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Abstract

The thesis aims to systematise in more detail than has been attempted to date the portrayal of 

music and German history in Doktor Faustus, and connections made between them.

It first traces Mann's interest in pohfics and music, and how these were brought together in 

writing Doktor Faustus. It then examines discourse about music in the novel, separating 

description of the timeless, ontological features of music from descriptions of compositions, 

as particular historical manifestations o f that ontology. The composer is seen as the key 

intermediary between ontological and historical features. The thesis then examines Adrian 

Leverkiihn’s role; both the manifestation of music’s ontology in his works, and the place of 

‘Erkenntnis’ in them. Leverkühn himself is found to have only limited engagement with the 

historical circumstances in which he composes.

The next part o f the thesis focuses on Serenus Zeitblom, showing that he, in his fimctions as 

narrator and admiring audience, gives Leverkühn the historical specificity he would otherwise 

largely lack, rooting him in early twentieth century German history. It considers his 

descriptions of Germany, which, like music, is portrayed as having both a timeless ontology 

and specific historical manifestations. Both sets of characteristics correspond closely to those 

o f music.

Finally, the thesis considers how music and history are related to one another. Their 

treatment is found to lend weight to Mann’s theory o f ‘one Germany’. Leverkühn’s 

significance, and thus, much o f the connection between music and history, is found to stem 

from Zeitblom’s narrative, but even this does not offer a clear framework o f coimections, e.g. 

a detailed allegory. The thesis concludes that whilst music and histoiy do reflect each other 

in the novel, the gap between them is closed through the shared responsibility o f the artist and 

his audience, suggesting that Zeitblom’s role and culpability may be worth further 

examination.
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Chapter 1 Introduction

1.1 The significance of Doktor Faustus

Doktor Faustus was begun during the last years of World War II, and published in 1947 in 

Switzerland. It was freely available in Germany only from 1949. It is a dense, intellectual 

novel, which assumes a good deal of knowledge about German music and culture. Whilst 

Doktor Faustus has moments o f humour alongside its erudition, it does not have the 

accessibility o f the Buddenbrooks ‘family saga’, and is probably a more difficult prospect 

even than Der Zauberberg for a relative newcomer to Mann’s work. As a result, it is the least 

well known of his major novels, certainly outside Mann’s German-speaking readership. At 

the same time, it is, quite possibly, the one that has been most dissected and explored by 

scholars. John Fetzer’s 1996 survey of the Doktor Faustus literature identifies ten broad 

topics o f interest merely as a starting point. Fetzer notes that barely twenty years after the 

novel was published, “the lament had arisen that the critical literature dealing with Doktor 

F a u s tu s . . .assuming vast proportions”.* Yet the secondary literature on Doktor Faustus 

continues to accumulate. Why, then, is this work so eternally fascinating, and why is it worth 

adding further to the mass o f studies?

First, because the novel was so important to Mann himself. It is significant that Mann began 

Die Entstehung des Doktor Faustus, his account of the composition of the novel, with an 

amusing story o f an interview with a journalist from Time magazine. The journalist 

apparently asked Mann why his prediction that he would die at the age o f seventy (in 1945), 

was showing no signs o f coming true. Reflecting on this incident for a few pages. Maim 

ruminates on die relationship between ülness and artistic endeavour, itself a key theme of 

Doktor Faustus. It is evident both that he struggled to overcome his quite serious illnesses in 

order to complete the novel, and also fliat die process o f writing itself took a toll on his 

health. He describes Doktor Faustus as the work that “wie kein anderes an mir gezehrt und 

merne iimersten Kràfte in Anspruch genommen hat”.̂  For Mann, the novel represented a 

final reckoning with his own country, all the more emotive because it was written in exile.

He wrote of it to fiiends as if  o f a beloved child - certainly more emotionally than was his 

habit when writing about his real children. In one letter to his American patron, Agnes Meyer 

- and the letter is typical o f many written after the German edition o f Doktor Faustus was 

first published - Mann spoke o f his great emotion when it was well received by readers:

* John F. Fetzer, Changing Perceptions o f Thomas Mann's Doctor Faustus: Criticism 1947-1992, 
(Columbia, Camden House, 1996), p. xiii.
^GWXI,p. 147.



Auch ist mir dieses Buch in fast imerlaubter Weise am Herzen liegen geblieben, und 
noch immer sind mir die Tranen nah beijedem guten Wort, das ich dariiber hore/

A heavy cost to its author does not, however, automatically guarantee that a novel will have a 

heavy impact on the reading pubhc. The second reason for continuing interest in Doktor 

Faustus is that its impact at the time of publication was enormous. Despite its complexity, 

the book was widely read in Helen Lowe Porter’s English translation even before it was 

easily available in Germany, as the USA Book of the Month Club selected it for its members 

for November 1948. The huge circulation this entailed was a source o f dehght (as well as 

some bemusement) for Mann: “Die Cotter haben gesprochen, und der Book of the Month 

Club hat den November fur >Dr. Faustus< b estim m fM ich ae l Beddow includes in his 

study of Doktor Faustus a striking gr^hic illustration of the huge amount of German media 

attention given to Mann between 1945 and 1949. Mann was mentioned almost twice as 

many times as Brecht, and far outstripped other prominent writers such as his brother 

Heinrich, and Franz Werfel.^ The coverage peaked in 1949, when Mann’s first trip back to 

German soü since well before the war coincided with the German pubhcation of Doktor 

Faustus. It is fair to say that the attention given to the novel was largely due to the Germans’ 

inabüity to separate Doktor Faustus from Mann’s attitude to his defeated homeland. Beddow 

observes that substantive commentary on the novel is difficult to set apart from articles that 

simply used the opportunity of the publication to criticise Mann himself, especially given the 

relatively scant availability o f the novel in Germany in 1949.^

Everyone knew, whether they had read Doktor Faustus or not, that its theme was German 

culpabüity in World War Two. Feelings were running high on the subject o f Mann’s right, or 

lack of it, to pronounce on such issues from what many Germans saw as the relative ease of 

exile in the USA. The most heated reactions occurred in the wake of Mann’s response to 

Walter von Molo’s open letter in the MUnchner Zeitung. Von Mole had invited Mann to 

return to the defeated Germany. Mann’s response was extremely critical o f the writers of the 

so-called ‘Innere Emigration’, who had chosen to remain in Germany whilst inwardly

 ̂Letter to Agnes Meyer of 28 April 1948, Hans Rudolf Vaget (ed ), Thomas Mann - Agnes Meyer, 
Briejwechsel 1937-55, (Frankfiirt am Main, S. Fischer Verlag, 1992), p. 702.

Letter to Agnes Meyer of 6 September 1948, ibid., p. 709.
 ̂Michael Beddow, Thomas Mann: ‘Doctor Faustus (Cambridge, Cambridge University Press, 
1994), p. 98.
 ̂The first German print run o îDoktor Faustus, in 1949, was only 7,000. This compared with the 

initial print run of 14,000, distributed mainly in Switzerland. Because of its selection by the Book of 
the Month Club, the American print run was very high indeed, at 250,000. See ibid., p. 99.



disassociating themselves from the regime/ The attention given to Mann’s ̂ betrayal’ reached 

its highest point when he visited both the Eastern and Western zones o f Germany on his first 

return trip in 1949.

Germans’ unease about Doktor Faustus did nof however, stem only from die controversy 

surrounding its author. There was something in the novel itself that seems to have spoken 

direcdy and alarmingly to the German people of an uncomfortable reahty. Mann loved the 

German tradition, but had reahsed very early on - as many of his fellow Germans had not, or 

perhaps, had not dared - its dangerous use by Hitier and the National Socialist Party. This 

realisation is poured into Doktor Faustus. Mann had attained an almost superhuman status in 

the eyes o f some Germans during his absence. His greatest adherents must have seen the 

novel as an act o f revenge rather than the solidarity, even deUverance, for which they might 

have hoped:

Nach 1945 glaubten viele, er werde iiber den Ozean eüend Schafe wie Wolfe unter 
einen blauen Mantel schlagen. Sie waren bestürzt, die Schafe und die Wolfe, als sie 
nicht die Worte eines Heilsbringers, sondem eines tief Gereizten, Zommiitigen, 
Schwankenden vemahmen oder lasen.*

The impact o f Doktor Faustus was, therefore, evidently significant. But two key criticisms 

were levelled at the novel then, and have made themselves heard ever since. First, the claim 

that Mann’s judgements of Germany rest entirely on the attitudes o f the upper strata of 

society, particularly its intellectuals, making his views at best incomplete and at worst, 

damaging and irrelevant. Proponents of this view included the Gruppe 47 writers. Secondly, 

some critics have been appalled that Mann should suggest that art, particularly the sublime art 

o f music, could possibly be comphcit in Nazism. Notable in this group was Hans Egon 

Holthusen, whose 1949 study o f the novel, Die Welt ohne Transendenz^ was particularly 

influential in the early stages of Doktor Faustus study. These two criticisms are, in a sense, 

what this thesis sets out to answer. It wül investigate whether high intellectuahsm and music 

have a real relationship with historical reality, whether the novel does bridge the gap between 

these two ^parentiy disparate worlds.

The third reason for the significance of Doktor Faustus is the continuing relevance o f its 

themes today. Mann’s image, even in his hfetime, was one o f a monument o f German 

history. Brecht, having met Mann less dian a month after arriving in America, q>parently

 ̂The letter from Walter von Molo (13 August 1945), and the even more critical follow up by Frank 
ThieB (18 August 1945), are reproduced in Klaus Schroter (ed.), Thomas Mann im Urteil seiner Zeit. 
Dokumente 1891-1955, (Hamburg, Wegner, 1969), p. 334-343.
* Max von Bruch, from ‘Miinchner Sommer’, Die Gegenwart, 15 August 1949, ibid., p. 386.



described the meeting by paraphrasing N ^oleoon’s statement on seeing the Egyptian 

pyramids; “three thousand years gaze down upon me”.̂  It was always inevitable that death 

would enhance this impression. Yet the successive pubhcation of Mann’s diaries since 1977 

has done much to balance it with glimpses of the private man. Even though his regular diary- 

keeping and methodical approach to his work make it difficult not to sense that Mann lived 

his life with half an eye to posterity, yet at the same time, the details of his family life, his 

ailments and various insecurities, have made Mann seem more human and approachable.

And, as T. J. Reed notes, the revelation o f his extensive use of montage technique, the 

impossibdity of creation o f original material, have dispelled the image of the traditional 

narrative writer in the high bourgeois tradition, and placed Mann securely amongst modernist 

writers. Yet many modem German writers have vehemently denied any influence firom 

Mann on their own work. Marcel Reich-Ranicki conducted a survey of eighteen writers on 

the centenary of Mann’s birth in 1975, and repeated the exercise with eight of them ten years 

later. Reich-Ranicki put dieir negative reaction down to the tendency of a new generation to 

turn agamst those who come before and are described as ‘classic’ writers. At the same time, 

however, he observed that it says much about the importance of Mann both that, for an 

‘irrelevance’, he continues to awaken such strong reactions, and that these cannot diminish his 

lasting significance.^^

Hannelore Mundt’s study, pubhshed in 1989, suggests that Mann’s concern with the 

connection between aesthetics and fascism links him to later novehsts who explore the Nazi 

period. She finds echoes of Leverkühn in figures such as Grass’s Oskar Mazerath and Boll’s 

Robert Fahmel, despite the broader social picture of Germany that these novehsts typically 

offer. It is true that the large themes of Doktor Faustus do not sit easily with the themes of 

literature immediately after World War Two. For some time after the war - and not 

surprisingly - writers tended to reflect their experience through a focus on the humanity and 

suffering o f an individual or small groups. This could entail the experience of Hving through 

the development o f Nazism, as in Grass’s Die Blechtrommel (1959), experience in the front- 

fine, as in Heinrich Boll’s Wanderer, kommst du nach Spa... (1950), or the isolation and 

disorientation of the soldier returning to society, in Wolfgang Borchert’s play, Draufien vor

 ̂Quoted in James K. Lyon, Bertolt Brecht in America, (Princeton N. J., Princeton University Press, 
1980), p. 264.

T. J. Reed, Thomas Mann. The Uses o f Tradition, (Oxford, Oxford University Press, 1996, 2nd 
ed ), p. 417.
” Marcel Reich-Ranicki, WashaltenSie von Thomas Marni? Achtzehn Autoren antworten, (Frankfurt 
am Main, Fischer Taschenbuch Verlag 1986), p. 14.

Hannelore Mundt, ‘Doktor Faustus ' und die Folgen: Kunstkritik als Gesellschaftkritik im 
deutschen Roman seit 1947, (Bonn, Bouvier, 1989).
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der Tür (1947). It is only relatively recently that the German novel has been edging away 

from individual experience and guilt towards the attempt at a broad historical and cultural 

panorama. One recent example is Grass’s novel following reunification, Ein weites Feld 

(1995). It may be that this much time and distance was needed to allow for Germany to face 

the disturbance and pain of examining its society as a whole in more detail. This entails 

stripping back to what Hamida Bosmajian calls in her survey of holocaust literature 

“historical scar tissue”. The hardening process does not mean, she says, that the pain is no 

longer there: “This is no genuine healing, but is an inevitability of human reahty”. It may 

be, therefore, that Mann is more a writer o f our own times than is immediately obvious, and 

that it is more timely than ever to examine the significance o f the themes in Doktor Faustus.

1.2 The scope of this thesis

The impetus for this thesis hes in the apparent discrepancy between the subject matter of 

Doktor Faustus and its impact on Mann himself, its original audience and readers today. The 

subject matter is not a starkly reahstic treatment of the evils o f the Nazi regime and of the war 

itself It is very different from obviously affecting accounts such as BôU’s Wo warst du, 

Adam? (1951), the experiences o f Robert Fahmel in Billard um halbzehn (1959), or 

Zuckmayer’s drama about moral doubt in the high command o f the German air force. Des 

Teufels General (1946). At first sight, the musical subject matter of Doktor Faustus seems 

too far removed from Nazism to have created the effect that it did, even discounting the 

media interest in its author. Yet Mann quite clearly unites music and the historical situation 

in Serenus Zeitblom’s final prayer: “Ein einsamer Mann faltet seine Hânde und spricht: Gott 

sei eurer armen Seele gnâdig, mein Freund, mein Vaterland”.̂ '̂  But there is, prima facie, a 

huge g ^  between a serialist composer and Nazi Germany. Yet Mann beheves, and invites 

the reader to believe, that tiiis gap has been closed in the novel. He asserts in this phrase that 

in saying something significant about Adrian Leverkühn’s hfe and woric he is also saying 

something significant about Nazi Germany, perhaps demonstrating a strong (or even causal?) 

connection between them. Indeed, Mann th o u ^ t that this work of fiction made a far stronger 

statement about Germany that any public speech he could have made:

DaB ich nicht eben ein Deserteur vom deutschen Schicksal bin, - dies Buch wird es
doch manchem zu fuhlen geben, - starker, glaube ich, als ein rhetorischer Beitrag zur
Paulskirchen-Gedenkfeier es zu tun vermochte.*^

Hamida Bosmajian, Metaphors o f Evil. Contemporary German Literature and the Shadow o f the 
Holocaust, (Iowa City, University of Iowa Press, 1979), p. 228.

GW VI, p. 676.
Letter to Walter Kolb of 4 January 1948, Briefe III, p. 11. Kolb was the mayor ofFrankfurt am 

Main, who had written urging Mann to visit the city in 1949 on his first return visit to Germany since 
before the war, when he would give an address in the Paulskirche on receiving the Goethe prize.

11



Even allowing for Mann’s personal prominence, the reactions to the publication of the novel 

suggest that his fellow Germans thought the novel did indeed speak of modem German 

history as well as of Leverkühn. This thesis sets out to examine what is said about music and 

history in the novel, and how the apparent gap between them is closed. It is not another 

contribution to detailed source-hunting on the novel. There has been an enormous amount of 

üluminating research on the sources o f Doktor Faustus. All of Mann’s novels repay such 

study, perhaps none more so than this one. But the novel was experienced as a self-sufficient 

whole by its first audience and continues to be so for readers today. Not all of these readers 

win necessarily have a detailed knowledge o f Mann’s many sources. It is important for the 

impact o f  the novel that the text is able to sustain the connections between music and history 

in its own right, without the reader knowing much more about either than is on the page. The 

novel was certainly experienced as a whole, rather than a gradual accumulation o f detail, by 

its author:

Als ich in jener Sonntag-Morgenstunde zu schreiben begann, muB das Buch... nach 
seinem Hergang, seinen Ereignissen offen und übersichtlich vor mir gelegen haben; 
ich muB darin Bescheid gewuBt haben so weit, daB es mir moghch war, sofort mit 
seinem Motiv-Komplex in toto zu arbeiten, den Anfangen gleich die 
Tiefenperspektive des Ganzen zu geben.

A number of attempts have, of course, been made to explore how music and history relate to

one another overall in the novel. But these studies often seem to rest with the conclusion that

whilst there is indeed some connection between the two aspects, this is so densely woven,

even ineffable, that the most sensible conclusion must be to take refuge in Mann’s own

concept o f ‘Zweideutigkeit als System’. It is in the nature o f this novel, it is said, to be

ambiguous. This is undoubtedly true. But to content oneself with invoking this ambiguity

surely cannot allow for a proper engagement with the real moral anguish that drove Mann on

in writing Doktor Faustus. It must be possible, more than fifty years after the publication of

Doktor Faustus, to make a serious attempt to move on from this ultimately unsatisfactory

conclusion. This is certainly the view that John Fetzer reaches at the end o f his survey o f the

Doktor Faustus literature:

Any reduction in the degree of inherent ambivalence and ambiguity in the novel., 
may, in the final analysis, not be at aU bad . . .  perhaps the moment may be at hand to 
place an injunction on the threadbare concepts o f equivocality and ambivalence 
which for so long have performed yeoman service in the cause o f Mann criticism, 
and now need to be relieved o f their duty in favour o f something resembling a 
definitive commitment.

GW XI, p. 168.
Fetzer, op. cit., p. 130-131.
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Fetzer goes on to observe that the German word “Zweideutigkeit” does not, after all, mean 

that a concept is opaque and incapable of penetration. It merely signifies two meanings: 

“ambiguity can, under optimal conditions, ultimately lend itself to systématisation”.** A 

single thesis cannot create those optimal conditions. But some degree o f systématisation, at 

least, is precisely what this thesis strives for, and to draw from that process some concrete 

lessons for Mann’s time and our own. Even partial success in this endeavour must be a 

helpful step. A monograph by Matthias Schulze, published very recently, examines music as 

historical paradigm in Doktor Faustus and Hermann Hesse’s Glasperlenspiel}^ This is an 

interesting study, especially on the place o f Wagner in the novel, and testimony again to the 

enduring importance of the issues of music and history at the heart o f Doktor Faustus. But 

Schulze relates music to German historical reality only in a general way, whereas this thesis 

aims to go further in particularising the treatment o f music and German history and relating 

them to one another.

This is a considerable task, bearing in mind that even Mann quailed before the depth and

breadth o f the themes in Doktor Faustus:

Entsetzlich! Es ist wieder » u n e  mer à b o ire« . Ein Becken, in das aUzuviel 
hineingeht, Deutschland, die Epoche, die Kunst, allés. DaB ich mich noch einmal auf 
so etwas einlassen muBte!^°

And what hope for someone wanting to explain the joint impact o f die historical and musical

themes, on discovering that Maim himself appears to have been unable to fathom the reason

why he found the novel so disturbing? He wrote to Hans Reisiger: “Ich kann doch manches

ausdrücken, aber ich kann nicht ausdriicken, wanim es so schrecklich ist”.̂ * In order to fulfil

this task, it is, as noted earlior, important for the text to be considered largely on its own

terms. This means not becoming extensively deflected into investigation o f the underlying

sources, except where knowledge of these genuinely helps to reinforce the process o f

systématisation and gathering meaning.

There are two justifications for this ^proach. First, the fact that this novel o f high culture 

did have, and continues to have, an impact on readers without their necessarily having a 

highly detailed ^preciation o f Mann’s many-layered references. Although the many layers

** Ibid., p. 131.
Matthias Schulze, Die Musik als zeitgeschichtliches Paradigma. Zu Hesses 'Glasperlenspiel ' und 

ThomasMarms ‘Doktor Faustus', Europaische Hochschulschriften Vol. 1688, (Frankfurt am Main, 
Peter Lang, 1998).

Letter to Helen T. Lowe-Porter of 28 September 1945. In Hans Wysling (ed.) with Marianne 
Fischer, Dichter über ihre Dichtungen - Thomas Mann, Vol. 14 Part HI 1944-1955, (Passau, Ernst 
Heinemann Verlag, 1981), p. 56.

Letter to Hans Reisiger of 4 September 1947, ibid., p. 98.
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are undoubtedly part o f what creates the novel’s impact, feeling the impact is not dependent 

on understanding all that makes up those layers. It is a fact, as T. J. Reed observes, that “the 

Common Reader’s verdict is swayed by simpler things. To have created simpler things out 

o f a compulsive and fearsome complexity is the triumph of the book”.̂ ^

Second, Mann was wary o f his own erudite reputation, and saw himself first and foremost as 

a creative writer, not a scholar.^ He rarely sought out and deployed erudition for its own 

sake. On the contrary, he was workmanlike, and even opportunistic, in his gathering o f 

sources. The availabüity o f Mann’s working papers and diaries smce his death have revealed 

to scholars just how thoroughly he filleted his sources for what he wanted, often transferring 

them wholesale into his own text without explicit acknowledgement. We know from Mann’s 

thorough documentation o f the process of writing Doktor Faustus of his collaboration with 

the philosopher and musicologist Theodor Adorno, and approaches to others, including Igor 

Stravinsky and the ftieologian, Paul Tillich, and of course, Mann’s disagreement with Arnold 

Schoenberg. But none of tiiis should be seen as plagiarism. Mann was ready to seek help 

with specialist aspects of his novels when needed, because he knew that the detail was not the 

focus o f the text, but merely a means to an end. The main end, in the case of Doktor 

Faustus, was the need to explore and understand Germany’s situation at die end of World 

War Two, and to make that understanding accessible to his readers. After all, Zeitblom’s 

prayer at the end of the novel speaks with the emotional involvement o f the German, not the 

detachment o f the scholar. This led Gumlla Bergsten, with good reason, to speculate about 

whedier the “einsamer alter Mann” is also the author himself, referred to by name. '̂* The 

erudition and many sources o f the novel are never sought for tiieir own sake, but harnessed in 

the service o f a clear moral purpose. Mann said when he finished writing: “Ich anerkenne 

die moralische Leistung”.̂  ̂ The different elements are taken into the creative work and 

transformed as this happens. This thesis wül examine closely the constituent parts o f music 

and history in Doktor Faustus and the whole that is rendered out of them in this transforming 

process.

T. J. Reed, op. cit., p. 402.
^  See, for example, T. J. Reed, ‘Thomas Mann and Tradition: Some Clarifications’, in P. F. Ganz 
(edj, The Discontinuous Tradition. Studies in German in honour o f Ernest Ludwig Stahl, (Oxford 
University Press, 1971), p.158-181. The essay notes that other authors, including both Lessing and T. 
S. Eliot, shared this wariness of their own reputations. Reed counts Nietzsche - obviously a central 
influence for Doktor Faustus - as virtually the only source of Mann’s most important ideas.

Gunilla Bergsten, Thomas Manns Doktor Faustus Untersiichungen zu den Quellen ttnd zur 
Struktur des Romans, (Lund, Scandinavian University Books, 1963), p. 282.

GW XI, p. 300.
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1.3 The implications of closing the gap

Any discoveiy o f specific connections between music and history in Doktor Faustus, and any 

explanation of how the gap between them is, conceivably, closed, should not only contribute 

to study o f the novel, but provide some insight into the phenomenon o f Nazism. Mann 

intended the novel to make a serious statement about Germany, and a connection between art 

and history should reveal something o f the influence of art and artists in the rise o f Nazism. 

More than fifty years after the end of World War Two, the fascinated horror with which 

people look at this period o f German histoiy is undiminished. Whilst this is not surprising, it 

is important that tiiis fescinated horror is combined with a desire for greater understanding of 

the history. It is sometimes said that history repeats itself simply because no-one hstens. It 

may be over-optimistic to suppose that investigation and understanding o f the worst periods 

o f history can always prevent similar events fi*om recurring. Yet even if  human history is not 

as teleological as we should tike it to be, future history is surely doomed the moment we 

despair o f a quest for greater understanding,.

The quest for knowledge and understanding o f the Nazi regime, especially the Holocaust, is 

still veiy much ahve, perhaps partly because of an awareness that people with hving 

memories o f these events are becoming fewer. The controversy caused in 1999 by plans for 

holocaust memorials in Manchester and Berlin, and the alarm at the success of Jorg Haider’s 

Freedom party in this year’s Austrian elections, show how deeply the burden of this terrible 

episode o f history is still felt, even by those bom after it. The school curriculum in virtually 

every European country covers knowledge of the Holocaust, and Holocaust denial is classed 

as a serious offence. The quest for knowledge and understanding of what happened, and 

how, need not be confined to history syllabuses. It is quite reasonable to suppose that a work 

o f hterature, particularly one as anguished and committed as Doktor Faustus, can help. It 

would, o f course, be misguided to attempt to explain the rise o f fascism in Germany simply 

through an account of the relationship between culture and pohtics. It would be foohsh, even 

crass, to ignore the many forces far beyond aesthetics that swept Hitier to power in 1933 in a 

complex interrelationship o f all too tangible factors; tiie economic crisis, tire crushing burden 

o f the Treaty o f Versailles, the organisational reach and pohtical wül o f the National Sociahst 

Party. As Joachim Fest observes, however, the failure of one group in Nazi Germany to 

prevent the rise of Hitier is simply a reflection of the faüure of the population as a whole.^^ 

Surely, tiien, the study of culture has something to tell us, not least because ideas and culture 

do seem to have played a greater part in the national life of Germany than perhaps they do in

Joachim Fest (trans. Michael Bullock), The Face o f the Third Reich, (Harmondsworth, Penguin, 
1979), p. 13.
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our own country. George Mosse notes in his study of mass movements in Germany that: 

“Hegel’s assertion that the universal spirit constitutes the culture of a nation stands within a 

specific tradition not shared widely in England or in the United States”.̂ ^

Literature is increasingly recognised as a real and powerful means o f learning from history. 

Even if  hfe is reflected only fleetingly or elusively in hterature, it is hfe nonedieless. Indeed, 

some parts of hfe that are difficult or distressing to explain may be better grasped by 

approaching them in this indirect way. Mann’s collaborator on Doktor Faustus, Theodor 

Adorno, certainly thought this, writing in Philosophie der neuen Musik diat: “Die Formen 

der Kunst verzeichnen die Geschichte der Menschheit gerechter als ihre Dokumente”.̂ *

Later, in his 1962 lecture. Engagement, Adorno asserted that even the most avant-garde art 

had its roots in social reality, using the writing of Samuel Beckett as an example o f how such 

art could express the inexpressible:

AUe schaudem davor zuriick, und doch kann keiner sich ausreden, daG alle
exzentrischen Stiicke und Romane von dem handeln, was ahe wissen und keiner
Wort haben wiU.^^

J. P. Stem took the opportunity, ^propriately enough, of a lecture on Doktor Faustus, to 

press the case for active historical enquiry to be an integral part o f hterary study, which 

should, he said, be “a humane enquiry and a recasting o f living experience in the mode o f 

language”.̂ ® Every novel that is explicitly set in a particular historical period allows the 

reader to consider something o f the forces underlying that period, to engage with the reality 

o f the society as a whole in a way that it is more difficult to do if  the focus is only on specific 

historical events or on ‘famous men’, with no feeling o f what it was like to lead an ordinary 

life at the time. The study o f recent Germany history, in particular, has tended to become 

dominated by die figure o f Hitler, focusing more on the psychology of the man whom many 

would regard as the personification of evü, than on the society that allowed such a man to 

exercise a major influence on the course of world history.

Some would argue that history itself is now more closely aligned to the literary model. An 

article in the Times Higher Education Supplement in 1996 about future directions in 

historical research noted “a certain kind o f rapprochement... between history and literature in

George L. Mosse, The Nationalization o f the Masses. Political Symbolism and Mass Movements in 
Germany from the Napoleonic Wars Through the Third Reich, (New York, Howard Fertig, 1975), p. 
214.

TWA OS 12, p. 47.
^^TW AGSll,p. 425.

J. P Stem, History and Allegory in Thomas M am ’s Doktor Faustus \ An Inaugural Lecture 
Delivered at University College London. I March 1973, (London, Lewis, 1975), p. 21.
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the best work that is being produced”. A parallel analysis of directions in English hterature 

research noted that “it is no longer possible to ihink of the literature of the past as a collection 

o f masterpieces that somehow magically float free of their own history and culture”.̂  ̂ The 

increasing popular success of historical narratives, such as Orlando Figes’s study o f the 

Russian Revolution, written from the perspective of ordinary citizens, suggests that the two 

fields are indeed moving closer togetiier.^^ A recent collection of essays entitled Virtual 

History explores the significance of key historical events by suggesting, in narrative form, 

what the results might have been if  they had turned out differently. What if̂  for example. 

Hitler had won the war and occupied this country? What if  John F. Kennedy had not been 

assassinated? The book takes the literary dimension of historical studies to perhaps die 

ultimate point, and the result is clearly not to everyone’s taste. But surely Niall Ferguson is 

right to say, in his introduction to the book, that this kind o f approach rescues us from 

thinking that history is heavily deterministic, that it could only have happened in a particular 

way, with no changeable causes and effects?^^ Such a feeling o f inevitability is certainly to 

be avoided when considering so catastrophic a period as the Nazi era.

Perhaps the most important way in which discovering how Mann closes the gap between 

music and history in Doktor Faustus could contribute to understanding o f the Nazi era is that 

it could take us beyond the tendency to ‘demonise’ Hider and that period o f German history. 

There is a tendency to regard Hitier and Nazi Germany as the embodiment o f absolute evil - 

beyond human understanding and control. In the introduction to his recent book Explaining 

Hitler, the journalist Ron Rosenbaum says tiiat he was astonished to find, when he 

interviewed the most distinguished biographers of Hider, such as Alan Bullock and Hugh 

Trevor-Roper, that even they despaired o f ever explaining him.^ It is impossible to deny that 

there is something bizarre and disturbing about the figure of Hider. Yet to dwell on this idea 

o f Hider as the embodiment o f absolute evil is to place him beyond the realms of anything 

we can explain, control or prevent. The same tendency was evident in the widespread 

‘démonisation’ of Serbian President Milosevic in the media - and not only the tabloid media - 

during the Kosovan crisis o f 1999. This overwhelming focus on the individual, although not 

surprising, failed to recognise the real and deep-rooted cultural and historical forces

Simon Midgley, ‘In with the new’. The Times Higher Education Supplement, 27 December 1996. 
Orlando Figes, A people's tragecfy, the Russian Revolution 1891-1924, (London, Jonathan Cape, 

1996).
Niall Ferguson (ed.). Virtual History. Alternatives and Counterfactuals, (London, Picador, 1997), p. 

79.
Ron Rosenbaum, Explaining Hitler. The Search for the Origins o f his Evil, (New York, Random 

House, 1998), p. xv.

17



contributing to the situation in the Balkans. It must surely be essential to take proper account 

o f such wider forces if  immense historical problems hke these are to be tackled.

J. P. Stem notes that isolating Hitler the individual “is particularly misleading in the case of 

one whose every public word and every pohtical act expressed for almost the whole o f his 

career the fears and aspirations o f his contemporaries”.̂  ̂ It ignores the many, quite 

‘ordinary’ pubhc servants and members o f the armed forces who helped to create and sustain 

the Nazi regime. It also ignores the fact that Hitler could not have gained power without his 

party’s conventional pohtical success in democratic elections. Despite the Nazi myth of the 

‘Machtergreifung’, Hitler’s path to power was largely quite prosaic. Although the NSDAP 

had no Parhamentary majority, it nonetheless claimed almost 44% o f the vote in March 1933, 

and because Hitler lacked an overall majority in the Reichstag, it was necessary to do some 

pohtical manoeuvring to pass the Enabling Law. To ‘demonise’ the Third Reich is to place 

beyond the realms of reahty events and horrors - and responsibihty for them - that were all 

too real; surely an injustice to the memory o f their innocent victims. It may be tiiat to 

attempt to specify and particularise the connections between art and real historical events in 

Doktor Faustus, rather than taking refuge in the mists o f ‘Zweideutigkeit’, can help in 

informing us about this reahty.

Finally, estabhshing some link between music and history in Mann’s novel may have wider 

imphcations. Doktor Faustus contains something that it must be possible to examine and 

understand. It is not an article o f faith or a metaphysical mantra; rather, it is a text, in which 

we can quite properly seek to understand the rhetoric o f association and imphcation by which 

coimections are generated between the artist and society, between an intellectually 

demanding, austere and, by that token, ‘elitist’ music, and a highly popuhst kind of pohtics.

It is this rhetoric that this thesis seeks to explore and illuminate. The novel may, therefore, be 

able not only to tell us sometiiing about Germany in the first half o f the twentieth centuiy, but 

about Germany now and the links between pohtics and culture in that country and beyond.

J. P. Stem, Hitler. The Führer and the People, (London, Fontana, 1990, 3rd ed.), p. 6.
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Chapter 2 The genesis of Doktor Faustus 

2.1 Thomas Mann and politics

2.1.1 Â genuine political force?

It is worth asking, before seeking to unravel the interrelationship between music and history 

in Doktor Faustus, how Mann himself engaged with the history o f his time. To gain a clear 

picture of Mann’s political role, given the vigorous debate on this subject both during and 

after his lifetime, is no easy matter. Much of the discussion of Mann’s literary standing, 

particularly after his exile to the USA and during the years after World War Two - the time 

when Doktor Faustus was written and published - focused on political considerations, rather 

than literary endeavour. One obvious example is die open letters to Mann from Walter von 

Molo and Frank ThieB. Mann was castigated for presuming to take a view about the moral 

standing o f his troubled homeland from what ThieB memorably called the “Logen und 

Parterreplatze des Auslands”. His critics also accused him o f dabbling in a politics which he, 

as an artist, did not understand, nor treat sufficiently seriously and decisively. Whilst these 

exchanges are couched in dignified language, they were clearly deeply felt, and left a bitter 

aftertaste on both sides. Mann’s reputation amongst fellow German writers suffered from the 

emotional resonances even after his death. ^

Although Mann’s political engagement has continued to provide fertile ground for discussion, 

the passage of time has inevitably begun to duU some o f the more emotive German reactions. 

Meanwhile, the gradual publication of Mann’s diaries since 1977 has given a new focus of 

critical attention, although Mann claimed they had no literary value in themselves.^ Many 

pages have, nonetheless, now been devoted to the private weaknesses, trivial obsessions and 

latent homosexuality behind Mann’s carefully cultivated public persona, exciting at least as 

much interest in the man as in his literary output. Four major biographies of Mann were 

published in 1995 and early 1996 alone, drawing on the diaries, including one with a major 

focus on the sexual dimension.^ The interest in these matters is understandable, but it is

* See K. Schroter, TM im Urteil seiner 2eit, p. 354-343. Although Mann asserted in his response to 
von Molo, Warum ich nicht nach Deutschland zuriickgehe, “ich hebe keinen Stein”, his remarks about 
those writers who had rem^ed in Germany and published during the Nazi regime were clearly 
potentially inflammatory. See GW XHL, p. 957.
 ̂T. J. Reed notes that Mann inscribed “without literary value” on the packet containing his diaries, 

with instructions not to open them until twenty years after his death. See The Uses o f Tradition, p. 
419.
 ̂Anthony Heilbut, Thomas Mann. Eros and Literature, (London, Macmillan, 1996). The other three 

biographies âTè KlâüS HâfpprêCht, Thôrhâs Mcihh. Eihé Bîûgrüphîé, (Lèôk, Rôhwôhlf, 1995), Rohald
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regrettable if they begin to obscure the equally problematic, but surely much more important,

matter of Mann’s political and cultural significance. Mann himself was always inordinately

sensitive to criticism and misunderstanding o f his actions:

Wenn nur nicht all das Offentliche, das Lob, der Tadel, das Geschwatz, so peinlich 
und sehnsuchtserregend ware - wonach? Dieser Trank des MiBverstandnisses und 
der Unwissenheit von dem, was ich bin, nicht mehr trinken zu miissen.'^

Mann did, however, have some hope that posterity would be a more accurate judge than the

partial voices in his lifetime.^ It was difficult for such an authoritative German figure to

escape controversy in the political climate of the times in which he lived. Distance may

therefore allow a somewhat better understanding of Mann’s motivations.

From the publication of the Betrachtungen eines Unpolitischen (1918) onwards, Mann both 

found himself and made himself the object o f political debate and controversy. For obvious 

reasons, the period o f his exile in the USA, with its many essays and broadcasts, brought 

matters to a head. It is certain that, by whatever means, he did become a political force to be 

reckoned with. A good example of his pohtical significance is the care he took to try to 

ensure that his eventual return to receive the Goethe prize in 1949 did not court controversy. 

In fact, his efforts were in vain. The event was viewed by commentators in almost 

exclusively political terms.*̂  This situation illustrates an important factor in Mann’s pohtical 

engagement. It shows that his effect as a pohtical force was not just a matter o f the way he 

himself perceived and executed his role. His impact also depended on the significance that 

others were prepared to attribute to him. This meant that Mann’s considerable pohtical effect 

was sometimes at odds with his own view of his limitations as a pohtical commentator, and 

his vision o f the role of the artist. Although Mann was certainly increasingly pohtically 

motivated as his career went on, this motivation did not manifest itself in straightforward 

political activism. Rather, the complexity of his feelings about the relationship between 

cultural and pohtical matters sometimes led to both private wrestlings with his conscience 

and to pubhc misunderstandings.

Mann’s early works focused almost exclusively on the hfe of the artist, and did not promise 

much in the way o f engagement witii wider social issues. It is significant, however, that he 

never depicts the artist as cut off fi’om the rest of the world. His early protagonists, such as

Hayitian, Thomas Matm. A Biography, (New York, Scribner, 1995) and Donald Prater, Thomas 
Mann. A Life, (Oxford, Oxford University Press, 1995).

Tagebiicher 1944-1946, p. 72 (30 June 1944).
 ̂See, for example, Mann’s letter to Carl Maria Weber of 3 August 1947: “Ich bin 72. An die Klamng 

und Herstellung meines Bildes aber (soviel davon da ist) durch das Verlassen der Zeit glaube ich” , 
DüD p. 97.
 ̂See K. Schroter (ed.), op. cit., p. 384-398.
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Tonio Kroger, Haimo Buddenbrook and Gustav von Aschenbach, are painfully aware o f the

claims that society has on them, whether in the shape o f family honour or wider pubhc

standing. If these artists are seen to fail in their duty to society, this is not a failure of

responsibility to act, but a failure to conform. They experience the pain of isolation from

society, rather than the pain of involvement in it. These early woiks do not contain the

account o f the artist’s responsibihty to society that there is in Mann’s later works. The works

do, however, establish an important principle; namely, that art is never the easy option, or a

hcence to let go. Aschenbach’s surrender to the forces o f Eros on his trip to Venice, for

example, is constantly juxtaposed with his elevated hterary status at home: “der würdig

gewordene Künstlef’. His shame is increased by the awareness that he is the writer held up

as an example to youth: “an dessen Stil die Knaben sich zu bilden angehalten wurden”.̂

From the very beginning of his creative output, therefore, Mann shows the artist as someone

who affects others, but the responsibihty o f the artist to those others tends to be played out in

a confined finmework. There may be an underlying sense that disappointed family

expectations in Buddenbrooks, or a sulhed hterary reputation in Der Tod in Venedig, portend

something more serious. But these have only an indirect impact on society as a whole. Mann

noted, in the Betrachtungen eines Unpolitischen, that elements of these early works might be

read as reflecting wider pohtical reahties, but recognised that this was a subconscious rather

than a deliberate act on his part. Yet he admitted that it did LUustrate how the artist could

unwittingly be a pohtical instrument:

Ich wandte jene Begriffe [‘Leben’ und ‘Geist’] und Worter auf rein morahsch- 
geistige Dinge an, aber unbewuBt war ganz ohne Zweifel daher pohtische Wille in 
mir lebendig, und noch einmal zeigt sich, daB man nicht den pohtischen Aktivisten 
und Manifestanten zu sein braucht, daB man ein >Àsthet< sein und dennoch mit dem 
Pohtischen tiefe Fûhlung besitzen kann.*

This lacks some conviction, for there is certainly a long way to travel between this "tiefe

Fiihlung” and the shattering sense of comphcity in a nation’s downfall that haunts the final

pages of Doktor Faustus. It was to be a painful journey.

2.1.2 The journey to political awareness

Mann’s change o f direction during the composition o f Der Zauberberg was a key stage in 

this journey. In 1913, he had intended this novel to be a humorous counterpart to Der Tod in 

Venedig^ Just two years later, however, the onset o f World War One made it very difficult 

for Mann to ignore the extreme events in the world outside. His creative consciousness was

 ̂GW Vm, p. 52.
* GW XU, p. 586-587.
 ̂See Mann’s letter to Ernst Bertram of 24 July 1913, Thomas Matm cm Ertist Bertrattj, Briefe aus den 

Jahren 1910-1955, edited by Inge Jens,(PfiiIlingen, Verlag Gunther Neske, 1960), p. 18.
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disturbed, and for the first time, he felt a deep need to engage explicitly with the world

outside the realm o f his fiction:

Und dabei geben die Zeitereignisse dem Kopf und dem Herzen so Unendliches zu 
arbeiten und zu bewaltigen, dafi ich in diesem Augenbhck nicht weiB, ob ich 
weiterfabulieren darf und soli oder mich zu einer gewissenhaften und bekennend- 
personlichen essayistischen Auseinandersetzung mit den brennenden Problemen 
zusammennehmen muB.*®

Mann’s correspondence with Paul Amann a month after this suggests that whilst the war had

caused him to be more aware o f external realities, he still had some way to go to reach a

practical, rather than an ideological, understanding o f it. Klaus Harpprecht remarks tiiat

Mann’s philosophical celebration of the ‘Sympathie mit dem Tode’ was hardly designed to

cheer up someone who was injured and shortly to return to the fi'ont. Well might Mann note,

writing fi-om the safety of his desk in September 1915: “Der Faszination des Krieges, der

viele unterliegen, scheinen Sie nicht sonderlich zuganglich zu sein. Aber am Ende sind Sie

iiberhaupt schon wieder im Felde”.'^

Mann called a temporary halt to Der Zauberberg and wrote the Be&achiungen eines 

Unpolitischen, his statement o f the independence o f the artist from a political position. This 

statement is also, set in context, a defence of the wider German ‘unpolitics’ of conservatism. 

