symbols. Mann's faniiiar"
dual personality has created an ironic self-consciousness about his role.
as an artist, which has led him to create a symbol for that dualism towards
which he is thoroughly ambivalent. Yet Mann's solution is'not Leverkuhn's.
Were Zeitblom and Leverkuhn the only characters, or were all the charac-
ters in the novel to resemble Leverkuhn in his static abstractness as a

personality, then we would find that the introverted intellectualization

of their characterization would provide an example of a modernist or

-
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symbolist novel that Ieverkuhn himself‘mightjhaye,writtenir,ﬂeremitimuati,i,i,”i,,i,;

be noted that it is characteristic of Mann's evasiveness as a writer (iron-

T,

ical in one so preoccupied with aut7biographical critique) that the char—
acters most expressive of his own personal experiences and tensions are

" the most psychologically remote. The correspondences between Zeitblom and

Leverkuhn and the author are conspicuous but ambivalent. Remote as his .
characters are, Mann is further removed from access to perception or empathy
on the part of the reader. This veiled exposure of his own past conveys

his predominance of concern with ideas and their conséquences. Leverkuhn's
most intimate encounters, like Zeitblom's, are shrouded in mystery - the
relationships with Esmerelda and with Rudolf are referred to (delicately)
but take place outside the actual narrative. Only towards the end, with

the boy Echo, are Leverkuhn's emotions directed outwards visibly and

<

strongly towards another person. But with such shadowy, constrained

personalities, the process of characterization and of depicting social

interaction makes the writing of a novel, in the traditional sense, prob-

lematic.
These figures, so like their creator in many ways, pose problems for
the novelist. In fact Mann was aware of some of these difficulties. )

"As his subject matter reveals the decomposition of thg middle
class,"” Levin writes, "Joyce's technique passes beyondf'the limits

8 of English realistic fiction...(This) paralleled my owk‘question
whether in the field of the novel nowadays the only thing that
counted was what was no longer a novel, There are sentences in
Levin's book which touched me with a strange intensity. "The best
writing of our contemporaries is not an act of creation, but an act
of evocation, peculiarly saturated with reminiscences."” Aand this
other one: "He has enormously increased the difficulties of being
a novelist, "21 A

That the novel does not exist in the realm of symbelized ideas is an in-
dication of the degree to which Mann was forced, through historical events

and through the creative process of writing the novel, to humanize his

-«
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human symbols, juet as he was compelled to give creative shape to the
“real" personalitiesrhew;ntegrates into the novel. Freud's netlee that
neurotics are not a class gnto £hemse19es, but are more advanced cases'of
.the personality problems that permeate eheir contemporaries, was never

more convincingly demonstrated than by these characters. Where Mann's

rathegﬁkgnderoue-philosophical imagination is directed to the acute ob-

sexvation of the personalities of his own contemporaries, symbolism becomes

profoundly real.

From Buddenbrooke\bpwards, Mann relied on distinctive individual

characterization to provide\his—weighty and eome;imes obscure bhilosephi-

cal material with fictional (diepatic) life and movement. In Dr. Fauetus,r
- \\\ " "

the dramatic plot involves the soeiel’relationships of relatively minor

characters: the Rodde sisters Inez aﬁa\clarissa, Rndichhwerdtfeger,

Marie Godeau. The hollowness of thelr lives, and their search for forms
'\\

in their activities and relationships which w;11 provide a sense of per-
N .

sonal realization, communicate. the deséeretien Sfia gfehp of ihdi&i&gEiiW

én the midst of social crisis.

These chapters, with their blend of tragedy and grotesquerie,
‘attempt to apint the final stage of a society, when it lies open
to ridicule, totally at the mercy of intellectuals' picayune con-
spiracies. The chapters were also to conjure up accelerando the
feeling of the end in every sense.22

'

Many of the dramatic characters of the novel ere moaelled after Mann‘s
/Lecollectione of his own acqudintances during the period described: Muhfé;,
in the 192_0'3.23 These included not just casualiacqu;intanggﬁwbuEﬂf!ieQ§3
with whom Mann had closeremotiopal ties. The particuiar pereonal ieigeye:\
cracies of the characters are often drawn from remembrance ané obsefvatign

of the‘appeArances of such people; yet neither their strength as literary

characters, nor their place in the tightly woven fabric of the novel, is
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diminished by static por£rai£ure. Tﬁégfl§§t-win§ ideologues 6f-the Krid=
wiss cigcle; for examplé, express in their‘diacuséioné the conse:;ﬁti;e
'éthics and ;ésthetics of the proto-fascistfézvement'of the.tihe. ATheir
in&ividugl characters, as'Personalities, expréss ?néka;e defi%éd by the '
aristocratic nihilismf9f the conservative inteiligentsia. Their malici&us—
ness and sophisticated decadence are recognizable, typical expréssions of o

the groué of intellectuals Mann himself was on familiar terms with-at—the
time, in fheir contempt for the Republic and for democratic aspirations,
their wqiship of the cult of barbarism and. the primitivism'of the idealized
past. Here Mann's acti;ity as a political writer ﬁnﬁ sbokesman was 0£  1,
value to him, His personal experience with the spiritual and inﬁellectﬁal,
factors of the political crisisrénabled‘him'to analyze concretely "what

the historian finds so hard to reconstruct: the climate of thought and

/
feeling in which popular movements arose."”

That these ideas spring'directlyfromth?/ggggz\si\personalitiesia‘;<

perhaps described more clearly in other chaxacters: The affinities be?geen~
Zeitblom, Leverkuhn and the characters of their own fictional contempor- T
aries show the degree to which "symbolic" neurosis is part Q£ a larger

social and intellectual force. Thege ofhér cﬁarac;ers, however, are’drqwn
from life. The movement from symboliatvconCretization to "naturalist"

observation, perhaps to the distress of the author, is not a "long one.

-Perhaps the best example of this mediation between the abstractness of

ideas and the concreteness of personality is the portrayal of Inez Rodde.

Inez is in fact a "truthfﬁi and ruthless portrait" of Mahh'sréiéggfudﬁlia;i

2 .
as Clarissa RrRodde is modelled on Mann's other sister Carla. 3 The cloge~

ness of the author to these characters in this case does not interfere

with the dramatic portréyal of the potentiality of such a personality in a

»
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, sogialvcpntext, Inez,isAdramatieallyfpivotai'hécauserbf“héifTSIé”Iﬁgfﬁéf’”'
centre of the Munich circle, and more specirically in her love affair with
échwerd;feger. Zgitblcm is,not;ford of Inez, but his observatlon of her
is;dévastating. The reader is presenfed with a compellipg fictional char-
acter, one who contains within her personality ali the neurosis which
accompanies, and no doubt contributes to, a particular view of life.
AEQen Zeitblom répqgﬂized the "ideological™ tensiokxgxistingibetween

Helmut Institorus,‘éhevlittle prqfessor of Renaissance aésthetics, and
his bride-to-be, Inez Rodde. This tension is r;rélyiégiggéséd ih ﬁﬁé‘
direct articulation of opposing ideas, however, but in the ‘different gp—
proaches. and sentiments of two personalities with radically different ,'
world views, .

I could not, even using all my imagination; ascribe‘to the ran,

unimpressive as he was, absorbed in himself, refined indeed, with

an excellent education, but physically anything but commanding (he
even had a tripping gait), any appeal for the other sex; whereas I

felt that Inez, with all her maiden reserve and dusterity, needed . ..

such an appeal. Added to this was the contrast between the philo-
sophical views, the theoretic posture towards life, assumed by the
“two - which might be considered diametrical and exemplary. It was,
to put it briefly, the antithesis between aesthetics and ethics, ..
which in fact largely dominated the cultural aesthetics of the
time and was to some extent embodied in these two young people:.
the conflict between a doctrinaire glorification of "life" in its
splendid unthinkingness, and the pessimistic reverence for suffer-
ing, with its depth and wisdom. One may say that at its creative
source this contrast had formed a personal unity and only through
time fell out and strove against itself, Dr, Institorus was in P

- the very marrow of his bones a man of the Renaissance - one feels :
like commenting "Good God!"™ - and Inez Rodde ‘quite explicitly a
child of pessimistic moralism. For a ,world that "reeked of blood
and beauty” she had no use at all, and as _for "life" she .was -
seeking shelter from it in a strictly orthodox, modish, economically
well-upholstered marriage which should protect her from all possi-
ble blows of fate., It was ironic that the man - the manikin - who
seemed desirous to offer her this sghelter raved about beautiful

: ruthlessness and Italian poisoners, {288-289)

Inez' intellectual affection for the cult of suffering does not incline .

her to seek it in her real life, It is consigtent with the imaginary

’



structure of the novel that suffering should be mocfat%i;mefneﬁw-rmle S

the disorganized bohemian, life of the decaying aristocracy. Her marriage

to Insttforue is purely one of form; the deliberate bourgecis perfection
of their formal liveing arrangemehts testifies to its emotional vacuous-

ness., Zeitblom remarks on this incongruity with unusual astuteness,

o

sharpened by distaste: S S8

i

I saw that Inez, who set such store by patrician dignity and con-
servative propriety, who indeed had only married to gratify those
tastes, chose to go about with Natalie rather than with the staid
spouses of her husband's colleagues, the typical German professors'
wives. She even visited and received Natalie alone. And thus was
revealed to me anew the split in her nature; the fact that despite

her nostalgia for it, the bourgeocis life had no real viability- fore\\__\D
her. (327)

Inez, too, might have remarked that "even a 8illy order is better than
none at all." Her attempts at maintaining a secure and proper marriage,

in spite of her own strained discontent and the unpropitious pressures of

worsening economic conditions, are heroic. Zeitblom describes with dis-

turbed zest the dedication of her w1fely ‘duties.

k4

It was a conscious love of respectability that she ‘devoted to him,
and so much is true, that she upheld with consummate distinction,
refined yet more by her expression of delicate and fastidious
roguishness, her husband's station in life, Her meticulous conduct
of his household and his social activities might even be called
pedantic; and she achieved it under economic conditions which year -
by yvear made it harder and harder to sustain the «standards of
bourgeois correctness. (327) :

The reader is acquainted, in unusual detail, in fact with‘a’pedantic‘ther-
‘oughness on the part of the narrator thet matches her oﬁn obéessad adherence
to the details/;; traditional patterns,'with the ceneervativeicorrecfnese
of her li;fe:jthe immaculate furniéhinge, the safe and dignified books and
paintings, the compulsive perfection of rer children's upbringing. Zeit-

blom's frequent espousal of his own humanism and social concern here re-

veals itself in the sharpness of his observation, though one might wish
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for a greater allowance for ﬁumén sympathyﬂat the same -time.— At-any rate, ———
detached as his relationship to her may be, his conclusions about Inez'

life are sharply accurate.

Must I say now, or repeat, that with all this correctness thlngs

were by no means correct, that they rested on self-will, not to say
on a lie, and were not only more and more challenged from without,
but for the sharper eye, the eye sharpened by sympathy, were crumb-
‘ling within, they gave no happiness, neither were they truly believed
in or willed. All this good fortune and good taste always seemed ﬁ;
to me a conscious denial and whitewashing of the problem, It was

in strange contradlction to Inez's cult of suffering, and in my
opinion the woman was too shrewd not to see that the ideal little
bourgeois brood which she had wilfully made of her children was

the expression and over-all correction of the fact that she did not
love them, but saw in them the fruits of a connexion she had entered
into with a bad conscience as a woman and in which she lived with .

physical repulsion. (329-330)

Inez's"shrewdness" is brought to our attention in other ways: the
;fticuiate expressiveness with which she justifies her adultery and her
ardour for Schwerdtfbgei to Zeitblom shows the degree to_which her exper-
’iences are examined constantly in her brooding mind. The intoxicated out-
‘pouring of her confession to the trdstwbrthf ZeitblbmrbefrayéfEélﬁiﬁwahﬂwiw7"
excess of imaginative contemp{ation upon her own situatiQn, showing the ’
degree to which she is."psychologicallyitrained, kéépipg watch with a g)
poet's eye upon her own experience." (295) ‘A carefully designed life, one .
yhich would on the su;facevimply a state of toéal unthinkingness about the
choices wifh which she has been préseqted, in fact hﬁs been motivated by’
pf;cisg}y~tpe opposite'condition. -