Mann worked on the Betrachtungen for a long time, but despite this, the work cannot be 

regarded as a wholly balanced, definitive statement o f his political position. The structure and 

thought progression do not compare well with his later essays and lectures, which are much 

more obviously constructed with a large audience in mind. Mann acknowledged even at the 

time o f writing that the length and clarity o f the Betrachtungen left much to be desired as a 

public document:

[Ich] habe eine Menge ausgezeichneter, mir innig am Herzen liegender Dinge zu 
sagen. Aber wird es mir jemand danken? Die Litteraten werden schimpfen, and das 
Publikum wird sich langweüen.'^

The long and sometimes convoluted text certainly reads as though it was written as a 

justification for an audience. But Mann himself and his brother Heinrich were undoubtedly 

the most important members of that audience. Although Mann had begun work on the 

Betrachtungen before he saw Heinrich Mann’s essay Zola, and the critical inspiration for his 

work was Romain Rolland, it was his brother’s polemic that acted as the catalyst for some of 

the greatest excesses of the text. Heinrich Mann had used the life o f the French writer, Émile

Letter to Paul Amann of 3 August 1915, Thomas Mann, Briefe an Paul Amann 1915-1952, edited 
by Herbert Wegener, (Liibeck, Max Schmidt-Romhild, 1959), p. 29-31.
"  Letter to Paul Amann of 10 September 1915, ibid., p. 31. See also K. Haipprecht, op. cit., p. 397. 

Letter to Ernst Bertram of 28 August 1916, 7M an EB, p. 40.
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Zoia, to illustrate the way in which intellectuals should stand up for the values o f rationality 

and democracy at a time o f national crisis such as World War One. He compared this with 

the indulgent aestheticism o f many contemporary German intellectuals, with his brother 

obviously seen as the prime example. Heinrich Mann offered a view o f the artist as the clear- 

thinking conscience of the nation, making it clear that Thomas fell some way short of this:

Sie, die geistigen Mitlaufer, sind schuldiger als selbst die Machthaber, die falschen 
und das Recht brechen. Für die Machthaber bleibt das Unrecht, das sie tun, ein 
Unrecht, sie wenden nichts an als ihr Intéressé, das sie fur das des Landes setzen. Ihr 
falschen Geistigen dreht Unrecht in Recht um, und gar in Sendung, wenn es durch 
eben das Volk geschieht, dessen Gewissen ihr sein solltet.*^

As already noted, Thomas Mann did not argue that artists should exist in an ivory tower, far

removed from any contact with the outside world. His own exalted euphoria at the war,

however misguided it later seemed, showed that he was himself in touch with external events.

His view o f the artist’s political responsibility was distant from his brother’s, however, in that

he did not consider that what he said and did as an artist was open to judgement as if  it

affected political events. The artist simply had the responsibihty to present the world as he

perceived it, but should not necessarily be expected to take one side or the other, to

pronounce on right or wrong. It followed, then, that Mann could not recognise the position in

Zola, in which the artist could be held to be involved in political events as the “conscience of

the people”.

It was not until some time after he resumed work on Der Zauberberg that Mann began to 

address properly the practicalities of political action. It took a while after Germany’s defeat 

and the establishment of the Weimar Repubhc for him to make his famous transition from 

the guardian o f conservatism to the champion of democracy. Remarks such as 

"ich... furchte eine schwere Kompromittierung der konservativen Idee, die im ganzen Lande 

wieder so sehr an Boden gewonnen hatte”, show that even in 1920 Mann still hoped that the 

viewpoint o f the Betrachtungen might yet emerge as a driving force in Germany, although he 

did qualify this hope: “wobei freüich die Gesinnung des eigentlichen Volkes schwer zu 

erkennen ist”.'^ It was die assassination o f the industrialist, Walter Rathenau, by two young 

nationalists in 1922, which finally caused Mann to align himself unambiguously with

Heinrich Mann, Essays, Vol. 1, edited by Alfred Kantorowicz, (Berlin, Aufbau-Verlag, 1954), p. 
222 .

T. J. Reed has remarked on the significance attached to the central concept in Der Zauberberg of 
‘Sympathie mit dem Tode’ as a key indicator of Mann’s changed views. When Mann had written to 
Amann about this motif in 1915, he had, as noted above, seen it as a positive attribute, bringing those 
who possessed it more deeply in touch with the values underpinning German culture. By the time he 
resumed work on the novel, however, he saw it in a negative light, as dangerous escapism. See T. J. 
Reed, op. cit., p. 279.

Letter to Ernst Bertram of 16 March 1920, TM an EB, p. 88-89.
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democracy. In his letter to Ernst Bertram after the incident, Mann still explicitly identified

himself with the Betrachtungen, but recognised that the decency of human existence was the

most important issue at stake. If this was now best served by democracy, rather than the

conservatism still close to his heart, then - reluctantly - so be it. Mann had already admitted in

the Betrachtungen that political meaning might lurk behind apparently wholly aesthetic

phrases. The letter to Bertram shows the beginnings o f the idea that these words, particularly

in the ideological ferment o f contemporary history, might have some genuine political effect.

The knowledge o f this effect must carry with it some sense of responsibility:

Ich leide unter einer Verzerrung des deutschen Antlitzes. Ich denke daran, einen 
Geburtstagsartikel über Hauptmann zu einer Art von Manifest zu gestalten, worin ich 
der Jugend, die auf mich hort, ins Gewissen rede. Ich verleugne die 
>Betrachtungen< nicht und bin der Letzte, von der Jugend Enthusiasmus fur Dinge 
zu verlangen, über die sie innerlich hinaus ist, wie Sozialismus und Demokratie.
Aber die mechanische Reaktion habe ich schon eirunal sentimentale Roheit 
genannt.*^

It was the basic necessity of humanity, rather than strong conviction, that forced Mann the 

artist to begin a process in which he would ultimately almost take on the mantle o f the 

politician. His conversion had been less to a specific mode of politics than to a pohtics of 

human decency. Mann had now stepped beyond the fi-ee play of intellectual ideas to reach 

the state that Heinrich Maim had hoped for when he drafted, but never sent, a letter in 

response to the Betrachtungen: “Die Stunde kommt, ich will es hoffen, in der Du Menschen 

erbUckst, nicht Schatten”.'^

Although the Rathenau incident was something of a watershed, and Mann’s personal 

commitment to, and interest in, pohtics was strong, it was some time before he was to see 

pohtical commentary as a major part o f his role. The Thomas Maim of Doktor Faustus and 

the BBC broadcasts to Germany was a long time in the making. At the time o f Hitler’s rise 

to power in 1933, Mann was preparing for a foreign tour with his lecture Leiden und Grofie 

Richard Wagners, after its first dehvery in Munich on 10 February. Outwardly, at least, he 

remained optimistic: “Ja es sieht schlimm aus in Deutschland, aber, noch einmal, es ist 

gewiss nicht ganz so schlimm, wie es aussieht”.'* When Hitler actuaUy became Chancellor 

on 30 January, Maim still hoped, whatever inkling he had o f what lay ahead, that he might be 

able to keep from overt pohtical action:

Letter to Ernst Bertram of 8 July 1922, ibid., p. 112.
Thomas Mann - Heinrich Mann, Briejwechsel 1900-1949, edited by Hans Wysling, (Frankfurt am 

Main, S. Fischer Verlag, 1984) p. 142.
Letter to Walter Opitz of 20 January 1933, Briefe I, p. 327
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Freilich der Augenblick mag kommen, wo gar nichts anderes iibrig bleibt als allés 
hinzuwerfen imd sich auf die Banikaden zu setzen. Aber vorlaufig bitte man noch, 
der Kelch moge voriibergehen.*^

When Mann left for his lecture tour on 11 February, he had no idea that he would not return

to Germany again for sixteen years. When he realised that he was to be forced into exile, his

main concern was - surely wholly understandably - what had been left behind. He could not

bring himself to follow his brother’s example of speaking out in pubhc against the Nazis,

partly because he was concerned to resume his normal life and, most importantly, what he

saw as his real work, as quickly as he could. His books escaped the initial ceremonial book-

bumings in May 1933, and both he and his publisher, Bermarm Fischer, wished to retain his

German pubhc for as long as possible. As some of his diary entries at the time show, even

when external events suggested otherwise, Mann was sometimes even trying to beheve that

parts o f the Nazi programme, including aspects o f anti-Semitism, could be seen in a positive

light."'

Although Marm’s growing distress at the state of affairs in Germany made him resolve not to

return, it was a long time before he could bring himself to be a poUtical spokesman o f any

sort, much to the annoyance o f his more vociferous fellow exiles. Mann certainly admitted to

himself that a concern for his own comfort lay at the root of his reticence, but his diaries fi'om

this period, later published as Leiden an Deutschland, show that he was inwardly feeling a

good deal o f genuine concern and personal guilt: “Ich empfand die Schuld des Geistes, seine

unpohtische und dem GenuB seiner Kiihnheit asthetisch hingegebene Riicksichtslosigkeit aufs

Wirkliche”."̂  Mann was certainly well aware of the puU between self interest and duty that

the situation brought about, though early on, self-interest seemed to have the upper hand:

Der zynische Egoismus, die gleichgultigste Beschrankung auf die Sorge auf das 
eigenpersonhchste Wohlergehen und leidliche Durchkommen durch den 
wülenthchen und genufivollen Irrsinn der “Geschichte” ist vollauf gerechtfertigt. Bin 
Dummkopf, wer die Pohtik emst nimmt, sie sich zu Herzen nimmt, ihr das Opfer 
seiner moralischen Geisteskrafte bringt. Durchkommen und seine personliche 
Freiheit und Würde wahren, ist allés.""

Mann’s dilemma was not, however, simply related to self-preservation. At its heart lay the

conviction, which he never wholly lost, that his greatest service to his country lay in being

what he truly was - an artist. There is every reason to suppose that when he wrote to his son

Letter to Kurt Schlesinger of 4 February 1933. Quoted in Hans Bürgin & Hans-Otto Mayer (eds.). 
Die Briefe Thomas Manns. Regesten und Register, Vol. I 1889-1933, (Frankfurt am Main, S. Fischer 
Veriag, 1976), p. 687.

See, for example, the diary entry for 10 April 1933: “Aber ich fange an, zu argwohnen, daB der 
Prozess von dem Range derer sein konnte, die ihre zwei Seiten haben”. Tagebiicher 1933-1934, p.46. 
"‘ GWXn,p. 698.
"" Tagebiicher 1933-1934, p. 497-8 (5 August 1934).
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Klaus that he considered Bermann Fischer’s attempt to get Joseph in Àgypten published in 

Germany “ein eklatanterer Sieg ... als einen ganzen Stofi Emigranten-Polemik” that he 

sincerely beheved it.̂ ^

The increasingly disturbing developments in Germany did persuade Mann, however, that he

would need to go beyond his deepest instincts. This was to be accomplished, once again, in

the name o f humanity, rather than because of natural political zeal or support for a particular

ideological perspective. Despite his bursts of mild optimism, Mann had watched with

growing concern the Night o f the Long Knives, the murder o f the Austrian chancellor,

DollfuB, and the consoUdation o f Hitler’s power after Hindenburg’s death as ‘Führer und

Reichskanzler’ requiring personal oaths o f allegiance from civil servants. A crisis point

finally came for Mann in July 1934, and he got quite a long way in gathering material for a

pubhc statement that he had begun to envisage on the grand scale of the Betrachtungen.

Although he did not, in the end, follow this plan through, it is clear that he had begun it with

the utmost seriousness of purpose:

Was geht mich die >Weltgeschichte< an, sollte ich wohl denken, solange sie mich 
leben und arbeiten lafit? Aber ich kann nicht so denken... So werde ich von der 
Erzahlimg zu einem solchen bekennenden Untemehmen wie zur Zeit der 
>Betrachtungen eines Unpohtischen<, übergehen....Die Zeit scheint mir reif fur eine 
ÂuBerung wie ich sie vorhabe, und der Augenbhck konnte bald kommen, wo ich 
bereuen würde, mein abwartendes Schweigen über die dafur gegebene Frist hinaus 
fortgesetzt zu haben. '̂*

After all these false starts, when Mann’s pubhc statement finally came about eighteen months 

later, in the shape o f his open letter to Eduard Korrodi on 30 January 1936, it had all the 

more impact. Mann recognised that he would never again be able to draw back from the role 

o f pohtdcal spokesman: “Ich bin mir der Tragweite des heute getanen Schrittes bewuBt”.̂  ̂

Even at diis stage, however, Mann’s political act had partly been encouraged by personal 

considerations. He had experienced increasing difficulties in his relationship with his 

children Klaus and Erika because of his lack of pubhc support for their anti-Nazi cabaret Die 

Pfeffermühle and Klaus’s left wing hterary magazine. Die Sammlung?^

^  Klaus Mann, Briefe undAntworien^ Vol. 1, edited by Martin Gregor-Dellin, (Munich, Veriag 
Heinrich EUermann, 1975) p. 134.

Letter to Karl Kerényi of 4 August 1934, Thomas Mann - Karl Kerényi, Gesprach in Brief en, edited 
by Karl Kerényi, (Zürich, Rhein-Verlag, 1960), p. 58.

Tagebiicher 1935-1936, p. 250, (31 January 1936). Korrodi had sought to defend Maim’s unclear 
position on the Third Reich, and to distinguish between Mann, who was still published in Germany, and 
the emigres amongst whom he lived in Switzerland. This finally forced Mann into an open declaration 
of solidarity with his fellow exiles. See K. Schroter, op. cit., p. 259-267, and, for Mann’s reply, GW 
XI, p. 788-793.

See, for example, Mann’s letter to René Schickele of 19 Febmary 1936, Briefe I  p. 415-416, and 
Erika Maim’s letters to her fether of 26 and 29 January 1936, followed by her g ra t^ l telegram on 6
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Maim’s status as a political spokesman was sealed by his response to Bonn University at the

end o f die year after they stripped him o f his honorary doctorate; he had already lost his

German citizenship. The response was circulated as a pamphlet in several countries,

including an illegal print run in Germany, and Mann’s strongly worded and widely publicised

sentiments left no doubt o f his opposition to Hider’s regime. The document also showed that

he had come a long way in his view of the artist. He explicidy designated die responsibility

o f using words as one o f the highest o f all:

Das Geheimnis der Sprache ist grofi; die Verantwortlichkeit fur sie und ihre Reinheit 
ist symboUscher und geistiger Art, sie hat keineswegs nur künsderischen, sondem
allgemein moralischen Sirm, sie ist die Verantwortlichkeit selbst und in ihr wird
die Einheit des Menschlichen erlebt, die Ganzheit des humanen Problems, die es 
niemandem erlaubt, heute am wenigsten, das Geistig-Künsderische vom Politisch- 
Sozialen zu treimen und sich gegen dieses im Vomehm- >Kulturellen< zu isolieren.^

But Mann was cotainly not transformed overnight into a political activist. In the months

immediately after the publication o f die Bonn pamphlet, his main concern was to resume

work on Lotte in Weimar. Throughout his American exile, which began in 1938, Mann

remained divided not just in his allegiance to his home and his adopted country, but also in

his allegiance to his writing and to die necessity o f political engagement. Mann’s inner

division may have been partly due to his advancing years. He was by then over sixty, and it

was late in life for him to take on a wholly different role from the one he had developed over

past decades. But there was more to it than that. In a sense, despite his strong political

commitment, notably his BBC broadcasts to Germany in the 1940s, Mann was always the

‘unpolitisch’ artist. He had made his position on the Betrachtungen clear in 1928 - they

represented a part o f his intellectual development that he could not deny, though he might

have changed his views since dien:

Man verleugnet sein Leben, seine Erlebnisse nicht, verieugnet nicht das, was man 
>durchgemacht< hat, weil man es >durchgemacht< hat und - wenn nicht wesendich, 
so doch willendich - ein Stück darüber hinausgekommen ist.^

2.1.3 What kind of politics?

Even when his political profile was greatest, Mann was never an unselfconscious political 

activist. This placed him far apart from a writer like Brecht, whose disagreements with Mann

February. The last three can be found in Erika Mann, Briefe und Antworten., edited by Anna Zanco 
Prestel, (Munich, Veriag Heinrich EUermann, 1984), p. 86.
^^GWXn,p. 788.

GW Xn, p. 639, (Kultur und Sozialismus).
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have been well documented. Brecht resented Mann’s lack of wholehearted involvement in

American émigré political movements promoting die future o f Germany, such as the Free

Germany Committee. Mann makes clear his abhorrence of adopting an overtly political role

o f this sort in Die Entstehung des Doktor Faustiis. His concern for Germany’s political

future was as real as anyone else’s, but he was unable to express this concern in a role to

which he felt himself wholly unsuited:

Der Gedanke, eines Tages in das verfremdete Deutschland, von dessen Zustand nach 
diesem Kriege ich mir ein ungefahres BUd machte, zuriickzukehren und dort 
womôglich, gegen Natur und Beruf, eine politische Rolle zu spielen, war mir in der 
Seele fremd.^^

Yet Mann’s effectiveness as some kind of political force for Germany can be in no doubt.

Why else would his compatriots be so keen to involve him in this sort o f political activity? In

fact, Mann probably quite relished the role o f travelling cultural icon, and the star treatment

he received wherever he went. He had, after ah, observed to his brother Heinrich when he

was not yet thirty: “Ich habe im Grunde ein gewisses fiirstliches Talent zum Reprasentieren,

wenn ich einigermaCen frisch bin”.̂ ® At a deeper level, however, Mann felt that whilst a

considerable responsibility had faUen to him, he was often uncomfortable with the means by

which he was required to exercise it. Others, particularly in the émigré community, had a

particular view o f what he should do, but Mann continued to feel that his most profound

political service was in his fiction. A passage from a letter to René Schickele in November

1937 is worth quoting here at some length. Mann wrote it when he was distressed at having

to set aside work on Lotte in Weimar to write the lecture Vom kommenden Sieg der

Demokratie. It illustrates perfectly how some of Maim’s most significant political moments

occurred in his fiction, which treats the same issues as his discursive lectures and essays, but

in a way that he felt more comfortable with:

Es kommt eine Art von politischer Sonntagspredigt zustande, bei der mir wohler 
ware, wenn ich sie von einer Romanfigur halten lassen konnte, statt sie 
extemporischer und traumhafier Weise so ganz auf eigene Hand zu halten. Glaube 
ich denn daran? Weitgehend! Aber doch wohl nicht so, dafi ich sie ganz im eigenen 
Namen halten dürfte. Unter uns gesagt, ist es eine Rolle, - mit der ich mich so weit 
identifiere, wie ein guter Schauspieler sich mit der seinen identifiziert. Und warum 
spiele ich sie? Aus HaB auf den Faschismus und auf Hitler.” *̂

This feeling was clearly still with Mann during the writing o îDoktor Faustus. He refers in

the Entstehung to the sensation that “das Ôffentliche, der Besuch in der Menschenwelt fiir

^^GWXI,p. 184.
Letter to Heinrich Mann of 27 Febmary 1904, TM - HM, p. 27.
Letter to René Schickele of 27 November 1937, Jahre des Unmuts. Thomas Manns Briefwechsel 

mit René Schickele 1930-1940, Thomas Mann Studien, Vol. 10, edited by Hans Wysling and Cornelia 
Bemini, (Frankfurt am Main, Vittorio Klostermann, 1992), p. 124.
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meinesgleichen leicht den Charakter des Phantastischen, Traumhaften und Skurrilen 

annimmf’.̂ ^

From his identification with the Republic in 1920, Mann’s service had never been to a 

particular set of ideas, but to humanity as such. Erich Kahler aptly described Thomas Mann, 

as “someone who feels a personal responsibility for the human condition”.̂  ̂ Perhaps because 

he lacked a clear party political allegiance, Mann’s woik as an essayist, though famous in its 

own right, never earned him the same wide acclaim as his fiction. It is somehow much easier 

to try on all kinds o f ideological clothes in a fictional setting. Yet it can hardly be surprising 

that the master ironist should think that no one solution ever has all the good on its side.

Mann never offers an unproblematic structure for attaining the good, knowing such flawless 

utopias to be impossible. Instead, he chooses to believe in the quest for good itself^ whatever 

this may cost. Looking back on his career in his lecture Der Kiinstler und die Gesellschaft in 

1952, only a few years before his death, Mann reflects on his nervousness o f political 

statements:

Unleugbar hat ja  das politische Morahsieren eines Kimstlers etwas Komisches, und 
die Propagierung humanitarer Ideale bringt ihn fast unwidemiflich in die Nahe - und 
nicht nur in die Nàhe - der Platitude.^

This lecture shows clearly that Mann’s main intention was always to understand rather than to

peddle one particular political point o f view, something that he felt no writer was well-

qualified to do: “ich...glaube..nicht sehr an den Glauben, sondem weit mehr an die Giite, die

ohne Glauben bestehen und geradezu das Produkt des Zweifels sein kann”.̂  ̂ This attitude

relates Mann to the generation o f writers immediately after him, such as Heinrich Boll and

Wolfgang Borchert, who, whilst they were very preoccupied with the immediate political

past, were principally concerned to count the human cost of war, rather than to cast

ideological blame. The Gmppe 47 writers explicitly rejected any party political affinity.

Despite all this, it is not easy to pin down exactly why Mann’s fiction made such an 

important - perhaps in his eyes, the most important - contribution to his political 

responsibilities. He is not a historical realist, displaying many levels o f historical detail, and 

the milieu o f his novels is unremittingly that o f the bourgeois intellectual class. They 

certainly do not cover a broad social panorama like the novels of̂  say, Gunter Grass, and as 

such, their political intent is not always obvious. Perhaps if  it had been, Mann might have

^ ^ G W X L p .  181.

Erich Kahler, The Orbit o f Thomas Mcam, (Princeton N. J., Princeton University Press, 1969), p. 3. 
^'*GWX,p. 397.

Ibid., p. 398.
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felt less obliged to undertake political tasks. He thought that the German temperament was

basically unsuited to the ‘Gesellschaftsroman’, which looks in great detail at external events,

and felt that the progress o f German society was better described through the progress of

ideas, in the ‘Bildungsroman’. Mann sought to transmit not simply the ‘Geschichte’ of an

age, but the ‘Mentalitatsgeschichte’, knowing that the mental had a profound effect on

external historical events. He expanded on this idea in Der Kiinstler und die Gesellschaft:

Was der Deutsche seine >Innerlichkeit< nennt, macht ihn dem Gesellschafthchen 
abhold, und neben den europaischen Gesellschaftsroman hat Deutschland, wie man 
weift, das introspektive Genre des Bildungs- und Entwicklungsromans gestellt.

Helmut Koopmann identifies this approach as serving a novel hke Doktor Faustus far better

than a method like a traditional historical novel, because of the danger that preoccupation

with historical authenticity will cause the novel to lose reference to modem reahty. In this

case, historical authenticity is pushed into the background, and the modem does not disappear

behind it.^^

Whilst the German psyche does seem to be more suited to this more intellectualised genre 

than, say, the English psyche, there were many who disagreed with Mann’s assessment.

Given the extraordinary and horrific historical events that Mann hved through, it is 

understandable i f  some people thought him rarefied. According to the Marxist critic, Emst 

Fischer, Mann left so much of society out of the equation in Doktor Faustus that the novel 

entirely failed to provide any explanation for that part o f Germany’s history.^* Donna Reed 

compares two images of the provinces, first in Giinter Grass’s Die Blechtrommel, of the 

provincial shopkeeper warming his hands at the synagogue fire, memorable in its 

combination of horror and matter-of-factness, and second Mann’s contemplation of the 

demonic irrationality o f the provinces in Doktor Faustus?^ This is an apt illustration of 

Mann’s dealing almost wholly in ideas rather than the nuts and bolts o f social reahsm, which 

might be expected to have a more immediate impact. And yet, Mann’s approach is not 

wholly inappropriate, given the importance of ideas and culture, noted in the previous 

chapter, in Germany’s national motivation. Mann certainly took an intellectual pleasure in 

playing with the ideas. Some critics, such as Hans Egon Holthusen, commenting on Doktor 

Faustus shortly after publication, felt he took rather too much pleasure o f this sort:

36 Ibid., p. 393.
Helmut Koopmann, Doktor Faustus: A History of German Introspection?’, in Herbert Lehnert and 

Peter C. Pfeiffer (eds.), Thomas Mann’s ‘Doctor Faustus. ’ A Novel at the Margin o f Modernism, 
(Columbia, Camden House, 1991), p. 21 

Emst Fischer, ‘Doktor Faustus und die deutsche Katastrophe’, in his Kunst tmdMenschheit. Essays, 
(Vienna, Globus-Verlag, 1949), p. 46.

Donna K. Reed, The Novel and the Nazi Past, (New York, Peter Lang, 1985), p. 25.
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Was die Begriffe Thomas Manns angeht, so versinkt man leicht ins Bodenlose, wenn 
man einen von ihnen fixieren, umreiBen, lokahsieren will. Seine Begriffe haben 
keine festen Grenzen, keinen Ort, keinen eindeutigen Geltimgsbereich. Sie sind als 
Begriffe gar nicht emst zu nehmen, sind nur als schwebende Stimmungswerte und 
psychologische Reizstoffe zu verstehen, deren Vermischung, Verarbeitung und 
effektvolle Anwendung eine enorme stilistische Energie sich anlegen sein laBt.^

Yet this approach surely had something valuable to offer in an age in which so many in

Germany were seeking for a meaningful set o f values. This was an age in which the

intellectual pot pourri o f a novel such as Der Zauberberg was itself a fair measure of reality.

Keith Bulhvant has even suggested that the ultimate result o f this German predilection for the

play with concepts was a tendency to mistake diis play for politics itself^ thus leaving a

dangerous void where the real practical business o f pohtics should be. This, Bullivant says,

was ultimately Germany’s undoing.'*^

Bearing in mind the way in which the relationship between art and contemporary history 

came to dominate Mann’s creative and personal hfe, we should surely expect to find his most 

important contributions to his age in a work such as Doktor Faustus, which explicitly 

addresses that relationship. We should certainly expect him always to be the artist, never the 

pohdcian. It would be unwise, for example, to expect a strictly allegorical approach like that 

in George Orwell’s Farm, published two years earlier, in 1945, in which everything

has political significance. Above all, it is important not to try to fit the novel into a 

preconceived mould, but to receive and analyse Mann’s engagement with the history of his 

own time at the level at which it is offered. Mann’s sense of the political was, as we have 

seen, profound. But he knew that to give up the gift o f artistic autonomy was itself to destroy 

a function o f civilised and humane society: “das Absolutwerden der Pohtik, ihre totale 

Diktatur über ailes Menschhche, das ist der Untergang der Freiheit”.'̂  ̂ We should be 

prepared for inconsistency and ambiguity, but at the same time, we should be prepared to 

find profound analysis of, and commitment to, contemporary history. In this sense, we can 

expect Doktor Faustus to mirror its author.

^  Hans Egon Holthusen, Die Welt ohm Transendenz, (Hamburg, Veriag Heinrich EUermann, 1949), p. 
13.

Keith BuUivant, ‘Thomas Mann and the Politics of the Weimar Republic’, in Michael Minden (ed), 
Thomas Mann, (London, New York, Longman, 1995), p. 60.

GW XI, p. 965, {Das Problem der Freiheit).
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2.2 Thomas Mann and music

2.2.1 The musicality of writing

Music began to shape Mann’s personal and artistic development long before he had any 

notion at all of politics. It was firmly embedded in his early family life. Like Tonio Kroger’s 

mother, Mann’s mother Julia was an exotic foil to the sohd, burgher prosperity of his father, 

Thomas Johann Heinrich Mann. Mann’s memories o f her voice were later echoed in the 

attractive voice and latent musicahty he attributed to Elsbeth Leverkühn in Doktor Faustus} 

Julia Mann would sometimes sing and play to her children in the evenings, and also hosted 

musical soirées at the family house. Music was a constant thread running through Mann’s 

life, in his relationships with his fiiends and family: his intense early relationship with the 

violinist Paul Ehrenberg, his violinist son Michael Mann, later turned academic, and his many 

illustrious musical neighbours in California, including Schoenberg, Stravinsky and Bruno 

Walter. Mann himself began to learn the violm as a child, and continued playing into his 

twenties.^

Mann never considered himself more than an amateur, however, and his later musical life was

confined to listening to concerts and recordings, which he had in any case always approached

with a singular passion. His letters and diaries are full of references to music he has heard.

He notes in Die Entstehung, for example, that as he neared the end o f Doktor Faustus, he

listened to Schubert’s B Minor trio.^ He valued the approval of musicians, recording with

pride in Die Betrachtungen eines Unpolitischen how Mahler loved his work:

Was ich machte, meine Kunstarbeiten, urteilt darüber wie ihr wollt und müBt, aber 
gute Partituren waren sie immer, eine wie die andere; auch haben Musiker sie 
geliebt, Gustav Mahler zum Beispiel hat sie geliebt, und oft habe ich mir Musiker zu 
offentlichen Richtem über sie gewünscht.'^

Mann often repeated the observation by the composer, Emst Toch, that he had “musikalische

Initiiertheit”.̂  From the time o f the Betrachtungen onwards, Mann always saw music as

having a particular connection with the German soul:

 ̂“Das Schonste an ihr aber war ihr Stimme, der Lage nach ein warmer Mezzosopran.... Dieser 
Stimmreiz kam aus einer inneren Musikalitat, die im übrigen latent blieb, da Elsbeth sich nicht um 
Musik kummerte, sich sozusagen nicht zu ihr bekannte”, GW VI, p. 33.
 ̂D Prater, op. cit., p. 2 & 8.
 ̂ GW XI, p. 298.

GWXn,p.319.
 ̂Emst Toch made this remark in an essay, ‘Thomas Mann und die Musik’, published in Die neue 

Rundschau. Sonderausgabe zu Thomas Manns 70. Geburtstag, (Stockholm, 6 June 1945), p 188. 
Mann repeats the compliment in, for example, his letter to Theodor Adorno of 30 December 1945, 
Briefe II, p. 471, and in the Entstehung, GW XI, p. 170.
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Seit Luthers religios-musikalischem Wirken aber ist die Musik, die deutsche, von 
Bach bis auf Reger, - ist das punctum contra punctum, die grofie fuga, nicht nur 
tonender Ausdruck protestantischer Ethik, sondem, mit ihrem gewalhg-vieltonigen 
Ineinander von Eigenwille und Ordnung, Abbild und kimstlerisch-spirituelle 
Spiegelung des deutschen Lebens selbst gewesen.^

Later on, Mann came to stress the dangerous elements of this musicahty, and the need to take

control of them, most emphatically in the essay Deutschland und die Deutschen (1945),

which he wrote whilst working on Doktor Faustus, and in which he asserted that music was a

“damonisches Gebiet"/

Music was not just a relaxing hobby. It shaped Mann’s intellectual development, and 

pervaded his writing, which, as noted above, he even hked to refer to as pieces o f music - 

“gute Partituren”. This phrase helps to demonstrate the depth at which music affected 

Mann’s writing, but is probably not to be taken too hterally, as is sometimes attempted with 

Mann’s assertion in Die Entstehung that Doktor Faustus does not simply describe, but 

actually is “constructivist music”.* Mann certainly never wrote a hterary ‘score’, more music 

than conventional language, in the same sense as, for example, his contemporary James Joyce 

did with Ulysses (1922) and Finnegan's Wake (1939). Joyce and other modernist writers, 

such as Virginia Woolf and Marcel Proust, were more concerned with music as a means of 

representing inward experience, a task for which language had begun to seem wholly 

inadequate. Alex Aronson, in his study of music and the novel, notes that modernist writers 

who were using music as a means of conveying interior monologues were not usually hkely 

to have at their disposal the technical language necessary to describe a musical work.^ Long 

before he came to write Doktor Faustus, however, Mann commonly went into long 

descriptions of specific works, often by Wagner. Attempting to interpret Mann’s novels as 

pieces of music is surely to focus too much on their structure at the expense of the 

intellectual, moral and emotional weight that structure bears. Thus, for example, the 

observation that Mann creates ‘contrapuntal characters’ is surely more important because of 

its reference to the ambiguity that Mann’s complementary characterisations portray, than for 

the musical analogy itself.’® Focusing purely on musical structure loses sight of the obvious 

fact that Mann wrote literature and not music, surely never meaning anyone to suppose

 ̂GW xn, p. 320.
^GWXl,p. 1131.
* “mein Buch selbst das werde sein müssen, woven es handelte, namlich konstmktive Musik”, GW XI, 
p. 187.
 ̂Alex Aronson, Music and the Novel. A Stucfy in Twentieth Century Fiction, (Totowa N. J., Rowman 

and Littlefield, 1980), p. 21-22.
Helmut Koopmann, ‘Doktor Faustus und sein Biograph. Zu einer Exilerfahmng sui generis’, in 

Rudolf Wolff (ed.), Thomas Manns Dr. Faustus und die Wirkungll, (Bonn, Bouvier, 1983), p. 8.
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otherwise. Nor does this reflect the way Mann saw the relationship of music to his work -

important, yet always subordinate to the writing itself;

Die Musik spielt in meine ganze Produktion als ein hoher Anreiz und selbst als ein 
Objekt der kiinstlerischen Nachahmung und Übertragung in meine kiinstlerische 
Sphare standig hinein - ohne daB gerade bestimmte Ideen bei Musik konzipiert 
worden waren.

2.2.2 The significance of Richard Wagner

It is true to say, as Viktor ̂ megaZf asserts in his study o f Thomas Mann and music, that 

Wagner and music can be used almost interchangeably when discussing Mann.'^ Mann 

remained a passionate admirer o f Wagner’s music throughout his life. But this was not 

uncritical admiration. In the Betrachtungen, Mann said that he saw Wagner as “der moderne 

Kiinstler par excellence, wie Nietzsche’s Kritik mich gewohnt hatte ihn zu sehen” - that is to 

say, as the artist o f decadence.According to Nietzsche’s assessment in Der Fall Wagner 

(1888), Wagner’s decadence manifested itself in ecstatic abandon, which proved to be not an 

authentic, Dionysian experience, but a Romantic artifice:

“Überall Lahmung, Miihsal, Erstammg oder Feindschaft und Chaos: beides immer
mehr in die Augen springend, in je  hohere Formen der Organisation man aufsteigt.
Das Ganze lebt iiberhaupt nicht mehr: es ist zusammengesetzt, gerechnet, künstlich,
ein Artefakt.” '̂̂

Mann’s view of Wagner was qualified not only by Nietzsche’s perspective, but by his own 

sense, as a highly self-conscious writer in the early twentieth century, that much o f the 

fi-agmentation and moral and spiritual decay that had - prophetically - pervaded Nietzsche’s 

writing had now begun to happen.

The insight that both Nietzsche and Mann had into Wagner’s work was the sort that is 

possible only for fliose who feel deeply about the object o f that insight. Self-aware as Mann 

was, standing on the edge of modernism, he was able both to step outside Wagnerian 

decadence to point out its dangers, and to recognise its attraction and the fact that he could 

easily be sucked back into it. Both Nietzsche and Mann placed Wagner at the centre of much 

o f their creative output, yet both saw clear imperfections in his work. They recognised the 

questionable effect o f his music, but were nonetheless moved and fascinated by it. Mann was 

able to write with ironic detachment about musical effect, as about so much else, yet showed 

all too clearly how profound this effect o f music was. One example of this is the mixture of

"  Letter to Viktor Polzer of 23 March 1940, Briefe II, p. 139.
Viktor ̂ megaîf. Die Musik im Schaffen Thomas Manns, (Zagreb, Philosophische Fakultat der 

Universitat, 1959), p. 10.
GW xn, p. 79.
FN2, Der Fall Wagner, p. 917.
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seriousness, genuine musical appreciation and affectionate humour in the detailed

descriptions o f Hans Castorp’s favourite records in the chapter of Der Zauberberg entitled

Tulle des Wohllauts’. Mann is surely sincere in describing the insight and exhilaration that

music brings to Castorp:

Was er aber letzlich empfand ... das war die siegende Ideahtat der Musik, der Kunst, 
des menschlichen Gemiits, die hohe und unwiderlegliche Beschonigung, die sie der 
gemeinen Grafihchkeit der wirklichen Dinge angedeihen lieB.'^

This sense o f deep feeling and meaning is also important in laying the ground for the

significance that the Schubert song, Der Lindenbaum will take on in respect of Castorp’s

ultimate and symbolic fate in World War One:

Das Lied bedeutete ihm viel, eine ganze Welt, und zwar eine Welt, die er wohl heben 
muBte, da er sonst in ihr stellvertretendes Gleichnis nicht so vemarrt gewesen ware.*^

Yet the analysis, even at its most genuine, is extremely self-conscious. And there is no

mistaking the irony and potential for amusement in the detail o f Castorp’s sympathies with

the characters and plots of opera, his daydreaming at Debussy’s Prélude à L ’après-midi d ’un

faune. The final sentence of the chapter: “Das also waren Hans Castorps Vorzugsplatten”, in

its absolute understatement, brings the chapter to an ironic cadence.

Mann also took to heart an important belief of Schopenhauer; the third member, with 

Nietzsche and Wagner, of what he referred to in the Betrachtungen as his “Dreigestim”.̂ * 

This was that music was not only related to all other arts, but supreme amongst them, in that 

it was a direct expression of the Will, the force which, Schopenhauer asserted, drove the 

whole of hfe:

Die Musik ist also keineswegs gleich den andem Kiinsten das Abbild der Ideen; 
sonàem Abbild des Widens selbst,... diese reden nur vom Schatten, sie aber vom 
Wesen.̂ ^

The insight into Wagner’s music thus gave Mann an insight into the nature of art itself  ̂

including his own art. He was not the only writer to have seen Wagner, in this context, as a 

dubious moral influence on the whole of art. Tolstoy, for example, as a contemporary of 

Wagner, had recognised that there was something dangerous about his music. His shock was 

largely at the overt translation o f desire and forbidden impulses into music, such as Tristan 

und Isolde, in a way that had simply not been possible before in the nineteenth century.

GW m , p. 896.
Ibid., p. 905.
Ibid., p. 907.
SeeGWXILp. 72.
Arthur Schopenhauer, Die Welt als Wille und Vorstellung, Samtliche Werke, Vol. 1, edited by 

Wolfgang Frhr. von Lohneysen, (Frankfiirt am Main, Suhrkamp Veriag, 1986), p. 359.
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Mann’s concern was not specifically about sexual morality, but about a kind of generalised

moral structure for which artists, in some sense, bore responsibility. As noted in 2.1, Mann

always had some sense o f artistic responsibility, even though this did not become full

engagement in the pohtical issues of his times until relatively late in his career. He wrote to

the editor o f the American journal. Common Sense, that Wagner was: “eines der

schwierigsten, das psychologische Gewissen am tiefsten herausfordende, darum aber auch

eines der faszinierendsten Vorkommnisse der Kunst- und Geistesgeschichte”.̂ ® In his short

early e ss^ , Über die Kunst Richard Wagners (1911) Mann had outlined his ambiguous

relationship to the composer and his greatness. He implied in that essay that some of the

suspect nature o f Wagner’s achievement was inherent in the very fact that this achievement

was in music - the supreme art - rather than another form o f art:

Als Geist, als Charakter schien er mir suspekt, als Kiinstler unwiderstehlich, wenn 
auch tieffragwiirdig in Bezug auf den Adel, die Reinheit und Gesundheit seiner 
Wirkungen, und nie hat meine Jugend sich ihm mit jener vertrauensvoUen Hingabe 
iiberlassen, mit der sie den groCen Dichtem und Schriftstellem anhing.^'

Despite the additional dangers of creativity in music, however, Mann applied his sense of

morality as much to himself as to any other artist. He knew that the lure o f Wagnerian

decadence threatened the moral structure within which he, as a writer, needed to work.

Nietzsche, too, had sensed that much of what he loathed in Wagner he feared for his own

sake:

Ich bin so gut wie Wagner das Kind dieser Zeit, will sagen ein décadent: nur daB ich 
das begriff, nur daB ich mich dagegen wehrte. Der Philosoph in mir wehrte sich 
dagegen.^

And decades after Nietzsche had described his own concerns, Mann would call himself, in 

the Betrachtungen, the “Chronist und Erlauterer der Decadence”, and “ein Asthet mit der 

Tendenz zum Abgrund”.^

There was another sense in which Nietzsche’s criticism o f Wagner can be seen as something 

that was, so to speak, prophetically relevant to Mann. Nietzsche accused Wagner of being - 

far from the creator of the all-embracing, organic, ‘Gesamtkunstwerk’ - the “groBte 

Miniaturist der Musik”.̂ "̂  Mann’s own experience o f writing could easily be identified witii 

this accusation o f building up a work from many pieces rather than creating an organic 

whole. Mann and his fellow writers were, however, well aware that the great, organic, novel 

might no longer be possible in the twentieth century. Wagner never seriously doubted his

^°GWXm, p. 353.
^*GWX,p. 841.