The weight of a painfully cénsciogg réflectivenessrcgggtegﬁggﬁpqthqﬁ -
a burden for Inéz as for the more intéllectually rigorous Leverkuhn. Both
suffer froﬁ the démands of an indomifable ego., Fach then seéké'a means of
organization which will allow them to free their'emotions from the para-

lyzing prohibitions of self-consciousness, wherein, as Leverkuhn laments,

"every reflection lying between nothing and infinity kills grace." 1Inez



seeks shelter from the emotional chaos of her family's bohemian contempor—

aries. The total security and organization of her bourgeois settlement
perpetually reinforced by the icons of wealth provide an objective frame—
work for -her life; but precisely because it is so deliberate and convention—
alized\she draws no emotional satisfaction from'it. |

The irony, as Zeitblom depicts it, lies in her then seeking emotional
union with the unthinking Rudolf'Schwerdtfeger,ithe,perpetual adolescent"'” -
uith the charm of unchanging innocence. Because Inez is a morelist,'she'
ascribes value to goals achieved through striving, whichito her indioates
ethical nerit, rather-than‘to eohievement which is "natural" or'eesthetf
ically stimulated. ,Pndolf,/on the'other hand, is "utterly unauare that
there was such a-thing as immoralism”. (290)\7His naive spirit is not-(
acquainted with the quendaries of ethical dilemma., Of course Inez is,not
blind to the spiritual limitations of her lover,l-hut the l{nouledge of her
. own moral superiority’contributes,torthe depth of~herremotionalrsufferinéf e
Her maniacal possessiveness'suffers from Rudolfvafrivolity,'but this:is

in part his ‘attraction, and it is the hopelessness he arouses in her that

4 . "
also arouses her passion.

AN

" And stranger still: her inadequate suitor's predilection for soul-
lessness and the beauty of instinct, so repugnant to her own
views ~ had she not fallen victim to it herself, in her love for
Pudolf? She was, 'in’‘a way,-betraying Institorus with his own con-
v victions; for did not Rudolf represent to her wise .and diSillufioned'
" gaze something like sweet unthinking life itself? (297)

Inez's passion:ceuses,her to fall prey to love of beauty andminstinct7

-within herself, and then she must justify it; she is too articulate not to .
' feel compelled.to argue its merits. Or course for her the pursuit of T |
instinctive experiencg-is evreel one, not a fantastical program.like the

beliefs of her uninspiring husband. Counter to his romantic fondness for

brutality and ruthlessness (if they are beautiful) , she believes that, in
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art, great things come £rom sufferiné. Yet her passion, when it is
touched, is not, 'directed towards someone who epitomizes efhicﬁl and- con-
scientious suffering - Zeitblom, for examp}e - but-towards someone whose
V“natural“ gifts are such that;neither moral scrupléé norvinteiléctual
torment have ever interferea with the direct and n#ive enjoyment of all
the experiences of life. Desiring ﬁnthinkingness, and a rélief from her
own brooding self-contemplation, she worships Rudolf's unconscious 1life,
Because she is a womgn, whose femininityvis tantalized‘and disappoint-
ed by her husband, her- desires light upon rudolf's beauty. But precisély
so she finds the suffering incréased og her own refined, qver—civilized‘ |
psychs, tormented by doubt. It>comés about'that the fullest expression of
her emotions is found in the combination of sensuality, emotional suffer-
ing and lament., Paradoxically this release is made,possible on the basis

of. a secure and abgolutely organized living arrangement. Of course it is

—
not a coincidehce that her'verbai;re:enactment of sensual'biiss7'80fdi5“”**"”ﬁ*i?"’
tﬁrbing to Zeitblom, resembles Leverkuhn's defense of the conscious pursuit
of sensuality in Bullinger's drawing room. (414)‘ The insistence on the’

- -
virtures of primitive sensuality in both cases jars against a disturbing 7 ‘ r;

sophistication in the nrgumenf:/ With Inez, too, the difficulties of her.

situation arezsgrmouhtable only through a "break-through”. Her conscious

adulation of sensual gratification is a seeking for purification, for the
. : - \ . ’
_ability to experience singly and directly her own physical life, Her need

¥ - - - ~
fﬁr organic, pure "feeling” involves{é necessary departure from her con-
. ! 1} ;

scious'iéeas, indeed from mental processes altogether. Physical union

+

with a man who neither challenges nor probgé her mental anxieties offers
N 7

the chance to submit herself wholly to a physical force,that can sweep her
. ) Ps ,

into unconsciousness and pure feeling. The strength of her will in search

TRt it e v



 of this feeling overshadows all obstacles - including, finally, her lover's

_..136._ . [

inevitable rejection of her,‘whence the sentimental unconsciousness of
morphine addiction threatens to take its final hold upon her. 'In the end,
her seeking for a force to which she can submit herself whdlly'ahd without’

conscious reflection leaves her in the power of the- inarticulate will: as

.Leverkuhn says elsewhere, "the purificétion of the complicated into the

simple is at bottom the same as the winning back of the vital and the

power of feeling."”