FN2, Der Fall Wagner, p. 903. 
GW x n , p. 153. 

op. cit., p. 918.
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capacity to create his monumental ‘Gesamtkunstwerk’, but Mann could not fail to encounter 

a sense o f fragmentation. In the Entstehung^ he fully admitted his reliance on literary 

‘montage’, saying he was all too inclined “das Zitat der selbstandigen Erfindung

vorzuziehen”.̂ ^

Mann’s use of Wagnerian music in his writing developed in the course o f his career from

specific descriptions o f his works to a general ‘Wagnerian’ undertone. The perceived effects

o f Wagnerian music progressed from cmde causality in the early works to something much

less tangible, but no less significant, in his later works. In every case, the musical content is

not a background factor, but the very stuff of the narrative. In a number o f Mann’s early

works, Wagnerian music is the direct cause o f disturbing conclusions. Examples include the

grotesque declaration o f love and subsequent murder in Der kleine Herr Friedemann (1898),

the death of Gabriele in Tristan (1903), the fateful embrace of the Aarenhold twins in

Walsungenblut (1906) and, most famously, the death of Harmo Buddenbrook after a

Wagnerian piano improvisation. In all these cases, although die grim conclusion of the

narrative is hastened by physical or psychological weakness or both, the reader is left in no

doubt that the music is the catalyst for these events. In some o f these stories, it is easy to feel

that Marm has a morbid fascination with rejection, death or incest. At this stage o f his career

perhaps, in part, he did. But it is important to look behind his savage irony to see his very

real fear o f the effects o f Wagnerian decadence, combined with a sense o f the glory that true

artistic perfection can attain. Much later, in his lecture Leiden und Grofie Richard Wagners

(1933), Mann quoted Wagner’s own fear o f the best performances of Tristan und Isolde. It

is evident that true artistry, rather than mediocrity, is what he saw as both most exhilarating

and most threatening:

Dieser >Tristan< wird was Furchtbares\ Dieser letzter Akt! ! ! Ich furchte, die Oper 
wird verboten - falls durch schlechte Auffuhrung nicht das Ganze parodiert wird 
nur mittelma&ige AufiRihrungen konnen mich retten! VoUstandig gute müssen die 
Leute verriickt machen - ich kaim’s mir nicht anders denken.

Mann responded to the true artistry, but was always able to see the price that might be paid

for it. In Tristan, for example, whilst it is possible to feel a sense o f the importance o f

Gabriele encounter with this artistic perfection, this is combined witih a feeling o f repulsion

for Detlev SpineU, and some respect for the non-aesthetic world that Herr Kloterjahn

inhabits. Mann’s portrait o f the husband is certainly sympathetic at the end, the ‘menschlich’

description at odds with the art at any price offered by SpineU:

GW XI, p. 248. Nietzsche said that literary decadence could be recognised by the distinguishing 
feature that: “das Leben nicht mehr im Ganzen wohnt”. See footnote 14.
^^GWlX,p. 393.
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‘Gabriele!’ sagte er plotzlich, indem die Augen ihm übergingen, und man sah, wie 
ein warmes, gutes, menschliches und redliches Gefuhl in ihm hervorbrach.^^

Aronson encapsulates Mann’s perspective when he says that “unable to resist the

blandishments o f the irrational, he yet speaks the language of reason and progress”.̂ *

Mann’s writing on music is not all fatalism; he does offer milder images o f music, without

these extreme results. But it is precisely the ability to touch the more dangerous extremes o f

music that he sees at the heart o f genuine artistic experience. These extremes always seem to

be latent, even when Mann’s images o f music are apparently at their most benign. In

Buddenbrooks, music appears at once as a positive social accomplishment, and a factor in

Hanno Buddenbrook’s early death and the Buddenbrook family’s ultimate decline. Gerda

Buddenbrook’s response when Herr Pfuhl initially denounces Wagner’s music as immoral,

though it is humorously ironic, puts the serious point succinctly: “Glauben Sie mir, Pfuhl,

diese Musik ist Ihrem innersten Wesen weniger fremd, als Sie annehmen!”.̂  ̂Hanno does not

necessarily emerge as a truly great artist in comparison with Pfuhl; after all, his

improvisation is hardly described in unequivocally glowing terms:

Eine kurzatmige, armselige Erfindung, der aber durch die preziose und feierliche 
Entschiedenheit, mit der sie hingestellt und vorgebracht wurde, ein seltsamer 
geheimnis- und bedeutungsvoller Wert verschafft ward.^°

It is Hanno’s readiness to encounter the irrational in music, whatever the cost, which seems to

raise him to a higher plane than Herr Pfuhl, even to a spiritual experience. The music master,

on the other hand, pursues the social and professional position that his music gives him, and

avoids its dangerous extremes: “ich lege mein Amt nieder, ich verzichte darauf, wenn Sie

mich zu diesen Ruchlosigkeiten zwingen!”.̂ ^

Was Mann too extreme in his interpretation o f the impact of Wagnerian artistic excess? 

Wagner’s music was actually reported to have a considerable impact on contemporary 

audiences, although perhaps not as drastic as those depicted in Mann’s early works.^^ Yet 

this, for Mann, was not really the central issue. As noted above, there is some evidence that 

Wagner was relentless in his pursuit o f musical perfection, but did not actively seek out any 

violent impact. Nor was he unique in creating a work of art that incited people to violent or

^'^GWVm, p. 260.
A. Aronson, op. cit., p. 105.

^^GWl, p. 499.
Ibid., p. 748.
Ibid., p. 498.
For example, one of the concerts that Wagner conducted himself in Paris, where the audience 

included such eminent contemporaries as Berlioz and Baudelaire, attracted very wild enthusiasm and 
almost equal bewilderment from its audience, and harsh words from the critics. See Ronald Taylor, 
Richard Wagner. His Life, Art and Thought, (London, Paul Elek, 1979), p. 142.
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otherwise undesirable actions. Even Goethe, whom Mann compared favourably with Wagner 

as a role model for the German people,^^ had in his time - according to some commentators - 

left a trail of copycat suicides in the wake of Die Leiden des jungen Werthers.^ What was 

most important to Mann was the phenomenon that Wagner’s music represented, that is, the 

extremes of decadence, which carried the individual away from rational control over his or 

her own actions and destiny. Mann saw this phenomenon as a theme whose time had come.

If Wagner is seen to equate with individuals’ loss of control, it is not difficult to imagine the 

threads that might tie Der kleine Herr Friedemann to Der Tod in Venedig, and later, to 

Doktor Faustus.

2.23 Music as paradigm for art and life

For Mann, like Schopenhauer, music was both the highest manifestation o f art, and the most

dangerous. As such, its characteristics could magnify problems inherent in any form of art,

and allow them to be examined more closely. He gradually moved away from portraying

these extremes literally, in Wagnerian music itself, to showing how they could be found in art

more generally, most obviously in Der Tod in Venedig. The ‘Wagnerian’ irrational is

certainly present in the novelle, but is experienced only in Aschenbach’s dreams. Whilst his

death is the consequence o f decadence, the death is not violent, unlike that o f protagonists in

Mann’s earlier works, and affects only Aschenbach himself^ as he does not even leave a

bereaved family. The same message about art is dehvered as in the earlier works; it is part of

the artist’s work to be open to extremes, which can offer both the greatest fulfilment and the

greatest debasement. Yet there is also a strong sense of a moral issue in the relentless pursuit

o f artistic perfection, in which Aschenbach becomes deflected into the pursuit o f finite,

human beauty. This combination is pure Schopenhauer, who saw art as at once non-rational,

and potentially chaotic, and yet, in the aesthetic state, the closest man could come to

perfection. He saw human beauty as one o f the embodiments of the difficulty o f ever

breaking free o f the Will when in pursuit o f the purely aesthetic state:

Menschliche Schonheit ist em objektiver Ausdruck, welcher die voUkommenste 
Objektifikation des Wülens auf der hochsten Stufe seiner Erkeimbarkeit bezeichnet, 
die Idee des Menschen überhaupt, voUstândig ausgedrückt in der angeschauten Form. 
Sosehr hier aber auch die objektive Seite des Schonen hervortritt; so bleibt die 
subjektive doch ihre stete Begleiterin.^^

“Die Deutschen sollte man vor die Entscheidung stellen: Goethe oder Wagner. Beides zusammen 
geht nicht. Aber ich furchte, sie würden »W agner«  sagen”. Letter to Julius Bab of 14 September 
\9 \\, Briefe I, p. 91.

“It is of course impossible to prove that Werther caused any suicides, but cases of suicide associated 
with a reading of Werther are reported until well into the nineteenth century”, Nicholas Boyle, Goethe. 
The Poet and the Age, Vol. 1, (Oxford, Oxford University Press, 1992), p. 175.

Welt als WV,^. 311-312.
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So it is that the inspiration of Tadzio both allows Aschenbach to rediscover his literary

creativity, and simultaneously arouses feelings that cause him to question his social and moral

status as a national hterary figure;

Nie hatte er die Lust des Wortes siiBer empfimden . . .  wie wahrend der gefahrlich 
kosthchen Stunden, in denen er . . .  jene anderthalb Seiten erlesener Prosa formte, 
deren Lauterkeit, Adel und schwingende Gefuhlsspannung binnen kurzem die 
Bewunderung vieler erregen sollte. Es ist sicher gut, daB die Welt nur das schone 
Werk, nicht auch seine Urspriinge, nicht seine Entstehungsbedingungen kennt.^^

This message is conveyed without any exphcit reference to music, but music is never veiy far

firom the surface. Mann gave his protagonist Gustav Mahler’s physical features and played

out his fate in the city of Wagner’s death, of which Nietzsche had said “Wenn ich ein anderes

Wort fur Musik suche, so finde ich immer das Wort Venedig”.̂ ^

Mann subsequently moved firom showing the ‘musical’ extremes of art to demonstrating that

these were also present in life itself. In Der Zauberberg^ Hans Castorp’s education or

‘Büdung’ is a series of extreme encounters. Although Castorp is fascinated by music,

Wagner’s music is not mentioned by name. The Schubert song Der Lindenbaum acts as the

key symbol o f the fascination with death. But Wagnerian decadence is never far firom the

surface, and it is no surprise that Castorp’s education takes place in a realm of intense

physicality and death. Aschenbach had observed “zwar liebt Eros den MüBiggang”, and the

enforced idleness of the Berghof provides the ideal setting in which these ‘musical’ extremes

can have fi’ee play and be examined in depth. The sanatorium is to all intents and purposes a

vacuum, simply waiting for experience to fill it. The patients have no need to concern

themselves with the everyday, practical matters that normally mediate between human beings

and the extremes of experience:

[Frau ZiemBen] hatte ein wenig gemàBigten Emst herbeifuhren wollen, unwissend, 
daB gerade das Mittlere und GemàBigte hier ortsfiremd und nur die Wahl zwischen 
Extremen gegeben war.^*

For perhaps the first time, however, Mann felt that this brush with the extremes o f death, 

intellectual persuasion and sexual adventure, could actually end positively rather than result in 

the central character’s destmction, or some other disaster. In 1918, he had described the 

novel’s theme as incorporating “Todesromantik plus Lebensja”.̂  ̂ Castorp is not only 

exposed to these extremes, but also uses the available time and space to reflect on the 

encounters that he has. Although his “Büdung”, or development, is somewhat problematic.

GW Vm, p. 492-493.
FN2, Ecce Homo, p. 1092-1093.
GW m, p. 696.
Letter to Emst Betram of 21 September 1918, Briefe /, p. 151.
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the experience nonetheless allows him to reach some kind o f insight. Castorp is in no sense a

great artist or even a great man, yet he returns to the ‘Flachland’ from the unreality of the

Berghof better equipped than before to play a full part in the real world. Settembrini, as one

half o f the duo furthering Castorp’s intellectual and moral education, is clearly suspicious of

music itself. He dismisses it as “pohtisch verdàchtig”, because o f its chaotic nature;

dynamic, yet vague. He does not deny the power of music, but feels that on its own, without

mediation, it is dangerous and not necessarily a force for good:

Die Musik ist unschatzbar als letztes Begeisterungsmittel, als aufwarts und vorwàrts 
reifiende Macht, wenn sie den Geist fur ihre Wirkungen vorgebildet findet. Aber die 
Literatur muB ihr vorangegangen sein. Musik aUein bringt die Welt nicht vorwarts. 
Musik allein ist gefahrlich.'^

Indeed, Settembrini foreshadows Doktor Faustus when he asserts that “das Opiat ist vom

T eu fe r" '

The ending to Der Zauberberg is equivocal, reflecting the problematic relationship Mann

himself had with the German intellectual tradition. Castorp is both drawn to the

quintessentially German nature of Der Lindenbaum, but also becomes, like his creator,

‘educated’ enough to be aware of the imphcations of this Romantic fascination with death.

The internal division this creates in Castorp is summed up in one o f Mann’s most moving

passages, in which Castorp sings Der Lindenbaum to himself as he blunders across the

battlefield of World War One, probably to give himself up to death. Whilst music has

provided the decadent impulse to death, Mann shows that the impulse can take the form of a

positive choice o f death, and thus, some degree of control and triumph over it:

Was denn, er singt! Wie man in stierer gedankenloser Erregung vor sich hin singt, 
ohne es zu wissen, so nutzt er seinen abgerissenen Atem, um halblaut ftir sich zu

42smgen.

We never find out whether Castorp ultimately survives the conflict or dies in it. Mann 

asserts, however, that it is not this, but the enriching ‘education’ he has had that matters, for it 

will allow Castorp “im Geist [zu] iiberleben, was [er] im Fleische wohl kaum iiberleben 

[soll]”.'̂  ̂ This ends the novel with a sense that the dangerous extremes represented by music 

are a necessary part of experience, and that they can have positive results, if  only one will 

learn from them. This view reflects Mann’s own political development and increasing sense 

o f personal responsibility whilst writing the novel, traced in 2 .1. It admits the possibihty of 

winning a victory over the morally equivocal that the nature of music represents, which is

^G W m , p. 160-161. 
Ibid., p. 162.
Ibid., p. 993.
Ibid., p. 994.
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present in both art and life. It also asserts personal engagement with the morally equivocal as 

an essential part o f winning that victory, and thus opens the way for a novel with the moral 

weight of Doktor Faustus.

But even with this notion of active responsibihty for the results of decadence, there was a

long way to travel to Doktor Faustus. Mann’s first idea o f a Faustian tale o f a musician dated

back to 1905. This was at the height o f his preoccupation with placing Wagnerian music at

the centre of his narratives, and nearly forty years before he actually began to write the novel.

Mann’s original note of the idea is worth quoting in full to show just how closely it fitted

with his notion o f music at that time as the source of irrational, chaotic decadence;

Novelle oder zu "Maja ” Figur des syphihtischen Kiinstlers: als Dr. Faust und dem 
Teufel Verschriebener. Das Gift wirkt als Rausch, Stimulans, Inspiration; er darf in 
entzùckter Begeisterung geniale, wunderbare Werke schaffen, der Teufel fuhrt ihm 
die Hand. SchlieBlich aber holt ihn der Teufel. Paralyse.'^

When first formulated, then, the theme of Doktor Faustus encapsulated many o f Mann’s

concerns about music’s decadence and its power to create havoc. Some of the novel does

indeed relate back to this earlier, ‘Wagnerian’ Mann. Adrian Leverkühn’s disillusionment

with the artifice o f musical effect, for example, clearly owes almost everything to Nietzsche’s

disillusionment with Wagner. But this is just a small part o f the musical content o î Doktor

Faustus. Mann knew fi'om the moment he began to collect material for the novel m the

1940s that he was, this time, entering a different league with his literary ‘musizieren’. His

letter to Theodor Adorno at the end o f 1945 s ^ s  o f his task: “dazu gehort mehr als

» In itiie rthe it« , namlich Studiertheit, die mir einfach abgeht”.'*̂

The musical content o î Doktor Faustus is thus both related to, and yet different firom, Mann’s 

earlier works. Luchino Visconti’s film adaptation of Der Tod in Venedig helps to illustrate 

this, as it portrays Aschenbach as a composer, and includes dialogue firom Doktor Faustus. 

Visconti recogtiised that it was important to change Aschenbach’s artistic profession in this 

way if  the novelle was to translate successfully to the screen."^  ̂ The change itself works well 

because o f Mann’s own sense that music is aU other arts writ large - for most o f tiie time. But 

Visconti’s use o f sections of dialogue firom Doktor Faustus is not so successful. Visconti said 

that he used these dialogues to recreate the intellectuahsm o f the novelle, which was

^  Hans Wysling and Yvonne Schmidlin (eds.), Thomas Mann Notizbücher 7-14, (Frankfurt am Main, 
Samuel Fischer Veriag, 1992), p. 121-122 (notebook 7, p. 155).

Letter to Theodor Adomo of 30 December 1945, Briefe II, p. 471.
^  “Wahrend du aus einem Musiker seine Musik horen lassen kannst, bist du bei einem Literaten 
gezwungen, Auswege zu jfinden, die wenig ausdrucksvoU sind, wie z. B. die Stimme im Off”. Quoted 
from an interview with Luchino Visconti in 1971, published for the first time in Reinhold Jaretzky (ed ), 
Materialien Thomas Mann >Der Tod in Venedig< , (Stuttgart, Emst Klett, 1981), p. 31.
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otherwise difBcult to translate into But for anyone who knows Doktor Faustus weil,

the juxtaposition o f these dialogues with the late Romantic decadence o f Mahler’s fifth 

symphony simply does not feel right. Although Doktor Faustus retains a flavour of the 

‘music’ of Der Tod in Venedig, it has, for the most part, gone beyond it.

Although Mann’s treatment o f music always remained partly rooted in Wagnerian 

decadence, and his treatment o f the artist always had musical undertones, he gradually 

broadened this ‘musical’ content to cover more and more of art and life. Music never 

became any less important to Mann, but it did become more and more influenced by his 

parallel political development, so that the territory of artistic responsibility extended 

correspondingly. This responsibility was superimposed onto Mann’s narrower fascination 

with Wagner, and more youthful inclination towards the extreme and the shocking. The later 

manifestations o f musical content in his work are, if  anything, more dangerous. Unlike the 

fate of Herr Friedemann and others, they are more easily identifiable as the stuff o f daily life, 

rather than exceptional incidents. Mann saw more and more clearly that it was possible for 

the individual to engage with the morally equivocal nature of music and of art and life itself, 

and to emerge from this engagement with some kind of victory.

47 ,‘Der Stil von Thomas Mann ist z. B. sehr akademisch und verschnorkelt. Wie konnte ich durch
Bilder diese literarische Besonderheit wiedergeben?”. Ibid., p. 30.
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2.3 Unification of musical and historical themes in Doktor Faustus

2.3.1 Rediscovery of the Faust themes

Doktor Faustus was begun at a time when Mann’s sense o f political responsibility was 

perhaps at its most acute. Just before he began the novel, he was working with his publisher, 

Bermarm Fischer, to make the detailed arrangements for publishing in book form his 

collected BBC broadcasts to the German people - Deutsche Horer\ (1945). In his 

introduction to this book. Maim emphasised his strong desire to make contact with the 

German people and to offer a genuine political contribution: “Ich glaubte, diese Gelegenheit, 

hinter dem Rücken der Nazi-Regierung . . .  Kontakt zu nehmen - und sei es ein noch so 

lockerer und bedrohter Kontakt - nicht versaumen zu lassen”.̂  By the 1940s, Maim saw that 

his passion for music, which he had never lost, now had implications far beyond even the 

wider sphere o f art.

The composition of Doktor Faustus did not, however, begin at a single moment o f 

inspiration when these two aspects of his development - politics and music - came together. 

On the contrary, Mann’s own account, in Die Entstehung des Doktor Faustus, even allowing 

for the inevitably highly self-conscious style o f such a memoir, shows him initially casting 

around for something to fill the vacuum left once he had completed Joseph - “das mich durch 

all diese Jahre des Exils, die Einheit meines Lebens gewahrleistend, begleitet hatte”.  ̂ Now 

that he had finished the tetralogy, Mann found that it was a burden he was only partly pleased 

to be rid of. He quickly abandoned the idea of continuing Felix KruU, whose opening 

chapters had been pubUshed in 1922, and turned instead to his notes of nearly forty years 

previously about a Faust story. This section of the thesis describes the way in which the 

musical and contemporary historical themes were brought together in Mann’s conception of 

Doktor Faustus in its early stages, in the light o f the engagement with his own time and with 

music described in 2.1 and 2.2. This will set the context for the investigation o f the way in 

which the novel closes the gap between music and history.

The most immediate sensation Mann had when rediscovering his old Faust notes was that he 

had now reached the time for his ‘monumental’ work. He had long modelled himself on 

Goethe, and intended his Faust to be, as Goethe’s had been, the pinnacle o f his creative 

achievement. Goethe worked on the composition o f Faust throughout his creative hfe.

 ̂GW XI, p. 983-984. 
^GWXI, p. 153.
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Although he did not actually write the novel throughout his career, Mann’s Faust was also, in

a sense, the distillation o f a lifetiine’s work:

Ein Werk groG zu wollen, es gleich als grofi zu planen, war wahrscheinlich nicht das 
Richtige, - fur das Werk weder, noch fiir das Gemüt dessen, der seiner sich 
unterwand/

Mann also compared his undertaking to Wagner’s last work - “es wird mein Parsifal”/  Like

Wagner, he had now reached the zenith of his urge to create myth. In his later years, the

focus o f Mann’s narratives consciously shifted firom interesting individual protagonists to

figures with universal significance, though without changing the main substance of his

themes. Mann saw the character of Joseph as the turning point in this process, which was

clearly an important step for him:

Überhaupt habe ich ja  mit diesem Roman eine neue Stufe meines literarischen 
Lebens betreten, insofem als ich mit damit vom Biirgerlichen und Individuellen 
...losgelost habe und zum Typischen undMythischen übergegangen bin...denn der 
junge Joseph, eine in religioser Sphare lebende artistische Natur, sich zu semen 
Vatem annahemed so verhalt, wie Hanno Buddenbrook zu den seinen, nur dafi, wie 
gesagt, in diesem mythischen Buch das Familiàr-Bürgerhchen ins Menschheitliche 
gesteigert wird und dem Werk gewissermafien der Ehrgeiz zu Grunde liegt, eine 
abgekUrzte Geschichte der Menschheit zu geben.^

Mann approached the task of his Faust with a mixture o f trepidation and pride. Whilst the 

story o f the interview with Time magazine, which opens the Entstehung, is amusing, and 

typically self-aware, it does say something o f the way in which he saw the novel as a 

monumental undertaking. It could later almost be said to have gnawed away at its author’s 

own mortality: “das Ganze ist wie eine offene Wunde”.̂  Marm is certainly in earnest when 

he writes of his fear o f the novel: “weil ich es immer als mein letztes betrachtet habe”.̂  He 

was astonished that the basic theme of Doktor Faustus had come to him so young - although 

an objective onlooker might want to protest that even firom an early age, Mann’s life had been 

a studied progress towards the great man of German letters that he was by the 1940s. Yet 

even at this late stage, Marm appears to have felt ill-prepared for the task that lay ahead. 

Letters written when he was just beginning the novel suggest that part o f him shrank firom the 

task that lay ahead, and questioned whether he would finish it.* One o f his practical worries 

was whether the concepts in his mind could ever be given a coherent shape; he qualified the

^GWXI, p. 169.
Letter to Klaus Mann of 27 April 1943, Briefe II, p. 309.
Letter to Louise Servicen of 23 May 1935, Briefe I, p. 390.

® Letter to Erich von Kahler of 15 December 1947, DiiD, p. 118.
 ̂GW XL p. 157.

* See, for example, the letter to Jonas Lesser of 13 December 1943: “Es kann leicht sein, dafi ich zum 
ersten Mai etwas als unausfuhrbar werde aufgeben müssen”, DiiD, p. 118.
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novel in his diary as “wenn verwirkiichungsfahig”.̂  Mann was also worried that even if  he 

did manage to achieve coherence, the result would be neither palatable nor meaningful to the 

average reader: “Es ist sehr schwer, gewisse Dinge leicht, geniefibar, dialogfahig zu machen, 

nicht ins AbhandlungsmaBige zu verfallen"/°

Mann found two early notes about the Faustian theme, both about an artist with syphilis. The 

character had apparently been intended either as the subject o f a short story in his own right, 

or to feature in Maim’s unfinished novel, Maja. The first note was about an artist who 

becomes engaged to an innocent ‘Gretchen’ figure, but commits suicide just before the 

wedding. The second note put the ‘Gretchen’ episode in the background and focused on the 

syphilis as an intoxication that will inspire the artist to his greatest works. ̂ * Maim seems to 

have envisaged the pact firom the outset as cognate with that in Goethe’s Faust, in that it is for 

a higher creative purpose, not for pleasure alone. The way in which he subsequently 

expanded the idea made it take on a specifically moral weight, as it is seen as morally wrong 

to seek out the ‘Wahnsinn’ that results firom syphilis, even for the sake o f art. The musician’s 

final collapse - “schliefilich holt ihn der Teufel” - was to be the punishment for the moral 

wrong.

Mann’s new notes in 1943 show that the Faust theme had now assumed a much deeper

significance for him than it had had in 1905. The voluntary ‘Wahnsinn’ o f the artist is

immediately linked in his train of thought to fascism. Fascism then emerged in his working

notes as a key theme, much more clearly, and at an earher stage, than a specific reference to

music. It was immediately regarded by Mann as a surrender o f reason to the forces of

irrationality, drawing a parallel between the surrender to irrational forces necessitated by

‘musical’ decadence, or ‘Rausch’, and Germany’s situation in the 1930s and 1940s - both are

the “Hingabe an den Tnstinkt”. This mental link was only possible at this stage o f Mann’s

career, when he had recognised the potential for art to relate to the whole o f hfe:

Habe diese Idee Jahre lang mit mir herumgetragen, 42 Jahre.... Es handelt sich um 
das Verlangen aus dem Bürgerhchen, MaBigen, Klassischen, Apollinischen, 
Niichtemen, FleiBigen und Getreuen hinùber ins Rauschhaft-Geloste, Kühne, 
Dionysische, Geniale, Über-Bürgerliche, ja  Übermenschhche - vor allem subjektiv, 
als Erlebnis und trunkene Steigerung des Selbst, ohne Rücksicht auf die Teilnahme-
Fahigkeit der Mitwelt Die Sprengung des Bürgerhchen, die auf pathologisch-
infektiose und desintegrierende Weise vor sich geht, zugleich pohtisch. Geistig- 
seelischer Fascismus: Abwerfen des Humanen, Ergreifen von Gewalt, Blutlust, 
Irrationahsmus, Grausamkeit, dionysische Verleugnung von Wahrheit und Recht,

 ̂Tagebiicher 1940-1943, p. 561 (10 April 1943).
Letter to Agnes Meyer of 28 September 1944, TM-AM, p. 591. 

“ TM Notizbücher 7-14, p. 107 & p. 121-122.
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Hingabe an den Instinkt und an das fessellose >Leben<, das eigentlich der Tod und 
als Leben nur Teufelswerk, giflerzeugt, ist/^

It is important that Mann thought o f his Faust as an artist rather than the traditional alchemist 

figure. At the time he had originally conceived the theme it was connected with his long

standing preoccupation with the link between sickness and artistic creativity. Now, in later 

life, he was aware of a greater dimension. Despite his many achievements. Maim could see 

that he, the artist, could equally well exclaim in despair, with Goethe’s alchemist Faust:

Bilde mir nicht ein, was Rechts zu wissen 
Bilde mir nicht ein, ich konnte was lehren.
Die Menschen zu bessem und zu bekehren.*^

When Maim had first sketched out the Faustian theme, he was seeking something that could

follow up his astounding early success with Buddenbrooks (1901). Now, nearly forty years

later, he was caught in the firagmentation and sterility of a century in which conventions were

breaking down, and amongst them, the convention of the novel. A process that had begun

with the growing ascendancy o f technology, psychology, philosophy and science in the early

years of the century, and the underinmmg of the authority of religion and morality was, in the

wake o f two world wars, gathering irreversible momentum. The speed of change was

perhaps more rapid in Germany than it was in some other countries. So it was that Mann

could now see his Faust’s intellectual and creative dissatisfaction and despair as a paradigm

for all arts, including writing.

Marm also expanded his original Faustian theme to include Nietzsche, who is not mentioned 

by name in the early notes on Doktor Faustus, but is immediately obvious by the references 

to the Apolline and Dionysian, and the ‘Übermensch’. His reading as he continued to think 

about the novel focused not on Nietzsche’s ideas, however, but on the parallels of 

Nietzsche’s physical state with that of his Faust figure. Maim had recently read a book 

focusing entirely on Nietzsche’s final breakdown,''* and now turned his attention to a study 

o f Nietzsche’s illness by P. J. Mobius, who, in 1902, had been the first to attribute the 

philosopher’s madness to syphilis.*^ Although Nietzsche’s ideas about decadence, and, in

Page 2 of Mann’s notes for Doktor Faustus, quoted in full in Lieselotte Voss, Die Entstehung von 
Thomas Manns Roman Doktor Faustus \ Dargestellt anhand von unveroffentJichen Vorarbeiten, 
(Tübingen, Niemeyer Veriag, 1975), p. 16.

Johann Wolfgang von Goethe, Faust. Eine Tragodie, in Goethes Werke. Hamburger Ausgabe, Vol. 
m, edited by Erich Trunz, (Hamburg, Christian Wegner Veriag, 1952), p. 20.

Emst Podach, Nietzsches Zusammenbruch. Beitrage zu einer Biographie aufOrund 
unveroffentlicher Dokumente, (Heidelberg, N. Kampmann, 1930).

P. J. Mobius, Über das Pathologische bei Nietzsche (1902). Mann owned a 1909 reprint of this 
book, which suggests that he found out about the very personal connection between Nietzsche and his 
own Faust character a few years after his orginal note about the syphillitic artist. He was therefore 
probably first making the connection with Nietzsche when returning to the note in 1943.
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particular, the link between creativity and irrational ‘Rausch’, were central to Mann’s theme, 

information about the illness itself and the old Faust chapbook formed the bulk o f Mann’s 

initial reading, presumably because he was not quite so well-informed about these themes/^ 

Mann probably felt that he knew enough about Nietzsche’s thought to return to this where 

necessary and incorporate it in the novel.

The first explicit indication in Mann’s working notes that the central character o f the artist is 

to be a musician is a very short reference to Kleist’s Gesta Romanorum (which was also on 

his reading list at the time) as a potential opera subject for his p ro tagon ist.H is  first 

reference in correspondence to the musical theme is in a letter to his son Klaus, in which he 

refers to Doktor Faustus as “eine Kimstler-(Musiker)- und moderne 

Teufelsverschreibungsgeschichte”, and, incidentally, also links this theme with “das 

Politische, Faschistische”.̂ * It is most hkely that Mann felt fi'om the outset that his ‘ultimate’ 

novel about an artist, his equivalent o f Goethe’s Faust, could only be about music, the 

‘ultimate’ art. The status he had always given to music, as amongst, yet above, the other arts, 

was most important: “Ein Musik-Roman? Ja. Aber er war als Kultur- und Epochen-Roman 

gedacht”.̂  ̂ Mann had also long thought, as he later came to formulate in the essay 

Deutschland und die Deutschen (1945), that there was something essentially musical about 

the German soul. It had the same dangerous undertones and tendency towards the irrational 

‘Rausch’ which he thought was recently revealed most clearly in the fascism of the Hitler 

regime:

Soli Faust der Représentant der deutschen Seele sein, so müBte er musikalisch sein;
denn abstrakt und mystisch, das heifit musikalisch, ist das Verhaltnis des Deutschen
zurWelt.^®

2.3.2 Faust and the contemporary historical context

Mann moved forward quickly fi'om the generalised concept of irrational ‘Rausch’ that had 

been the sum of his original thinking about the link between the artistic and political themes. 

He sought advice about the musical detail o f the novel from musicians he knew. He was 

privileged to have a number o f musically distinguished neighbours in California, and it is 

clear from his letters, diaries and the Entstehung, that he used his contacts with Bruno Walter,

See L. Voss, op. cit., p. 21-23. Mann also studied a biography of Schumann and the letters of Wolf 
making copious notes about their syphilitic symptoms. This may well have provided part of the 
impetus to make the Faust figure a composer. Voss notes, however, that there is no clear juncture in 
the notes at which this decision is made.

Ibid., p. 24.
Letter to Klaus Mann of 27 April 1943, Briefe II, p. 309.

^^GWXl, p. 171.
“̂ GWXl, p. 1131-1132.
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Schoenberg, Stravinsky, Emst Toch and others to the full, especially in the early stages 

before his partnership with Theodor Adomo. Mann was determined from the beginning that 

there should be extensive and accurate musical detail in the novel; “Hier gait es Reahsierung, 

gait Exaktheit, nichts war mir klarer”. '̂ He wrote to Bruno Walter early on, making clear that 

he saw his new novel as a very different undertaking from his previous fictional characters 

with musical connections, and, in the light o f his much later dispute with Schoenberg, with an 

amusing aside:

Ich will’s riskieren, - sehe aber kommen, daB ich Sie noch gelegentlich um Rat und 
sachliche Information werde bitten müssen .... Sollte ich wohl eine 
Kompositionslehre lesen? Haben Sie eine? Übrigens will ich Schonberg um Rat 
fragen.^^

It is worth noting that none of Mann’s writings or notes at the time gives any sense that he 

thought that this additional layer o f musical accuracy would enhance the link between the 

music and the initial thoughts he had had about fascism. For example, although as T. J. Reed 

suggests, the 1905 Faust outline looked like “an allegory waiting for meaning”, there was 

certainly nothing specific in Mann’s requests to his musical acquaintances that suggests he 

was gathering together particular pieces o f information to make up the detailed elements o f 

an allegory.^ At this stage, the musical detail appears to be as much a matter of accurate 

‘local colour’ as anything else.

The vigour with which Mann pursued his musical researches might suggest that the accuracy

o f the musical characterisation was more important to him for its own sake than dealing with

the contemporary historical aspect o f the book. It is instructive, however, to compare this

enthusiastic information-gathering exercise with Mann’s response to a request passed on by

his publisher, Bermann Fischer in April 1943, from a Swedish publisher asking whether he

would be prepared to write a book about ‘the other Germany’, that is, the better, more just

side o f the country that was then the hated aggressor.^"* Mann responded to Fischer:

Ich bezweifele aber sehr, daB ich es werde tun konnen, denn was fur ein weites Feld 
ist das: ein Buch über das libérale Deutschland! Es ist doch mehr die Sache eines 
Flistorikers, und ich habe ganz andere Dinge im Kopf.^^

Ibid., p. 171.
Letter to Bruno Walter of 6 May 1943, Briefe II, p. 309.
T. J. Reed, op. cit., p. 366. Reed goes on to say that the many different layers in Doktor Faustus, 

including the reality of the historical period, make it much more complex than a straightforward 
allegory.

Letter from Bermann Fischer of 12 April 1943, Thomas Mann, Briefwechsel mit seinem Verleger 
Bermann Fischer 1932 bis 1955, edited by Peter de Mendelssohn, (Frankfurt am Main, Samuel Fischer 
Veriag, 1973), p. 321.

Letter to Bermann Fischer of 21 April 1943, ibid., p. 325.
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On one level, of course, Mann simply wanted to be left alone to get on with his enormous 

new project. On another level, his reaction is partly a manifestation of his conviction that his 

role was that o f the artist, not the pohtician nor, in this case, the political historian. He was 

not equipped to pronounce at the level of historical detail that this project would have 

demanded. It is interesting to compare this response and the relative dearth o f historical and 

pohtical detail in Doktor Faustus, with the comprehensive musical detail, and the zeal with 

which Mann gathered it. The level of detail about the two areas seems to be inversely 

proportional to his view of the significance o f each of them. Mann freely admitted that he 

was no musician - no more a musician, one might add, than a ‘Historiker’. Yet he was 

prepared to fabricate the musical detail because, however much it fascinated him, it was not 

the most important point: “die Musik, sofem der Roman von rhr handelt. . .  [ist] nur 

Vordergrund und Reprasentation, nur Paradigma. . .  fur AUgemeineres”.̂  ̂ Even though 

Mann planned the contemporary historical dimension for Doktor Faustus from the outset - as 

noted above, fascism figured immediately in his expansion o f his early idea for the novel - it 

seems that it mattered to him more that he should not fabricate the pohtical and historical 

detail, than it did to do something similar with music. This detail is often the unspoken 

weight behind the musical ‘Vordergrund’.

There can be no doubting, however, that Doktor Faustus is a ‘German’ novel. Mann’s sense 

o f artistic responsibility prompted him to convey the cultural forces at play in the pohtical 

and historical situation of which he was writing. In place o f the specific factual detail that he 

sought for the musical aspects of Doktor Faustus, the ‘German’ content is mainly manifested 

in a disparate collection of concepts - Faust, Nietzsche, Romanticism, fascism itself. Some 

or all would have had a range of associations for even a mildly educated German reader, but 

none, apart from fascism, had any specific and obvious connection with recent pohtical 

events. The concepts appear to have been connected at a deep level for Mann, even though 

the novel does not make these connections immediately transparent, beyond simply their 

‘Germanness’.

First and foremost was, of course, the Faust motif itself. This was long famihar to Germans 

from the centuries old tradition of the Faust chapbook and traveUing puppet shows. The 

tradition was still strong in the German consciousness in the twentieth century. Michael 

Beddow notes, for example, the crude designation o f ‘Faustian’ that was apphed in Oswald 

Spengler’s analysis, in his widely read Der Untergang des Abendlandes (1918-22) to the 

soulless technology and unscrupulous expansion o f contemporary culture “in the confident

^^GWXI, p. 171.
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expectation that his readers would find it all a Good T h in g ''E v e n  though Mann 

disconnects his Faust from these generahsed contemporary defiititions, and creates a new 

literary character, his is still a pecuhar and somewhat disturbing version o f Faust. It was clear 

from the outset that this Faust was not to strive joyfully for a higher purpose, as Goethe's 

Faust largely does. Mann's Faust enters a pact that promises suffering and difficulty, even 

prohibiting love, hitherto an essential part of the Faustian pact, as borne out in the Gretchen 

story. Even Adrian Leverkiihn himself exclaims “WiU der Teufel die Lust prohibieren?".^* 

Maim had come to see decadence, decay and suffering as distinctive features o f Germany in 

the early twentieth century. By infecting his Faust with syphilis, he was dragging his central 

character into the full extent o f that decay to a degree that he had not done with any previous 

protagonist.^^

Nietzsche was linked physically to this syphihtic decay, as he shared the illness. He was also

intellectually linked in his emphasis, so beloved of the Nazis, on strength and creativity at any

price - “eine kraftsteigemde Unwahrheit hat mehr Wert als eine niederdrückende Wahrheit".^°

This sentiment is uttered by the devil in Doktor Faustus in a way that shows precisely just

how easily it could justify fascism, particularly in Germany's historical situation, in which

pohtical, economic and - to encompass both - ideological strength, were so sorely needed:

Was dich erhoht, was dein Gefuhl von Kraft und Macht und Herrschaft vermehrt, 
zum Teufel, das ist die Wahrheit, - und ware es unterm tugendhchen Winkel gesehen 
zehmnal eine Lûge....Vor dem Faktum der Lebenswirksamkeit, mein Guter, wird 
jeder Unterscheidt von Krankheit und Gesundheit zunichte.^^

2.3.3 Theodor Adorno and the unification of the musical and historical themes

Even this very brief survey o f the themes of Doktor Faustus in Mann's working notes shows 

that he did not begin with a scheme setting out precisely what he wanted to say about 

Germany, then seek out the material that would best convey it. He more or less admits this in 

the Entstehung, when he states that he does not have any clear recollection o f having a sense 

of the whole novel when he began.^^ In preparing for the moment o f beginning Doktor 

Faustus, Maim had enlarged upon the themes that had always been with him. Although they 

represented much o f the cultural baggage of Germany, inevitably they did not specifically

27 M. Beddow, TM Doctor Faustus’, p. 13.
^*GWVI,p. 331.

See Anni Carlsson, ‘Das Faustmotiv bei Thomas Mann.’ (1949), in Rudolf Wolfif (ed ), op. cit., Part 
I, p. 104.

Page 37 of Mann’s notes for Doktor Faustus. Quoted in full in L. Voss, op. cit., p. 40.
GW VI, p. 323-324.
“Als ich in jener Sonntag-Morgenstunde zu schreiben begann, muB das Buch .. . nach seinem 

Hergang, seinen Ereignissen often und übersichtlich vor mir gelegen haben”. GW XI, p. 168.
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relate to modem Germany. When, in his pursuit of ‘Exaktheit’, Mann encountered Theodor 

Adorno, it seems that he began to recognise the gap between the way he had seen his central 

character’s situation, and contemporary history and society. It was Adorno who suddenly 

gave to Maim “Augenbhcke der Erhellung über Adrians Position”. In fact. Maim was even 

concerned not to lose sight o f his original main theme in the face o f Adorno’s compelling 

ideas: “Hauptgedanke der erkauften Inspiration, die im Rausch darüber hinweggeht, nicht 

aus dem Gesicht zu verheren”.

Mann had never explicitly defined the ‘Exaktheit’ that he sought as being information about 

modem music, as opposed to ‘Exaktheit’ about the technicahties o f music in general. In none 

o f his initial approaches to fiiends did he say that he lacked an understanding o f modem 

music. He simply referred to a need to acquire a technical knowledge of music itself^ which 

he thought would be necessary in order to portray the education and career o f a composer.

His reading o f Krenek, for example, seems to have been a h ^ p y  coincidence, and his early 

letter to Bruno Walter asks about the generic technical training of a musician, be he W olf or 

Stravinsky.^ Adomo’s fimdamental contribution was to widen Mann’s musical frame of 

reference, which Mann freely acknowledged: “Tatsachhch haben Sie mir, dessen 

musikahsche Bildung kaum über die Spàtromantik hinausgelangt ist, den Begriff von 

modemster Musik gegeben”.̂ ^

Mann’s musical spectrum widened rapidly, and by the end, the novel contained nearly 

seventy musical characters, both real and imaginary.^̂  He was a lw ^s only too well aware, 

however, that his musical tastes were firmly rooted in the very ‘Rausch’ of Wagner and 

others that he had earher connected with the dangers of decadence, and now, the evil of 

fascism. Although he came to love the Leverkühn character more than any other o f his 

fictional creations,^^ Mann never acquired a taste for the music, retaining his emotional 

attachment to the ‘Rausch’ o f late Romanticism to the end o f his hfe. In 1948, he wrote in 

his diary about how hstening to a recording of Das RheingoldhaA moved him to tears:

war fast bis zu Tranen bewegt von dem Gesang der Rheintochter mit dem “Trauhch
und treu ist’s nur in der Tiefe”, Gebe fur diese Stelle allein die ganze Musik
Schonbergs, Bergs, Kféneks und Leveriôihns dahin.^*

^^GWXI, p. 172.
Letter to Bruno Walter of 6 May 1943, Briefs 77, p. 311.
Letter to Theodor Adorno of 30 December 1945, ibid., p. 471.
Noted in G. Bergsten, Untersuchungen, p. 210.
“Ich . .. gestand ihm, daB ich nie eine Imagination, weder Thomas Buddenbrook, noch Hans 

Castorp, noch Aschenbach, noch Joseph, noch den Goethe von >Lotte in Weimar< - ausgenommen 
vielleicht Hanno Buddenbrook - geliebt hatte wie ihn”. GW XI, p. 203.

Tagebiicher J946-1948, p. 227 (22 February 1948).
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By the 1940s, however, Mann’s susceptibility to the ‘Rausch’ had become more informed 

since the helpless, almost blind succumbing to fate that had characterised Aschenbach. He 

was more aware o f the dangers of musical ‘Rausch’, and knew through Adorno that there was 

more to music than this irrational sensuahty. He was able to write about this, but, because he 

could never appreciate, and experience fully for himself these other aspects o f music, he 

needed Adomo’s help to do it. Hansjorg Dorr notes in his article on the collaboration with 

Adorno: “Fiir Mann kann die Musik sich nicht im Rationalen erschopfen, die intellektueUe 

Art der Musrkbetrachtung Adornos mufite ihm fremd bleiben.”^̂  Adomo’s focus was on the 

more modem question o f the difficult situation of art, which needs to encompass more than 

“Rausch”. It is evident that Maim very quickly grasped that what he read in the manuscript o f 

Adomo’s Philosophie der neuen Musik in July 1943, could substantially fill out his plans for 

Doktor Faustus: “In mir entschied es sich: » D a s  ist mein M an n « ”. He acknowledged 

that Adomo’s writing provided “eine artistich-soziologische Situationskritik von groBter 

Fortgeschrittenheit, Feinheit und Tiefe”, which also possessed “die eigentümlichste Affinitàt 

zur Idee meines Werkes”.'̂ ®

Adomo knew about the ‘Rausch’ that had dominated Mann’s notes for the novel so far, and 

shared the writer’s concern about its dangers. But he went a step further in setting out, and 

providing a critique of, the way out o f it, in the shape of Schoenberg’s twelve tone system. 

Adomo’s contribution thus not only fleshed out the fiamework Mann aheady had from his 

notes, but added a new dimension of modernity that changed the nature o f the novel. Mann 

had not hitherto thought of making Leverkühn an atonal composer. He admitted that, as a 

result, he took over Adomo’s depiction of Schoenberg’s music virtually unamended."'^ It 

seems to have been this that particularly rankled with the composer. Although Adomo greatly 

admired Schoenberg, the latter apparently found him irritating and had httle social contact 

with him in the Californian émigré community.'*^ One reason for this, as Patrick Camegy 

notes in his study of Doktor Faustus, was probably that Adomo was one o f the few admirers 

who combined his reverence for Schoenberg with highly informed criticism, which tended to 

place the composer on the defensive.'*^

Hansjorg Dorr, ‘Thomas Mann und Adomo. Ein Beitrag zur Entstehung des Doktor Faustus^ 
(1970), in R  Wolff (ed ), op. cit. Part II, p. 68.

This and the quotation in the previous sentence, GW XI, p. 172.
“Die Darstellung der Reihen-Musik und ihre im Dialog aufgeloste Kritik, wie das XXII >Faustus< - 

Kapitel sie bietet, griindet sich ganz und gar auf Adom’sche Analysen...”, GW XI, p. 174.
Max Paddison, Adomo's Aesthetics of Music (Cambridge, Cambridge University Press, 1993), p. 9. 
Patrick Camegy, Faust as Musician. A study o f Thomas Mann’s novel ‘Doktor Faustus ’, (New 

York, New Directions, 1973), p. 13.
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In Adomo, however, Mann had taken on much more than a musical adviser. Adomo was a 

highly intellectual musicologist, sociologist and philosopher, who had been a key member of 

the Frankfurt School of German social theory since 1938. This meant that Adomo was able 

to relate his musical analyses to a broad and modem cultural and social framework. The very 

fact that Adomo had written a ‘Philosophie’, rather than the straight music textbook that 

Mann was originally looking for, meant that the correspondences between music and 

contemporary society came virtually ready-made. As a member of the Frankfiirt School, now 

in exile, Adomo was actively engaged in research and writing that sought to develop a theory 

to oppose to the predominant philosophy o f positivism. The Frankfurt School saw this 

philosophy as dangerous in that it focused on empirically discoverable facts, which were 

mere appearance (‘Schein’), as opposed to a more subtle and profound ‘essence’. The 

sociologists of the School considered that this exclusive focus on the base and obvious had 

created a new barbarism. Adomo saw art in general, and music in particular as being able to 

point beyond this ‘Schein’ towards the absolute. The read-across to the themes in Doktor 

Faustus o f ‘Schein’, ‘Erkenntnis’, and ‘Rebarbarisierung’ is obvious.

The Entstehung describes how Mann and Adomo worked together extensively, telling the 

story o f how Adomo persuaded Mann to tone down the ‘Hoffriung’ at the end o f the novel, 

which he felt was too optimistic. Kretzschmar’s lectures and key parts of the dialogue with 

the devil could not have existed without Adomo’s input, which is acknowledged in the “Wie

sengrund” o f the Arietta theme in Beethoven’s piano sonata Opus 111^ and in the 

appearance o f the devil, when he discusses culture, in the unmistakable guise o f Adomo:

“ein Intelligenzler... ein Theoretiker und Kritiker, der selbst komponiert, soweit eben das 

Denken es ihm erlaubt”."*̂ As Dorr and others have noted, however, Mann’s own account in 

the Entstehung probably does not credit Adomo with anything like the depth of influence he 

really had on the novel.

Working closely with the sociologist Max Horkheimer, Adomo’s work in the 1940s focused 

particularly on the relationship between society and its culture. He was therefore squarely in 

Mann’s long-standing literary territory, but could complement Mann’s grasp o f the timeless 

forces at work in the German psyche with a highly contemporary sense o f the way in which 

mass culture was currently influencing decisions and political movement in modem 

Germany. In the essay Kulturindustrie. Auflclàrung als Massenbetrug (1944), Adomo and 

Max Horkheimer set out their view of the way in which mass culture was in danger of

‘̂ GWVl, p. 76. 
Ibid., p. 317.
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debasing the critical potential o f art/^ They were particularly interested in the way in which

advertising was used in American broadcasts and, more importantly, the pohtical exploitation

of radio by the Nazis, who were able to use it as an apparently disinterested, and therefore all

the more authoritative, mouthpiece for their ideas. Both moulded potentially independent

views into one mass unified view with evident, but spurious, authority:

[das Radio] erhebt in Amerika keine Gebühren vom Pubhkum. Dadurch gewinnt es 
die triigerische Form desinteressierter, iiberparteihcher Autoritat, die fur den 
Faschismus wie gegossen ist. Dort wird das Radio zum universalen Maul des 
Führers . Die Nationalsoziahsten selber wufiten, daB der Rundfimk ihrer Sache 
Gestalt verheh wie die Druckerpresse der Reformation.'^^

The theme o f mass communication does not ^ p e a r  exphcitly in Doktor Faustus. Yet the

presence o f Adorno’s voice raises the cultural account o f fascism above what could have

been, on early showing of Mann’s ideas, an account o f Nazism as mass hysteria - ‘Rausch’ -

alone. This might have been a more comforting analysis, because it would have suggested

that these things happened when people were not fully in control of themselves. Adomo,

however, adds the important dimension of rational calculation, systems and technocracy

without which no regime could have gained the sustained pohtical control that the Nazis did.

The notion of Nazism as mass hysteria is still quite common, so that a book such as Daniel

Goldhagen’s recent best-seller. Hitler's Willing Executioners, which sets out the thesis that

the excesses o f Nazism sprang fi’om long-held, well considered beliefs in Germany, attracts

an enormous amount of attention firom the general pubhc and debate in the media.'*® As will

be shown in later chapters o f this thesis, the combination o f irrationaUty and calculating

system is essential to both Leverkühn’s music and German history.

Mann’s failure to acknowledge the depth o f Adomo’s influence may have been partly, 

perhaps even largely, because he simply did not perceive the total extent o f the influence. 

Mann had been looking for advice about musical technicahties, but not for the sociological 

and cultural depth that Adomo’s unusual combination o f expertise brought to the task. 

Sauerland notes that Mann: “[war] genau so wie die meisten Leser nicht imstande, die musik- 

oder kunstgeschichthche Schicht des Romans als solche einzuschatzen”.'*̂  Mann was himself 

no cultural philosopher or sociologist. People often assumed, because of the apparent 

emdition of his works, that he was something of a polymath. Yet Mann, to his credit, was 

always conscious of his borrowed intellectual plumage:

'*^TWAGS3,p. 141-191.
Ibid., p. 182.
Daniel J. Goldhagen, Hitler's willing executioners: ordinary Germans and the holocaust, (London, 

Little, Brown & Co., 1996).
Karol Sauerland, ‘ ‘Er wuBte noch mehr...’ Zum Konzeptionsausbruch in Thomas Manns Doktor 

Faustus unter dem EinfluB Adornos’, OrbisLitterarum 34 No. 2 (1979), p. 138.
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Nicht ohne eine Gebàrde schamvoUer Abwehr zum Beispiel nehme ich zuweüen 
wahr, dab man mich auf Grund meiner Bûcher fur einen geradezu universellen Kopf^ 
einen Mann von enzyklopadischem Wissen halt/°

In relation to Doktor Faustus, Katia Mann’s memoirs record that Adomo later thought that

“er hatte im wesentlichen das Buch geschrieben’’/^ She states that he expressed great

concern that Horkheimer had not been credited in the Entstehung, which shows that he knew,

if  Mann did not, what his contribution owed to the thought of the Frankfurt School.

Adomo’s proposed solution was that Mann should review his and Horkheimer’s joint work,

Dialektik der Auflclàrung. Mann’s reaction, as recorded by his wife, illustrates perfectly that

he had embroiled himself in ideas that went beyond what he had expected or understood fiilly

for himself:

Mein Mann bekam es geschickt, und als Golo kam, sagte er zu Golo: Du, davon 
verstehe ich gar nichts. Kannst du denn die Besprechung nicht schreiben? Golo 
schrieb sie; die » N e w  York T im es«  dmckte sie unter dem Namen Thomas 
Mann.̂ ^

But however inadequately Mann might have understood the full depth o f Adomo’s ideas, this

does not diminish the greatness o f the achievement o f Doktor Faustus. It is fair to say that in

being taken into Mann’s novel, Adomo’s ideas were given a much wider airing than they

would otherwise have had. Perhaps Adomo was aware of this. The ideas in Dialektik der

Aufldarung only reached the height of their popularity amongst US students in the 1960s.

Anthony Heilbut notes that the book “assumes neither impact nor audience, and that anyhow

it is too late for change”. I t  is Mann who places Adomo’s (rather dry) theory in the context

o f narrative that brings it alive. He also coimects Adomo’s modem cultural theory with the

historical and cultural forces that reach far back into Germany’s past, but which he could see

stiU shaped her being in the twentieth century. As the quarrel with Schoenberg showed only

too vividly, Mann did not feel the need to be expert about every detail o f the elements he

took into his work. Instead, rather like the ‘ready-mades’ o f Duchamp and other post-modem

artists, these elements take on a new identity and significance when placed into a new

context, not necessarily quite the same as their original use and meaning. Writing to Adomo

o f his montage technique, Marm said:

Historisch gegeben und bekarmt wie es ist, klebe ich es auf und lasse die Rânder sich 
verwischen, lasse es in Komposition senken als ein mythisch-vogelfreies Thema, das 
jedem gehort.^

Letter to Irita Van Doren of 28 August 1951, Briefe III, p. 218.
Katia Mann, Meine ungeschriebenen Memoiren, edited by Elisabeth Plessen and Michael Mann, 

(Frankfurt am Main, S. Fischer Verlag, 1974), p. 147.
Ibid., p. 149.
Anthony Heilbut, Exiled in Paradise. German Refugees, Artists and Intellectuals in America from 

the 1930s to the Present, (Boston, Beacon Press, 1983), p. 162.
Letter to Theodor Adomo of 30 December 1945, Briefe II, p. 470.
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Mann’s research was essentially guided by his eclectic reading, with some volumes seemingly 

picked at random. Voss notes in her account of the genesis o f Doktor Faustus that Mann 

tended simply to extract from his reading the elements that were of interest to him, discarding 

the remainder, and not even noting the page reference. Yet it is clear from the reactions 

evoked by Doktor Faustus that this system worked in creating an effect. Even though the 

connections between themes might not be obvious on the surface, the themes were capable of 

being perceived by the reader to be connected at a very deep level. This very ambiguity - the 

mass o f ‘Kulturprodukte’ with no clear way through it - is part o f the phenomenon with 

which Doktor Faustus, in particular, seeks to engage. Mann certainly felt that the message of 

the novel was just as involving in the parts that most readers were likely to find most tedious: 

“ich glaube, dafl die dem Buch eingeborene Erregung auch dort noch durchschlagt, wo es am 

langweiligsten ist”.̂ ^

In exploring how the novel bridges the gap between music and history then, there is no clear, 

pre-existing template to guide an investigation of the text. We can be assured, however, that 

both music and history - specifically the politics of Germany in the first half of the twentieth 

century - are important in the novel. The history may be less obvious precisely because 

Mann felt more strongly about it, and the two are closely embroiled not least because Mann’s 

preoccupations by this time in his career were too far advanced to take them objectively 

apart. It is also fair to assume that despite the relative lack of historical and political detail in 

comparison to the musical detail, the cultural analysis jointly constructed by Mann and 

Adomo contains more o f significance than even Mann might have supposed. The 

investigation, therefore, may weU reveal Doktor Faustus to be a novel that is signifcantly 

greater than the sum of its parts.

The genesis o f Doktor Faustus, which has been traced in this chuter, is one that brings 

together artistic, cultural (and particularly musical) concerns on the one hand, and historical, 

social and political matters on the otiier. The link between the two spheres is one that occurs 

as a particular confluence of ontology and history. As we shall see, Doktor Faustus speaks 

constantly of the ontology o f music and of the German psyche, and also o f the processes by 

which, at a particular juncture, that ontology realises itself in historically specific aspirations, 

discourses and projects, be they musical or political. Precisely at this intersection-point o f

”  L. Voss, op. cit., p. 21-22.
Letter to Agnes Meyer of 3 December 1947, TM-AM, p. 690.
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ontology and German history - in this case, the first half of the twentieth century - certain 

important conceptual fields come into play, suggesting a parallelism between the domains o f 

music and history. The conceptual correspondences aU have a sense of dialectical energy and 

tension, and are as follows:- first, the struggle for ‘Durchbmch’, for a form o f outward 

expression that is yet inwardly truthful; second, the tension between cerebralism - 

detachment and reflectivity on the one hand - and sensuous immediacy on the other; third, a 

debate between order and stability, and disorder and chaos; fourth, a recognition o f the 

claims of spirituality, of well-nigh rehgious aspiration on the one hand, and on the other, 

primal feeling.

I am well aware that these categories are somewhat elastic, but then, I shall want to claim that 

they are precisely that in the novel. I am also well aware that I have, in the introduction to 

this thesis, polemicized against a tradition of Doktor Faustus criticism that invokes 

‘Zweideutigkeit’. It may seem that my dialectical categories fall into just that tradition. But 

this is not so. My claim is not that Doktor Faustus is so full of ‘Zweideutigkeit’ that it 

ultimately refuses to yield any determinable meaning. Rather, it is that the novel diagnoses 

German culture at a particular point of its history where endlessly rehearsed dialectics are the 

order o f the day - and seeks to provide a corrective to that omnipresent ambiguity. Doktor 

Faustus invites us to be critical o f such a mentality - one in which profundity is seen to be 

synonymous with a kind o f all-embracing relativism. My four areas of conceptual 

correspondence are thus not in themselves the final wisdom of the novel. Rather, they are the 

organising matrices that work in the cultural climate that is the subject of Doktor Faustus. 

They imply an overlap between music and historical events, and set up a beguiling rhetoric of 

relatedness. The question to be asked at the end of diesis - which is, I believe, the question 

asked by Doktor Faustus in its entirety - is how revealing, how causally operative, how 

analytically legitimate that relatedness actually is.
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Chapter 3 Discourse in Doktor Faustus on music

3.1 The concept of music

3.1.1 Leverkiihn’s musical education

An important first step in discovering how Doktor Faustus closes the gap between music and 

history is to establish what Mann means when he speaks of music. This chapter seeks to 

clarify Mann’s overall concept o f music in the novel, underlining the difference between the 

continuing essence o f music - its ontology - and the manifestation o f this essence at specific 

historical points, in the form o f individual compositions. Chapter 4 will then consider how 

the ontology of music is manifested in Leverkühn’s own compositions. All this will 

sometimes necessarily entail considering separately statements that actually occur in a single 

conversation. Clarity about the detail o f the different ways in which Doktor Faustus speaks 

o f music, however, particularly in a work of such complexity, is ultimately important for an 

adequate understanding of the correspondences Mann draws between music and history.

Mann had no illusions about the difficulty of the task he had taken on in his attempt to render

Leverkühn’s compositions as realistically as possible. He wrote in a letter to Agnes Meyer

shortly after beginning the novel;

Man muB eine besonders profilierte Künstlerpersônlichkeit nebst ihren Werken 
erfinden, - eine lacherlich schwierige Suggestionsleistung - und nur eine unter 
anderen.*

Writers often write novels about writers, probably for the simple reason that it is entirely 

natural to write about what one knows best. But there might perhaps be more novels about 

composers if it were not for the difficulty o f describing musical works unknown to readers 

convincingly in prose. It is interesting to note that several composers have attempted to write 

Leverkühn’s music retrospectively.^ Although Leverkühn’s oeuvre includes chamber music 

and a violin concerto, the major works for the purposes o f the novel comprise two oratorios, 

an opera and several Lieder cycles, which gives Mann an easier descriptive task than if

 ̂Letter to Agnes Meyer of 21 July 1943, TM - AM, p. 498.
 ̂These include Albert Moeschinger’s Vier Studien nach h-e-a-es (dem Andenken Adrian Leverkühns) 

(1948), Karl Wieland-Kurz’s Apocalipsis sine Figuris (1985-87), and the music composed by Rolf 
Wilhelm, using themes by Benjamin Britten, for Franz Seitz’s film of Doktor Faustus (1982). See 
Volker Scherliess, ‘Zur Musik in Doktor Faustus’, in Hans WiBkirchen & Thomas Sprecher (eds ), 
» U n d  was werden die Deutschen sagen??« Thomas Manns Doktor Faustus (Lübeck, Verlag 
DrâgerDrück, 1998), p. 146.
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Leverkühn had been a purely symphonic composer/ Despite the help he had from Adomo

and others, it would undoubtedly have been easier for Mann to write a novel that

concentrated largely on Leverkühn’s life. Instead, it is Leverkühn’s works, rather than his

life, which take centre stage; indeed, his music seems to be the sum o f his existence.

Concentrating on biographical rather than musical details would certainly have been a surer

way to avoid derision from the musical experts and keep the more general reader

entertained.'* Mann himself seems to have been very aware of both these considerations.

Writing to Agnes Meyer, he said: “Meine Sorgen gelten Adrian Leverkühn und dem

Problem, wie man die musikalischen Exaktheiten, die sich aufdrangen, readable macht”.̂

Mann’s correspondence with Bruno Walter in 1945 shows his sensitivity to criticism about

musical accuracy, and his desire to get the references absolutely right:

1st es mir gelungen, in diesen primitiven Erwahnungen eine Dummheit, und sogar 
mehrere, unterzubringen, über die der Fachmann lachen muB, so werde ich nichts 
Eihgeres zu tun haben, als sie nach Ihrer Anweisung auszumerzen.^

There have been many interesting attempts to explore the import of Mann’s assertion that his

novel actually practised the ‘constructivist’ music of which it spoke. Whether or not Mann

meant this remark to be taken literally - in any event he would certainly have rehshed the

debate it continues to provoke - at the very least it directs the reader to the extraordinary

depth, for a work of fiction, in which music is portrayed. Mann did not claim to have

delivered a coherent philosophy of music, which would have been inappropriate for a novel:

Sie lassen zwar einflieBen, ich hatte lUuminierendes über die Natur der Musik gesagt; 
aber von Musik zu handeln ist doch noch ganz etwas anderes, als nur so 
philosophisch über Musik.^

Nonetheless, the depth of his treatment of music is such that any coimection between music

and history cannot be fully appreciated without a concept o f the nature of music as

understood in the novel.

 ̂Lieselotte Voss, too, notes that using predominantly vocal music for Leverkühn’s composition made 
life music easier for Mann than it would have been if he had to describe invented symphonic music.
See L. Voss, Die Entstehung, p. 184. Writers have found various ways round this problem. One recent 
example is Kazuo Ishiguro’s The Unconsoled (London, Faber & Faber, 1995) which describes 
fictitious music from the point of view of the musician playing it, so that descriptions are overlain with 
his own feelings and memories. As noted in 2.2, on the other hand, Luchino Visconti decided to make 
Aschenbach a composer rather than a writer in his film of Death in Venice, giving the opportunity for 
using the powerful Mahler soundtrack, and avoiding the problem of presenting novels and essays 
effectively on film.
 ̂Gunilla Bergsten mentions some of the unfavourable reactions by contemporary musicians and 

musicologists to the musicologjcal aspects of the novel. See Untersuchungen, p. 92.
 ̂Letter to Agnes Meyer of 7 January 1944, TM-AM, p. 532.
 ̂Letter to Bruno Walter of 1 March 1945, Briefe //, p. 415.
 ̂Letter to Siegfried Marck of 28 January 1944, DüD, p. 18-19.
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The exposition of this understanding begins long before Adrian Leverkühn’s own 

compositions are described. After all, he does not compose his first work until Chapter 

XVm of Doktor Faustus. The preceding chapters cover his musical education. As such, 

they set out the characteristics of music as Leverkühn will understand them and shape them 

into his own compositions. Hansjorg Dorr has, for example, pointed to the direct link 

between Kretzschmar’s Beethoven lectures in Chapter Vm, Leverkühn’s conversation with 

Zeitblom about serialism in Chapter XU, and the dialogue with the devil in Chapter XXV.* 

The pattern in exploring a feature of music is usually for a concept to be introduced by 

Kretzschmar, then for the young Leverkühn and Zeitblom to discuss its implications. The 

concept is fiuther refined as Leverkühn develops his own identity as a composer, and as he 

and Zeitblom participate in further discussions in the artistic and intellectual salons of their 

adult life. Crucially, the concepts are crystallised in the dialogue with the devil in Chapter 

XXV. This basic structure establishes the characteristics of music as seen in Doktor Faustus 

at an early stage; they are further developed, but never fundamentally changed. Chapter 3 o f 

this thesis will identify the key elements of those characteristics, showing how Mann 

differentiates between the timeless essence of music - its ontology - and the manifestation of 

this essence in compositions at specific points in history. This division between continuing 

ontological characteristics and their historically specific manifestations is important for a 

proper insight into the relationship between music and German history in Doktor Faustus.

3.1.2 The Romantic concept of music

Most philosophical studies o f music separate in some way the concept o f music as a series of 

individual compositions, and as a continuing phenomenon apart from those compositions. 

Music seems unique amongst the arts in provoking the feeling that it possesses an ontological 

identity apart from its particular manifestations. That is to say, it is relatively easy to imagine 

that the material that makes up a great symphony can be separated from the symphony itself. 

There is less o f a sense that a continuing essence can be found once the colours and textures 

o f a painting or the language in a poem have been dissected. This timeless essence of music is 

something common to aU music, remaining after the detailed components o f a work - its 

particular notes, phrases, and harmonies - have been analysed.

The division between the timeless essence of music and its specific compositions dates from 

the earliest Greek philosophers. They saw the study o f music almost exclusively as tiie study 

o f a universal system, rather than of specific compositions, which tended to be regarded as

H. Dorr, ‘TM und Adomo’, p. 52.
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inferior. Music was an important area of study for the most eminent philosophers, and

Pythagoras’s teaching that the essence o f music embodied the very principles holding the

cosmos together, has left its mark on musical aesthetics ever since. It is well known that

Plato saw music, and indeed other arts, as a potentially dubious moral and educational

influence which should be closely guarded. He also made a distinction between music

inaudible to man, which was thought to echo the harmony of the human soul and o f the

universe, and the specific pieces of music heard in contemporary Athens, which did not

impress him. As Jamie James notes in his study of the concept of the music of the spheres:

“it would never have occurred to Plato or any of his students to play a few bars of the World

Soul on the lyre”.̂  Plato suggested that this distinction pointed to a musical reality deeper

than even the Pythagoreans had supposed:

Our pupils must not leave their studies incomplete, or stop short o f the final 
objective. They can do this just as much in music as they could in astronomy, by 
wasting their time on measuring audible concords and notes. . .  They talk about 
intervals o f sound, and listen as carefully as if  they were trying to hear a conversation 
next door. . .  hey are all using their ears instead of their minds . . .  I’m not thinking 
so much of those people as o f the Pythagoreans, who we said would tell us about 
music. For they do just what the astronomers do; they look for numerical 
relationships in audible concords, and never get as far as formulating problems and 
asking which numerical relations are concordant and why.^°

The intellectual persuasiveness of images of the music o f the spheres has inevitably

diminished, but the appeal of this notion of an underlying natural order in music has never

been lost. Although the later aesthetics largely dismissed notions o f affinity between music

and the soul, the scientific studies undertaken by Descartes, Kepler and Mersenne amongst

others still had at their heart the essentially Pythagorean assumption that the basis of music

lay in nature, and modem studies of acoustics have the natural occurrence o f sound as their

starting point.

The understanding o f music as a natural essence, not created by man, has an important 

implication for Doktor Faustus. This concept of music assigns it firmly beyond human 

reason and intellect. Although the basis of the earliest philosophy of music in mathematics 

meant that the Greeks saw music as largely rational and intellectual, this became overlaid 

with the thought o f the Romantics. In the Romantic evaluation o f nature, which placed the 

organic far above systems and rules, music was taken to be the most transcendent and

 ̂Jamie James, The Music of the Spheres. Music, Science and the Natural Order o f the Universe, 
(London, Abacus, 1995), p. 48.

Plato, The Republic, translated by H. D. P. Lee (Harmondsworth, Penguin, 1955), p. 299.
For example, Johannes Kepler’s Harmonices mundi (1619) and Marin Mersenne’s Harmonie 

universelle (1636), were both important texts that offered a picture of cosmological order with music 
at its heart.
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important of all the arts, placing it outside any order into the realms of subjective feeling. 

Music could thus culminate in a dangerous irrationality, and - particularly when expanded by 

the insights of twentieth century psychoanalysis - the dark, demonic world of a Faust. There 

are fewer traces o f the original Greek heritage of music in Doktor Faustus than of 

Nietzsche’s altogether more turbulent understanding of the Greek tradition.

Nietzsche’s major work on music. Die Geburt der Tragodie aus dem Geiste der Musik

(1872), was in turn deeply influenced by Schopenhauer, who attributed to music the highest

status o f all the Romantic arts. Music was at the pinnacle of the philosophical system

outlined in Die Welt als Wiile und Vorstellung As already noted, this work was

central to Mann’s own intellectual development: “so las ich denn, Tage und Nachte lang, wie

man wohl nur einmal liest”.̂  ̂ Schopenhauer clearly assigned the essence o f music an

existence separate from particular works. His starting point was the importance o f realising

that the musical language o f specific compositions was merely the surface of music:

Auf unserm Standpunkte . . .  miissen wir [die Musik] eine viel emstere und tiefere, 
sich auf das innerste Wesen der Welt und unser Selbst beziehende Bedeutung 
zuerkennen, in Hinsicht auf welche die Zahlenverhaltnisse in die sie sich aufiosen 
laBt, sich nicht als das Bezeichnete, sondem selbst erst als das Zeichen verhalten.'^

Schopenhauer asserted that the thing signified by music - “das Bezeichnete” - was no less

than the Will itself. This was the principle on which, in Schopenhauer’s system, the whole

world subsisted. Thus, Schopenhauer saw the ontology o f music, its nature o f being, as itself

more bound up with the foundation of being than any other artistic phenomenon:

Die Musik ist also keineswegs gleich den andem Kiinsten das Abbild der Ideen; 
sondem Abbild des Willens selbst, dessen Objektivitat auch die Ideen sind; deshalb 
eben ist die Wirkung der Musik so sehr viel màchtiger und eindringlicher als die der 
andem Künste: denn diese reden nur vom Schatten, sie aber vom Wesen.

Schopenhauer goes on to make clear that music’s ontology - uniquely amongst the arts - was

to be seen as entirely separate from the world, and thus from particular compositions,:

So ist die Musik, da sie die Ideen übergeht, auch von der erscheinenden Welt ganz 
unabhangig, ignoriert sie schlechthin, konnte gewissermaBen, auch wenn die Welt gar 
nicht ware, doch bestehn: was von den andem Kiinsten sich nicht sagen lâfît.*^

At the same time, he recognised that music could participate in the physical world. This led

to similarities between it and the specifics o f the physical world, perceived by man as the

Ideas:

GW XI, p. 111 {Lebensahrifi). 
Welt als WV,'^. 357-358.
Ibid., p. 359.
Ibid., p. 359.
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So mufi zwar durchaus keine unmittelbare Ahnlichkeit, aber doch ein Parallelismus, 
eine Analogie sein zwischen der Musik und zwischen den Ideen, deren Erscheinung 
in der Vielheit und Unvolkommenheit die sichtbare Welt ist.'*̂

Some of the analogies that Schopenhauer goes on to draw between music and the specifics of

the world are quite strained. This actually serves to underline his point that the essence of

music is entirely separate from the world, and cannot always easily be moulded in ways that

the human world will understand. It is not surprising that Schopenhauer favoured purely

instrumental music over any other, as it was much easier to hsten to this in a way entirely

disassociated from the Ideas:

Denn iiberall driickt die Musik nur die Quintessenz des Lebens und seiner Vorgange 
aus, nie diese selbst, deren Unterschiede daher aufjene nicht allemal einflieBen. 
Gerade diese ihrer ausschlieBhch eigene AUgemeinheit bei genauester Bestimmtheit 
gibt ihr den hohen Wert, welchen sie als Panakeion (Allheilmittel) aller unserer 
Leiden hat. Wenn also die Musik zu sehr sich den Worten anzuschlieBen und nach 
den Begebenheiten zu modeln sucht, so ist sie bemüht, eine Sprache zu reden, die 
nicht die ihrige ist.^^

The dissociation o f music from reason inevitably gave it an important link with the emotions, 

but for Schopenhauer this meant more even than the ability to express deep emotions directly. 

Instead of a specific instance of love, for example, music would allow the listener to 

experience love itself. This objectification of emotion is a feature that many would be 

prepared to attribute to other great works o f art. Goethe was surely claiming no more than the 

ability of poetry to transfigure the individual experience in his famous hnes: “Und wenn der 

Mensch in seiner Qual verstummt/Gab mir ein Gott, zu sagen, wie ich leide”.** But 

Schopenhauer is quite clear that hterature, for example, can show only particular instances 

which, although they may tell us much about man, remain firmly rooted in the world o f the 

Ideas.

Romantic writers were only too ready to agree that something lay behind music that did not 

He behind their words, that it could be more deeply expressive than any other art form. The 

Romantics dehghted in music’s abihty to go beyond the rational, and its privileged 

connection with nature. They had an especially passionate relationship with the pure 

instrumental music so praised by Schopenhauer, particularly E. T. A. Hoffinann, who greatly 

contributed to building Beethoven’s almost mythic artistic stature. Nietzsche was later to 

perform a siroilar function in relation to Wagner. His remarks in Die Geburt der Tragodie

Ibid., p. 360.
Ibid., p. 365.

** Johann Wolfgang von Goethe, Torquato Tasso, Goethes Werke. Hamburger Ausgahe. Vol. V, 
edited by Josef Kunz, (Hamburg Christian Wegner Verlag 1952), p. 166.

See, for example, Schopenhauer’s discussion of the lessons of great tragedy, in Welt als WV, p. 355- 
356.
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about the inadequacy of linguistic expression, when placed next to music, became the

resounding last lines o f Stefan George’s poem about him:

Und wenn die strenge und gequalte stimme 
Dann wie ein loblied tont in blaue nacht 
Und helle flut - so klagt: sie hatte singen 
Nicht reden sollen diese neue seele!

It is not only German writers who have given an exalted place to music. The poet W. H.

Auden, a noted collaborator with Benjamin Britten, wrote passionately of the inadequacy o f

verbal expression next to music:

All the others translate:. . .

From Life to Art by painstaking adaptation.
Relying on us to cover the rift;
Only your notes are pure contraption.
Only your song is an absolute gift.

Mann did not go to Nietzsche’s lengths of composing music of his own - a habit which 

caused some fiiction and wounded feelings between the philosopher and Wagner.^^ He 

certainly had musical aspirations, as aheady noted in 2.2. The attraction that music seems to 

have held for early twentieth century writers is not surprising, bearing in mind that this was a 

time when they were so frequently questioning the adequacy of language for conveying true 

meaning. Patrick Camegy notes that although Mann did not go as far as James Joyce, for 

example, in pushing back the boundaries o f language, his irony meant that his own language 

has an ever-present pull towards the ambiguity and abstraction o f music.^^ Marianne 

Bonwit’s 1950 essay. Babel in Modem Fiction, picked out Doktor Faustus as one o f a 

handful of significant works in the context o f the collapse of values and language in the first 

half o f the twentieth century. She felt that Mann, with a handful of other authors, had 

identified the essential arrogance and fevered activity o f man’s own achievements in the

Stefan George, ‘Nietzsche’, fiomDer siehente Ring {\9Q1), 'mSamtliche Werke, Vol. VLVn, 
(Stuttgart, Klett-Cotta, 1986), p. 12-13. The reference in Nietzsche’s text is “Sie hatte singen sollen, 
diese ‘neue Seele’ - und nicht reden! Wie schade, dafi ich, was ich damais zu sagen hatte, es nicht als 
Dichter zu sagen wagte: ich hatte es vielleicht gekonnti”, FNl, Die Geburt der Tragodie, p. 12.

W. H. Auden, The Composer (1938), The Collected Poetry ofW. H. Auden, (New York, Random 
House, 1945), p. 5. Auden wrote the poem around the time that Britten was composing settings of his 
work, including Funeral Blues, Fish in the Unruffled Lakes and Tell me the truth about love. Probably 
the most famous Auden setting by Britten is the Hymn to Saint Cecilia (Op. 27, 1942).
^  In his book about the relationship between Nietzsche and Wagner, Dietrich Fischer-Dieskau 
mentions four of Nietzsche’s compositions by name, including one, Hymnus an die Fretmdschaft, to 
which Cosima Wagner apparently attributed the break between Nietzsche and her husband. Wagner 
wrote to Nietzsche in December 1894: “Ich meinte, Sie müCten heiraten oder eine Oper komponieren; 
eines wiirde Ihnen so gut wie das andere helfen. Das Heiraten halte ich aber fiir besser”. See Dietrich 
Fischer-Dieskau, Wagner und Nietzsche. Der Mystagoge und sein Abtriinniger, (Stuttgart, Deutsche 
Verlags-Anstalt, 1974), p. 167-169.

P. Camegy, Faust as Musician, p. 23-25.
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modem age which, like the Bibhcal tower, would crumble around him, Bonwit commended 

Mann’s conunand o f linguistic devices as an essential ingredient in enhancing the effect o f 

his protagonist’s downfall. The devil in the novel was, she beheved, a wholly appropriate 

figure in this confusion: “who inspires Babylonian constructions and who demands human 

souls as a price”.

3.13 The composer as intermediary

Music’s separate existence as an essence - a thing apart from its manifestations in specific 

compositions - confers a particular status and responsibility on the composer. Its separation 

from a recognisable worldly order, in the realms of the non-rational, means that the composer 

has a cmcial effect on the way in which music is understood within the human world. Given 

Mann’s long-standing preoccupation with the artist’s effect on his pubhc, it is inevitable that 

he would be concerned about this process o f understanding and the composer’s involvement 

in it. Camegy sums up the potential moral imphcations o f the separation o f music from the 

rest o f life thus:

Music is a perfect example of an artefact, itself o f no intrinsic moral standing, which 
is coloured by what we make o f it. It exhibits in extreme form the indifference and 
moral unaccountabihty o f great art.^^

The composer’s task is, therefore, not easy. In Schopenhauer’s system, the notion o f music

as the direct expression of the Will means that it is an uncomfortable and problematic

substance to handle. His concept of the Will is characterised by restless striving and desiring.

The mark of the artist is his abihty to escape this by attaining a state o f pure contemplation.

In the case of the composer, this will allow the Will itself to be contemplated free of

incessant activity. It is not enough simply to reproduce the Will. Rather, it is necessary to

engage the intellect in creative tension with it. Mann’s own essay on Schopenhauer, in 1938,

noted how far ahead of his time the philosopher was in recognising the dark struggle between

the intellect and instincts that Freud was later to see as dominating the whole o f human

mental hfe:

Schopenhauer, als Psycholog des Wülens, ist der Vater aller modemen Seelenkunde: 
von ihm geht, über den psychologischen Radikahsmus Nietzsche’s, eine gerade Linie 
zu Freud. . .  Diese Einsicht. . .  daB der InteUekt dazu da ist, dem Willen gefalhg zu 
sein. . .  die Triebe zu rationahsieren, birgt eine skeptisch-pessimistische Psychologie, 
eine Seelenkunde durchschauender Unerbitthchkeit, die dem, was wir Psychoanalyse 
nennen, nicht nur vorgearbeitet hat, sondem diese selbst schon ist.^^

Marianne Bonwit, ‘Babel in Modem Fiction’, Comparative Literature, Vol. 2 (1950), p. 236-251. 
P. Camegy, op. cit., p. 26.

26 GWIX,p. 577.
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For the composer, the struggle with the Will is a struggle with the very substance with which

he composes, and the successful resolution o f this struggle the mark of genius. It is clear

from Schopenhauer’s praise o f Rossini in particular, and the conspicuous absence of others,

that he felt the composers had a key role to play, and that some were more successful than

others in allowing music to achieve its true expression:

Von diesem Fehler hat keiner sich so rein gehalten wie Rossini: daher spricht seine 
Musik so deutlich und rein ihre eigene Sprache, dafi sie der Worte gar nicht bedarf 
und daher auch, mit blofien Instrumenten ausgefiihrt, ihre voile Wirkung tut.^^

It is very clear in Doktor Faustus that the composer is seen as the intermediary between the

ontology of music and the human world at a particular historical juncture. Kretzschmar’s

lectures, particularly those about Beethoven, establish the principle of the composer as a

channel between the timeless and the historically specific. His reply to Leverkühn’s

‘Bekermtnisbrief makes explicit the idea that music cannot proceed through time as an

historical phenomenon without the help o f individual composers, who are rooted in a

particular historical period:

Die Kunst schreitet fo rt. . .  und sie tut es vermittelst der Personlichkeit, die das 
Produkt und Werkzeug der Zeit ist, und in der objektive und subjektive Motive sich 
bis zur Ununterscheidbarkeit verbinden, die einen die Gestalt der anderen 
annehmen.^*

Inevitably our understanding of the history of music tends to focus on the characteristics of

particular ‘great works’ and their reception, by audiences at different times for example, or

by the composer’s contemporaries, without necessarily becoming too preoccupied with the

nature o f music that lies beneath. Some aestheticians, such as Benedetto Croce, who

influenced later thinkers, have denied that any sort o f artistic history exists at all, claiming

that each artistic object, such as a musical composition, must be contemplated as self-

subsisting. This does not, however, give much credence to the fact that although the initial

inspiration for a work may be a timeless phenomenon, like music itself, the process o f

creation must occur within a definite historical context, which inevitably exerts its own

pressure on the artist. The musicologist Carl Dahlhaus has suggested a middle view, which

takes both artistic and historical possibilities for viewing the aesthetic object into account:

Aesthetic and documentary observations, whilst motivated by opposing interests, are 
not necessarily based on different and mutually exclusive groups o f facts; just which 
sorts o f facts are to be used in an historical or immanent interpretation is not 
determined a priori but must be decided upon in each individual case.^

Welt als WV,^. 365.
28 GWVI, p. 181.

Carl Dahlhaus, /
Cambridge University Press, 1983), p. 32.

Carl Dahlhaus, Foundations o f Music History, translated by J. B. Robinson, (Cambridge,
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Mann took an elevated view o f the artist’s role in history, referring in his essay on 

Schopenhauer to;

Die vermittelnde Aufgabe des Künstlers, seine hermetisch-zauberhafte Rolle als
Mittler zwischen oberer und unterer Welt, zwischen Idee und Erscheinung, Geist und
Sinnhchkeit/^

Mann’s concern with the role o f the artist as intermediary was also sharpened by the concern 

at the heart of Adomo’s writings on aesthetics about the interaction between art and ideology. 

Adomo’s deep involvement in the writing o f Doktor Faustus therefore had a particular 

influence on Mann’s understanding of the process by which the composer translates music’s 

ontological characteristics into specific works, and the way m which these are received by the 

pubhc.