Here, too, Zzeitblom is a secret accomplice. He resents her malicious

- abuse of his "honourable" friendship, and dislikes her maniacal single-

mindedness towards the affair with Schwerdtfeger. (But Zeitblom dislikes

. €

seduction. He expresses the same scrupulous objections to Schwerdtfegér'a
seduction of ieverkuhn.) When her will has lost its object, he condemns
the "sentimental disingenuousness” (387) of her escape into a morphine

addicts' clique of waomen., But his reaction when she murders Rudolf_afterv

Rudolf has become engagéd to marry Marie Godeau, the aspired bride of
Levefkuhn,,is of a radically different nature,

But one admission I will make: Inez, as we know, committed a few
yvears later a capital crime, which aroused general horror and put-
an end to her bourgeois existence, I shuddered at the awful deed;
at the same time, in memory of my old friendship, I felt almost,
nay, I felt definitely proud that in all her sunken state she found
the strength, the furious energy to commit it. (387)

Of course Zeitblom's admiration for Inez's "break~-through” involves the

same abdication of principlés that accompaniés his enthusiaSm for the

first World War. Then too a sublimated organicism expresses its admiration

- _for violence in terms quite incompatible with the -liberal humanism Zeitblom

claims to profess, Zeitblom's metaphorizatioh of this act of violence -
Inez's murder of Ruddlf - obscures the physical, and implicitly the social

reality of such a deed. Even at this late stagé, Zeitblom insists on
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“aestheticizing"” everything: ignoxing the human and ethical aspects, he is
‘ pleasédrwith the hfuriqué energy"” of her act{ This is not far from fhe
sophisticated -admiration of the narrator in "Mario", who approves, in spite
of himself of the hypnotic energy of the evil magician. By hié treatment
of this murder, Zeitblom makes the horror bearable.
The tragedy of Inez and her terrible deed can be said to "represent”
in this sense the actions of Germany during the lmperlallst phase, in the
author's mind. As Zéitblom comments about the nationalist frenzy surround-
Q;ng World War I, in which he took part:
In this we displayed the preoécupation with self which is peculiar to
us: our naive egoism finds it unimportant, yes, takes it entirely for
granted, that for ‘the sake of our development (and we are always dev-
eloping) the rest of the world, further on than ourselves and not at
all possessed by the dynamlc of catastrophe, must shed its blood,
(300)
That this charaéteristig, generalizable to the German nation, sﬁould reveal .
itself in Inez's actions may have been fundaﬁentally undisturbing to Zeit-
blom. But his righteous horror; which is in fact'aécompanied'by—are§s37kfi~M”7W”
diémissal of her person, is Zeitblom's, not Mann's. ,Tha£ Inez began és a
' conceptual representation of‘Mann's sis£er, like Clarissa, whose fate:-is
no less tragic, may account in part for the anxiety mentioned earlier which
accompanied: Mann's proc;;s of integration of reminiécencés into the them-
atic structure of the novel as a whole. And this tension, which foundi
traces of thé German disease in All the beloveds that appeared, liké an X-
ray vision examination which uncovers disease in every patient, focuﬁées
the unfolding of his account mercilesqli on the lives of ré;l, spgcific

people. For this reason it is less accurate to describe Inez's relation-

ship to the German people as “symbolic”: she does not symbolically repre-

sent Germany but is it, in microcosm, a single component which contributes

to and participates in the totality of disaster of the German people.
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Hans Mayer, "Mann and Brecht: Anatomy of an Antagonism", New German
Critigge 6, 1975, p. 105 e ——

Story of a Novel,Ap. 206

ibid., p. 89 |

Fletcher and Bradbury, op. cit., p. 397
ibid,

Story of a Novel, pp. 138-139

Fletcher and Bradbury, op. cit., p. 395

ex

Story of a Novel, p. 91
. 3

ibid., p. 131



23. Bergsten, op. cit., 23 and passim. — .
24, Reed, op. cit., p. 307 o .
25. Bergsten, op. cit., p. 19 - , v
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V. - Conclusion: Historyfand Fictional Orientation

Art will never be moral in ‘the political'sense, never virtuous;’art
will never insure progress. Art's basic character is unreliable,
treacherous; one cannot eradicate its delight in scandalous  aration-
. ality, its penchant for beauty bdrn of barbarity; even if one denoun-
" ces this leaning as hysterical, inimical to the spirit, immoral to
the point of imperiling the world, it remains an immutable fact.
© ' Mann, Betrachtungen (1918)

"The whole temper of art, believe me, will change, and withal inteo
the blither and more modest; it is inevitable, and it is a good
. thing, Much melancholy ambition will fall away from her, and a new
" innocence, yes, harmlessness will be hers, The- future will see-in - - e -
her, she herself will once more see in herself, the servant of a .. L
community which will comprise far more than 'education' and- will:
not have culture but will perhaps be a culture, Ve can only with-. Lo
difficulty imagine such g thing; and yet it will be, and be the f*wl\‘
0 natural thing: an art without anguish, psychologically healthy, R

. not solemn, unsadly confidiﬂg, an art EJ& du with humanity...." Y
) . : 'ggt “Faustus (1948), p. 322 , e ®
7 rthe autobiographical intention of Dr. Faustus forms the emotional core ° T

of thé‘novel Mann,s identification of aspects of himselﬁ with both Zeit- "~

[t

blom and Leverkuhn leaves no -doubt that it is his own’ ‘crisis as an artist - °

. that is the subject of the novel At the same time Mann's familiar iden-

tification with earlier cultural figures takes on a larger function in
relation to historical concerns. This placement of himself at the centre
of a profoundly historical work allows - and demands - the peculiar com-
bination oﬁ,documentaryrréalism, myth and allegory, and autobiography which .
renders the novel so complex. |

] The creation of the central figure, Adrian neverkuhn, sprang from a-
composite portrait.prinarily of ' Mann and Nietzeche."NietZSChe's influence

on Mannfs work has not been a subject of discussion in this study. How- - o

N

m . - -

ever it is relevant to follow Nietzsche'sjexample,in literary criticism,

- - %

in proceeding from "'the deed to'the doer, from the ideal to the man who . g
' ' 2 _

needs it, from every way of thinking to the commanding need behind it,'"

In this waﬁ the analysis of the author as "producer" can take its appro- i
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‘priate form as bioéraphy, social analysis, and literar§7é¥i£i5ism éi;;i;i
taneously. o . | ‘ |
" The original idea of using the "Fausﬁf figure fo}‘a_storyéof ah in-
toxicated artist dates from 1905.3  This period was a difficult one for
Mann; he Wfote.in a letter that his own'standarésv"wq;q beqomihg so'des- -
perately exacting' that they wogid probably one day prévént'his wiiting
P altogeth;:.fé _His fears of literary éterility cgincided with his court-
shiﬁ énd mérriage‘plﬁns.' This conflict between éreativity and love is
V reproduced in Leverkuhn's experiences. Mann's own experience of this
fear undougféaly\affected his ambivalent attitude towards "inspirétion" ' '
: andk“genius".‘ | | o .
. '

Even at this early time Mann's distrust of his own artistic impulses

impelled such "exacting standdrds.” FHis early association of aesthetic

inclination with the "delight in scandalous irrationality, its penchant

f\““\\\\\\k.for beauty horn of barbarity", was é’dééply emotional issue for him, and

~ _ .
exﬁiaiggd,hisvpleasure\in the playfulness of his own creativity. Yet it

confl cted with;his own conservative Eemperament and later with his social

-~

~.

commitments as well.'\Bingaustus, like the early Death in Venice, explores

this antithesis between the Dionysian impulsgsvof_the/instinctive'and

T a .