The figure of Beethoven provides many of the most important examples when characters in 

Doktor Faustus discuss the ways in which composers make manifest the ontological 

characteristics o f music. Although Mann had hitherto tended to see Wagner as the 

quintessentially German representative of the most dangerous and yet most uplifting aspects 

of music, Beethoven had a long estabhshed status as an embodiment o f all things German, 

not least due to Wagner’s influence.^^ David Dennis’s study of Beethoven and German 

politics has shown how parties right across the political spectrum used Beethoven’s works as 

inspirational vehicles, and how his music even now continues to play a part in social and 

pohtical development in G e rm a n y In  a letter written in 1946, Mann admitted that “ich 

schreibe fiber Wagner mit mehr Sicherheit und Richdgkeit, als fiber Beethoven”.̂  ̂

Nonetheless, Beethoven, not Wagner, is, as Gunilla Bergsten has identified, the symbohc 

foreruimer for Leverkühn.^ The prominence of Beethoven owes much to Adomo’s 

influence. He was much preoccupied with the composer, whom he found an important, but 

problematic figure. Adomo kept a diary about Beethoven until 1957 but, unable to come to 

terms with the Missa solemnis, left fingmentary notes on his death in 1969, which were 

finally pubhshed only relatively recently.Kretzschm ar’s analysis of Beethoven, which had

^®GWDC,p. 534.
The seventeen year old Wagner was so deeply inspired by Beethoven’s ninth symphony that he 

transcribed it for piano solo. See Rudolph Sabor, The Real Wagner (London, Sphere, 1987) p. 37-9 for 
extracts from Wagner’s letters attempting to persuade Schott to publish his transcription. Alongside 
Shakespeare, Beethoven was the deepest influence on his young life, and was later invoked by Wagner 
as the inspiration for his ‘Gesamtkunstwerk’.

David B. Dennis, Beethoven in German Politics, 1870-1989, (New Haven, Yale University Press, 
1996).

Letter to Gerhard Albersheim of 19 June 1946, Briefe II, p. 493.
Gunilla Bergsten, ‘Musical Symbolism in Thomas Mann’s Doktor Faustus ', Orbis Litterarum 14, 

(1959), p. 212.
Theodor W. Adomo, Beethoven: Philosophie der Musik, ed. R Tiedemann (Frankfurt am Main, 

Suhrkamp Verlag, 1995).
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such an important influence on Leverkühn, closely follows Adomo’s 1937 essay. Spats til 

Beethovens, and his notes on the piano sonata Op. I l l ,  which he lent to Mann.^^

The distinction between music’s ontological characteristics and the ways in which these are 

translated by the composer into specific, trmebound works, thus forms the starting point for 

the investigation of the correspondences between music and German history in Doktor 

Faustus. The next two sections of this thesis, 3.2 and 3.3, consider first how the novel 

portrays the ontological characteristics o f music, and then the examples it gives o f how these 

characteristics take on specific historical expression in musical works. As noted in the 

previous chapter, these characteristics divide into four key concepts: the struggle for 

‘Durchbmch’, the tension between sensuality and cerebralism, lack o f stability, and a spiritual 

capacity.

Mann records his gratitude for these notes in his letter to Theodor Adomo of 5 October 1943, DiiD, 
p. 15.
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3.2 The ontological characteristics of music

3.2.1 The struggle for ‘Durchbruch’

The fundamental characteristic of music that lies at the heart o f the narrative in Doktor 

Faustus is its urge to reach beyond itself. Although the deep inwardness and otherness o f 

music makes it mysterious and inherently difficult for man to understand, it is nonetheless 

seen to harbour a desire for expression to communicate effectively with the world beyond - 

the struggle for ‘Durchbmch’. This stmggle is manifested in music’s relationship with words, 

and in its natural beauty.

An affinity with words, the normal human form of communication, is an obvious way for 

music to reach beyond its otherworldly self into the human world. The relationship between 

the two, especially the question of whether music or words should take precedence, has been 

a point of debate for as long as theories o f musical aesthetics have existed. It was of 

particular concern to Renaissance theorists, and exacerbated by the emergence o f opera as an 

important musical form. For the Romantics, the notion of music as the direct language o f the 

Will was bound to make the relationship between music and words an uneasy one. As noted 

in the previous chapter, Schopenhauer certainly felt that pure instrumental music was music’s 

most ideal manifestation. He was nonetheless a great admirer o f opera, albeit not the grand 

opera so popular in his day.*

In his early years as a musician, Leverkühn, already a prolific composer o f Lieder and

working on his opera, identifies music’s close affinity with words as not simply a result o f the

forms into which composers have moulded it, but as a part o f its ontology. He goes so far as

to claim that music and words actually strive towards one another:

Musik und Sprache. .gehorten zusammen, sie seien im Grunde eins, die Sprache 
Musik, die Musik eine Sprache, und getrennt berufe immer das eine sich auf das 
andere, ahme das andere nach, bediene sich der Mittel des anderen, gebe immer das 
eine sich als Substitut des anderen zu verstehen.^

Although Zeitblom checks Leverkühn’s zeal in asserting that the union o f music and words is 

the sole objective of music by reminding him o f ‘absolute’ music, the connection between

* Schopenhauer was apparently not impressed by Wagner’s operas, although Wagner was a fervent 
admirer of Schopenhauer. Wagner sent him an inscribed copy of the Ring libretto at Christmas 1854, 
but Schopenhauer did not acknowledge it. He apparently thought that Wagner had minor poetic gifts, 
but, having seen Der fliegende Hollander and Tannhauser, did not think much of him as a composer. 
See Bryan Magee, The philosophy o f Schopenhauer, (Oxford, Oxford University Press, 1983), p. 338. 
 ̂GWVI, p. 217.
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music and text, and the sense in which music can itself become a form of language, are 

concepts that prove to be central to Leverkühn’s own work.

The concept of beauty is probably even more important in Doktor Faustus to music’s 

struggle for ‘Durchbmch’. Sheer beauty is seen both as a natural characteristic o f music, and 

something that gives particular evidence of its impulse towards outward expression. The 

implication is that an appeal through beauty to the human senses is an easy way for it to 

connect with the world beyond itself. It is the desire to be perceived as beautiful which leads 

music into the historical difficulties of ‘Schein’. The essence of music seems to have an 

innocent, beautiful appeal, which is almost firagile as it enters into the historical, human 

world, in which these difficulties of “Schein” will be encountered. This fi-agihty is evident in 

Zeitblom’s description of the Arietta theme of Beethoven’s piano sonata Op. I l l ,  as heard in 

Kretzschmar’s musical accompaniment to his lecture on the sonata: “Das Arietta-Thema, zu 

Abenteuem und Schicksalen bestimmt, fur die es in seiner idyUischen Unschuld keineswegs 

geboren scheint”.̂

Music’s impulse to stmggle for the ‘Durchbmch’ to expression is not, however, seen as 

indiscriminate communication with mankind in general. Rather, music is seen in Doktor 

Faustus to be uncertain of its most appropriate audience. Its inwardness and self-absorption 

give it a strong streak of exclusivity, which more readily equips it to communicate with the 

elite ‘Publikum’ than with the mass ‘Volk’. This, again, reflects a long tradition in musical 

aesthetics to the effect that what is enjoyed by large masses o f the public may not actually 

reflect the tme essence of music. Plato was one of the earliest thinkers to support this view, 

which is a natural concomitant o f the tensions between music’s cerebralism and its sensuality, 

discussed later in this section. A sixth century treatise by the Roman philosopher Boethius,

De institutione musica, continued the Greek tradition by distinguishing between ‘musica 

mundana’ - the cosmic music reflecting the order of the universe, ‘musica humana’ - human 

music reflecting the order of a virtuous and healthy soul and body, and ‘musica 

instmmentalis’ - audible music made and used by man. This division of music into 

categories, devaluing a purely sensual response in favour of the more intellectual insight 

needed to understand ‘musica mundana’, was enormously influential throughout the Middle 

Ages and Renaissance. Such arguments have invariably concluded that the more difficult, 

but more rewarding, ‘true’ music can only be understood by an elite.

Ibid., p. 75.
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A significant discussion on this point occurs in Doktor Faustus between Leverkühn,

Schildknapp, Schwerdtfeger and Zeitblom in Chapter XXXI. They reflect on the tension

between the two audiences, but conclude that despite its natural exclusivity, music’s deepest

wish is to enter wider society. Schildknapp puts this down to the desire for deep communion,

which is at the heart of the Romantic world view:

War es Sentimentalitat, daB es die M usik. . .  mit wachsender BewuBtheit verlangte, 
aus ihrer Respektsvereinsamung zu treten, Gemeinschaft zu finden, ohne gemein zu 
werden, und eine Sprache zu reden, die auch der musikalisch Unbelehrte verstand, 
wie er Wolfsschlucht, Jungfemkranz, Wagner verstanden hatte?^

This discussion is given particular urgency because of the complicated stage o f development

that art has reached at the time o f Doktor Faustus. Music can appeal easily only to an

increasingly specialised ehte. The discussion is made poignant by Leverkühn’s obvious

personal isolation, and he wistfully predicts a future with: “eine Kunst ohne Leiden, seelisch

gesund,unfeierlich, untraurig-zutraulich, eine Kunst mit der Menschheit auf du und du...”.̂

Zeitblom privately feels that music’s natural home is with the more ehte ‘Publikum’, voicing

to himself the fears of banahty and at worst, barbarism, that await an art which surrenders

itself entirely to the ‘Volk’:

Eine Kunst, die >ins Volk geht<, die Bedürfiiisse der Menge, des kleinen Mannes, 
des Banausentums zu den ihren macht, gerat ins Blend, und es ihr zur Pfhcht zu 
machen, etwa von Staates wegen; nur eine Kunst zuzulassen, die der kleine Mann 
versteht, ist schlimmes Banausentum und der Mord des Geistes.^

It is one of many ironies in the novel that the worst artistic and human barbarism is ultimately

advocated by the intellectual ehte, - a ‘Pubhkum’ of the deadhest kind.

3.2.2 The tension between sensuality and cerebralism

The history of musical aesthetics fi’om ancient Greece to the present day points to two views 

of the ontology of music, which coexist with some unease. One is of music as a series of 

sounds that gives pleasure to hsteners, and the other is o f music as a complex system that 

lends itself to detached intehectual analysis. Even the deep emotional charge of 

Schopenhauer’s Romantic descriptions of music is tempered by the reahsation that music is 

not the highest expression of the turbulent Wih, but its objectification. Yet whatever the 

tensions between them, these two views of the nature o f music cannot ever seem to exist 

independently o f each other. The characteristics attributed to the ontology o f music in 

Doktor Faustus reflect this dualism.

 ̂Ibid., p. 427. 
 ̂Ibid., p. 429. 
 ̂Ibid., p. 429.
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Zeitblom introduces early on the natural appeal of music’s sensuality, with the “Stallwarme, 

Kiihwarme” of his early memories of the singing lessons he and Leverkiihn had at Buchel 

with Hanne the stablegirl.  ̂ The natural sensuality of music is often connected in the novel 

with the human voice. Elsbeth Leverkiihn’s voice, for example, although she never uses it to 

sing, is full of the promise o f a latent musical sensuality, which foreshadows, at the same 

time, a sensuality in her son to counterbalance his natural coldness, though he rarely gives it 

free rein.*

If sensual enjoyment is an unthinking response to a pleasurable sensation, pure sexuality is

this and much more - the total abandonment to the senses and emotions, and the complete

suspension o f rationality. The overwhelmingly sensual quality o f the human voice makes it

the instrument most obviously enshrining the sexuahty that naturally follows from music’s

sensuality. This occurs even in the case of complex unaccompanied polyphony, apparently

one o f the most cerebral manifestations of music. The prominence o f the human voice in this

music leads Leverkiihn to describe it in an overtly sexual way:

Abstrakt mag sie sein, die menschhche Stimme - der abstrakte Mensch, wenn du 
willst. Aber das ist eine Art von Abstraktheit, ungefahr wie der entkleidete Korper 
abstrakt ist, - es ist ja  beinahe ein pudendum.^

This sensuality can become a dark carnality, which Mann was acutely aware of in all forms of

art. The extent to which the artist was required to surrender to darker impulses in order to

engage in his art had been an important theme for Mann from Buddenbrooks onwards. This

happens most obviously in Der Tod in Venedig, where Eros is the inevitable companion o f

beauty, and in which abandonment to the sensuality of beauty involves the artist’s

transgression, disease and death:

Denn du muBt wissen, dafi wir Dichter den Weg der Schonheit nicht gehen konnen, 
ohne dafi Eros sich zugesellt und sich zum Führer aufwirft. . .  unsere Sehnsucht mufi 
Liebe bleiben - das ist unsere Lust und unsere Schande.*®

In Doktor Faustus, Mann’s concern with art as carnality culminates in the Faustian pact,

entered for the sake o f music, which he sees as the most dangerous art o f aU, combining

transgression, disease and death in one. The devil’s promise to Leverkiihn suggests that the

composer who truly encounters music must submit to total abandonment in the embrace o f a

dangerous, diseased carnality:

Der Kimstler ist der Bruder des Verbrechers und des Verriickten... Wir lassen die 
Lahm- und Schüchtemheit, die keuschen Skrupel und Zweifel zum Teufel gehn. . .  
Wer weifi heute noch. . .  was Inspiration, was echte, alte, urtiimliche Begeisterung

Ibid., p. 94.
* Ibid., p. 33.
 ̂Ibid., p. 95. 

^°GWVm,p. 521-522.
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ist, von Kritik, lahmer Besonnenheit, totender Verstandskontrolle ganz 
imangekrankelte Begeisterung, die heilige Verzückung?^*

The idea in Doktor Faustus o f music as dangerous carnality, which places the emphasis

firmly on the dark side o f spontaneous sensuahty, obviously owes much to Nietzsche’s

conception of the orgiastic rites of Dionysus as the tmest representation of the essence of

music. Yet even this abandonment was not free of the duahty o f the sensual and cerebral, in

that it involved a loss of all sense of individuation, and thus, a high level of objectification.

Despite his championship o f the Dionysian as authentic, Nietzsche was quite clear that the

balance between the Dionysian and the sober, formal Apolhne was essential:

Dionysus redet die Sprache des Apollo, Apollo aber schheBlich die Sprache des 
Dionysus: womit das hochste Ziel der Tragodie und der Kunst iiberhaupt erreicht 
ist.*^

Silk and Stem observe, in their study o f Nietzsche’s book, that this balance is not only 

something imposed by the composer, for example, by adding libretto. Rather, they argue that 

there is very little music - even the loosest jazz improvisation, which is hardly what Nietzsche 

had in mind - which is in a state o f formless irrationality. Melody and rhythm are inherent in 

any acoustic pattern, so that “music, however Dionysiac in effect, always embodies an 

Apolline element” The implication is that music in any form is incomplete without both 

its sensual and cerebral elements, which must, therefore, be a part o f music’s ontology or 

timeless essence.

Nietzsche particularly disliked the modem operatic culture at the time o f Die Geburt der

Tragodie. He felt that it had subordinated music to words, though he did perceive a

resurgence of the Dionysian spirit in Wagner’s operas. He admitted, however, that Tristan

und Isolde could not be humanly borne if  it were purely symphonic, without the external

trappings of opera, such as libretto. Thus, even if the essence of music is Dionysian

abandonment, it would be impossible for man to stand a direct encounter with this absolute

or to emerge unscathed, as demonstrated in Mann’s Walsungenblut:

Ein Mensch, der wie hier das Ohr gleichsam an die Herzkammer des WeltwiUens 
gelegt hat, der das rasende Begehren zum Dasein als donnemden Strom oder als 
zartesten zerstaubten Bach von hier aus in alle Adem der Welt sich ergiefien fuhlt, er 
sollte nicht jahlings zerbrechen?*"^

"GW VI, p. 315.
"  FNl, Die Geburt der Tragodie, p. 120.
"  M. S. Silk & J. P. Stem, Nietzsche on Tragedy, (Cambridge, Cambridge University Press, 1981) p. 
245.

FNl, op. cit., p. 116.

74



If the sensual is to the fore, the cerebral is scarcely less important in Doktor Faustus.

Music’s impulse towards order and rationality reflects Nietzsche’s rational, Apolline aspects 

o f form, and the importance o f music as objectification of the WiU, the containment o f the 

irrationality it embodies. The idea o f music’s order is introduced early on, in Jonathan 

Leverkiihn’s experiments and reading, where music is shown in natural patterns - 

“Gesichtsakustik” - physical firequencies and in die spheres. The idea is developed in 

Kretzschmar’s lecture, ‘Die Musik und das Auge’, in which he speaks of music’s self

contemplation and ‘Anti-Sinnlichkeit’, using concepts that clearly owe much to 

Schopenhauer’s vision of the Will, objectified and contemplating itself. Kretzschmar 

suggests a pathos in music’s natural sensuality, as it binds music to the world o f the senses, 

almost cheapening it into an erotic thrill. This reduces music to something that is merely 

appealing, which cannot easily reveal its true ontological depths:

Vielleicht, sagte Kretzschmar, sei es der tiefste Wunsch der Musik, ûberhaupt nicht 
gehort, noch selbst gesehen, noch auch gefuhlt, sondem, wenn das moglich ware, in 
einem Jenseits der Sinne und sogar des Gemûtes, im Geistig-Reinen vemommen und 
angeschaut zu werden. AHein an die Sinneswelt gebunden, miisse sie doch auch 
wieder nach starkster, ja  berückender Versinnlichxmg streben, eine Kundry, die nicht 
wolle, was sie tue, und weiche Arme der Lust um den Nacken des Toren schhnge.*^

Kretzschmar says that the abstract nature o f the piano - a tempered keyboard already bound

to rules, and thus unlikely to break out in sensual excess - makes it the best representative o f

music’s ‘Geistigkeit’. There is certainly something in this, but this connection with

objectivity seems convincing if  only works such as, for example, Bach’s Goldberg variations

are taken into account; inversely, it works less well if  Romantic piano music is taken into

account, or indeed, the searingly sensual effect of Hanno Buddenbrook’s improvisation.^^

A major concern in the novel is how the process of using music’s predisposition to natural 

form can lead to the problematic ‘Schein’. This concept will be explored in more depth in 

the next section, but seems to arise because of a combination o f the essentially artificial 

nature o f form imposed by the composer, and music’s predisposition towards sensual ^peal. 

The element of pure cerebrahsm in music’s ontology is the only weapon it has at its disposal 

to fight the shallowness o f ‘Schein’. Leverkiihn suggests that the urge to surpass ‘Schein’ 

through knowingness is something for which music itself yearns, as well as the composer:

*^GWVI, p. 28.
Ibid., p. 85.
“dann begann ein Aufschwellen, eine langsame, unaufhaltsame Steigemng, ein chromatisches 

Aufwartsringen von wilder, undwiderstehlicher Sehnsucht, jàh unterbrochen durch plotzliche, 
erschreckende und aufstachelnde Pianissimi, die wie ein Weggleiten des Bodens unter den FüBen und 
wie ein Versinken in Begierde waren”, GW I, p. 749.
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Schein und Spiel haben heute das Gewissen der Kunst gegen sich. Sie will aufhoren, 
Schein und Spiel zu sein, sie will Erkenntnis werden/*

Zeitblom asks “wie will Kunst als Erkenntnis leben?” - all art, even music, needs the duality

of the sensuous and the formal in order to survive as art at all. A surfeit of cerebrahsm

will pervert the nature of music as surely as an excess of sensuality will cheapen it. Later even

Leverkiihn argues during a discussion about Saint-Saèns at Bullinger’s salon that evaluating

music by ‘Geist’ alone is inadequate, though he is admittedly temporarily seduced by the

intimacy of his relationship with Schwerdtfeger:

Was bleibt von dem ganzen Kling-Klang denn iibrig, wenn man den rigorosesten 
geisdg-morahschen MaBstab anlegt? Ein paar reine Spektren von Bach. Es bleibt 
vielleicht iiberhaupt nichts Horbares iibrig.^®

The ontology o f music in Doktor Faustus thus draws on long-standing forces in musical

aesthetics to show an uneasy balance between the two impulses towards subjectivity and

objectivity, sensuahty and cerebrahsm, with philosophical roots in the dualities o f

Schopenhauer’s ‘Wille’ and ‘Vorstellung’, and Nietzsche’s Dionysian and Apolline forces.

The next section, 3.3, will show that this balance is at the heart o f the way in which

compositions can be distinguished from one another, in, for example, the balance between

homophony and polyphony. Using the last of these duahties, Leverkiihn’s first letter to

Zeitblom from Leipzig testifies to the fact that the sensual and cerebral sides of music’s

ontology are utterly inseparable:

Ûberhaupt nun aber und per aversionem ist’s eine Narrheit, die mechanische 
Trennung von Kontrapunkt und Harmonie, sintemal sie einander so unloshch 
durchdringen, dab man nicht jedes fur sich, sondem nur das ganze, namlich Musik 
lehren kann.^*

3.23 Lack of stability

Early on in Doktor Faustus, the young Leverkiihn discovers that what had appeared to be 

music’s rigid tonal system is, in fact, wholly contingent. This discovery is cmcial for the 

future course o f the novel, as is the fact that he is exhilarated, rather than dismayed, by this 

discovery. At fiiis stage, music’s lack of stability is simply presented as an ontological 

property of music. The realisation that it lies at the heart o f a contemporary cultural crisis 

does not come to Leverkiihn untü later, when it is articulated by the devil. Leverkiihn 

understands music to have no inherent system at all, so that the system of tonality within 

which composers have operated for centuries draws on music’s predisposition to order, but is

GW VI, p. 242.
Ibid., p. 242.
Ibid., p. 550.
Ibid., p. 188.
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not itself a binding force. Rather, the tonal system is open to manipulation, and replete with

double meaning. Each chord has the meaning the composer chooses to give it, rather than an

intrinsic significance:

Und er heB ein Akkord ertonen . . .  ‘So ein Zusammenklang,’ meinte er, ‘hat an sich 
keine Tonart. Allés ist Beziehung, und die Beziehung bildet den Kreis . . .  Beziehung 
ist allés. Und willst du sie naher bei Namen nennen, so ist ihr Name 
‘Zweideutigkeit’

Despite the theme of ambiguity, however, there is seen to be a strong sense of underlying

order in music. Without this underlying order, the enharmonic changes demonstrated by

Leverkiihn would surely not be worth noting at all. In the eighteenth century, Rameau

estabhshed the intellectual basis of the tonal system as it is still understood today. He was

convinced that the basis o f harmony lay in nature, and fi-om this conviction, he estabhshed

the tonic, dominant and subdominant chords as the foundations of harmony to which all other

chords were related. Rameau was able to recognise the continuing identity of a chord through

all its inversions, with the major triad at the heart o f all else. This is a principle later

invoked by the devil. Despite composers’ struggles with the contingency of the tonal system

the triad can always be recognised, and may even seem shocking amidst dissonance:

Tonale Klange, Dreiklange in einer Komposition mit dem technischen Horizont von 
heute - iiberbieten jede Dissonanz. Als solche allenfalls sind sie zu brauchen, - aber 
behutsam und nur in extremis, denn der Choc ist arger als filiher der bitterste 
MiBklang. '̂^

The principle o f an underlying order is also made clear when Leverkiihn refers to the 

tempered scale as a “KompromiB fur den Hausgebrauch”, which is inferior to the “richtige 

Tonleiter”.̂ ^

It seems that it is the sheer complexity o f the system, and the possibilities for ambiguity that 

it offers, which obhterate the stabüity of its core. The composer, depending on his 

temperament, can be left feeling either insecure or exhilarated by his encounter with music. It 

is the deeply cerebral nature of music, most obviously manifested in mathematics, which is 

seen to underly this ambiguity. Mathematics, like music, depends on the skilled manipulation 

o f its system for its effect, and the subject is presented as Leverkiihn’s first step towards his 

ultimate destiny. The relationship between music and mathematics is another concept as old 

as musical aesthetics itself. The Pythagoreans based their concept of music’s rootedness in

Ibid., p. 65-66.
^  In his Traité de l 'harmonie réduite à ses principes naturels ( 1789). See
Enrico Fubini (trans. Michael Hatwell), The History o f Music Aesthetics, (Basingstoke, Macmillan,
1990), p. 202-4.
'̂‘ GWVI, p. 319.

Ibid., p. 212-213.
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nature almost entirely on the mathematical relations between its sounds, and, as noted in 3.1,

were criticised by Plato for what he saw as a too cerebral approach. In the Middle Ages,

embodied by Kaisersaschem where Leverkiihn first discovers music’s ambiguity, the study o f

music was universally ranked amongst the sciences, as it was thought to be about the study o f

numbers within musical notes. The words Zeitblom uses to describe mathematics could

equally be used of the ontology of music as portrayed in the novel;

Es nimmtja die Mathese, als angewandte Logik, die sich dennoch im rein und hoch 
Abstrakten halt, eine eigentiimliche Mittelstellung zwischen den humanistischen und 
den reahstischen Wissenschaften ein, und aus den Erlauterungen, die Adrian mir 
gesprachsweise von dem Vergniigen gab, daB sie ihm bereitete, ging hervor, daB er 
diese Zwischenstellung zugleich als erhoht, dominierend, universell empfand.^^

Although Leverkiihn’s admiration for the order in mathematics is significant for his later 

development as a composer, the relationship of music to mathematics in Doktor Faustus does 

not merely amount to the affinity of one complex system with another. In concentrating on 

the highest abstractions o f both mathematics and music - on what Kant referred to as 

“mathematical sublimity” - Doktor Faustus shows that music’s inclination to order, as well as 

its sensuality, has its darker side. It can become an excursion into the irrational and 

otherworldly domain o f a dangerous numerology: “Vemunft und Magie ... begegnen sich 

wohl und werden eins in dem, was man Weisheit, Einweüiung nennt, im Glauben an die 

Sterne, die Zahlen”.̂ ^

This ontological characteristic of music allows the initiated, as in mathematics, to create 

formulae that take ambiguity to almost sinister extremes. Zeitblom describes this as 

“Studium der Musik, ihres seltsam kabbalistischen, zugleich spielerischen und strengen, in 

geniosen und tiefsinnigen Handwerks”.̂ * This notion is reflected in the recurring image of 

the composer as alchemist, an image suggested throughout the novel by Leverkiihn’s creative 

environment; his early education at the hands of his father, the ‘SpekuHerer’, his later 

seclusion, especially in Pfeiffering, akin to a Faustian alchemist figure, and above all, by the 

magic square which hangs above his piano throughout his creative life.^^ In Leverkühn’s

Ibid., p. 64.
Ibid., p. 259.
Ibid., p. 199.
The scope for interpreting the structure, events and themes of the novel in the light of the magic 

square is immense, and a number of scholars, for example Henry Hatfield in ‘The Magic Square. 
Thomas Mann’s Doctor Faustus ’ (1979), and Rosemarie Puschmann, in Magisches Quadrat und 
Melancholie in Thomas Manns ‘Doktor Faustus ’. Von der musikalischen Struktur zum semantischen 
Beziehungsnetz, (1983) have attempted it. It seems most helpful, however, to regard this device as a 
means of keeping in mind the mysterious or even diabolical potential of music, and the mathematical 
complexity at its heart. As with Mann’s reference to the novel becoming constmctivist music (see 3.1), 
the importance is not so much which of the - occasionally rather far-fetched - interpretations is correct, 
but the fact that the potential for such an interpretation is there at all, and that the novel offers such
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‘Bekenntnisbrief, he explicitly equates a life devoted to music to a career in alchemy and 

witchcraft;

Nun, allerdings, die Musik als solche...das hermetische Laboratorium, die 
Goldkiiche, die Komposition. Wundervoll! Ihr werdet mich, Freund Albertus 
Magnus, in die theoretische Geheimlehre einfuhren.^*^

Leverkiihn recognises mathematics as a ‘magical’ route to music - testimony to the

otherworldly nature o f his particular brand o f mathematics. The route passes through the

superstitious theology that he studies in Halle: “personlich ist mir obendrein die Musik

immer als eine magische Verbindung aus Theologie und der so unterhaltenden Mathematik

erschienen”.̂ ^

3.2.4 Spiritual capacity

The absolute, other-worldly, quality o f music, and its fundamental unintelligibility to man 

inevitably give it a spiritual resonance. In Doktor Faustus, this is presented as a spiritual 

capacity, rather than an affinity to a specific belief or denomination. Mann himself was 

careful to differentiate between religion and religiosity, identifying his own creativity with the 

latter - a thematics o f religious experience rather than a particular creed. His position was the 

same as Zeitblom’s in Doktor Faustus: “Religiositàt, die ich als keineswegs meinem Herzen 

fiemd betrachte, ist sicherhch etwas anderes als positive und konfessionell gebundene 

Religion”.̂  ̂ Holthusen, commenting on the novel, thought this devalued religion: “Wo der 

Geist Thomas Manns sich den hoheren und hochsten Rangen des Seins nâhert, wird er 

seltsam vage und wirkhchkeitsscheu”.̂  ̂ But Leverkiihn does have an unshakeable belief in 

transcendence, even if  it is merely the negativity of the devil. The guiding principle behind 

the non-specific, but very real, spiritual edacity attributed to music in the novel is 

Schopenhauer’s belief that music, above all the arts, is the one most closely in touch with 

Being itself.

The fundamental basis of this mysterious connection with the root of all things is the ancient 

Pythagorean idea that music reflects the proportions of the cosmos. Professor Nonnemacher 

teaches this belief in the theology course in Halle.^ Leverkiihn shows enthusiasm for this 

idea, probably because o f his fondness for the mathematical aspects of music. He later refers

scope for speculation on the point. This in itself makes the point more forcibly than any one of the 
interpretations.
^°GWVI,p. 177.

Ibid., p. 176.
Ibid., p. 120.
H. E. Holthusen, Die Welt ohne Transzendem, p. 21.
“»K osm os«, als Ordnung und Harmonie, als iibersinnlich tonendes Intervall-System der 

Spharen.”, GW VI, p. 126.

79



to “die Venvandschaft von Musik und Hnnmelskunde, wie sie schon durch die kosmische 

Harmonielehre des Pythagoras bewiesen worden sei”.̂  ̂ His father’s “Experiment der 

sichtbaren Musik” introduces at an early stage in the novel the idea that music is a series of 

natural patterns, that is, something organic rather than manmade.^^ Any idea o f connection 

with the natural world is, however, inevitably affected by the view o f the natural world to 

which the individual subscribes. The Leverkuhns’ world view is inextricably linked to the 

German Romantic view o f nature as something vast and mysterious, and Jonathan 

Leverkühn’s other experiments make clear that man’s relationship with nature cannot be 

comfortable. Nature is seen as an alien world that does not display the same signs of 

rationahty as the human world. Zeitblom sees the indecipherable script on mussel shells as 

evidence that nature is dangerous and irrational, and that its study takes man into forbidden 

territory;

Schon damais aber, als Knabe, begriff ich sehr deuthch, daB die auBerhumane Natur 
von Grund aus illiterat ist, was in meinen Augen eben gerade ihre Unheimlichkeit 
ausmacht. Ja, Vater Leverkiihn war ein SpekuHerer und Sinnierer. . .  DaB nun gar 
das Unterfangen, mit der Natur zu laborieren, sie zu Phanomenen zu reizen, sie zu 
‘versuchen’, indem man ihr Wirken durch Experimeten bloBstellt, - daB das allés 
ganz nahe mit Hexerei zu tun habe, ja  schon in ihr Bereich falle und selbst ein Werk 
des’Versuchers’ sei, war die Überzeugung früherer Epochen: erne respektable 
tJberzeugung, wenn man mich fragt.^^

E. T. A. Hoffinann, the supreme musical Romantic, had made a similar point by referring to

music as “die geheimnisvoUe, in Tonen ausgesprochene Sanskritta der Natur”.̂ * In Doktor

Faustus, the parallels between this view o f nature and Leverkiihn’s musical career are made

obvious, and underlined by the fact that music itself has already been referred to by Zeitblom

at the very beginning of the novel as a separate ‘Geisterwelt’ tiioroughly at odds with his own

world of rational humanism.^^ The Hnk is later made even more expHcit by Leverkiihn’s

imaginary forays into the hidden depths o f the ocean. Zeitblom is unsettled by his fascination

with the aspects of nature that are beyond the human mind; those which, like Kant’s

‘mathematical sublime’, cannot be placed within human limits and thereby understood:

Er stiirzte sich allerdings in das UnermeBHche, das die astrophysische WissenschaA 
zu messen sucht, nur um dabei zu MaBen, Zahlen, GroBenordnungen zu gelangen, zu 
denen der Menschengeist gar kein Verhaltnis mehr hat, und die sich im Theoretischen 
und Abstrakten, im volHg UnsinnHchen, um nicht zu sagen: Unsinnigen verHeren.'*°

Ibid., p. 213.
Ibid., p. 28.
Ibid., p. 27-28.
E. T. A. HofiBnann, Phantasiestiicke in Gallois Manier, in Samtliche Poetischen Werke, Vol. 1, 

edited by Hannsludwig Geiger, (Wiesbaden, Emil Vollmer Veriag, 1965), p. 42.
^^GWVI,p. 16.

Ibid., p. 354.
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Kretzschmar’s lecture, ‘Das Elementare in der Musik’, develops the theme of music’s

connection with nature by referring to it as part o f the primal elements o f the world: “...jene

Elemente seien gleichsam die ersten und einfachsten Bausteine der Welt”.'** This suggests a

fundamental stability in the essence o f music, bringing to the fore the basis of the tonal

system in physics - physical properties - despite the inherent instability and ambivalence

within which the composer, as Leverkiihn discovers early on, can present it to the world. In

summoning up images o f a Judaeo-Christian God’s calling of first things into being, this

concept also imbues music with a sense o f activity and dynamism, the essential

characteristics o f Schopenhauer’s Will. Leverkiihn later refers to this dynamism in terms that

not only sound very like Schopenhauer, but also recall the glorification of activity in the

interpretation o f St John’s Gospel offered by Goethe’s Faust:

Eine Bekundung hôchster Tatkraft - nichts weniger als abstrakt, aber gegenstandslos, 
einer Tatkraft im Reinen, im klaren À ther. . .  Aber hier hast du’s, solche Musik ist 
die Tatkraft an sich, die Tatkraft selbst, aber nicht als Idee sondera in ihrer 
Wirkhchkeit. Ich gebe dir zu bedenken, daB das beiuahe die Definition Gottes ist. 
Imitatio Dei - mich wundert, daB das nicht verboten ist.'*̂

It is worth noting that Leverkiihn makes these remarks in the context o f a discussion on

Beethoven’s Eroica Symphony, with the implication that this symphony reflects the ontology

of music more accurately than some other compositions. This in turn implies that the

composer’s encounter with the essence o f music is the crucial factor in deciding how

completely this essence can be reflected to the world: the composer’s role as intermediary, as

noted in 3.1, is an extremely important one.

An important element o f music’s primal nature is its abihty to revisit its earhest origins.

Kretzschmar explains that even in the most complex of its developments, music has a strong

pull back towards its beginnings. These beginnings are represented in monophony and the

triad, and revisiting these simple, primal elements can give rise to astonishing beauty. This

self-contemplation o f music and its ability to regress m this way is reminiscent not just of

Schopenhauer, but the German mystic tradition of Meister Eckhart:

Es liege im Wesen dieser seltsamen Kunst, daB sie jeden Augenblick imstande sei, 
von vora zu beginnen . . .  Dabei durchlaufe sie dann dieselben Primitiv-Stadien 
wie in ihren historischen Anfangen, und konne auf kurzer Bahn, abseits von dem 
Hauptgebirgstock ihrer Entwicklung, einsam und unbelauscht von der Welt, 
wunderhche Hohen absonderlichster Schonheit erreichen.^^

'** Ibid., p. 87.
Ibid., p. 108. Goethe’s Faust’s words are: “Mir hilfl der Geist! Auf einmal seh’ ich Rat/Und schreibe 

getrost: Im Anfang war die TatV\ Goethe, Faust, p. 44. Leverkiihn’s attraction to sublime aspects of 
nature that man cannot grasp is reminiscent of Faust’s shattering encounter with the Erdgeist. And in 
both cases, the ultimate encounter with the devil himself is anything but elevating.
^^GWVI, p. 87.
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The sense o f music as a mass, cultic experience is another important spiritual aspect in the

ontology o f music. It is central to Doktor Faustus, despite the fact that music’s particular

manifestations in the modem human world invariably constitute individual cultural

phenomena. This concept, too, owes much to Nietzsche. He asserted that it was precisely the

unified, mass experience of Greek tragedy that made true artistic expression possible,

because it moved beyond the individual, especially through die mass body o f the chorus:

Der dithyrambische Chor ist ein Chor von Verwandelten, bei denen ihre biirgerliche 
Vergangenheit, ihre soziale Stellung vollig vergessen ist: sie sind die zeidosen, 
auBeriialb aller Gesellschaftsspharen lebenden Diener ihres Gottes geworden... Nach 
dieser Erkenntnis haben wir die griechische Tragédie als den dionysischen Chor zu 
verstehen, der sich immer von neuem wieder in einer Apollinischen Bilderwelt 
verwandelt.'^

Kretzschmar establishes the idea that music had become far removed from this cultic ideal by

the nineteenth century. This is symbohsed by the stmggle o f Beethoven, the great

individualist, to write a fugue, seen to epitomise the era of music’s unity with the liturgical,

non-individual, experience. Immediately after Kretzschmar’s lecture on this subject,

Leverkiihn speculates that music’s longing to return to its mass cultic origins has imbued it

with a particular seriousness and pathos:

Der Obersekundaner zeigte sich ergrififen von dem Gedanken. . .  daB die Trennung 
der Kunst vom liturgischen Ganzen . . .  sie mit einer bezuglosen Feierhchkeit, einem 
absoluten Ernst, einem Leidenspathos belastet habe.'*^

Although most of the discourse in the novel about music’s spiritual capacity is quite

generalised, Mann’s particular understanding o f this spirituality does sometimes have definite

Lutheran overtones. Zeitblom, the humanist Cathohc, states at the outset that the real essence

of music is something very far from his own comprehension. He is merely “ein Musensohn

im akademischen Sinn des Wortes”.^ Later, Leverkiihn writes in his ‘Bekenntnisbrief about

the way in which theology led him to music:

Sie halten mich fur berufen zu dieser Kimst und geben mir zu verstehen, daB der 
Schritt vom Wege zu ihr nicht gar groB ware. Mein Luthertum stimmt dem zu, denn 
es sieht in Theologie und Musik benachbarte, nahe verwandte Spharen.'*^

In his speech at Pfeiffering, just before his final collapse, Leverkiihn specifically dates his

artistic pact with the devil from the time he studied theology at Halle:

Drum gab ich meiner Hoffart Zucker, daB ich theologiam studierte zu Hallen auf der 
Hohen Schul, doch nicht von Gottes wegen, sondem von wegen des Anderen, und 
war mein Gottesstudium schon des Biindnisses Anfang.."^*

FNl, Die Geburt der Tragodie, p. 52.
45 GW VI, p. 82.

Ibid., p. 10. 
‘‘̂ Ibid., p. 175-176. 

Ibid., p. 661.

82



On one level, Mann uses Lutheranism simply as another way of conveying the inwardness,

irrationality and danger o f music, as in Deutschland und die Deutschen^ where the medieval

atmosphere o f Liibeck is described in terms that echo the evocation o f Kaisersaschem in

Doktor Faustus. It is thus not because of any positive virtue that Mann identifies music with

Lutheranism, but rather, because “die Musik ist damonisches G e b i e f W i thin Lutheranism,

Mann chooses to emphasise Luther’s inwardness, destruction o f convention, and belief in the

devil. Mann thus expresses his unease about Luther’s Germany, and suggests that that legacy,

combined with the irrationality o f Romantic decadence, is potentially catastrophic. As

Mann’s fiiend, Emst Bertram, said of Nietzsche:

E r . . .  hat seine protestantisch-christlichen Grundantriebe ins Dionysische 
hiniibergezwungen; die ihm angeborene Luthersprache, Lutherpathos und 
Lutherzom dem ‘dionysischen Unhold’ Zarathustra in den Mund gelegt.^°

Holthusen’s study o f Doktor Faustus took Mann to task for this biased portrayal o f Luther

and medieval belief more generally.^ ̂ It is worth remembering, however, that Mann

gradually moderated his critique of Luther towards the end o f his hfe.^^

The Lutheranism o f music in Doktor Faustus^ however, goes rather further than this 

generalised inwardness and irrationality. Two particular characteristics attributed to music in 

the novel serve to associate it with Lutheranism. The first is music’s sensitivity to sin. It is 

surely no accident that Leverkiihn refers to the crisis of music’s sterihty as needing 

“Erlosung”, or redemption, rather than simply “Losung”, or a solution.^^ The sensitivity to 

sin is particularly bound up with music’s sensual appeal, and is thus especially highly 

developed in the area of sexual sin. The young Leverkiihn points to music’s somewhat 

prurient concern about its own natural sensual appeal, and the necessity of its doing penance 

for it:

Das Gesetz, jedes Gesetz, wirkt erkaltend, und die Musik hat soviel Eigenwàrme. . .  
daB sie aUerlei gesetzliche Abkiihlung brauchen kann - und auch selber immer 
danach verlangt ha t . . .  Die Musik tut immer im voraus geistige BiiBe fur ihre 
V ersinnlichung. ̂

Although the consciousness o f great sin and the inabüity to redeem oneself can certainly be 

identified with Lutheranism, there is no evidence that Luther himself found the enjoyment of

^^GWXl,p. 1131.
Emst Bertram, Nietzsche: Versuch einer Mythologie, (Berlin, G. Bondi, 1918), p. 104.
H. E. Holthusen, op. cit., p. 15.
At the time of his death in 1955, Mann was planning a drama, provisionally titled Luthers Hochzeit, 

in which there was more understanding of the complexity of Luther’s character, so that he did not 
appear in so harsh a light. See Herbert Lehnert, Thomas Marm. Fiktion, Mythos, Religion, (Stuttgart, 
W. Kohlhammer, 1965), p. 219-223.
” GWVl,p. 428.

Ibid., p. 95.
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music to be particularly sinful. On the contrary, it was the Catholics, rather than the

Protestant reformers o f the sixteenth century, who tended to see music as subordinate to the

text. The Catholic view tended to be of music as a sensual temptation to be endured because

of the lessons contained in the text. The Protestants saw nothing wrong with enjoying music

as an entity in itself, and considered that tiiis could even lift the soul closer to God. Luther

himself published a treatise on music in 1538, and his view of music was far more positive

than that portrayed in Doktor Faustus, (although, like the novel, it relates it closely to

theology) as shown in this extract from a letter commissioning a motet:

Mit dieser Musik hat mein Gott Dich, wie ich glaube, geschmückt und beschenkt. . .  
Es besteht kein Zweifel, daB viele Samen guter Tugenden in jenen Seelen sind, die 
sich der Musik verschreiben . . .  Wir wissen namlich, daB die Musik den Teufeln 
ebenfalls verhaBt und unleidlich ist. Und ich glaube durchaus, und schame mich 
nicht, es zu behaupten, daB nach der Theologie keine Kunst der Musik 
gleichkommen konnte.^^

The key is die importance of using music in the service o f God rather than the Devil. Mann’s

contention several centuries later, steeped in Romanticism and Schopenhauerean pessimism,

would be that music did not naturally serve God, and that Luther’s inwardness made him

more enslaved to the Devil than he knew. It seems that Calvin was more guarded in his

opinions on music than Luther. He certainly seems to have had less faith in its inherent

virtue. Though acknowledging the power of music to move the faithful in worship, as a gift

from God, Calvin’s foreword to the Geneva Psalter, written in 1543, is full of exhortations to

congregations to use it well and wisely, and not frivolously.^^

The second specifically Lutheran characteristic present in the essence of music is to be found

in its difficult striving for expression, the problem central to Doktor Faustus, and discussed

in the first section o f this chapter. The possibility o f salvation through constant striving was

of course open to Goethe’s Faust, at the end of Part U, when it is declared: “Wer immer

strebend sich bemüht/Den koimen wir erlosen”.̂  ̂ Salvation through striving, and the anguish

of many sms is also an important concept for Mann’s Faust. Leverkühn places in his striving

whatever faint hope he has o f salvation - and in his case, ‘das Schwere’ is an almost total

immersion in music’s ontological struggle for ‘Durchbruch’:

Vielleicht auch siehet Gott an, daB ich das Schwere gesucht und mir’s habe sauer 
werden lassen, vielleicht, vielleicht wird mir’s angerechnet und zugute gehalten sein.

Letter to Ludwig Senfl of 1 October 1530, in Martin Luther, Briefe. Eine Auswahl, edited by 
Gvinther Wartenberg, (Leipzig, Insel Veriag, 1983), p. 181-182.

A translation of relevant passages from the introduction to the Geneva Psalter can be found in Oliver 
Strunk (ed ), Source Readings in Music History, (New York, London, Norton & Co., 1998, 2nd ed ), 
p. 364-367.

Goethe, Faust, p. 359.
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daû ich mich so befleiBigt imd ailes zahe fertig gemacht, - ich kann's nicht sagen und 
habe nicht Mut, darauf zu hoffen.^*

J. P. Stem has criticised Mann’s identification of Leverkiihn's words with Christian salvation

as a misreading o f Luther.Nonetiieless, it is crucial to the relationship that the novel draws

between music and history, for as J. P. Stem himself has vividly shown, the idea of

strenuousness and sacrifice, the pursuit of ‘das Schwere’ is a dark and f>ervasive strand in the

history o f modem Germany.

^*GWVI, p. 666.
J. P. Stem, TTie Dear Purchase. A Theme in German Modernism, (Cambridge, Cambridge

University Press, 1995) p. 371-379.
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3.3 The manifestation of music s ontology in specific compositions

3.3.1 The struggle for ‘Durchbuch’

The composition is the form in which music enters the human world, and thus its means of 

attaining the outward expression, the ‘Durchbruch’, for which it strives. Compositions 

enable the timeless ontology o f music to take on a specific, timebound form. Doktor Faustus 

not only presents the timeless ontology of music, but also gives examples o f the means by 

which different composers give this ontology specific historical expression. Much o f this is 

expressed in terms of Leverkiihn’s musical education and development, allowing the reader 

to gain a general impression of the ways in which the ontology of music is translated into 

individual compositions before depicting Leverkiihn’s own compositions, at the problematic 

historical period in which he finds himself.

The novel shows that the composer’s task is supremely problematic. Expression is not

achieved with ease but, as noted in 3.2, is seen as something to strive for. The directness of

the expression attained by Renaissance composers, such as Schütz, Carissimi, and

particularly Monteverdi, makes a deep impression on Leverkiihn when he visits a baroque

festival in Basel with Kretzschmar:

Der Eindruck dieser ‘Musica riservata’ auf Leverkiihn . . .  die . . .  das Bibelwort mit 
erstaunlicher menschlicher Freiheit, deklamatorischer Ausdruckskiihnheit behandelte 
und es mit einer riicksichtslos schüdemden mstrumentalen Gestik umkleidete, - . .  
war sehr stark und nachhaltig.'

The music of Monteverdi marks a key point in the history of musical expression. There was

a dispute between Monteverdi and his contemporary, Artusi,^ who accused him of

disregarding the rules of polyphony, and subordinating every other consideration to the

pursuit o f expression. This “hervorbrechende Modemitat”  ̂of Monteverdi’s music makes

him an entirely ^posite role model for Leverkühn, who later echoes his declamatory style in

his own compositions.

Beethoven is, as noted in 3.1, probably the key composer in Doktor Faustus, more important 

for its musicological content than even Wagner. Leverkühn uses Beethoven’s music to begin

‘ GWVI,p. 237.
 ̂Giovanni Maria Artusi’s treatise, L ’Artusi, owero delle imperfettioni della modema musica, 

published in Venice around 1600, was not simply an attack on Monteverdi himself, but a 
musicological study defending polyphonic practice in general. See E. Fubini, The History o f Music 
Aesthetics, p. 125-142 for a discussion of this dispute in its historical context.

^GWVI, p. 237.
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to explore the relationship between music and words, which is part o f music’s ontology o f

‘Durchbruch’, indeed, they naturally strive towards one another. He relates an anecdote

about Beethoven writing words in his notebook, but saying that he was nonetheless

composing. Leverkiihn asserts that this ontological characteristic of music allows composers

to use words to mould the work of art;

Der kiinstlerische Gedanke, meinte er, bilde wohl iiberhaupt eine eigene und einzige 
geistige Kategorie, aber schwerlich werde je der erste Entwurf zu einem Bilde, einer 
Statue in Worten bestanden haben, - was fur die besondere Zusammengehorigkeit 
von Musik und Sprache zeuge.'*

Beethoven’s ninth symphony has an all-important role to play in the novel. It is revoked in

Leverkiihn’s great work. Dr Fausti Weheklag, in which he supposedly achieves his final

‘Durchbruch’. The revocation turns on the relationship between music and words. In

Beethoven’s symphony, the music bursts forth into words at the culmination of the work. In

Leverkiihn’s composition, however, the chorus gives way to an orchestral adagio. This

revocation is made almost unbearably poignant not just by the death of Leverkiihn’s nephew.

Echo, but because the Ode an die Freude has so many connotations for the German nation,

and was the obvious choice for the concerts at Christmas 1989 celebrating the demohtion of

the Berlin Wall. Leverkiihn’s emphatic statement about taking back the symphony - “Es soil

nicht sein”  ̂- could itself be a play on the relationship of words and music. In the last

movement of Beethoven’s last quartet. No. 16 in F major. Op. 135, entitled “Der schwer

gefasste Entschluss”, the opening phrase of the movement asks “Mufi es sein?”, and the notes

o f the main body o f the movement reply “Es muB sein”.̂

The composer is shown in Doktor Faustus to be both an ally and an enemy o f music in 

helping it to display the ontological quality o f natural beauty that is central to its struggle for 

‘Durchbruch’ to expression. Music’s eagerness to attain this beauty, which it expects to 

awaken a human response in its hsteners, combined with its problematic dual nature o f 

sensuality and cerebralism, leads to the problem of ‘Schein’. This is the problem that causes 

the crisis of composition faced by Leverkiihn. Certain compositions may give the impression 

o f communicating the true ontological quality of beauty in music, and affect audiences 

deeply. This apparently natural beauty is, however, actually man-made ‘Schein’, achieved

Ibid., p. 218.
 ̂Ibid., p. 634.
 ̂The original intent of these words was almost certainly not as grave as it appears here. It seems that 

Beethoven first noted the phrases as a humorous response to a rich amateur musician who had failed 
to pay the composer for a performance. See Daniel G. Mason, The Quartets o f Beethoven, (New 
York, Oxford University Press, 1947), p. 271. In a speech to the Reichstag shortly before his 
assasination in 1922, Walter Rathenau used the quartet to urge the Germans to pay reparations to 
the Allies. See D. B. Dennis, Beethoven in German Politics, p. 105-106.
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through the expert craftsmanship of the composer. This means that most compositions are 

more properly regarded as finite, historical phenomena, rather than genuine expressions o f 

the timeless ontology of music. Mann thus reveals the composer as the latest in his line o f 

artistic confidence-tricksters - someone who allows the musical composition to pretend that it 

is something it is not; “Es hat den Ehrgeiz, glauben zu machen, daft es nicht gemacht, 

sondem entstanden und entsprungen sei”.̂

In his Adorno guise, the devil makes clear that the difSculty with ‘Schein’ is not due to

specific historical circumstances. Leverkühn’s problem is nothing new, but the culmination

of centuries of the same composing difficulty. ‘Schein’ arises because of tensions of form

and content that are always bound to materialise in a composition:

Wie sollte ich nicht einiges Vergnügen finden, an der Unpaftlichkeit, von der die Idee 
des musikalischen Werkes befallen ist! Schiebe sie nicht auf geseUschaftüche 
Zustande!. . . Die prohibitiven Schwierigkeiten des Werks liegen tief in ihm selbst.*

Kretzschmar had already confirmed, in response to Leverkühn’s ‘Bekenntnisbrief, that the

crisis of ‘Schein’ he perceived was a universal problem, though it appeared to Leverkühn to

be his own subjective opinion:

Das vitale Bedürfiiis der Kunst nach revolutionarem Fortschritt und nach dem 
Zustandekommen des Neuen ist angewiesen auf das Vehikel starksten subjektiven 
Gefuhls fur die Abgestandenheit, das Nichts-mehr-zu-sagen-Haben . . .  ich sage: der 
Lebens- und Fortschrittswille der Kunst nimmt die Maske dieser mattherzigen 
persônüchen Eigenschaften vor, um sich darin zu manifestieren, zu objektivieren, zu 
erfiillen.^

Kretzschmar’s letter responds to Leverkühn’s description o f the artifice o f ‘Schein’, which he 

pejoratively terms the ‘Ahl-Wirkung’, summoning up visions of Mahler, Wagner, and 

Richard Strauss m his description of: “so geht es zu, wenn es schon ist”. The late Romantic 

composers, in an age of decadence, are seen to appeal particularly to the sensual aspects of 

music in their bid for effect. The composer uses a formula that he knows will not fail to 

evoke a response in the audience, even though some may see through the apparent 

spontaneity to the skill which creates the effect: “Kann man mit mehr Genie das 

Hergebrachte benutzen, die Kniffe weihen? Kann man mit gewiegterem Geftihl das Schone 

erzielen?” Mann himself was only too well aware o f his weakness for this kind of 

practised effect, both believing that ‘Schein’ should be intellectually rejected, and yet being 

wholly seduced by it. In the 1940s, he both denounced Wagner’s music in a letter to the 

journal Common Sense, and noted in his diary that he was moved to tears by the prelude to

^GWVl, p. 241.
* Ibid., p. 320.
 ̂Ibid., p. 181.
°̂This and the previous quotation, ibid. p. 179.
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Lohengrin}^ Mann recognised the skill of the composer, and claimed in the Betrachtungen 

eines Unpolitischen that it was Wagner who taught him how to create apparently effortless 

artistic effect in general/^ Though most members of an audience, unlike Leverkühn, will still 

be able to respond to the sound of ‘Schein’, the novel rejects any suggestion that this ‘Schein’ 

could be accepted as a genuine revelation of the ontology of music.

Leverkühn’s insight into the artifice of ‘Schein’ sets him on the path to the abandonment of

tonahty. In reality, however, the Second Viermese School would have been unthinkable

without the legacy of the late Romantics, who themselves began the abandonment o f the

principles o f tonality. There is a clear relationship between the two. One anecdote relates

that when Schoenberg submitted Verklarte Nacht (Op. 4, 1899) to a committee o f the

Tonkünstlerverein in Vienna, one member, looking at the score, thought that it would sound

“as if  someone had smeared the score of Tristan while the ink was still wet”.'^ Patrick

Camegy asserts that Mann does not attempt in Doktor Faustus to construct the bridge

between composers like Wagner and Mahler to atonahty, but simply takes as his starting

point an assertion that tonality is exhausted.The  break is, however, not quite as clear as all

that. Mann is certainly likely to have had at the back of his mind the idea that late nineteenth

century chromaticism prefigured the coming o f atonahty, and Matthias Schulze notes that the

young Leverkühn’s improvisations in his uncle’s workshop are the early starting point for his

invention o f the twelve tone system. Following a visit to the Schoenbergs, Mann noted the

composer’s reverence for Wagner;

Es ist merkwürdig, wieviel Sinn und Pietat, ja  Liebe diese Neutoner fur das Alte, die 
ganze Welt der Harmonie und sogar der Romantik sich bewahren. Über Wagner 
ging das Gesprach mit groBer Warme.*®

There is one instance when Leverkühn acknowledges a hnk with the past, describing his

technique as “das Absolutwerden der Dissonanz, wie es sich schon an manchen SteUen des

spaten Wagner-Satzes findet”.̂  ̂ In his letter to Zeitblom fi’om Leipzig, he identifies

Chopin’s ironic relationship to tonahty as even anticipating Wagner.^* And like Schoenberg,

” See R. S. Furness, ‘The Unsuccessful Exorcism: Thomas Mann and Richard Wagner’, Publications 
of the English Goethe Society, New Series Vol LXD (1991-1992), p. 74-75.
“Was ich vom Haushalt der Mittel, von der Wirkung iiberhaupt - im Gegensatz zum Effekt, dieser 
>Wirkung ohne Ursache< ... ich verdanke es der Hingabe an dieser [Wagners] Kunst”, GW XU, p. 
80.
Michael Hall, Leaving Home. A conducted tour of twentieth-century music with Simon Rattle, 
(London, Faber & Faber, 1996), p. 32.
P. Camegy, Faust as Musician, p. 44.
M. Schulze, Die Musik als zeitgeschichtliches Paradigma, p. 162.
Letter to Agnes Meyer of 27/28 August 1943, TM - AM, p. 510.
GW VI, p. 258.
Ibid., p. 192.
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who took many elements o f Mahler’s music into his own work'^, Leverkühn’s early Lieder, 

in particular, are compared to Mahler: “Es war, der musikalischen Stunde nach und nach den 

Jahren des Adepten, fast unvermeidlich, daB hier und dort der EinfluB Gustav Mahlers 

spUrbar war.”

The falsehood o f ‘Schein’ is in part the unavoidable Apolline element of art that stands

between the audience and the Dionysian reality o f pure music, which would probably be too

much to bear if  it were not mediated in this way. Nietzsche certainly saw this illusion as part

o f art’s greatness: “das Scheinende” o f Apolline form was an honest deception, essential to

the power o f art, in that it allowed for the release o f otherwise difficult feeling, perhaps most

easily understood through the practice o f wearing masks to perform Greek tragedy.

Nietzsche believed that man should be grateful for the protection o f this ‘ Schein’ Adomo

suggested that the illusion o f form was a longstanding one:

Seit dem Beginn des bürgerlichen Zeitalters hat alle groBe Musik ihr Genügen daran 
gefunden, diese Einheit als bruchlos geleistete vorzutauschen und die konventionelle 
Allgemeingesetzlichkeit, der sie unterworfen ist, aus ihrer eigenen Individuation 
heraus zu rechtfertigen.^

For Adomo, the easy appeal o f music was always a stumbling block, when set in the

historical context in which it had power over the responses of the people. ‘Schein’ certainly

makes an even sharper distinction between the mitiated, relatively small ‘Pubhkum’, who

have insight into the true nature of music, and the mass audience of the ‘Volk’. The latter are

most likely to respond easily to ‘Schein’, the former to be troubled by it. Nietzsche observed

that wide popular success was most likely to come from an excess (presumably more than the

proper Apolline balance) of ‘Schein’: “der Massen-Erfolg ist nicht mehr auf Seite der

Echten, man muB Schauspieler sein, ihn zu haben”.̂ ^

When this division between ‘Pubhkum’ and ‘Volk’ is apphed to specific compositions, it 

leads to the notion of good and bad taste. It is often considered bad taste’ to appreciate what 

the masses enjoy, even if  there is a virtue seen in bringing music to a wider audience. In 

Doktor Faustus, mass appeal is identified with the Romantics, who are said to have 

emancipated music:

See Eric Roseberry, ‘Into the Twentieth Century’, in Hans-Hubert Schonzeler (ed.). Of German 
Music (London, Oswald Wolff Ltd., 1976), p.278-283, and Wilfrid Mellers, Romanticism and the 
Twentieth Century. Man and his Music, Vol IV  (London, Barrie & Jenkins, 1962, 1988) p. 986-8. 

^^GW VI, p. 215.
Nietzsche’s emphasis on the need for gratitude to art for ‘Schein’ is explored in Robert Rethy,

‘ ‘Schein’ in Nietzsche’s philosophy’, in Keith Ansell-Pearson (ed), Nietzsche and Modem German 
Thought, (London, Routledge, 1991), p. 67.
TWA OS 12, p. 45.
FN2, Der Fall Wagner, p. 925.
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. . .  aus der Sphare eines krahwinkeligen Spezialistentums und der Stadtpfeiferei 
und sie mit der groBen Welt des Geistes, der allgemeinen kimstlerisch-intellektuellen 
Bewegung der Zeit in Kontakt gebracht.^"^

Adomo acknowledged this, but did not preclude the possibihty that music could be

appreciated on two levels. His remarks in Philosophie der neuen Musik about public

appreciation o f Beethoven suggest that whilst ‘Schein’ is an element o f all musical

compositions, the truly great may, even with ‘Schein’, yet reach the heart of music. Most o f

their hsteners, however, will not fully understand this:

Dabei ist die Meinung Beethoven sei verstandhch, und Schonberg unverstandhch, 
objekdv Trug . . .  In Wahrheit verlangt das adaquate Horen derselben Stiicke 
Beethovens, deren Themen der Mann in der Untergrundbahn vor sich hin pfeift, weit 
groBere Anstrengung noch als der avanciertesten Musik: den Lack von falscher 
Darbietung und festgefahrenen Reaktionsweisen herunterzuschlagen.^^

Mann himself wanted to appeal to audiences on both levels. He clearly cherished

approbation by hteraiy initiates, but also craved appreciation from the pubhc at large.

Writing to Hermann Hesse in 1910, referring to the recent pubhcation o f Konigliche Hoheit

the year before, he said:

Die Künstler, denen es nur um eine Coenakel-Wirkung zu tun entlungen ist, war ich 
stets geneigt, gering zu schatzen. Eine solche Wirkung wiirde mich nicht befriedigen. 
Mich verlangt auch nach den Dummen.^^

Doktor Faustus, however, focuses strongly on the idea that since the ontology o f music is

inherently complex and inaccessible, a work that communicates easily with the wider public

must be of a lower quality than something more esoteric. This stance is summed up early on

in the young Leverkiihn’s terse remark when discussing Beethoven’s Eroica symphony: “das

Wort Schonheit war mir immer halb widerwartig es hat so ein dummes Gesicht”.̂  ̂When

Leverkühn later develops his thinking about the status of the musical work, he is set to avoid

anything that is immediately accessible to the ‘Volk’, also making clear that such a feat

would be difficult to sustain throughout a whole work:

Das Werk! Es ist Tmg. Es ist etwas, wovon der Burger mochte, es gàbe das noch. 
Es ist gegen die Wahrheit und gegen den Emst. Echt und emst ist allein das ganz 
Kurze, der hochst konsistente musikalische Augenblick.^*

^^GW VI, p. 191.
TWA OS 12, p. 18.
Letter to Hermann Hesse of 1 April 1910, Hermann Hesse - Thomas Mann, Briejwechsel, edited by

27
Anni Carlsson, (Frankfurt am Main, Suhrkamp Veriag 1968), p. 6. 
GW VI, p. 108.
Ibid., p. 241, with my italics. The “musical moment” has probably never been so short as in Anton 
Webern’s 6 Pieces for Orchestra, Op. 6, and 4 Pieces for Violin and Piano, Op. 7. Both were 
published in 1909-10, and most of the pieces are too short for any thematic development at all. The 
fourth of the pieces for orchestra has only six bars. Adomo wrote that: “Keine Werke konnten 
groBere Dichte und Konsistenz der Formgestalt bewahren als Schonbergs und Weberns kiirzeste 
Satze. Dire Kurze riihrt gerade vom Anspruch hôchster Konsistenz her”, TWA OS 12, p. 43.
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In a more relaxed mood, during his relationship with Schwerdtfeger, Leverkühn tempers this

harsh view with the remark that questions of taste are treated especially harshly in music. It is

a difficult area, because of the fact that easy appeal in compositions is often an inevitable

consequence of music’s natural sensuality:

Im übrigen kann man wohl eine Gefahr fur die Kultur darin sehen, wenn der Geist 
vor dem Gemein-Sinnlichen ein Auge zudrückt oder gar damit blinzelt. . .  Allés 
wofiir ich eine Lanze brechen mochte, ist eine gewisse GroBzügigkeit in Dingen 
künstlerischer Morahtat. Man gewahrt sie, oder gonnt sie sich, wie mir scheint, in 
anderen Künsten bereitwilliger als in der Musik.^^

These notions o f taste in Doktor Faustus stem from far more than aesthetic snobbery.

Whatever the dangers o f Leverkühn’s high inteUectuahsm and isolation, an understanding o f

the opposite dangers of the lowest aesthetic common denominator is an essential part o f the

rationale for his actions. The need for the creative artist to preserve truth in his work was at

the heart of Adorno’s concern for contemporary culture. On the one hand, this meant

protecting the artist’s work from the commercialising effects of mass conformism, as

explored in his extensive work on the ‘Kultur-Industrie’. On the other hand, it meant having

the insight to recognise the impossibility of an appealing work of genuine art in contemporary

society, seeing beyond the ApoUine exterior to the unrest, even the horror, which Nietzsche

had known always lurked beneath. One measure of this insight will be the degree o f comfort

or otherwise that music creates in its hsteners. It is difficult to imagine, for example, that a

work creating a warm glow of comfort in its hsteners in Germany in the 1930s was a great

accomphshment o f artistic integrity. Adomo made a similar point about the relationship of

musical compositions with their contetxt in his Einleitung in die Musiksoziologie, more than

a decade after the pubhcation of Doktor Faustus:

In jeglicher Musik, und zwar weniger in der Sprache, die sie redet, als in ihrer 
mwendigen struktureUen Zusammenhang, [erscheint] die antagonistische Gesellschaft 
als Ganze. Ein Kriterium der Wahrheit von Musik ist, ob sie den Antagonismus, der 
auch in ihr Verhaltnis zu den Horem hineinreicht, zuschminkt und dadurch nur in um 
so hoffiiungslosere asthetische Widerspriiche gerat, oder ob sie durchs eigene Gefuge 
der Erfahrung des Antagonismus sich steUt.̂ ®

A piece o f dialogue from Anthony Burgess’s novel, Mozart and the Wolf Gang^ illustrates

vividly the unease and guilt o f the conscientious hstener who nonetheless prefers and enjoys a

form o f musical composition which he knows deep down to be inconsistent with the age m

which it is hstened to.

So we feel guilt in returning to the music of Mozart, in which the integrity o f society 
seems to be symbohsed. We feel guilty about the diatonic scale, the plain confident

GW VI, p. 550. 
^®TWAGS 14, p. 251.
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‘do, re, mi’ o f an age of assurance. We feel guilty about accepting the 
Schoenbergian postulate with our minds but rejecting it with our hearts and senses.^'

3.3.2 The tension between sensuality and cerebralism

It is clear in Doktor Faustus that a key challenge facing the musician who seeks to translate 

the ontology of music into specific compositions is the need to reach an equilibrium in the 

tension between sensuality and cerebralism that will facilitate satisfactory musical expression. 

For the composer, the process of artistic creation is a constant battle of balancing these two 

ontological properties within a given set o f historical circumstances. Nietzsche had seen that 

only when the ApoUine forces perfectly balanced the Dionysian, could Greek tragedy be fiiUy 

expressed and understood:

Jetzt spricht, von der Szene aus, die Deuthchkeit und Festigkeit der epischen
Gestaltung zu ihm, jetzt redet Dionysus nicht mehr durch Krafte, sondem als epischer
Held, fast mit der Sprache Homers.^^

There are obvious echoes of this need for balance in the twin characters of the humanist 

Zeitblom and the inteUectual Leverkiihn. Peter Piitz has emphasised the importance o f a 

combination o f both aesthetics and ideas, or passion and distance, similar to the balance 

between sensuality and cerebralism, to Mann’s work and the successful work of art in 

general.^^

A number of the musical examples in Doktor Faustus that form part o f Leverkiihn’s 

education turn on this balance. They show how the cerebral or formal aspects o f music can 

never quite cancel out the sensual, and vice versa The sensual tends to be represented by 

homophonie harmony and subjectivity, and the cerebral by polyphony and objectivity. It is 

Kretzschmar, in his lecture on Beethoven’s piano sonata Op. I l l ,  who first introduces into 

the novel the notion o f “harmonische Subjektivitat, polyphonische Sachlichkeif’.^  The 

chord, as the basic musical building block, is found to contain the essential dichotomy within 

itself. Leverkühn later states that it is at once both polyphonic and harmonic: “Der Akkord 

ist kein harmonisches GenuBmittel, sondem er ist Polyphonie in sich selbst, und die Tone, die 

ihn bUden, sind Stimmen”.̂ ^

Anthony Burgess, Mozart and the Wolf Gang, (London, Vintage, 1991), p. 102.
FNl, Die Geburt der Tragodie, p. 55.
Peter Pütz, Kunst und Künstlerexistenz bei Nietzsche und Thomas Mann. Zum Problem des
asthetischen Perspektivismus in der Moderne, (Bonn, Bouvier, 1975), p. 64-65. 
GWVI, p. 73.
Ibid., p. 102.
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Doktor Faustus contains a number of examples of composers seeking to achieve this balance

of subjectivity and objectivity in practical ways in their work. When explaining his seriahsm

to Zeitblom, for example, Leverkiihn mentions the particular combination of subjectivity and

objectivity employed by Beethoven and Brahms. These composers, he says, used the

development section of sonata form, within the strict constraints that the form imphed, to

give free rein to their own invention:

Die Durchfuhrung war ein kleiner Teil der Sonate gewesen, eine bescheidene 
Freistatt subjektiver Beleuchtung und Dynamik. Mit Beethoven wird sie universel!, 
wird zum Zentrum der gesamten Form, die, auch wo sie als Konvention vorgegeben 
bleibt, vom Subjektiven absorbiert und in Freiheit neu erzeugt wird.^

The point at which, with Beethoven, this section becomes the central statement o f  the

composition is a crucial point in the transition from Classicism to Romanticism. In turn, this

becomes the objectivity of a new form. Leverkühn says o f Brahms:

Nimm ihn als Beispiel dafur, wie Subjetivitat in Objektivitat sich wandelt! Bei ihm 
entauBert sich die Musik aUer konventioneUen Floskeln, Formehi und Rückstande 
und erzeugt sozusagen die Einheit des Werks jeden Augenbhck neu, aus Freiheit.

Although the extreme individuahsm was not always immediately obvious to their audiences

because o f the familiar tonality used by Beethoven and Brahms, their freedom within a given

form has an obvious relationship with the technique that Leverkiihn develops. It also points

to the principle that music cannot survive in a subjective state alone, but needs objective form

to sustain the all-important balance.

One simple example in Doktor Faustus o f the balance of sensuahty and cerebrahsm in

compositions is the combination o f the supremely sensual human voice with rigid or complex

formal structures. In his lecture, ‘Das Elementare in der Musik’, Kretzschmar explains that

although Johann Conrad BeiBel’s hymns were composed according to his strict system of

‘Herren- und Dienertone’, the objectivity this system imposed was counterbalanced by the

unaccompanied falsetto voices which sang the hymns. In his subsequent conversation with

Zeitblom, Leverkühn comments on the similar counterbalance between the complexity of

Dutch polyphony and the sensual appeal o f the human voices singing it:

Darin war Vater BeiBel sehr echt. . .  Die alten Niederlander haben ihr zu Gottes 
Ehren die vertracktesten Kunststücke auferlegt, und es gmg hart auf hart dabei her 
nach allem, was man hort, hochst unsinnlich und rein rechnerisch ausgeklügelt. Aber 
dann haben sie diese BuBübungen singen lassen.^^

The persistence o f the dualism o f sensuality and cerebralism in music is emphasised in the

novel by the realisation that one can surface even where the other appears to be in the

Ibid., p. 254. 
Ibid., p. 254. 
Ibid., p. 95.
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ascendant. Every composer is found to show this in his own way, even Bach, at first sight 

one o f the strictest polyphonists. Following one o f his musical history lessons with 

Kretzschmar, the young Leverkiihn discusses with Zeitblom his view that even in 

compositions by Bach, the individual voices of the counterpoint - however masterly its 

execution - were not truly individual, but actually formed harmony. He states that this 

reflects the inverse o f the proposition that a harmonic chord is reaUy polyphonic (i.e. made 

up o f separate notes). From whichever direction it is approached, the balance between the 

sensual and the cerebral elements of music is seen as a necessary preoccupation for any 

composer:

‘Bachs Problem’, sagte er, ‘lautete: ‘Wie ist harmonisch sinnvoUe Polyphonie 
moglich?’ Bei den neueren steUt die Frage sich etwas anders. Sie heifit da eher: ‘Wie 
ist eine Harmonik moglich die den Anschein der Polyphonie erweckt?^^

Although most o f the discussion in Doktor Faustus is about the balance between sensuality 

and cerebralism in specific compositions, there is also some attention to be paid to the 

extremes o f each o f these, and how they are manifested in compositions. A particular 

preoccupation with compositions that demonstrate music’s dangerous carnality - the extreme 

of its sensual side - was only to be expected in the light of Mann’s previous works. In Doktor 

Faustus the Wagnerian intoxication and sickness unto death is demystified to some extent by 

Leverkühn’s dissection o f the ‘Ah-Wirkung’. This means that although the decadence may 

give a taste o f the dangerous carnality at the heart o f music, such compositions are in essence 

a historical effect achieved by the composer, rather than an encounter with the ontology o f 

music itself. At die same time, the awareness that this is a calculated assault on civilised 

feeling rather than an unstoppable outpouring o f the essence of music does give the decadent 

carnality an even more sinister edge. Even so, unlike his fictional composer, Mann’s ability 

to see through the artifice o f this particular ‘Schein’ did not mean that he was unafîected by 

it. He wrote to Bruno Walter in 1945: “Ich b in . . .  von Kopf bis FuB auf romantischen 

Kitsch eingestellt, und bei einem recht schonen verminderten Septimakkord gehen mir immer 

noch die Augen fiber”.'*®

Taken as a whole, the novel is supremely evocative of the dark side of music, which Mann 

detected in Wagner especially. Leverkühn’s insight into the ‘Schein’ of late Romanticism, 

coupled with his voluntary surrender to the dark carnality at the heart of his pact with the

^^Ibid., p. 105.
Letter to Bruno Walter of 1 March 1945, Briefe II, p. 415.
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devil - a veritable ‘Liebestod’"̂ ' - make him the most dangerous of Hanno Buddenbrook’s 

spiritual heirs. Wagner’s deeper influence is as strong as ever in this novel, even though 

explicit references to Wagner as composer in Doktor Faustus are not nearly as prominent as 

those to Beethoven.'^^

Doktor Faustus reminds the reader that compositions are visual as well as aural experiences;

they can be read as musical scores, not only heard when performed. Their visual

manifestation lends itself to showing an extreme of music’s cerebralism. In his lecture, ‘Die

Musik und das Auge’, Kretzschmar states that music is not just the purely sensual

phenomenon of its sound, but that its ‘ Anti-Sinnlichkeit’ is manifested in compositions

through the visual spectacle o f notation. He asserts that musical cognoscenti can judge the

quality o f a composition simply by looking at the score:

Andererseits schilderte er uns den entzückenden GenuB, den schon das optische Bild 
einer Partitur von Mozart dem geiibten Auge gewahre, die Klarheit der Disposition, 
die schone Verteilung der Instrumentengruppen, die geistreich wandlungsvoUe 
Fiihrung der melodischen Linie. Ein Tauber, rief er aus, ganz unerfahren im Klange, 
müBte seine Freude an diesen holden Gesichten haben.'^^

The point is further illustrated through the visual in-jokes inserted into compositions by

Lassus and Burck, which Zeitblom, harking back to the most ancient mathematical

interpretations o f music, terms “pythagoraisch”. The implication of Kretzschmar’s lecture is

not that these devices are simply imposed on music by the composer, but rather, that by

exploiting the visual aspects o f a composition, the composer is allowing music to express the

cerebral aspects o f its ontology, rather than simply succumbmg to the temptation of

wallowing in its sensual appeal. As an opposing force to the Romanticism of Wagner, the

cerebral appeal that is possible in musical composition is a form o f the ‘Musikalisch-

Schonen’ praised by Eduard Hanslick. Hanslick was probably Wagner’s fiercest critic,

deeming the intellect as important as die emotions in the contemplation of the musical work:

Fredich ist die Phantasie gegenüber dem Schonen nicht bloB ein Schauen, sondem 
ein Schauen mit Verstand. . .  Die Phantasie ist dabei keineswegs ein abgeschlossenes 
Gebiet: so wie sie ihren Lebensfunken aus den Sinnesempfindungen zog, sendet sie 
wiederum ihre Radien schnell an die Tadgkeit des Verstandes und des Gefuhls aus."*̂

See James Northcote-Bade ‘The Background to the ‘Liebestod’ Plot Pattern in the Works of 
Thomas Mann’, Germanic Review, Vol. LEX (Winter 1984), p. 14.
G. Bergsten counts only nine references to Wagner in the novel as compared with ten to Bach and 
nineteen to Beethoven. See G. Bergsten, ‘Musical Symbolism in Thomas Mann’s Doktor Faustus 
p. 208. Given Wagner’s aim of uniting all the arts in the ‘Gesamtkunstwerk’, it is perhaps also 
noteworthy that it is not he, but Beethoven, whom Mann uses to show the way in which music and 
words strive towards one another in the musical composition, except that Beethoven was Wagner’s 
main influence, as is made clear in his key essay on the Gesamtkunstwerk, Oper und Drama (1851). 
See Richard Wagner, Mein Denken. Eine Auswahl der Schriften, edited by Martin Gregor-Dellin, 
(Munich, R. Piper & Co., 1982) especially p. 238-240.
GWVI, p. 84.

^  Eduard Hanslick, Vom Musikalisch-Schonen, (Leipzig, Johann Ambrosius Barth, 1896), p. 9-10.
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3.3.3 Lack of stability

In Doktor Faustus, the single most important factor determining the shape o f musical history, 

i.e. the development o f different forms of musical composition over time, appears to be the 

way in which composers are obliged to grapple with the inherent instability o f music’s tonal 

system. The ontology o f music does not make any of diis easy for them. In the Entstehung, 

Mann attributed this analysis almost entirely to Adomo.'*^ Certainly, much of what the devil 

has to say, in his Adomo guise, about the implications for the composer of the instability of 

the tonal system is taken almost verbatim from Philosophie der neuen Musik The nature o f 

the tonal system means that composition is not a serenely creative activity, but the solution o f 

one technical problem after another, in the cause o f the battle against the exhaustion of 

tonality itself. The devil sums up the difficulty of composition with his assertion that “Das 

Komponieren selbst ist zu schwer geworden, verzweifelt schwer. . .  Kunst wird Kritik”.'̂ ^

The view that at least some sort o f absolute remains is borne out by scientific studies o f 

acoustic perception which, many centuries after the Pythagoreans, have asserted that certain 

sounds m music occur in nature, so that the human ear is, for example, predisposed towards 

the major scale.'** The devil conjures up the image of the composer striving towards this 

apparent stability almost as if  towards a mirage, attempting to cling to whatever objectivity he 

can find; “Wir haben da einen Anspmch von Richtigkeit, den das Gebild an den Künstler 

stellt - ein wenig streng, was meinst du?”.'*̂

Through Leverkühn’s musical education, the reader is shown that the composer’s battle with 

the tonal system is not a uniquely modem problem. Kretzschmar exposes Leverkühn to the 

development of musical form from its earliest times and through all its significant stages. 

Kretzschmar is very keen to demonstrate the connections between composers, and to show 

that similar struggles are faced by different composers at the same time. Mann seems to take 

the view that each composition is an individual solution to a set o f problems, and that 

contemporaneous works must be related because they spring to life in this common context. 

The similarities of these problems and their solutions create a coherent musical history:

Abspringend und nebeneinanderstellend, kam er von Hundertsten ins Tausendste ...
besonders, weil es seine Passion war, zu vergleichen, Beziehungen auf^decken,
Einflüsse nachzuweisen, den verschrankten Zusammenhang der Kultur bloBzulegen.
. .  Zu zeigen, wie bloBe Zeitgenossenschaft Wechselbeziehungen herstellt zwischen

GW XI, p. 174.
For a more detailed comparison of the two texts, see G. Bergsten, op. cit., p. 99-101.
GW VI, p. 318-319.
For example, both Heinrich von Helmholtz, in Die Lehre von den Tonempfindungen also 
physiologische Grundlage fur die Theorie der Musik (1863), and a century later, Deryck Cooke, in 
The Language o f Music (1959). See E. Fubini, op. cit., p. 359 & 393.
GW VI, p. 319.
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so verschiedenen Naturen wie Tschaikowski und Brahms, gehorte auch zu diesen 
Lehnmterhaltungen.

One important consequence o f the fact that each composition is a free-standing (albeit

historically relevant) solution, is that no one solution is an enduring expression of music’s

ontological nature. It must eventually give way to another solution, and thus, musical

conventions are precisely that - particular historical conventions stemming from the

composer, which can never be fixed, as Leverkühn explains in his exposition of serialism:

Die heute zerstorten musikalischen Konventionen waren nicht allezeit gar so 
objektiv, so auBerlich auferlegt. Sie waren Verfestigungen lebendiger Erfahrungen.^^

The transitions between different kinds of solutions are seen in the novel to be painful and

difficult, A composer like Beethoven, who comes late in a particular era, and makes possible

the transition to the next, has the hardest task of all. This notion, again, comes from Adomo,

who stated in Spats til Beethovens: “In der Geschichte von Kunst sind Spatwerke die

Katastrophen”.̂  ̂ As noted above, the cmcial transition depicted in Doktor Faustus is that

between Classicism and Romanticism. The Beethoven compositions that Mann uses, as

musical examples under Adomo’s influence - principally the late piano sonatas and string

quartets, the ninth symphony and the Missa Solemnis - are aU from his final period.

Beethoven is seen as the tragic genius opening the way to the new world of Romantic

individualism in music, just as Leverkühn is the tragic genius presiding over the demise of

tonality. Kretzschmar’s lecture on Beethoven’s piano sonata Opus 111 describes the

increasingly involved developments of the Arietta theme in the second movement as the

heart-rending, dying farewell o f sonata form:

Es ist wie ein schmerzlich liebevoUes Streichen über das Haar, über die Wange, ein 
stiller, tiefer Blick ins Auge zum letzten Mai. Es segnet das Objekt, die furchtbar, 
umgetriebene Formung mit überwâltigender Vermenschlichung, legt sie dem Horer 
zum Abschied, zum ewigen Abschied so sanft ans Herz, daB ihm die Augen 
übergehen.^^

Equally painful is Beedioven’s struggle to write a fugue for his Missa Solemnis. The fugue is 

seen as representing a stage o f music’s development that it has now outgrown. Kretzschmar 

says the composer’s appearance is “als komme er aus einem Kampf auf Leben und Tod mit 

alien feindlichen Geistem des Kontrapunkts.”^

Ibid., p. 104.
Ibid., p. 254. 

^^TWAGS 17, p. 17. 
” GWVI, p. 76.

Ibid., p. 81.
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As already noted, Adomo was particularly preoccupied with the sociological effect of

culture. In Doktor Faustus, the reaction of an audience to particular compositions reinforces

the sense of the composition as an historical phenomenon rather than a permanent

representation of the ontology o f music. For example, the lack o f a fixed system in music

means that there are no absolute standards o f consonance or dissonance. Rather, the

acceptability of a given chord depends on whether this particular manifestation o f music is

acceptable to the ear at that time. The devil observes that the composer never has the full

harmonic series at his disposal. The diminished seventh interval, for example, wiU not

necessarily always be a shock to the ear:

Die Sache f^ g t  damit an, dab euch beileibe nicht das Verfugungsrecht zukommt 
über alle jemals verwendeten Tonkombinationen . . .  Was falsch, was verbrauchtes 
Cliché geworden, der Kanon bestimmt es . . .  Auf den technischen Horizont kommt 
allés an.^^

And yet, the devil asserts, the urge to believe in some underlying system beneath all this

contingency is very strong, and the ear is still drawn to certain chords as an ideal. The devil’s

exposition is taken almost verbatim from Adorno’s (rather clearer) version:

Kein Akkord ist ‘an sich’ falsch, schon weil es keine Akkorde an sich gibt, und weil 
jeder das Ganze, auch die ganze Geschichte in sich tragt. Aber eben darum ist die 
Erkenntnis des Ohrs, was richtig oder falsch sei, unabdingbar wiederum an diesen 
einen Akkord gebunden und nicht an die abstrakte Reflexion auf das technische 
Gesamtniveau.^^

The mathematical nature of music’s system allows Leverkühn to develop his ‘magic square’

o f serialism, first found in his Brentano-Lieder, which are based on a tone row using ‘h e a e

es’ for ‘Hetaera esmeralda’. Zeitblom notes that Leverkiihn is not unique in exploiting

music’s abstract, mathematical nature by concealing cyphers in compositions. This has

always been something that could be exploited by composers:

Leverkühn war nicht der erste Komponist und wird nicht der letzte gewesen sein, der 
es liebte, Heimlichkeiten formel- und sigelhafter Art in seinem Werk zu verschlieben, 
die den eingeborenen Hang der Musik zu aberglaubischen Begehungen und 
Befolgungen, zahlenmystischen und buchstabensymbolischen, bekunden.^^

Leverkühn’s fellow syphilitic, Robert Schumann, showed as much literary as musical talent at

an early age, and was especially inspired by the prose o f Jean Paul. This enthusiasm later

influenced his piano work. Papillons, in which the number o f each movement relates to a

chapter in Jean Paul’s Flegeljahre. Many other Schumann pieces include encryption, notably

o f his wife’s name, Clara. Numerous other composers have done everything from

”  Ibid., p. 319.
^  TWA OS, Vol. 12, p. 42. 