’ unconsdibus, and- the rational,and conceptu&l consciousness. At one tiﬁé
Mapn, refusing to accept théir[incompatibility, sought the syntﬁesis of
these aspects of experience inialspirifua1 admiration for beauty, which
coﬁld containﬂin its formé a higher’'meaning (the Platonic ideal with which‘
Yon Aschenbach déluded himself) ; the artist in this vision was thereby

imbued with a sacred role of spirituai‘Iéaderséip auspiciouslj cOmbinga |

. with the pleasure of creative expression. But.by the time he came to

write Dxr. Faustus, thisvlesthetic ideal was no longer viable. The notion



of the spiritual leadership offeredbytheartist;;ﬁ§§beendestroyedb LS
Mann's experience of- the historical reality in Germany, and the novel ‘
records the. tragic defeat of this central belief of the author. The in-

™~

tuitions of the artist were not to be trusted and-it was no longer in the' e

EY

art{st s pOWer to provide a potentially useful way of seeing the world,
This was because of the culture 8 evolution of the ideology and techniques
of the German ,artist,, which perpetrated a myth of se,lf-suffi,ciency,;ﬂand,- S
self-cultivation. Mann's’indictment of the ertist's leadership intthe_,
—
culture here becones inseparable frcm his indictmentrof the %ascist move:ﬂ
ment, For)Mann to confront this situation, as for Leverkuhn, "harmonic
subjectivity” as a basis for cr etive work ig no 1onger possihle.
| (Leuerkuhn:) "and ye could at the same time notvexclude the'theore—
tic possibility of spontaneous harmony between a man's own needs

and the moment, the possibility of 'rightness', of a natural har-
mony, out of which one might create without a though or any compul-

gion." ) ) ,
He (laughing) "A very theoretic possib#lity, in fact, My-dear-
fellow, the situation is too critical~to-¥Ye dealt with without ..

critique." (240)

v

4

The Devillspeaks‘for Leverkuhn's unconscious urges; the urge to be .
released frgm every social bond; every conceptualvdoubt, and the confines
of his own parodistic mind. In rewarding Leverkuhn with a successful
musical "sfstem",»the Devil reinforces Leverkuhn's desire to,succumb to"
‘instinct rather than to reason and thevimperatives of social conditions.
Music is to Leverkuhn a lure, an almost‘sexual seduction away from the

power of his own mind. The Devil offers "triumph over (criticism),...’.

£

b

shining, sparkling, vainglorious unreflectiveness'" (237). Leverkuhn
listens "with as much pleasure as the maid to the whisperer in church..,
. (237). Acceding to the Devil's offer, he releases his own repressed im-

pulses for unconscious creation, His amoral pursuit of art as an object,

combined with his cold egotism, create a relationship with art which



justifies:Mann's conviction that the artist is a relative of the criminal

r»anqvthe madman, &Free to retreat from his conscious understanding; Lever-

kuhn creates - or is ‘the medium through which is creatédl- a mugical system

which is clearly expressive of the}Abstractness of music (most typically

"German™ of all the arts) and of his cold detachment from human relation-

ships‘\ The'12~tone system is both a coﬁtinuatién of romanticism anduits

negation;“in,seeking to .authenticate the priméqy df the subjéctive*seif}”""”*’*f"
it'inevitabiy exprésses thgvdissolution of that self in the aﬁti—huhan .
guiseiof‘autohombus‘art forms. In the“pfpgregsion from romantic, throuéh
;expregs;onist, to atonal musiq, what eme:gegygs atomistic or randomtsoqnd'v

in desperate need of a new formal order to legitimate its existence asart.-,

3

The calculated constructivism and systemizZation of form through which this {
.crigis is resolved reflect the_domination of the subjective in ankgﬁéhé{<

itarian'society. The adulation of system and authority, the submission GEQ/

the individual ego to a larger power. in search of mental freédom,~and~the~wv~f~¥7~
rejection of human solidarity are epitomized by Leverkuhn's contract with
the Devil, who is of cour;e only a psychological projection of a deluded

_imagination in search of mindless, unthinking; unfettered purity, As this

Devil proposes:

"A genuine inspiration, imm&diate, absolute, unquestioned, ravish-
ing, where there is no choice, no tinkering, no possible improve-
- ment; where all is as a sacred mandate, a visitation received by
- the possessed one with faltering and stumbling step, with shudders
of awe from head to'foot, with tears of joy blinding his eyes; no,.
that: is not posgible with God, who leaves ;he”understandinqmtooﬁmﬁchi e
to do. It comes but from the devil, the true master and giver-of N
such rapture."” . . ' T : .