GW VL p. 207.
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incorporating names - Bach, Beethoven, Duruflé and Liszt, to more elaborate encryption - 

Elgar, and even a detailed musical language - Messiaen.^*

3.3.4 Spiritual capacity

An important symbol in Doktor Faustus of composers’ continual battle against the 

exhaustion o f tonality is the increasingly comphcated and outlandish variations marking the 

demise of sonata form in Beedioven’s piano sonata Op. 111. As noted earher, this 

subjectivity continues ad absurdum untü there is nowhere further to go, composition turns in 

on itself and there is a ‘dialectical reversal’ to objectivity: “Die Freiheit neigt immer zum 

dialektischen Umschlag”.̂  ̂ At the same time, however, the novel emphasises music’s ability 

genuinely to revisit its primal beginnings. It shows how this primal return is manifested in 

compositions; something quite different from the dialectical reversal imposed by the 

composer’s stmggle. It is probably the closest that a specific composition comes to 

expressing the true ontology o f music. This sense of the past is particularly ^posite in the 

context o f the novel’s largely Romantic conception of the ontology of music, as the notion of 

musical history began to take root most powerfully in the Romantic era, fostered by the 

spiritual puU of the Romantic consciousness towards rediscovery of the past, inevitably aU 

the stronger in relation to music, the most Romantic of the arts. It was only in die nineteenth 

century that most historical studies of music, and even biographies of mdividual composers, 

began to appear.^ The sense o f primal return goes hand in hand with the Romantics’ 

conception of music as absolute, and their preoccupation with its timeless ontology.

Doktor Faustus is steeped in this Romantic sense of music’s origins. In his lecture, ‘Das

Elementare in der Musik’, Kretzschmar cites Bach and Beethoven as examples o f the way in

which composers can use for aesthetic effect music’s abihty to revisit these origins. His most

powerful example, however, and one closest to Mann’s heart, is Wagner‘s use o f the E flat

minor chord at the beginning of Das Rheingold:

Wagner [habe]. . .  die Gnmdelemente der Musik in seinem kosmogonischen Mydios 
vom ‘Ring des Nibelungen’ sich mit denjenigen der Welt decken lassen. Bei ihm 
habe der Anfang aller Dinge seine Musik: die Musik des Anfangs sei das und auch 
der Anfang der Musik, der Es-Dur-Dreiklang der stromenden Rheinestiefe, die

It has also been suggested that Luther used numbers symbolically in his hymns, with meanings 
accorded to numbers of lines, though it is unlikely that Mann knew this. See Ernst Arfken, ‘ “Etliche 
geistliche Lieder zusammengebracht” Luther als Kirchenliederdichter’, in Hans Ludwig Arnold (ed.), 
Martin Luther, Text undKritik Sonderband (Munich, Verlag Text und Kritik, 1983), p. 113-117. 
GW VI, p. 253.

^  Fubini states that it was not until the time of the Romantics that “there had ever been any desire to 
rediscover the forgotten musical inheritance which lay buried in manuscripts and archives, to listen to 
it anew and to evaluate it”. E. Fubini, op. cit., p. 351.
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sieben Primitiv-Akkorde, aus denen, wie aus cyklopischen Quadem von Urgestein, 
die Burg der Gotter sich aufbaue.^^

In effect, this renewal o f music’s primal elements is a more spiritual interpretation o f the

devil’s assertion that however exhausted tonality might appear, the ear is nonetheless drawn

to certain chords: “Hore den abgestorbenen Akkord, - selbst in seiner Versprengtheit steht er

fur einen technischen Gesamtstand, der dem wirklichen widerspricht”.̂  ̂ Kretzschmar’s

reference to Bruckner’s habit o f “refreshing himself’ through playing triads at the organ^^

suggests that, given the difficulty o f grappling with the instability of the tonal system,

composers see any opportunity to revisit a modicum of stabUity as a relief.

One important consequence o f the way in which composers are seen to exploit music’s 

capacity to revisit its beginnings is to make musical history cyclical. Some o f the same 

elements recur spontaneously in compositions at different times. Linear progress ad 

absurdum to dialectical reversal is not the full story. This is in addition to the obviously 

cyclical nature o f the development o f musical form through the elements o f music’s 

ontology, notably the uneasy balances between sensuality and cerebrahsm, shown in the ever- 

changing balances between objectivity and subjectivity. Though this musical ‘etemal 

recurrence’ can be willed, and therefore hastened, by composers, the devil’s comments on 

neo-classicism imply that this is best achieved in a way that is in tune with the underlying 

nature o f music. The novel appears to differentiate between revisitation that simply holds and 

arrests music at a particular point, and revisitation that vivifies it, as well as between 

composers’ exploitation o f naturally recurring elements o f music and an artificial process o f 

modernisation:

Ich rede nicht von den foUdoristischen und neo-klassischen Asylisten, deren 
Modemitat dann besteht, daB sie sich den musikalischen Ausbruch verbieten und mit 
mehr oder weniger Wiirde das StUkleid vorindividualistischer Zeiten tragen. Reden 
sich und anderen ein, das Langweüige sei intéressant geworden, weil das Intéressante 
angefangen hat, langweilig zu werden.*^

Since Adorno’s Philosophie der neuen Musik includes a somewhat polemical essay on

Stravinsky, in addition to his longer study o f Schoenberg, tiiis can be taken as a reference to

the former. Stravinsky was roundly criticised by Adorno as failing to confront properly the

progress of music o f his time^^, though later, from around the mid 1950s, he did begin to

GW VI, p. 87.
Ibid., p. 319.
“Und er gedachte Anton Bruckners, der es geliebt habe, sich an der Orgel oder am Klavier durch das 
einfache Aneinanderreihen von Dreiklangen zu erquicken”, ibid., p. 87.

^  Ibid., p. 318.
“Stravinsky zieit... nicht aufs Gelingen des Ausdmcks der Situation, die er eher überblicken als 
fixieren mochte”. TWA OS 12, p. 129.
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explore the techniques o f the Second Viennese School.*^ As a friend and neighbour of 

Stravinsky, however, Mann was unlikely to make any slight too obvious.^^ Not so 

Schoenberg, who, responding to the assumption of one reviewer of Doktor Faustus, that 

Mann obtained his information from Stravinsky and Bruno Walter, observed that “Walter 

does not know anything of composition with twelve tones, and Stravinsky does not take any 

interest in it”.̂ *

Music’s origin as a mass, cultic experience, related to its primal beginnings, is also seen to

leave its mark in individual compositions, but Beethoven’s stmggle to write a fugue for his

Missa Solemnis testifies how far down the road of individualism music has come from its

cultic past. The most important idea that Leverkùhn takes away from ‘Das Elementare in der

Musik’ is that the individualistic era o f music is merely episodic. It is always possible for

music to return to its natural, cultic, state, but - cmcially - compositions need not necessarily

be in the service o f the church, whose liturgy had always been the natural home o f Western

compositions to date. The notion o f music’s liturgical service is a theme introduced early on

in the novel, when Zeitblom reports that one o f Leverkiihn’s first musical experiences as a

boy is the organ music at the Oberweiler church.^^ Whilst music’s natural ontological state is

as a cultic phenomenon, the church is seen merely as a particular historical expression o f that

ontology. The cultic experience, rather than the church itself, is thus the necessary part o f

music’s ontology . The church is the particular form of service that has been placed into the

waiting spiritual void o f music’s ontology. Leverkiihn speculates that the spiritual void,

given the historical contingency o f the church as a form of service, could equally well be

fulfilled by service to some other authority:

[Er] phantasierte . . .  von der wahrscheinlich bevorstehenden Wiederzuriickfuhrung 
ihrer heutigen Rolle auf eine bescheidenere, gliicklichere im Dienst eines hôheren 
Verbandes, der nicht gerade, wie einst, die Kirche zu sein branche. Was er denn sein 
sollte, wuBte er nicht zu sagen.^°

Although Wagner is not explicitly mentioned, there is, nonetheless, something Wagnerian 

about this vision. Wagner saw the possibility o f returning to a deeper unity o f the arts 

through regression to primal beginnings. Adorno certainly viewed Wagner’s music as a

^  See Donald Jay Grout, A History o f Western Music, (Third edition, London, J. M. Dent & Sons, 
1981), p. 716.
Mann was impressed by Stravinsky, and referred to “den personlich so anziehenden Strawinsky” in a 
letter to Agnes Meyer of 25 August 1944, TM-AM, p. 581. Lieselotte Voss notes that Mann used 
Stravinsky’s memoirs as a source during the writing of Doktor Faustus more than he explicitly 
acknowledged. See L. Voss, Die Entstehung, p. 226.
Letter to The Saturday Review o f Literature, 1 January 1949, quoted in P. Camegy, op. cit., p. 168. 

^^GWVI, p. 46.
Ibid., p. 82.
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particular manifestation of music’s ontological property of unifying individualistic 

tendencies;

Die besondere Funktion der Musik . . .  die allein die Idee einer >Kunstreligion< 
Wagnerschen Stils ermoglichte, bestand darin, daB sie mehr als andere künstliche 
Medien in der individualistischen Gesellschaft stets wieder das BewuBtsein zu 
erwecken schien, jene sei trotz aller Gegensatze der Interessen ein einstimmiges 
Gauzes.^*

Nietzsche had envisaged the resurgence of a more cultic, Dionysian music personified by 

Wagner. It is well known that Nietzsche was later deeply disillusioned by the reality o f 

Bayreuth, realising that he had mistakenly taken the Romantic ‘Rausch’ o f Schopenhauer and 

Wagner for the genuine tragic insight of the Dionysian, and had set his expectations too high 

- a prime example o f historical manifestation not living up to the expectation based on 

music’s ontology. As David Dennis’s study shows, Beethoven’s works have long been used 

by the Germans to draw the people together in an almost religious unity. This has been the 

case right up to the present day. At the opening o f the Brandenburg Gate, at Christmas 1989, 

there were performances of his ninth symphony in the Berlin Philharmonie in the West and 

the SchauspieUiaus in the East. Dennis notes how, when he interviewed some of those 

watching the performances on video screens, this was deemed the most appropriate way to 

mark the momentous occasion: “I don’t think we have any other music for such an event, do 

we?”.”

The references in Doktor Faustus to specific musical compositions are also used to reinforce 

Mann’s Lutheran conception o f music’s spiritual nature. Music’s sense o f unease at its own 

sensuality is seen to have an effect on the development o f musical form by dictating the 

balance between its sensual aspects and the form into which tiiese are placed by the 

composer. One o f the roots of the tension between the Dionysian and ApoUine, or subjective 

and objective, is a sense o f sin and of a need to do penance for it. Leverkuhn describes 

Bach’s music thus: “es sieht nach schlechtem Gewissen aus - nach dem schlechten Gewissen 

der homophonen Musik vor der Polyphonie”.̂  ̂ The most striking example of this 

phenomenon is his description of the complexity o f Dutch polyphony as music’s penance for 

the naked sensuality o f the voices which sing it: “Die Musik tut immer im voraus geistige 

BuBe fur ihre Versinnlichung”.̂ '*

Theodor W. Adorno and Walter Dirks (eds. ), SozioJogische Exkurse. Nach Vortragen und 
Diskussionen, Frankfurter Beitrâge zur Soziologie  ̂Vol. 4, (Frankfurt am Main, Europaische 
Verlagsanstalt, 1956), p. 99.
D B. Dennis, op. cit., p. 202-203.

^  GW VI, p. 105.
74 Ibid., p. 95.
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The descriptions of composition in the novel, which act as examples for Leverkuhn to follow, 

rarely, if  ever, portray composition as a serene and fulfilling activity. Rather, the very 

fulfilment the composer seeks is driven by the quest for difficulty; again, a part of music’s 

ontological nature. The ‘dear purchase’ of the struggle for expression is an indispensable part 

o f the composer’s encounter with music. Bruckner is described as having: “mit der Musik 

und ihren heiligen Schwierigkeiten gerungen, wie Jakob mit dem Engel”.̂  ̂ The struggle is 

especially clear in the depiction of Beethoven in his struggle to write a fugue for the Missa 

Solemnis:

Der Taube sang, heulte und stampfte über dem Credo, - es war so schaurig ergreifend 
zu horen, dafi den an der Tùr Lauschenden das Blut in den Adem gefiror. Da sie sich 
aber eben in tiefer Scheu hatten entfemen woUen, war jah die Tùr aufgegangen, und 
Beethoven hatte in ihrem Rahmen gestanden, - welchen Ansehens? Des 
schrecklichsten!^^

The image o f Beethoven’s tormented appearance in the doorway haunts the rest o f the novel, 

as a most evocative prelude to Leverkuhn’s image of his own torment in the throes of 

composition:

Ich werde begossen nach der Kunst wie ein Braten, ein Hollenbraten, es ist 
sehenswert, und du bist eingeladen, dich unter die aufiichtig interessierten Zuschauer 
hinter der Schranke zu mischen.^^

Ibid., p. 540-541. 
Ibid., p. 81.

^  Ibid., p. 471.
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Chapter 4 Adrian Leverkiihn and his music

4.1 The distinguishing feature of ^Erkenntnis’

4.1.1 The nature of the artistic crisis

Adrian Leverkiihn’s compositions are also historical manifestations o f the ontological 

characteristics o f music. Like Beethoven and other composers before him, Leverkiihn must 

translate the ontological into a particular historical form. This chapter looks at the 

ontological characteristics o f music as they are manifested in Leverkiihn’s compositions, and 

at the composer himself as the intermediary between his music and contemporary German 

history. Before examining Leverkiihn’s compositions and historical identity, however, it is 

worth making some general observations about ‘Erkenntnis’ - a feature that pervades all 

aspects of Leverkiihn’s oeuvre.

Leverkiihn is not simply composing at just another stage in a series of historical

manifestations o f music, but is working at a time o f acknowledged artistic crisis. The crisis

Leverkiihn faces is partly familiar from Mann’s earlier characters. When approaching Doktor

Faustus, Mann’s concept o f a Faustian artist who succumbs to a fatal ‘Rausch’ remained

largely unchanged from its original form, and as T. J. Reed notes, the account of Leverkiihn

has a close relationship with the tale of Gustav von Aschenbach.^ Perhaps the most important

resonance between the two works comes from Mann’s conviction, explored in 2.2, that

‘Rausch’ was an integral part of music, at its worst mirroring the disintegration and infection

that was the hallmark of Nazi Germany. Yet whilst this ‘Rausch’, or dangerous surrender, is

something latent in any music, it is not the distinctive characteristic o f Leverkuhn’s

compositions. ‘Rausch’ helps to prepare the ground for Leverkiihn’s pact with the devü, but

it is evident, as Reed’s analysis recognises, that his oeuvre could have arisen without the

devil’s intervention.^ Mann’s own diary entry recording his first encounter with Adorno’s

ideas shows that he, too, saw that Leverkiihn might not necessarily need the pact. As noted in

2.3.3, he even worried that Adorno’s ideas about the problematic situation of art might come

to eclipse the pact altogether:

In der Schrifr von Adorno. Augenblicke der Erhellung über Adrians Position... Die 
verzweifelte Lage der Kunst: stnnmigstes Moment. Hauptgedanke der erkauften 
Inspiration, die im Rausch dariiber hinwegtragt, nicht aus dem Gesicht zu verlieren.^

* T J Reed, Uses o f Tradition, p. 360.
 ̂Ibid., p. 395.
 ̂Tagebücher 1940 -1943, p. 605 (26 July 1943).
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Karol Sauerland attributes to the devil simply a symbolic role of “das Prinzip des Bosen, das 

in die Geschichte eingebrochen ist”."* The devil himself admits that his conversation with 

Leverkiihn has no new determining influence on the course of the action, but that it simply 

strengthens what was already present in the composer: “die Kleinen... verstarken und 

libertreiben nur sinnreich allés, was du bist”, and hell is “nur eine Fortsetzung des 

extravaganten Daseins”/

Even Leverkiihn’s infection with syphihs does not play any part in his formulation o f the 

system o f serialism. Rather, it is his calculating intellect, the cold insight into reality, with 

him from childhood, which is most important in allowing this system to develop. Disease, 

like a drug, merely intensifies and speeds up the process. The ‘Rausch’ in Doktor Faustus is 

the decadence and breakdown that is an important precondition o f the real crisis of 

‘Erkenntnis’. This decadence and decay is the same that Mann began to depict in 

Buddenbrooks nearly half a century earlier, o f which Leverkiihn is the ultimate inheritor. It is 

this ‘Erkenntnis’, perhaps best described as too great a knowingness, which is the real 

distinguishing feature o f Leverkiihn’s compositions. This resulting crisis, rather than the 

decay that precedes it, is the central problem of Doktor Faustus.

The ‘Rausch’ is not only the precondition o f ‘Erkenntnis’, but also, in the shape of disease, is 

something that Leverkiihn actively seeks out as a means of response to ‘Erkenntnis’. This 

‘Rausch’ is not, however, the full story, or an end in itself, which differentiates between 

Leverkiihn and Aschenbach. Although both are initially shocked and hesitant when faced 

with the object o f their downfall, their stories are quite different. Aschenbach’s story is all 

about succumbing to the ‘Rausch’, and, after the first page, does not dwell too much on his 

difficulties with artistic creation. Aschenbach is first drawn into the adventure in Venice as 

an escape from his artistic obligations, and is led to discover a hitherto unknown side o f his 

character. This is made clear from the outset with phrases such as “eine seltsame Auswertung 

seines Imiem ward ihm ganz iiberraschend bewuBt”, and “ràchte sich nun also die 

geknechtete Empfindung”.̂  The resulting impulse to write is a welcome, yet unexpected, by

product, which is coupled with the troubling realisation that suspect emotions lie behind a 

good deal of the artistic impulse. Whilst there are points at which Aschenbach could have

K. Sauerland “ ‘Er wuBte noch mehr...’ p. 132-133. As T. J. Reed notes, however, simply 
demonising Nazism in this way would not have appealed to Mann. His understanding of the historical 
influences brin^g about Nazism, and consequently, his use of the Faust myth, is rather more complex. 
See T. J. Reed, op. cit., p. 361.
 ̂GW VI, p. 332 & 329.
 ̂GW Vni, p. 446 & 449.
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taken a different turning, he is presented as something of a helpless victim of ‘Rausch’, the 

object of external forces, feeling relatively early on “als zeige die Welt eine leichte, doch 

nicht zu hemmende Neigung, sich ins Sonderbare und Fratzenhaffe zu entstellen”/  In 

Doktor Faustus, despite Zeitblom’s best efforts to convince the reader o f an element o f love 

in Leverkiihn’s encounter with hetaera esmeralda, Leverkùhn’s actions in embracing ‘Rausch’ 

cannot be interpreted as something imposed on him by unstable external forces, but rather, as 

his own thoroughly calculated response to a deeply felt crisis.

Although at the time of taking the action, Leverkùhn only really feels the ‘Erkenntnis’ of

artistic crisis as a personal issue, it is clear to the reader that he is actually responding to a

wider cultural imperative. This mirrors the development of the concept of ‘Erkenntnis’ in

Mann’s work overall. Early on, Mann presented the troubled state of ‘Erkenntnis’ as a

problem of the mdividual, rather than an intrinsic part o f life itself. Thomas Buddenbrook,

for example, considers his own, too reflective, nature, blaming this for his troubles rather

than wider forces: “Habe ich je das Leben gehaBt, dies reine, grausame und starke Leben?

Torheit und MiBverstandnis! Nur mich habe ich gehaBt, dafur, daB ich es nicht ertragen

konnte”.* ‘Erkeimtnis’ is an important issue in Tonio Kroger’s conversation with Lisaweta

Iwanowna. Again, however, the problem is essentially a personal one, about Tonio’s pull

between the two roles o f ‘Kùnstler’ and ‘Bùrger’:

Es gibt etwas, was ich Erkenntnisekel nenne, Lisaweta: der Zustand, in dem es dem 
Menschen genùgt, eine Sache zu durchschauen . . .  Hellsehen noch durch den 
Tranenschleier des Gefuhls hindurch, erkennen, merken, beobachten und das 
Beobachtete lachelnd beiseite legen mùssen noch in Augenblicken, wo Hânde sich 
umschlingen, Lippen sich finden, wo des Menschen Blick, erblindet von 
Empfindung, sich bricht.^

At the stage of writing Tonio Kroger, Mann evidently still believed that it was possible for

the successful artist to find in art a means o f freeing himself from the difticulties o f

‘Erkeimtnis’, by transforming it into art. Georg Lukacs has noted that despite the artistic

problems faced by both Tonio Kroger and Gustav von Aschenbach, they were at least able to

write without the artificial means o f creation to which Leverkùhn is obliged to re so r t.T h e re

is no escape for Leverkùhn from their existential ‘Erkenntnis’, which can no longer easily be

covered with the comforting illusion o f ‘Schein’. His apparently simple, spontaneous

musical moments are inevitably the product o f ‘Erkenntnis’.

 ̂ Ibid., p. 462.
*GWl,p. 658.
^GWVm, p. 300-301.

Georg Lukacs, ‘Die Tragodie der modemen Kunst’, in R. WolfiF (ed.), Doktor Faustus ’ und die 
Wirkung, Part 1, p. 59.
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Es gibt darin, auf entwickeltster musikalischer Stufe, vor einem Hintergrund 
àuBerster Spannungen, >Banalitàten< - natürlich nicht im sentimentalen Sinn oder in 
dem schwunghafter Gefalligkeit, sondem Banalitaten im Sinn eines technischen 
Primitivismus . . .  ein Jenseits von Neu und Abgeschmackt. . .  Kühnheiten im 
Gewande des Anfanglichen.^^

The compulsion to create art still exists in Doktor Faustus, but the artist can now only go

through a complex intellectual process in the hope that this wül somehow yield the form he

seeks. ‘Erkenntnis’ thus appears both as a symptom of̂  and as the inevitable remedy for the

crisis. Leverkiihn seeks to dispel the knowingness that has cancelled out ‘Schein’, but his

environment offers him no resources to use other than this ‘Erkenntnis’. He must therefore

proceed knowing all along that the heart-warming vision o f “eine Kunst mit der Menschheit

auf du und du” is unattainable.

4.1.2 ^Erkenntnis’ of musical history and crisis in Doktor Faustus

In this context, the descriptions o f Leverkiihn’s compositions, hke so much else in Doktor 

Faustus, form a commentary on themselves. They are more intellectual than sensual. Viktor 

^mega)5 observes that technical language plays a much greater role in the descriptions of 

‘erzahlte Musik’ in the novel - that is, the fictional music of Leverkiihn - as opposed to the 

non-fictional ‘beschriebene Musik’. Descriptions of music that the reader is already likely to 

know rely heavily on wordpainting, whereas the descriptions of fictional music tend to be 

more technical, not least because the reader can has no preconceived idea of the invented 

music on which the narrative can build.'^ As noted in 2.2, twelve tone music was not a 

natural choice for Mann to use as the focus of a novel about a composer. He took it on as 

Adorno’s solution to a cultural problem that tiiey both perceived. The descriptions of 

Leverkiihn’s music rely heavily on montage, using material that Mann did not necessarily 

understand in its full technical depth.

One o f the most important aspects of ‘Erkenntnis’ in Leverkùhn’s oeuvre is the knowingness

about the history of music. Such ‘Erkenntnis’, as opposed to direct experience, is prominent

firom an early stage of Leverkuhn’s musical education. The instruction he receives fi'om

Kretzschmar whilst stül at school means that he is steeped in the history o f musical form. His

extraordinarily wide knowledge far outstrips his practical ability to play music:

Als in diesen Jahren . . .  seine musikalische Erfahrung, seine Kenntnis der 
musikalischen Weltliteratur sich rapide erweiterte, so dafi fi*eilich bald der Abstand 
zwischen dem, was er kannte und was er konnte, jener von ihm betonten 
Unterscheidung eine Art von Augenfalhgkeit verlieh.*^

"  GW VI, p. 242-243.
V ^mega%[ Die Musik im Schaffen Thomas Manns, p. 86-98. 

‘̂ G W V Lp.  102.

108



But Leverkiihn’s knowledge goes beyond simply being well-informed, and it certainly does

not amount to an unquestioning reverence for the music o f the past. He uses the image o f

‘gelemte Wurzelbehandlung’, to illustrate his conviction that even what is now apparently

irrelevant must still be mastered. The knowledge of historical problems or limitations is seen

as a vital first step to solving them; only by confironting the chaos head on can there be any

hope o f overcoming it. Considering Leverkiihn’s predicament in the light o f Adorno’s

writing, Mann himself realised that “die Schwierigkeiten miissen erst ganz auswachsen, bevor

sie iiberwunden werden konnen”.*'* This sentiment is demonstrated in Leverkiihn’s first

work, ‘Meeresleuchten’:

Er stimmte [Kretzschmar] darin zu, daB man Emmgenes beherrschoi mûsse, auch 
wenn man es nicht mehr fur wesentlich erachte.... Jenes klangfiinkelnde 
‘Meeresleuchten’ war ein in meinen Augen merkwiirdiges Beispiel dafur, wie ein 
Künstler sein Bestes an eine Sache zu setzen vermag, an die er insgeheim nicht mehr 
glaubt, und darauf besteht, in Kunstmitteln zu exzelheren, die fur sein BewuBtsein 
schon auf dem Punkte der Verbrauchtheit schweben.^^

His attention to musical history means that Leverkiihn is undoubtedly influenced by the past.

Yet he can only approach it with scepticism, as his too-clever ‘Erkenntnis’ o f musical history

combines with knowingness about the crisis that history has now reached. He cannot see

music as other than worn out, and tihierefore cannot refer to it without mockery. Thus,

although the influence o f composers such as Debussy and Mahler is apparent in Leverkiihn’s

early works, there is less o f the admiration for these influences than was shown, as already

noted, by Leverkiihn’s real-life counterparts, such as Schoenberg. Leverkiihn’s

‘Bekenntnisbrief to Kretzschmar suggests, however, that he would like to have this sort o f

reverence. Despite his intellectual pride, he would like to be able to appreciate this music

without seeing it in terms o f parody:

Lieber Freund, warum muB ich lachen? . . .  ich habe vielleicht zugleich Tranen in den 
Augen, aber der Lachreiz ist übermâchtig. . .  Warum miissen fast alle Dinge mir als 
ihre eigene Parodie erscheinen?^^

This pathos means that his mockery of past music is rarely firee o f contradiction. The

contradiction comes either through the evidence in Leverkiihn’s music o f proper study o f the

very styles it mocks (such as his careful study o f other violin concertos before writing his

own), or - most importantly and fi’equently - a wish that things might be otherwise. David

Roberts observes that the parody in Leverkiihn’s works takes the form o f repetition as well as

negation. He argues that parody is one o f the inevitable consequences of Nietzsche’s doctrine

‘̂ GWXI,p. 172. 
‘^GW VLp. 201. 

Ibid., p. 179.
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of eternal recurrence - seen in Doktor Faustus as a key ontological feature o f music - as no 

object resulting simply from the repetition of recurrence can be truly authentic.'^ The 

Apocalypsis cum figuris is a good example of this phenomenon, as it not only regresses to the 

pre-cultural barbaric state, but in doing so, recalls and repeats more or less the whole histoiy 

o f music, taking in styles as diverse as “Klange des franzozischen Impressionismus, ins 

Lacherhche gezogen, biirgerliche Salonmusik, Tschaikowski, Music Hall, die Synkopen und 

rhythmische Purzelbaume des Jazz”.**

The more conventional understanding o f parody, as negation, is evident throughout 

Leverkiihn’s oeuvre, though it is never quite straightforward. The mockery o f his early work. 

Die Wunder des Alls is likened by Zeitblom to blasphemy because o f the composer’s lack of 

reverence both for its cosmic subject matter and the music that depicts it. This is the work 

that begins to build Leverkiihn’s reputation as an anti-aesthetic nihilist. Yet, although 

Zeitblom says that: “Wesen und Essenz jenes ungefahr dreifiig Minuten dauemden 

orchestralen Welt-Portraits ist der Spott”, he sees the penitential Klopstock ode as a 

preparation for this piece, Even in the apparently sincere Klopstock ode, however, 

Leverkiihn’s avoidance of using musical thunderclaps for the voice o f God implies a 

knowingness about historical musical effect, rather than total spontaneity. And although 

Leverkiihn studies many other violin concertos before composing his own, these are said to 

be taken on board “in einer halb respektvoU, halb karikaturistischen Weise”.̂ ** Leverkiihn’s 

remark at the time o f composing his chamber music neatly encapsulates the effect o f the 

‘Erkenntnis’ o f music’s historical past on his own compositions: “ ‘Ich habe’, sagte er wohl, 

‘im Philosophiekolleg gelemt, daB Grenzen zu setzen schon sie iiberschreiten heiBt. Danach 

hab’ ich’s immer gehalten’ In Leverkiihn’s chamber music, his knowledge o f the 

boundaries and conventions o f both chamber music and orchestral music is crucial in 

enabling him to challenge them in his own composition, and thus to create something truly 

radical.

The ‘Erkenntnis’ o f the historical limitations o f music necessarily entails an ‘Erkenntnis’ o f 

music’s crisis, made exphcit in the seriahst method of composition. Composing a serialist 

work entails a prior admission that nothing will be possible without seeing through and giving 

up the tonality that composition has hitherto entailed, and working out in advance a formula

David Roberts, ‘Post modernism - Deconstmction or Radicalization of Modernism? Reflections on 
the Example oï Doktor Faustus", in M. Minden (ed.), Thomas Mann, p. 213.
** GW VI, p. 499.

Ibid.,p. 366.
Ibid., p. 544.
Ibid., p. 607.
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that will dominate the composition. It also requires a thorough knowledge of tonality in order 

to repudiate it, and avoid its repetition via the tone row. As the ending o f a soured 

relationship, this process is painful as well as liberating. Leverkiihn’s compositions make 

constant reference to this pain, which lurks in their consciousness o f their own state o f crisis, 

particularly the awareness o f the instability of tonality and the impossibility of ‘Schein’. The 

strange sensations caused by the simple tonal harmony in the Blake songs, the mockery of 

aestheticism in Verlorene Liebesmiih, and the ‘Geheul’ of the Apocalypsis cum Figuris are 

just a few examples.

Both these forms of ‘Erkenntnis’ - o f music’s history and o f its crisis - merge and reach their 

apotheosis in Dr. Fausti WeheMag, when the novel depicts Leverkiihn’s revocation of 

Beethoven’s ninth symphony as a tragedy not only in the context of the resonance of 

Beethoven’s historical meaning for German music and society, but also because there can be 

no doubt by now that Leverkuhn fully understands what he is taking back. ^  This is no 

reckless, ill-informed iconoclasm by an angry young man. It is, rather, the despairing gesture 

o f one who seems ancient, who, like T. S. Ehot’s Tiresias, has already “foresuffered all”, 

living through contemporary fragmentation from the perspective o f a much earlier time.^^

At the heart of aU this historical ‘Erkenntnis’ o f music, is the realisation o f what must be 

revealed once the ‘Schein’ projected by composers has been lifted. Adorno asserted that: 

“Was die radikale Musik erkennt, ist das unverklarte Leid des Menschen”.̂ '̂  Only quite late 

on does this ‘Leid’ become identified in Doktor Faustus with the pain of mankind generally, 

rather than the pain of one particular composer as he struggles with the crisis o f his art. There 

is no explicit reference to a connection between an individual artistic and a more general 

crisis. Leverkiihn’s own ‘Erkenntnis’ in Dr. Fausti Weheklag, though anguished, certainly 

does not reach much beyond the personal tragedy of Echo’s death and art itself.

Erich Heller notes in his essay on the taking back of the symphony, that even in its own time, 
Beethoven’s monumental work probably hid more uncertainty than its jubilation suggested: “Epochs 
and souls that are surer of their place in the world conduct themselves less boisterously when they bear 
witness in their art to such integrity”. Erich Heller, ‘The Taking Back of the Ninth Symphony: 
Reflections on Thomas Mann’s Doktor Faustus\ in his In the Age o f Prose. Literary and 
Philosophical Essays, (Cambridge, Cambridge University Press, 1984), p. 134. Adorno thought that 
this false confidence was a feature of most works of art, from the earliest times. See 3.3, footnote 22.

“And 1, Tiresias, have foresuffered all/Enacted on this same divan or bed /1 who have sat at Thebes 
below the wall/And walked among the lowest of the dead.” T. S. Eliot, The Waste Land (1922), in 
The Complete Poems and Plays 1909-1950, (New York, Harcourt, Brace & Company, 1952) p.44.

TWA GS 12, p. 46-47.
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The ‘Erkenntnis’ in Doktor Faustus reflects on its author as well as its protagonist. It is a

product o f Mann’s own growing inclination to know rather than to feel, to assimilate material

from others rather than to experience it at first hand. He spoke o f his tendency at the time o f

writing “ailes Leben als Kulturprodukt und in Gestalt mythischer Khschees zu sehen und das

Zitat der selbstandigen Erfindung vorzuziehen”.̂  ̂ Quotation had traditionally been for most

writers what Viktor Lange refers to as a “eine Form der bùrgerlichen Selbstsicherung”.̂  ̂ As

Rilke had realised as early as the 1920s, however, such a means of assurance about one’s

place in the world had become uncomfortable, if  not impossible. Quotation could only point

towards the fact that there were no longer any firm meanings and assurances any longer, as

the world itself had become endless interpretation:

und die findigen Tiere merken es schon, 
daB wir nicht sehr verlaBlich zu Haus sind 
in der gedeuteten Welt.^^

The many instances of parodistic quotation in Leverkiihn’s works are, thus, themselves 

conveyed in a text fuU of self-conscious quotation, so that Doktor Faustus actually enshrines 

the cultural predicament o f which it speaks. By the time of writing Doktor Faustus, Mann 

was weU aware o f the current artistic climate, and quite resigned to his reliance on montage, 

which reaches new heights in this novel, Lange observes, however, that Mann himself was 

far less avant-garde in his use of montage than some o f his contemporaries. At the time of 

Doktor Faustus, he is still, despite the conditions in which he is working, seeking to reassure, 

rather than to unsettle, or at least, using his material to add a further dimension to what he is 

seeking to describe.^* Mann certainly did not go as far in ‘Erkenntnis’ as his fictional 

protagonist: if  he had been a composer, he could never have been an atonalist. As it was, 

Mann knew that he was not as radical as some of his contemporaries, such as James Joyce or 

Alfred Doblin. In a letter to Agnes Meyer in August 1944, he wrote o f his concern that a 

closer examination of Joyce’s works would reveal the Irishman to be more daring, and even a 

better writer than he was himself: “Ich ahne eine Verwandtschaft, mochte sie aber lieber nicht 

wahrhaben, weil, wenn sie vorhanden ware, Joyce allés viel besser, kühner, groBartiger

GW XI, p. 248.
Viktor Lange, ‘Thomas Mann; Tradition und Experiment’, in Beatrix Bludau, Eckhard HeArich and 

Helmut Koopman (eds.), Thomas Mann 1875-1975. Vortrage in München-Zürich-Lübeck, (Frankfurt 
am Main, Samuel Fischer Verlag, 1977), p. 582.

Rainer Maria Rilke, Duiniser Elegien, in Samtliche Werke Vol. 1, edited by the Rilke-Archive, with 
Ruth Sieber-Rilke & Ernst Sinn, (Frankfurt am Main, Insel Verlag, 1955), p. 685.

“Seine Montagepraxis ist nicht, wie die des Dadaismus, schockierend und verfremdend, sondem 
konziliant und sinnbildlich den Leser bereichemd”, V. Lange, op. cit., p. 582.
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gemacht hàtte”.̂  ̂ Mann recognised the crisis o f expression as well as any otiier

contemporary writer, but, mainly by natural disposition, he was reluctant to relinquish all

footholds in the certainties o f the old world, however unsteady these might be:

“Mein Vorurteil war, dafi neben Joyce’s exzentrischem Avantgardismus mein Werk 
wie flauer Traditionalismus wirken müsse. Daran ist wahr, dafi traditionelle 
Gebundenheit, sei sie selbst schon parodistisch gefarbt, leichtere Zuganghchkeit 
bewirkt, die Moghchkeit einer gewissen Popularitat in sich tragt. Doch ist sie mehr 
eine Sache der Haltung als des Wesens.” °̂

This attitude produces a compelling mixture o f ‘Erkenntnis’ and ‘Hof&ung’ in Doktor

Faustus.

4.1.3 The combination of ̂ Erkenntnis’ and ‘Hoffnung’

Even at its worst, the pain in Doktor Faustus is not entirely undiluted. There are various 

reasons for this and, as noted above, the ‘Erkenntnis’ in Leverkiihn’s oeuvre has its own 

‘Zweideutigkeit’ in recognising both the history from which it comes, with a tinge of regret, 

as well as its own state o f crisis. It also has much to do with Mann’s attitude to modernism 

and the text of Doktor Faustus. There are varying views about the extent o f the glimpse o f 

‘Hoffiiung’ that is offered in Dr. Fausti Weheklag. Some studies have argued forcibly 

against viewing Doktor Faustus as a Salvationist account o f the Faust legend.^* The question 

to ask, however, is at least as much whether the music offers any rehef from ‘Erkenntnis’, as 

whether Leverkuhn himself is redeemed. Perhaps the most important source of the 

‘Hoffiiung’ in the novel is that salvation is never totally denied, even though the spiritual void 

in music is filled with a perverse, non-Christian form of spirituality.

The most tangible sign o f hope beyond despair is found in the high cello G at the end of Dr.

Fausti Weheklag. This is a sure mark o f Mann’s basic optimism, against all odds. It is well

known that Adorno persuaded Mann to include a rather less hopeful ending than he had

originally intended. Mann records in the Entstehung:

Ich war zu optimistisch, zu gutmutig und direkt gewesen, hatte zu viel Licht 
angezündet, den Trost zu dick aufgetragen. Die Bedenken, die mein Kritiker 
dagegen erhob, mufite ich als nur zu berechtigt anerkennen.^^

Letter to Agnes Meyer of 5 August 1944, TM - AM, p. 577. See also Hans Rudolf Vaget, ‘Mann, 
Joyce, and the Question of Modernism in Doctor Fows/ws’, in H. Lehnert and P C Pfeiffer (eds.). 
Margins o f Modernism, p. 167-191.

GW XI, p. 205.
John Fetzer observes that the debate between the Salvationists and those who feel Mann’s Faust 

more closely reflects the ending of the chapbook is, if anything, increasing. See J. D. Fetzer, Changing 
Perceptions, p. 87.
^^GWXI, p. 294.
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But despite the agreement apparently reached between Mann and Adorno according to 

Mann’s account, Hans R. Vaget maintains that only the formulation o f that chapter, rather 

than the basic idea o f it, was changed. He still believes that the final feeling o f the novel 

remains one o f hope rather than hopelessness. Eberhard Bahr, taking into account Adorno’s 

later writing on aesthetics after the publication o f Doktor Faustus, offers a more optimistic 

view o f Adorno’s attitude by asserting that “Hoffiiung jenseits der Hofifiiungslosigkeit” is 

actually an early example of his theory o f the identity of the non-identical.^^ Vaget, 

however, offers convincing arguments to show that although Adorno was influenced by the 

same thinkers as Mann, his reading of Wagner, Goethe and Kierkegaard simply did not give 

the same credence to redemption as Mann’s did. On the contrary, Vaget notes, Adorno 

described redemption as a “sublime banality”.^  And despite the respect he undoubtedly had 

for Adorno’s views, it is Mann’s perspective that ultimately gains the upper hand. The reader 

is thus left with a more hopeful picture of the ultimate effect o f ‘Erkenntnis’ than a strict 

account o f Adorno’s modernism would have allowed on its own. In another essay, Vaget 

argues that there is a a potentiality of grace in Doktor Faustus that is virtually equal to the 

damnation, and that m this respect, the novel is testimony to Mann’s anxiety to reconcile the 

good and bad in the German spirit, not merely, as some believed, to condemn Germany/^

It is possible, however, to place too much emphasis on the high G as the ultimate sign of 

‘Hoffiiung’. Herbert Lehnert notes that neither Leverkiihn nor Zeitblom themselves ever hear 

the high G in D r Fausti Weheklag performed.^^ In fact, the last sound they actually hear in 

the novel is the “Klagelaut” that Leverkiihn emits at his final collapse. This sound, although 

it is referred to less often in studies o f the novel, not only occurs later in ftie text, but is as 

lasting a memory for Zeitblom as the high G, if  not more so: “Dabei ôffiiete er den Mund, 

wie um zu singen, aber nur ein Klagelaut, der mir fu r  immer im Ohre hangengeblieben ist, 

brach zwischen seinen Lippen hervor”/^  Whilst there may be hope in Leverkiihn’s music, 

then, it is difficult to argue that this is a hope that is fiilly accessible in the midst o f the state 

o f ‘Erkenntnis’. It is more plausible to consider it as a hope for a future, less troubled time 

than the one in which Mann was writing. This future time is quite explicitly intended to 

interact with the novel, and is referred to directly by Zeitblom as “[die] Zeit, die eines Tages

Erhard Bahr, ‘Art Desires Non-Art: The Dialectics of Art in Thomas Mann’s Doktor Faustus in the 
light of T W k&omoi's Aesthetic Theory*, in H. Lehnert and P. C. Pfeiffer (eds.), op. cit., p. 158.