“The language and intensity of Leverkuhn's encounter with the Devil
convey an_intimacy and mutual involvement with cﬁT?ure - ancient culture,

embedded in their language and cherished as an abéég:klover- shared only

‘

by thettwo.of them as a secret language., Of course, this is a chilling
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thought since the'dialogue,aé familiar an archetypal myth ae it is, repre-
sents in the world of the novel_leverkuhn's assignation ﬁith himgelf, The
"harmonic subjectiVLty" and "polyphonic objectivity"”, those two elements
‘oF musical form now fractured within the human soul, have met to discuss
their integration at any price, The cost for this victory is the rénuncia—

tion of society, of both human love and a broaderisoéial rengnsibility.

g

The compensatioﬁ“iE"inspiration;'made”possible onlyrbywan“ahsoluterfaif
(}n the relevance of the order revealed through art,

Mann does not have this faith The role of "spiritual leader" that

he once claimed for the artist is impossiblekqiven the abSﬁlutist indiv1d~

¢

-—

ualism of this commitment to art as expression. yann s own victory over

-
¢ N -

the crisis of culture is of a different‘natnre. JHis achievements arg

’

. . .
“heroic" because they ‘are completed ,through .persistent plodding. Aware

of what he calls "the decline of the entire Western culture"s, he views

->

his own method - as a»process oﬁfcraftsmanship which caneencompass -his

_,self-conscionsareflection, allowing a "transition from unconscious creation

to creative,conégioueneés."6. Not trusting in his own intuitive powers of

invention to autonomously arrive at a picture of "truth", he prefers a

-~

3

mg¥e arducus proce of constructivist assinilation. %,

-

Among the papers gathered hy Mann in preparation for Dr, Faustne is
a-article ntitled "Twilight of the Novel", written by Charles Glicksberg-.7

Glicksberd seems to have shared Mann's notion of a crisis in the novel; his

proposed solution must have appealed to Mann,

ry age calls forth its own appr0priate aesthetic and i&ﬂological
response, Ours takes the form of absorption in the problems of war
and peace, fascism and democracy, sociology and economics and pol- .
itica, and our demand is not for imaginative fantasy but for
creative insight based on authentic observation, Not Surrealism
but the documentary is the distinctive art form of our time.‘8

Mann had been drawn-to the use of documentary-in a less emphatic form in

/
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earlier work, The inclusion of reminiscences and of/ﬁontage had provided

.a "social" setting in previous novels; in Dr,. Faustus\this technique of

s

montage becomes explicit ‘and central to the structure of the novel, In -

Storxpof'a.Novel'Mann quotes approvingly from Harry Levin's critical work

“
on Joyce, in which levin's words parallel his own question "whether in the

field of the novel nowadays the pnly thing that counted was what was no

longer a novel...The ‘best writing of- our contemporaries is not an act of

e s

creation, but an act of evocation, peculiarlg/saturatedfw1th reminlscences

The development: of,new liter%gy techniques, resembling modernlst

1nnovations of constructiv15m and montage, by a writer with such an avow—.

edly conservative imaglnation thus need not appear so paradox10al Mann's

guilty consc1ence as an artist drove him to seek ways to include in his
fictional world a portrayal of the hlstorlcal world, He has concluded
that he cannot seek object1v1ty in his own perceptlons, 'in the way his
perceptlons and abllity as a wrlter mediate soc1al reality, because he
does not have faith in:the.vfability of art, Now he is no longer voicing

+

this criticism solely with the voice of an'artigt?rart has become a dubious

enterprise at best and lacks political respectability and even, perhaps,

the ablllty to tell the truth So he(;rings in newspaper clipplnqs,

reminiscenceg, real personalities as models for his characters, so that ..

there can be no argument, no doubt that these events are true, that they

happened, that this is the real -world being presented to us.. ,,Thus,,he,,can,,, B

say that this is "no longer a novel,..but rather a work that took the form .

of the most disciplined art and at the same time stepped out of art and

became reality. w10

Mann's compulsion to ensure historical veracity within a novel whixch

is yet an intensely private”autobiography demands- that his orientation

- ) a
. ¢

I R A o %
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toward history be exanined. Ihe,nouel,combinessallegoryf_inrwhichrtherfaterrr,;
. of Germany is personified through a ésychologized‘re—presentation of an.
archetypal myth of fateful hubris, with non-fictional historical,document—'
.ary.. The epic éuality'of'the myth structure, combined with the connections
with historical realityvqued throuch montage, indicate Mann's rejection

- transcendence may be a better te¥m - of certain aspects'of the novel

form, particularly certain assumptipns about the individual consciousness

which are communicated by the traditional "realist" narrative. The plot
structure of the traditional European novel assumeswan integration, albeit
a problematic one, between indiVidual conSCioEFness, its enactment in
purposeful activity, and its contributing role in a larger social ﬁrocess
through which the individual is clearly affected . But the logic of hG;‘h

activity had been profoundly shaken by the eventsgin Germany preceding the

war and the novel. The disruption of Mann's~q£rsonal philosophy caused by
. N
these events neceSSLtated a substantial change in his political attitudes,

and this change demanded a different means of iiterary expression. The

changes in structure enacted through the novel in other words, are immi-

2

nent in the changed~political and philosophical orientation,of the writer.

Like Zeitblom, Mann's opposition to_faq‘ism as a political movement

. B iy Lo * . .
originated with both moral opposition to its violent racism and oppression,
and with a conservative, aesthetic distaste for the "malignant petty-

bourgeois.rabble."11

True to his conservative principles he itéffirs*t’refga:fded*ﬂ?e ‘terror
campaign as a concession by the leadership to the rank and file...
although he was aware of the gathering storm, it was nearly another
decade before he realized that the collapse of bourgecis democracy
in Germany was being engineered from above apd not merely by the 5
mob g = ,

"12 ‘

is indictment of the German bourgeoisie was later to be directed, much

to Mann's own distress, against the rulers of the entire western democratic
' /

~ .
v



- world,
. Accustomed to analyzing fascism as an ideological phencmenon, a
primitive regfeésion in reaction against the rationalistic humanism of the -

nineteenth century, Mann was forced to politicize his response to it by -

the realization of its political-economié foundations.13 -

As such it is an attempt of all the old social and economic reac-
tionaries to suppress the peoples and their aspirations for happi=-_ .. _ '
ness, to prevent all social progress by attaching to it the fright-

ening name of Bolshevism, In the eyes of conservative Western

capitalistas, fascism was frankly a bulwark against Bolshevism and

against everything that they wished to assail under this name -

especially after the German purges of June, 1934, in which every-

thing that was socialistic in National Socialism was destroyed and

the o0ld power gombination of Junkers, army and industry was’

saved., , ) : ‘ '

This awareness was magnifiéd by his 1ater'disappointment with the United

States, whose democratic nature he had mythicized through Reosevelt, and

where the decline in demdcratic freedom, and virulent anti-communism,

o

‘caused him grave concern. One Mf}f,i,,éé!l,,céti,sa accuses him of distortion,
insult, and "hysterical exaggeration” for.questioning the sincerity and
fhoroughness‘with which the U.S. had waged the war against fascism.15 Cer-
- tginly £his question, on Mann's part, was a fundamental one; it involved
a disruption of how Mann was to vieﬁ the "curse”" of German destiny;
In 1938 Mann expressed his new realization iﬁ(this way :

The world's patience with Fascism, however painful for us, and the
world's endeavors to come to an arrangement with it, have their- '
good, or at any rate cogent, reasons., But as I have said, analysis ,
of these reasons would lead me too far, To put it concisely, Nation-
al Socialism and Fascism are expedients against the threat of social
revolution everywhere in the world; they are methods for suppressing,

- whitewashing, postponing, checking that revolution.by taking some of
it over in a false and deceptive spirit. In other words, they are
brutal quack medicines for which the respectable world everyWHESeqa
despite its distaste for the attendant humbug, has a secret weak-
ness., This explains why we find it so hard to mobilize the world
against Fascism and why our warnings are taken as agitation for

our own selfish ends.16

While Mann was quick to criticize the complicity of other governments
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in. the rise of fascism, and anxious to attribute blame to the military and

eéonomic eliterwithin'Gérﬁény,itself; M;n#'sﬂvieﬁéjih fact were not consis- .
tent. It need not be said that the attribution of guilt:-is not 80 simply
formulated in the novel itself. What the novel records is not so much

the need to destroy fthat fétal power gombination, the world-threatening
asséciation'of’Junkers; thé army gé#érals, and heavy induétry“17 that Mann

called for elsewhere, as it reveals the collapse of a world view, a frame-

work of Qalues that were madé uhtenablé'by the events of Eﬂé pefiod,iéhéxr .
”Holocaust".or "Pinal Solut@ohf. These values were centred aroundrfﬁith
in the dignity of the individué} - the bourééois individual- and tﬁerpower

to make conscious decisions whiéh would éffeét other_eventg, othgf social
occurrences in the world. Tﬁéi this belief in indifidu#l responsibility,
,identify; and freedom was destroyed pot by the-“fabbig" but by the power .

6f the bourgeoisie itself - with the'complicity of the westerﬁ, democratic

nations, on the basis of a shared desire to preserve an economic system -

achieved its catastrophic magnitude through the incomprehensible events
of the period. Mann's observation of thesé social events was nourished

from two sources: his politicai understanding of thé power alliances that
allowed the Nazis to rﬁle,’and ﬁis own embtional, social, apd ideologica;
expe;iencevwithin‘the culﬁure. On thé one hand, he could’aécribe fault to

a political force based on class interests; on the other, the fault was

everywhere in the experience of the culture, and it was‘art&sticaily im-

possible not to sense the integration of reactionary thought.and nihilis-
. s e g .

tic ethics into the very fabric of the society. Mann's inability to

formulate a consistent response to those events is rooted in that disrup-

tion of his framework of values and perceptions,

Mann was insulted by this history, because his atEempts to understand



. its causes exposed a senselessness in relation to his own consciousness.’

Possibly lis increasing desire to return to old myths and tovexplore . :
- - . - }/ - . -

cyclical or archetypal patterns in historical events was'motivated'by'avf
reluctance to confront his own confusion about how to intgf?ret the polit-

ical developments during his lifetime, According to his original frame of

1

" reference, history was made by a group of superior and intelligent indiv-

iduals; to the extent that they hgve‘been successful,vsocial*prog:gss
reflects theif peraoﬁalities‘just as an arti;tic work ;efléctsrfhe téﬁpéf- -
améat of its creator. _Tﬁis can be;seeﬁ’in his essays on thinkers and

writeis who were important to his appraisal of Gemman culture, In othef;
words; he waé accustomed to judgingveVents by the cOnsqioﬁgﬁinteiI;;tgal )
terms of its most cbnspicuousVor articu1ate makers;;rather‘than by a mére
étrﬁcﬁural pol?%@cal outlook which could analyze events and pers naliﬁiés

as individu&ié@%ﬁlfestations of ﬁore fundagegtal forces of social change.

Yet the fascists precipitated a historéipf uglinesé and‘senselessness;,.'
~which was iﬁcompreheﬁs'ible ‘to him '3.ﬁ"’t1’16’s’é"t'erms. 'Eii.'fléf"ﬁasv not a, "great —
individual” and ﬁhose who SQpported'his policies wer; sick and desfructive,

not creative or progressive. Mann's need to make sense of thoseﬂévenfs

led him to a radical critique of the economic elite, though the political ‘

N

assumptions and conSequences of this critique'wére based on a world view
, : : ¢
in which he only partially believed. This ideological critique of his éwn
cﬁ}ture was also painfully difficult, sinqe it involved a radical investi-
gation of his own thought, and the bqunéarieé he"FfT??%fﬁPEé;EEEEéEEEE%@,WW”
‘between the real and the unreal, the normal and the abhormﬁl,_thé valuable
and the dispensable, In fhis sense his pligﬁt Qag-the’plight'of million;‘

of individuals whose sensibilities had been assaulted by experiences or-

dinarily jcomprehensible only as distortions of the most surrealistic novels
] _ :
}
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or thez;;Z:—overwhelming nightmares. Confronted,by these.experiences,

a

the response is a feeling of helplessness before the total permeation of

evil, which in Mann's world unaccountably and uncontrollably was - revealed

2

everywhere he turned:: Evil as a totalitarian force: the powerful force of

2

over-determination which takes hold of Leverkuhn's music, in which'"there
" is not a free note", provides one of the most COmpelling emotional exper-

iences communicated by the novel. Like his music, Leverkuhn is "rot free

»

not to reflect what it reacts against\" ,

<

.

This concern with the enveloping powar of an evil force returns us to

-

the ipportance'of Leverkuhn's dlalogue with the Devil, Mann commented in

 ghother conte that the violent acts of fascisn were‘"ell expedients of

this lust for human degradation which it would be too much honour to. call

deﬁilish, for it .is sim diseased."19 The Devil lost his mythical

"status: he is not an isoMated or objective phenomenon but a fundamental

w«

constituent of reality which hovers over all of Ieverkuhn's life. In

Leverkuhn's mind he may be an independent entity, but in Mann s mind he

is a psychological projection of a force which is suffused throughout the

culture. Vagque borders between reality and unreality are part of the

paradoxical experience of the "holocaust”, hecause nothing in past notions

of reality or logic or intention could fully explain those events, A

political analysis couild begin to sketch the outlines of the causes - but

even the most thorough understanding of social forces could not’ account

for the extent of the social devastation,witnessed_in_Qermanylatmthe,time,,””l”

Only an imagination hent towards the Satanic could hegin to explain - and

AN 5 . B
go the evil force acquires a Toncrete entity in such a mythical guise,

Mann's flirtation}with the Devil, or with a religious or mythical model

for the powers within the novel, helps to identify the extent of the evil -

Ay
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but the deéree to which the Devil is, after all, gglyAgwps¥ghgingicnliprgzﬂ,W,;_lg,
jection within the no#el forces us to reject that model as anything;but
‘a compelliné ﬁetaphor grasped bf a diseased imaéiﬂgtion.

M;nn's recreation of the pérmeation of evil and disease;accoqnts for
thé fictional "totality" of the novel, communicated by its integratéd‘
sfructu:e;} The sense of integration, in other words, is not so,mu;bban
expression of the artist's cohtrol; or claiﬁeq éotential for control, as
it is a measure of his sensitivity to thé powér of‘the orgénizing,elements
of'sociéiy. The'npvel geeks to propose a new method for %?tegrating an
awareness of this social context with an expoéure of the intensity of
intransigently protected individual experience; this unifying force in the

1
novel attempts to make coherent Mann's own historical experience., The

. .
paradoxical combination of epic patterns and;myth with modern const

vist techniques is the structural manifestation of a moment in ideologicil

transition: individualism as a social praétice is confronted and rejected,

but individﬁalism as a world view in search of ethical ;esfofatidn still -
remains.l Mann's reflections in the novel on human catast;ophe; like the
‘work of Adorno, indicatéé ﬁn awareness of the ehtanglement oé fascist
qumination "in the'ideological contradictions ofvbourgééis individualigm,
whose irrevocable decay it has‘understdba; at the gémeltime; it cannoé

20 While the terror of fascism does produce an under-

, - , . : X,
standing of capitalism as a system, this terror "also violates the sub- o

disengage from it,"

Jectivity of the theoretician and reinforces the class'baffiéféfégifﬁEE

his cognitive cs.bility;:"21 - , B

>

Ménn's pérticular awareness of this contradiction is the realization
that the artist can no longer fulfill the role of-spiritual leader of the -

German people, having resigned that role in pursuit of escape and

N



expression, Thus the power of history itself became stronger than the
weak w1lls of the myth-makers ‘who may have danced or chuckled or philoso-‘
phizearas it occurred, but could not be called itS‘initiators. Mann s
emotional experience of "over-determination"”, as it is p;esented in the

:‘novel, addresses his enti;e sociel class, vahistory waslnot precipitated
by the"natural leadets" of German eociety, the intelligentsia, then whose

’ responsibility was 1t? Mann suggests in the‘novel that events may have
elippeq out of the hands of proper 1eadens‘(in‘his eyes, the middle class

intelligentsia), but it was his responsibility to speak to these potential

leaders and urge them to confront the situation and thus to accept their

" Il

| social responsibility. Only a congciousneSS’of the deep and absolute cor-
ruption of\German traditions could lead to the eradication of that corrup-
tion. <Perheps the novel overstates that corruption of every fibre of
German society -~ there were many who thought so. But Mann's insistence on
presenting history as an ethical problem, more perhaps than a social or
economic or phiiosophic issue, was hie éolutionrto the,unbrﬁ%geable,gap
between the ironic‘irrationality of his .own spirit and therretional social
imperatives of human society. This synthesis is pr0posed as an urgent moral

and human problem at the deepest level of emotional experience, because it

is here that Mann still believes the hopes for historical progress are to

*.’*}_-J

. be found,

‘} In retprning to tne éituation of the artist in his fictionronceregein,
Mann demonstrates that the problems of eesthetic work are not effectinely N
solved within the aesthetic worid. The novel, in attempting a'description
of an entire culture, evokes for the reader the results of being part of')

that culture without implying the possibility of liberation solely through

aesthetic'reéponse. The artist cannot assume the proper relationship

f
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between himself his work, and the soci;:\ZEEEEEE'fromwhich»itis~gener-s'~

ated and to which it“returns.r That dlstrust is intensified by the frus-
tration with the forms which heiis capable of producihg, which cannot
adequately,give expression to the most urgent issues. The Devil accurately;
describes the feelings of impotence of the most truthful artists, who
realize that the extent.of this crisis makes mockery of the mental world
which the§ inhabit. This crisis calls into questicn not only thevlanguage
of present artistic forms but further the fundamental supposition?@of the

creative drive, which for the contemporary artist has meant a constant

drive to elaborate his awareness of himself, The Devil.insists that this

is an artistic problem, "nothiné but the solving of techniggl puzzles. Art

becomes critique.” (239) Like Adorno, his "weapon of critigque needs a

critique of weapohs.“22 ' ®
. - . Z - 8
In addressing his contemporary artists and intellectuals, Mann exposes

the false ideal of formalism, Traditionally art has played the role of -

passing beyond the appearance of human beings in particular circumstances

and realizing an image of human potentiality. To the extent that the

development of that potentiality has been warped or impeded by an c?lgg;&zg//

B . . - Vi .
social organization, the production of a work of art becomes an act of

social criticism, as well as a means to gain insight into social reality,

Mann undetrstands the distortion of human potentiality, and to some extent

the political and social cause of that distortion. What the novel commun-

icates is thatr the achievement art must strive for is the portrayal of the
world as a whole, rather than merely the category into which the artist is

placed by that world.
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