Hans R  Vaget, op. cit., p. 223-224.
Hans Rudolf Vaget, ‘Amazing Grace: Thomas Mann, Adorno and the Faust myth’, in Reinhold 

Grimm & lost Hermand (eds). Our Faust? Roots and Ramifications o f a Modem German Myth, 
(Wisconsin, University of Wisconsin Press, 1987), p. 186-187.

See Herbert Lehnert, ‘Indeterminacy of the Text and the Historical Horizon’, in H Lehnert and P C 
Pfeiffer (eds.) op. cit., p. 12.

GW VI, p. 667, with my italics.
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der Leser sich zur geneigten Rezeption des Mitgeteilten nehmen wird”.̂ * The time o f novel 

is still the time o f ‘Hof&ungslosigkeit’. The words “jenseits der Hoffiiungslosigkeit” are 

therefore extremely important, in that real hope can lie only beyond the hopelessness o f the 

novel’s time, not m the midst o f it. The fragility of this hope is palpable in the text: “die 

Transzendenz der Verzweiflung, - nicht der Verrat an ihr, sondem das Wunder, das über den 

Glauben geht”.̂ ^

Holthusen compared Mann’s notion o f renewal through barbarism unfavourably with T S 

Eliot’s conviction of the possibility of a spiritual renewal."*® Yet the sense in Doktor Faustus 

of a hope that cannot be too closely defined or explored seems to echo almost perfectly the 

lines written by Ehot a few years earlier. As with the ‘Hoffiiung jenseits der 

Hoffiiungslosigkeit’, Ehot’s image is o f a hope whose very nature is to be unknown, in the 

awareness that even to mention it makes it a tangible presence all the same:

I said to my soul, be still, and wait without hope
For hope would be hope for the wrong thing; wait without love
For love would be love o f the wrong thing; yet there is faith
But the faith and the love and the hope are all in the waiting."**

Thus, although Doktor Faustus is modernist in many respects, Mann clearly had some 

difficulty in taking the final plunge into utter hopelessness. He could depict a modernist in 

Leverkuhn, but could not himself fully embrace that creed, or use the apparatus of 

modernism in anything more than a half-hearted way for his own work. This is one 

important reason why any attempt to explore the stmcture o f Doktor Faustus as twelve tone 

music must ultimately be doomed to fail. Nor could Mann find it in his heart to take 

Leverkuhn all the way to despair without any possibility o f an alternative. He reports, after 

all, that he told Leonhard Frank of Leverkuhn “daB ich nie eine Imagination... ausgenommen 

vielleicht Hanno Buddenbrook - gehebt hatte wie ihn”."*̂ It is fair to say that whilst it is 

difficult to see much ‘Hoffiiung’ from where Leverkuhn stands, it is equally difficult to read 

of his music and not discern any chinks o f tight at all in the modem condition o f 

‘Erkenntnis’. ‘Hoffiiung’ shines through these, however dimly, from a more distant 

perspective. Lukacs made a helpful comparison between Doktor Faustus and die endings o f 

Shakespearean tragedies. These often end, he said, with a glimpse o f a new world, but the 

ending does not give any details about what this new world might be tike. It is the mere 

articulation o f the possibility that offers a degree of comfort.

38 Ibid., p. 335.
Ibid., p. 651.
H. E. Holthusen, Die Welt ahne Transendem, p. 44.

"** ‘East Coker’ from Four Quartets (1944), in T. S. Eliot, op. cit., p. 126-127. 
"*^GWXI,p. 203.
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In Shakespeares groBten Tragodien, in Hamlet, in Lear, leuchtet am Schlufi das Licht 
einer aus dem tragischen Dunkel aufsteigenden neuen Welt auf. Und wer hat das 
Recht, von Shakespeare eine genaue gesellschafthche Beschreibung dieser neuen 
Welt zu fordem? Reicht es nicht aus, daB ihre Vision hnstande ist, dem Licht und 
dem Schatten im Tragischen Selbst die richtigen gesellschaftlichen-geistigen, 
kiinstlerischen Proportionen und Gewichte zu gebenT*^

In this respect, at least, transcendence is not as absent from Doktor Faustus as its 

contemporary critics, such as Holthusen, would have had readers believe. Mann himself 

cherished the notion of mercy and hope: “wie sollte ich kein Glaubiger der Gnade sein, da 

sie mir im Alter gewahrte, dies Buch zu schreiben?”.'*̂  He was anxious that his readers 

should not emerge from the novel too despondent: “Es ist ein trauriges, ja  imheimliches 

Buch... Ich kann nur hoffen, daB ein Schimmer von Geist, Gùte, Ironie all die Schrecknisse 

ertraghch macht”."̂  ̂ The hope o f transcendence is a thin line running through the pervasive 

nihilism of Leverkiihn’s oeuvre. The characteristics of that oeuvre need to be understood in 

both these contexts o f ‘Erkenntnis’ and ‘Hof&iung’.

G. Lukacs, op. cit., p. 82.
^  Letter to Agnes Meyer of 17 March 1948, TM - AM, p. 699. 

Letter to Agnes Meyer of 17 Febmary 1948, ibid., p. 693.
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4.2 The manifestation of music’s ontology 

in Leverkiihn’s compositions

4.2.1 The struggle for ‘Durchbruch’

The struggle for ‘Durchbruch’ to expression is, if anything, even more dominant throughout 

Leverkiihn’s creative life than in that o f any of his predecessor composers depicted in Doktor 

Faustus. Zeitblom states that: “Das Element eines zum ÀuBersten gehenden 

Ausdruckswillens war immer herrschend in ihm”/  Leverkiihn struggles not for expression at 

any price, but to overcome the trap of ‘Schein’ and reach a genuine form of expression.

The relationship between music and words, an important manifestation, as noted earlier, o f

music’s urge for expression, is a key focus o f Leverkiihn’s struggle for ‘Durchbruch’.

Zeitblom notices that he becomes increasingly preoccupied with this relationship during his

time in Leipzig: “Ich stellte fest, daB die Tendenz zur Vermahlung mit dem Wort, zur vokalen

Artikuliertheit ihn mehr und mehr beherrschte”.̂  Many of Leverkiihn’s compositions are

settings of words, rather than purely instrumental music. At the same time, however, he

acknowledges that music and words can never be fully interchangeable. Speaking of

Beethoven’s late quartets, he says:

Es ist nur argerlich - wenn du es nicht erfreulich nennen wdlst -, daB es in der Musik 
- wenigstens in dieser Musik - Dinge gibt, fur die im ganzen Bereich der Sprache 
beim besten Willen kein wirklich charakterisiserendes Beiwort, auch keine 
Kombination von Beiworten aufzutreiben ist.^

Gunilla Bergsten has drawn attention to Mann’s own preoccupation with the literary texts

chosen by Leverkiihn. He would apparently have quoted far more had he not been

encouraged to delete these later, probably by his daughter Erika."* On a purely practical note,

the use of particular literary texts allows Mann to give Leverkiihn’s music further layers of

meaning. The decay o f beauty and destruction of innocence in Blake’s verses, and the

destruction and isolation combined in the Dante text are all poignant reminders o f the

composer’s eventual fate. And even if  the Brentano songs were not based on the five note

figure h-e-a-e-es, to evoke the memory of haetera esmeralda, Üieir texts could hardly be more

evocative of a longing for lost naivety and goodness, contributing to the state of mind that

will make Leverkuhn receptive to the devü shortly afterwards.

*GWVI,p. 237.
 ̂Ibid., p. 215.
 ̂Ibid., p. 213.

"* G. Bergsten, Untersuchungen, p. 117.
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Leverkiihn’s work demonstrates that it is easier for a composer to bring some words together

with music than others. Zeitblom notes that he chooses the texts o f the Dante settings, in

particular, for their affinity with music, and is particularly struck by the skilful wordpainting

used in the settings.^ Zeitblom speaks o f the music that is already latent in the Brentano

poems, “die..in leichtem Schlummer hegt, daB die leiseste Beiiihnmg von berufener Hand

genügte, sie zu erwecken”.̂  Leverkiihn’s development of the relationship between music and

words reaches an important stage in the composition o f his opera, Verlorene Liebesmiih.

Here he is able to interchange words and music by reflecting and reinforcing the irony of

Shakespeare’s subject matter (and the double irony of Zeitblom’s collaboration on a work

mocking the humanism he represents) in the ironic musical setting:

Eine Emeuerung der opera buffa im Geist künstlicher Persiflage und der Persiflage 
der Kiinsthchkeit. . .  Er sprach mit Begeisterung von dem Gegenstand, der 
Gelegenheit bot, das Naturwüchsig-Tôlpelhafle neben das Komisch-Sublime zu 
stellen und eines im anderen làcherlich zu machen.^

Serialism is the culmination o f Leverkuhn’s exploration o f the relationship between music

and words. Nothing in this music is mere accompaniment, because each note of the tone row

is as important as any other. Each instrument achieves the fullest possible expression,

gaining its own unique and important voice. Music itself is on the way to becoming text, in

which each word helps another to gain its meaning, and must be read as a whole. Even

Leverkiihn’s early Keats settings, in 1913, point towards this ultimate goal, as this is

described as music in which “kein Ton der Singstimme und der vier Instrumente

unthematisch war”.* Six years later, in the Apocalipsis cum figuris, both choir and orchestra

are equally able to comment on the action. Their identities as human voices emitting words

and instruments emitting music are seen to be virtually interchangeable:

Chor und Orchestra. . .  sind in einander aufgelost; der Chor ist instrumentalisiert, 
das Orchester vokalisiert, - in dem Grade und zu dem Ende, daB tatsachlich die 
Grenze zwischen Mensch und Ding verriickt erscheint.^

Leverkùhn’s seriahsm reaches its most complete form in the late 1920s. Zeitblom describes

his chamber music of 1927 as a sort of musical prose, in which nofiiing is repeated and one

new note follows another, like words in a text. The composer himself says, inverting Mann’s

 ̂Ibid., p. 215. 
® Ibid., p. 246. 
^Ibid., p. 218.
* Ibid., p. 351. 
 ̂Ibid., p. 498.
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own assertion that he wished to write music rather than a novel: “Ich habe ... keine Sonate 

schreiben wollen, sondem einen Roman”.’®

In Leverkiihn’s final work. Dr. Fausti Weheklag, his preoccupation with the relationship

between music and word is at its most explicit, in his revocation o f Beethoven’s ninth

symphony.” Rather than the eruption of words at the end of Beethoven’s symphony, the

gradual diminution of words into music in ‘Dr Fausti Weheklag’ shows how the struggle for

expression has become pure despair:

Ein symphonischer Adagiosatz, in welchen der nach dem HoUengalopp machtig 
einsetzende Klage-Chor allmahlich übergeht, - es ist gleichsam der umgekehrte Weg 
des ‘Liedes an die Freude’, das kongeniale Negativ jenes Überganges der Symphonie 
in den Vokal-Jubel, es ist die Zuriicknahme’̂

And yet, this work of despair represents at the same time Leverkiihn’s ‘Durchbmch’. It is

dominated by the tone row, thus freeing the tonal language to achieve a fuller expression than

had been possible before. Ultimately, however, the solution to the problem of expression

comes about not simply because of Leverkiihn’s successful apphcation of his serialism, but

because, in the death o f his young nephew, he has found a much larger source of despair than

the impossibihty of musical expression. Paradoxically, in that realisation, he finds that

expression is possible. In doing so, Leverkiihn has broken his Faustian pact - not by achieving

expression per se, but because the expression is of that genuine feeling, which the devil

would have him deny. This combines the ‘Erkenntnis’ and the ‘Hoffiiung’ that are both so

crucial to Leverkiihn’s work and life. The impossibihty of ‘Schein’ means that the only

possible expression is that o f suffering itself and its expression is Leverkiihn’s greatest

achievement, at once triumphant and tragic:

Klage, Klage! Ein De profundis, das mein hebender Eifer ohne Beispiel nennt. . .  
die Rekonstruktion des Ausdriicks, der hochsten und tiefsten Ansprechung des 
Gefuhls auf einer Stufe der Geistigkeit und der Formenstrenge, die erreicht werden 
muBte, damit dieses Umschlagen kalkulatorischer Kalte in den expressiven 
Seelenlaut und kreatiirhch sich anvertrauende Herzlichkeit Ereignis werden konne? . .
. die Klage ist der Ausdrùck selbst.’̂

10 Ibid., p. 605.
’ ’ Spurred on by Mann’s own remarks in the Entstehung about the relationship of the form of his text 
to musical form, Gunilla Bergsten in particular has turned the relationship of music and the word 
around, to make a case for Dr. Fausti Weheklag itself being regarded as Mann’s attempt to render the 
whole of Doktor Faustus in musical form. This is both in terms of their common source in the Faust 
chapbook, and their common status as an ‘Endwerk’, also in the echoing of key motifs from the novel 
in Zeitblom’s description of the oratorio. See G. Bergsten, Untersuchungen, p. 230-258.
”  GW VI, p. 649.
”  Ibid., p. 643.
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Leverkiihn has a particularly hard struggle with the natural beauty in the ontology of music, 

and its too frequent historical manifestation as ‘Schein’. He yearns for beauty, but knows 

that it will not be enough to take refuge in the comforting illusion of ‘Schein’. For most of 

the novel, however, Leverkuhn’s concerns are purely musical, without the same wider 

cultural concerns about ‘Schein’ as Adorno and Mann. Leverkuhn’s awareness of 

contemporary reality is so slight that it is impossible for him to be as concerned as Adorno 

about the stultifying effect o f ‘Schein’ on people’s thought and action, or its uneasy 

relationship with the horrors o f contemporary history. In this respect, Leverkiihn diverges 

even from Nietzsche, who showed a keen awareness of the horrors lurking beneath the 

apparent beauty o f art, although, as noted in 3.2, he had approved o f ‘Schein’ as some kind 

of protection from the worst o f this. Nietzsche hints at the pain and madness that lies in store 

for those who dare to probe the depths of ‘Schein’. Only the madman, for example, has the 

insight to announce the death o f God, too early for most people to comprehend.*"^

Leverkiihn’s much narrower problem with ‘Schein’ is his inability to be taken in by the 

artifice:

Ich sehe es kommen . . .  daB ich mich vor der Abgeschmackheit, die das tragende 
Geriist.. . auch des genialen Kunstwerks ist..von den Gepflogenheiten in der 
Erzielung des Schonen - daB ich mich davor genieren, davor erroten, davor ermatten . 
. .  und das in aller Balde . . .  Ich habe vielleicht zugleich Tranen in den Augen, aber 
der Lachreiz ist übermâchtig.*^

His regret is reflected in his personal life, in his longing to be seduced into the normal social

behaviour that the gregarious Schwerdtfeger and marriage to Marie Godeau represent.

Leverkühn’s concerns about ‘Schein’ are wholly self-centred. Indeed, Kretzschmar is obliged

to point out to him that this is not a purely personal problem, but one that is common to the

age:

Weil es nur zum Teil der privaten PCTSonlichkeit angehore, zum anderen Teil aber 
über-individueller Natur und Ausdruck sei eines kollektiven Gefuhls fiir die 
historische Verbrauchtheit und Ausgeschopffheit der Kunstmittel, der Langeweile 
daran und des Trachtens nach neuen Wegen.*^

Leverkuhn is only properly forced to confront ‘Schein’ as a general problem, to which he

might hold the key, during his dialogue with the devil, when it is again made clear that this is

not simply a personal issue:

^ ’̂Hier schwieg der tolle Mensch und sah wieder seine Zuhorer an: auch sie schwiegen und blickten 
befremdet auf ihn.... >Ich komme zu &üh< sagte er dann, >ich bin noch nicht an der Zeit. Dies 
ungeheuere Ereignis ist noch unterwegs und wandert - es ist noch nicht bis zu den Ohren der Menschen 
gedrungen”, FN2, Die frohliche Wissenschaft, p. 127.

GW VI, p. 178-179.
*̂ Ibid., p. 181.
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Du findest im Gnmde wohl aber mit mir, dafi es weder sentimental noch boshaft zu 
nennen ist, wenn man die Tatsachen der Weltstunde anerkennt. Gewisse Dinge sind 
nicht mehr môglich. Der Schein der Geluhie als kompositorisches Kunstwerk, der 
selbstgenügsame Schein der Musik selbst ist unmôglich geworden und nicht zu
halten/^

Because, despite all his intellectualism, Leverkuhn cannot quite break free o f the spell which 

‘Schein’ casts, there is pathos in his harking back to the spontaneous beauty which must once 

have been possible. There is something of Mann’s own awareness of tradition in this - his 

own consciousness that the artist does not just operate in the present or even prepare the way 

for the future, but must also carry the burden of the past. The pathos o f Leverkühn’s longing 

for beauty is first clearly shown in his Dante settings. Whilst he is disturbed by his fiiend’s 

choice of the damnation scenes, Zeitblom is nonetheless moved by the appeal in Leverkühn’s 

setting of Dante’s epigram:

So moge es, tràgt ihm sein Schôpfer auf, die Leute bitten, wenn schon nicht seine
Tiefe, so doch seine Schonheit wahrzunehmen. ‘So achtet wenigstens, wie schon ich
bin!’’*

The ^peal to beauty in Leverkühn’s music is most obviously displayed in the violin 

concerto, as this is the product of Leverkühn’s relationship with Schwerdtfeger, which 

Zeitblom calls “einen kecken Anschlag der Zutraulichkeit auf die Emsamkeif’.*̂  Amongst 

Leverkühn’s compositions, it is the one that most obviously struggles between beauty and an 

inborn scorn and distrust for the artifice that composition entails. Zeitblom says that the first 

movement, the ‘Andante amoroso’, is “standig an der Grenze des Spottes gehaltene Süfie und 

Zarthchkeit”.̂  ̂It is certainly clear from Zeitblom’s description that, in giving in to this 

pathos, he does not feel that his fiiend has hved up to the quahty o f his other works.

The violin concerto is a good example of the continuing tension in Leverkühn’s work 

between seeking the large audience o f the ‘Volk’ and the appreciation of the more elite 

‘Publikum’, a key manifestation of the ontological struggle between music’s inwardness and 

its desire for ‘Diuchbruch’. The composer himself is well aware of this, recognising exactly 

what Schwerdtfeger wants: “dafi ich ein Violinkonzert fur ihn schreibe, mit dem er sich in 

der Provinz horen lassen kann”.̂ * Despite Leverkühn’s assurance to Clarissa Rodde that he 

will not be swayed, Schwerdtfeger’s wish is eventually granted. Zeitblom’s pejorative

Ibid., p. 321. 
Ibid., p. 217. 
Ibid., p. 467. 
Ibid., p. 543. 
Ibid., p. 272.
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designation of the concerto as the “Apotheose der Salonmusik”^̂  is not simply an outburst o f 

sour grapes about his fiiend’s intimacy with Schwerdtfeger. It is also a clear indication that 

Zeitblom feels the ehte ‘Publikum’ is the natural audience for music of real quality, because 

anything less than or other than that would be in danger of becoming part o f the poor taste o f 

Adorno’s dreaded ‘Kulturindustrie’.

The problem of the ‘Kulturindustrie’ was an important and vigorously debated question in the 

first half of the twentieth century, at the time when Zeitblom is writing his account o f 

Leverkühn’s compositions. In 1936, Walter Benjamin’s essay Das Kunstwerk im Zeitalter 

seiner technischen Reproduzierbarkeit drew attention to the effect on the work o f art o f the 

possibihty of mass reproduction, separating it from elevation as a select cult object. This was 

central to Benjamin’s concept o f politics as the new fimction o f the work o f art, an important 

concept in terms of music’s spiritual capacity, as well as in this context o f it gaining a wide 

audience:

Der einzigartige Wert des » e c h te n «  Kunstwerks hat seine Fundierung im Ritual, in 
dem es seinen originâren und ersten Gebrauchswert hatte....An die Stelle ihrer 
Fundierung aufs Ritual tritt ihre Fundierung auf eine andere Praxis: namlich ihre 
Fundierung auf Politik.^^

Benjamin saw the mass production o f a work o f art as a step forward, in terms o f opening the

way to appreciation by the whole o f society. This view was, o f course, at odds with that o f

Adorno who saw great danger in freeing works o f art from their aura of authority. He saw

the homogenising effects o f commercialisation, and easy appeal to a wide audience, as

ultimately harmful for that audience. Isolation was a noble, if  lonely, state for a work o f art,

and the inevitable fate of the avant-garde, which did not have wide appeal:

Durch die Übermacht der Verteilungsmechanismen, die dem Kitsch und den 
ausverkauften Kulturgütem zur Verfugung stehen, wie durch die geseUschaftliche 
hervorbrachte Pradisposition der Horer war die radikale Musik unterm spaten 
Industrialismus in vollkommene Isolierung geraten.^

In Philosophie der neuen Musik, Adorno traces back the mass conformism of music to trivia

such as radio and advertising jingles. He sees the isolation o f the avant-garde, if  painful, as

the only artistically honourable course for the composer to take:

Das als Menschheit dr^ierte Einverstandnis mit dem Horer beginnt die technischen 
Standards zu zersetzen, welche das fortgeschrittene Komponieren erreicht hatte . . .  
Die Suche nach der verlorenen Zeit findet nicht einfach heim, sondem verliert

Ibid., p. 544.
^  Walter Benjamin, Gesammelte Schrijten, Volume 1.2, edited by Rolf Tiedemann and Hermann 
Schweppenhauser, (Frankfurt am Main, Suhrkamp, 1974), p. 480 & 482. This essay does not seem to 
have been a source for Doktor Faustus. Mann does not mention it in the Entstehung, but is impressed 
by Benjamin’s “tiefsinnige Buch über das deutsche Trauerspiel”, GW XI, p. 172.
'̂‘TWAGS 12, p. 15.
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jegliche Konsistenz; willkürliche Bewahnmg des Überholten gefahrdet was sie 
bewahren will, und verstockt sie mit schlechtem Gewissen gegen das Neue.^^

We probably have a keener sense of the division between works o f art for a mass and ehte 

audience, now that the popular cinema is so much further developed than in the relatively 

early days in which Benjamin was writing so hopefully o f its potential. He perhaps 

overstated the power of the commercial work o f art, whilst Adorno may have been too 

optimistic about the power o f the avant-garde.

Adorno's view o f the honourable status of the avant-garde seems to be the main message on

the question of musical taste in relation to Leverkühn’s works. It is quite clear diat

Leverkühn’s music falls into the category o f music that ^peals to the ‘Publikum’ - none o f it

is accessible outside an initiated musical elite. The premiere oi\Às Apocalysis cum figuris,

for example, is not a popular success, and attracts a good deal o f criticism. Its supporters,

however, are deemed more intelligent than its detractors;

Aber das Werk und das Wagnis seiner Darbietung fanden inteUigente, des Wortes 
machtige Verteidiger. . .  dies Widerspiel zur nationahstisch-wagnerisch- 
romantischen Reaktion, wie sie namenthch in München zu Hause war, büdete 
durchaus auch schon ein Element unseres ofTentlichen Lebens in der ersten Halfte des 
Jahrzehnts.^*^

It might be imagined that Leverkühn’s creative ‘Durchbruch’ should have been one to a

wider hstening pubhc. But he certainly never attains the ‘Kunst mit der Menschheit auf du

und du’ that he once wistfully envisages.^^ In any event, by Adorno’s reckoning, a

‘Durchbruch’ o f this kind would have been no triumph at all, as such comfortable intimacy

was no longer possible in the contemporary world; genuine expression may be difficult to

reach, but it is almost as difficult to hear. Adorno’s brusque contrast between the feelings

conveyed by Tschaikovsky’s ‘Schlagermelodien’ and by Schoenberg makes clear that he does

not consider there is usually a correlation between the quality and genuineness o f musical

expression and the number o f people who ^preciate it:

Was voUends dem musikahschen Anti-Intellektualismus, dem Komplement zur 
Vemunft des Geschafts, Gefuhl heiBt, überlàBt meist nur sich widerstandlos dem 
Strom der kurrenten Abfolgen: absurd, daB der allbehebte Tschaikowskij, der noch 
die Verzweiflung mit Schlagermelodien portratiert, in diesen mehr an Gefuhl 
wiedergebe als der Seismograph von Schonbergs Erwartung.^*

25 Ibid., p. 15-16.
^^GW VI, p. 515-516.
^^Ibid., p. 429.

TWA GS 12, p. 20. It is important to emphasise that Adorno did not think there was usually such a 
correlation. This quotation says as much about Adorno’s view of Tsch^ovsky as about the merits or 
otherwise of popular orchestral music generally. Adorno obviously did not believe that every melody 
that captured the imagination of the wider public was poor quality of musical expression, given his high 
estimation of the depth of Beethoven’s compositions “deren Themen der Mann in der Untergrundbahn
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Leverkiihn, and the novel as a whole, both take this message on board intellectually. There is, 

nonetheless, a lingering sense o f tension between the two audiences, in which the longing for 

intimacy and popularity is never wholly quelled. Leverkühn’s attitude towards performance, 

however, is telling, and suggests that the isolation of the avant-garde has the upper hand.

This is not out o f intellectual snobbery, and a desire to appeal to a high class coterie, but 

simply artistic necessity. Leverkühn’s highly cerebral style means that alüiough his 

compositions strive towards expression, paradoxically, he does not really see them as pieces 

o f music for performance. Leverkühn’s main pleasure in composition - if  indeed, it could be 

described as pleasure at aU - is essentially selfish and inward-looking, so that his interest in 

his work seems to die once the score has been produced. This dismissal o f performance goes 

beyond his rejection o f the wider fame offered by the impresario, Saul Fitelberg. He often 

seems unwilling to attend performances of his own works, such as the 1926 premiere of his 

major oratorio, Apocalipsis cum figuris. He states quite clearly that he does not consider a 

performance to represent the actual composition, and incidentally, reinforces the divide 

between music’s ontology and its historical expressions, with the latter seen as a pale 

imitation:

Nach meiner Meinung genügt es vôUig, wenn etwas einmal gehort worden ist, 
namhch, als der Komponist es erdachte. . .  Als ob die Leute je  hôrten, was da gehôrt 
worden ist. Komponieren heiBt: einen Engelschor dem ZapfenstoBer-Orchester zur 
Exekution auftragen.^^

4.2.2 Tension between sensuality and cerebralism

Like all other compositions, Leverkühn’s works embody both the sensual and cerebral

aspects o f music’s ontology. Although they are criticised by some for their bloodless

intellectualism, the works are nonetheless unable to eradicate the natural sensual warmth of

music. In one sense, the balance between subjectivity and objectivity is tipped, in the case of

Leverkühn, to the extreme of objectivity. Yet, as noted in 3.3, it is excess subjectivity,

foreshadowed in the use o f sonata form by Beethoven and Brahms, that has culminated in

this dialectical reversal in favour o f objectivity:

Aber Freiheit ist ein anderes Wort fur Subjektivitat, und eines Tages halt es nicht 
mehr mit sich aus, irgendwann verzweifelt sie an der Moghchkeit, von sich aus 
schopferisch zu sein, und sucht Schütz und Sicherheit beim Objektiven. Die Freiheit 
neigt immer zum dialektischen Umschlag^®

vor sich hin pfeift”. See 3.3, footnote 25. In the case of Beethoven, Adorno would say that the public 
did not fully appreciate the significance of what they were hearing. In the case of Tschaikovsky, 
presumably, that there was no deeper significance to appreciate.

GW VI, p. 349.
Ibid., p. 253.
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Indeed, it must be arguable that the choice of twelve notes for a tone row is as subjective as

the choice of a motif on which to base the development section o f the sonata. In any event,

surrender to an order that is self-imposed, however strict, must equate to extreme subjectivity

o f a kind: “gebunden durch selbstbereiteten Ordnungszwang, also frei”.̂  ̂ In one sense,

therefore, it is difficult to speak at all of a balance between sensuality and cerebralism in

Leverkiihn’s compositions, as they encapsulate both extreme cerebralism and the most

complete subjectivity in a total surrender to seriahsm, and to the disease that enhances his

creativity. This, in Zeitblom’s eyes, constitutes a deadly and unstable combination:

Hitze und Kalte walteten nebeneinander in seinem Werk, und zuweilen, in den 
genialsten Augenbhcken, schlugen sie ineinander, das Espressivo ergriff den strikten 
Kontrapunkt, das Objektive rotete sich vor Gefuhl, so daB man den Eindruck einer 
gliihenden Konstruktion hatte, die mir, wie nichts anderes, die Idee des Damonischen 
nahebrachte.^^

Fetzer notes that the combination o f a cooling effect on the heat o f inspiration, as a necessary

part o f the creative process, is a characteristic of Leverkiihn that has its roots as far back as

Tonio K r o g e r .Tonio says o f feeling:

Das Gefuhl, das warme herzhche Gefuhl ist immer banal und unbrauchbar, und 
künstlerisch sind bloB die Gereiztheiten und kalte Ekstasen unseres verdorbenen, 
unseres artistischen Nervensystems. . .  Die Begabung fur Stil, Form und Ausdruck 
setzt bereits dies kühle und wahlerische Verhaltnis zum Menschlichen, ja, eine 
gewisse menschhche Verarmung und Verodung voraus.^

There are many examples throughout Doktor Faustus of Leverkiihn’s compositions 

combining cerebralism, of which he is very aware, and a yearning for the simple, 

spontaneous beauty that owes so much to music’s sensual warmth. One of the Brentano songs 

in particular. Die Lustigen Musikanten, reflects the same kind o f dualism o f system and 

human warmth as BeiBel’s hymns. Despite the knowing ‘Erkenntnis’ witii which the song is 

composed, it is sung by a boy whose voice Zeitblom describes as “unbeschreibhch zu Herzen 

gehend”.̂  ̂ This duahsm continues to the end of Leverkiihn’s composing career. Bergsten 

notes that in taking back Beethoven’s ninth symphony, reversing the ending into an orchestral 

adagio. Dr. Fausti Weheklag is actually cancelling out the human voice, die prime 

representative o f music’s sensual warmth.^ Yet even in this apparentiy final defeat, the 

sensual makes one final assault, returning as the sublime cello note offering the warmth of 

“ein Licht in der Nacht”, and acting as a final reminder that any true expression o f music’s

Ibid., p. 257, with my italics. 
Ibid., p. 237.
J. Fetzer, op. cit., p. 52 
GW Vm, p. 295.
GW VI, p. 246.
G. Bergsten, op. cit., p. 245.
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ontology can never cancel out an essential part o f it. The dangerous sexuality that is

inherent in music’s sensuality is an important feature of Leverkühn’s compositions. In their

artificial construction through the tone row, however, these compositions reflect the

awareness of sterility, as opposed to the natural fertiUty of healthy, normal sexuality. The

latter is surely an essentially human property of music, and as such, it could hardly be

adequately expressed by the composer to whom Schwerdtfeger remarks:

War deine Musik unmenschlich bisher? Dann verdankt sie ihre GroBe am Ende ihrer 
Unmenschlichkeit. . .  Ich mochte kein menschhch inspiriertes Werk von dir horen.^*

Whatever the sensual and sexual undertones and longings that constitute Leverkühn’s work,

there can be no doubt that these works also reflect the other side o f music, in their intense

cerebralism. Despite Leverkühn’s very occasional lapses into sentimentality, his mission is to

overcome the falsehood o f ‘Schein’, with the weapon o f cerebralism, which he already knows

to be a property o f music. He thus opposes the notion of ‘Erkenntnis’ to the sensual q)peal

o f ‘Schein’, as explored in 4.1. This means that Leverkühn’s compositions have an almost,

but not quite, complete objectivity: as noted above, even serialism has its measure of

subjectivity. Zeitblom is obviously concerned that the extremes of cerebralism in

‘Erkenntnis’ will pervert the nature of the art that Leverkühn’s system sets out to rescue. He

is worried that the delicate balance in music between subjectivity and objectivity will be

tipped too far in favour o f cerebralism:

Mit tiefer Sorge fi’agte ich mich, welche Anstrengungen, intellektuellen Tricks, 
Indirektheiten und Ironien nofig sein würden, [die Kunst] zu retten . . .  und zu einem 
Werk zu gelangen, das als Travestie der Unschuld den Zustand der Erkenntnis 
einbekannte, dem es abgewonnen sein würde!^^

Le\'erkühn does seem to seek out something o f the cerebralism that is part o f the ontology of 

music, quite apart firom his serialist system. In his description o f his Brentano songs,

Zeitblom says “Es wendet Musik hier ihr Auge auf sich selbst und schaut ihr Wesen an” ®̂, 

recalling the Schopenhauerean vision of music’s ‘Anfi-Sinnlichkeit’ in Kretzschmar’s lecture 

‘Die Musik und das Auge’, in which music reaches a state where it can contemplate itself 

objectively. Leverkühn’s compositions offer many examples o f Kretzschmar’s description o f 

this ‘Anfi-Sinnlichkeit’, namely music’s abihty to be judged qualitatively as much by close 

visual study of the score as by the more sensual means of simply listening to the music. 

Griepenkerl, who transcribes the opera, Verlorene Liebesmuh, calls it “eine musikalisch kaum

^^GWVI,p. 651. 
Ibid., p. 579. 
Ibid., p. 242.

^  Ibid., p. 245.
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noch wirksame Tone-Mosaik, das eher zum Lesen als zum Horen bestimmt scheme"/^ 

Leverkiihn’s nephew. Echo, likes his uncle to show him the wordpainting in the score o f the 

Ariel Songs, where the cock crows and the dog barks. Zeitblom notes that the ethereal 

quality of the settings is perceptible even “mit seines Geistes Ohr, beim Lesen”.'*̂

Leverkühn himself often seems indifferent to whether his music can be heard at all. His

compositions sometimes appear to be purely academic exercises, so complex that they are

destined only to be fully appreciated on the printed page. Zeitblom describes Verlorene

Liebesmiih as: “ein nie entspanntes und spannend halsbrecherisches Spielen der Kunst am

Rande der U n m o g lic h k e ifA n d  even though the violin concerto has a potentially wider

audience, it is still technically very difficult, and performing it pushes Schwerdtfeger to his

limits: “Der SchweiB perlte jedesmal, wenn er die Aufgabe durchgefiihrt”.'*̂  Leverkiihn’s

string trio is described as “kaum spielbar...ebenso durch seinen konstruktiven Furor, die

Himleistung, die es darstellt, wie durch die ungeahnten Klangmischungen”.'̂  ̂ The

cerebralism of the tone row lies at the heart of this almost selfish notion o f creativity. The

complexity of its construction cannot be perceived by Leverkiihn’s audience - a criticism that

Zeitblom makes the first time Leverkiihn explains the method to him. Leverkiihn’s reply

reflects the idea that cerebralism, rather than sensual appeal, can often be the mark o f the

greatest music. It also rather interestingly reveals the paradox that whilst serialism

demonstrates both an ‘art for art’s sake’ complexity that the audience cannot ^preciate, it

also helps to retain some o f the comfort o f ‘Schein’ in that it shows merely an overall order,

rather than detailed inner workings:

Wenn du unter ‘Horen’ die gaiaue Reahsierung der Mittel im einzelnen verstehst, 
durch die die hochste und strengste Ordnung, eine stemensystemhafte, eine 
kosmische Ordnung und Gesetzhchkeit zustande kommt, nein, so wkd man’s nicht 
horen. Aber diese Ordnung wird oder wùrde man horen, und ihre Wahmehmung 
wiirde eine ungekannte asthetische Genugtuung gewahren."*^

Despite this paradox, however, it is obvious that Leverkühn’s prime motivation is not to offer 

any new sort o f ‘Schein’ substitute to his audience. His music comes across as unremittingly 

intellectual. The audience needs to think about it, rather than enjoy it. It is pure expression 

with no comfort or protection, typified by the counter-tenor Evangelist o f ihs Apocalipsis 

cum figuris, “dessen kaltes Krâhen, sachlich, reporterhafl, in schauerhchem Gegensatz zu

Ibid., p. 349. 
Ibid., p. 623. 
Ibid., p. 290. 

^  Ibid., p. 544.
Ibid., p. 607. 

^  Ibid., p. 257.
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dem Inhalt seiner katastrophalen Mitteilungen stehf'/^ As Adorno wrote of Schoenberg, 

atonal music is still expressive o f emotion, but the emotion is looked upon without disguise, 

almost clinically:

Es sind nicht Leidenschaften mehr fingiert, sondem im Medium der Musik 
unverstellt leibhafte Regungen des UnbewuBten, Schocks, Traumata registriert. . .  
Die ersten atonalen Werke sind Protokolle im Sinn von psychoanalytischen 
TraumprotokoUen.'**

Despite the strong cerebralism, however, the tension between sensual emotion and high 

objectivity is never far away. Zeitblom notes that even the highly intellectual work, 

Apocalipsis cum figuris, has its paradoxes. It can prompt an emotional response to the music 

of the angelic choir (albeit a longing entirely without hope) amidst the realisation that the 

strictness o f the composer’s system is such that these are the same notes used for the laughter 

in hell. Even in the most cerebral o f its manifestations, Leverkiihn’s compositions cannot 

quite do away with sensual response, and this oratorio music, says Zeitblom, “ist Adrian 

Leverkiihn ganz. Es ist ganz die Musik, die er reprasentiert”."*̂

4.2.3 Lack of stability

Leverkiihn begins composing with a high awareness o f music’s lack o f stability, at a time

when tonality seems to have become entirely exhausted. His music sweeps away any illusion

that accepted musical language can have been anything but convention, rather than something

fixed for all time. He avoids using conventions that he considers tired out, and his very

avoidance makes them more conspicuous. By setting Klopstock’s Frühlingsfeyer simply for

baritone, organ and string orchestra, for example, he avoids obvious wordpainting such as the

timpani for God’s thunderclap, or the harp for heaven. The contingency o f musical language

is even clearer in the Apocalipsis cum figuris, which turns on its head the longstanding

convention that dissonance equals hell and harmony equals heaven:

Das ganze Werk ist von dem Paradoxon beherrscht (weim es ein Paradoxon ist), daB 
die Dissonanz darin fur den Ausdruck allés Hohen, Emsten, Frommen, Geistigen 
steht, wàhrend das Harmonische und Tonale der Welt der Holle, in diesem 
Zusammenhang also einer Welt der Banalitat und des Gemeinplatzes, vorbehalten 
ist.“

The novel asserts that in the early twentieth century, composers seem to have no more 

solutions to the problems o f the lack o f stability o f tonality as t h ^  now manifest themselves. 

The subjective inspiration o f individuals is no longer enough. Leverkiihn, however, chooses

^^Ibid., p. 500. 
^TWAGS 12, p. 44. 

Ibid., p. 503.
Ibid., p. 498.
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not to operate within the parameters estabhshed by these difBculties. He takes the ultimate

step o f rejecting the worn-out system o f tonality altogether, and imposing on music a system

of his own. Although his system has been imposed on music from the outside, offering only

a false stability and security, it does free the composer in binding him only by his own

constraints: “Gebunden durch selbstbereiteten Ordnungszwang, also frei” .̂  ̂Leverkühn’s

attitude to the tone row differs from that of Schoenberg, his real-life counterpart. For

Schoenberg, there was never any sense of a sudden imposition, whereas Leverkühn imposes

serialism quite coolly, as a pre-requisite for composing anything at all. Arnold Whittall says,

in his study of music since 1918, that the technique grew for Schoenberg out o f music itself.

The decision was organic, not to be traced back to a single point o f decision, and serialism

was not seen by Schoenberg as a substitute for tonal harmony:

To describe it as a decision is to irtmiinise the instinctive, impulsive forces at work 
when he found himself moving away from the traditional tonal techniques he had 
used so powerfully and imaginatively.^^

Leverkühn’s very full explanation of the theory before he has properly tried it for

composition is the very opposite of this almost unconscious approach. It has the flavour of a

violent imposition of the will on the course of musical history. As such it quite properly

provokes Zeitblom’s political comparison with “die aus der Revolution geborene EHktatur”.̂ ^

The problem with imposing order in the way that Leverkiihn does, is that such a system can

never be genuinely objective. It is dehvered on the composer’s authority only, and has no

prospect o f appeal to any outside, larger cosmic order as tonal music does, even at its least

stable. The subjective, imposed system can only attain objective status in so far as others are

prepared to accept it as such. Adorno noted the danger o f assuming this subjectivity was the

objectivity it appeared to be:

Das Zahlenspiel der Zwolfrontechnik und der Zwang, den es ausübt, mahnt an die 
Astrologie, und es ist keine bloBe SchruUe, daB viele ihrer Adepten dieser verfielen. 
Die Zwôlftonrationalitàt nâhert als ein geschlossenes und zugleich sich selbst 
undurchsichtiges System, in welchem die Konstellation der Mittel unmittelbar als 
Zweck und Gesetz hypostasiert wird, dem Aberglauben sich an.^

Whilst Schoenberg certainly discouraged such an approach to the tone row^^, Leverkühn 

consciously exploits music’s mathematical nature to an extreme degree. He uses the tone row 

to hide cyphers referring directly to his pact with the devil - hetaera esmeralda and “denn ich

Ibid., p. 257.
Arnold Whittall, Music since the First World War, (London, J. M. Dent & Sons Ltd., 1977), p. 120. 

^^GWVI,p. 254.
^^TWAGS 12, p. 67.

Camegy quotes from a letter from Schoenberg to his brother-in-law, Rudolf Kolisch, in which the 
composer expresses his frustration at those who over-analyse his tone rows, adding that he has “tried 
and tried to make that comprehensible to Wiesengrund [Adorno]”. See P. Camegy, op. cit., p. 50-51.
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sterbe als ein boser und guter Christ” - thus relating the technique to the dark, cabbalistic side

of music’s relationship to mathematics. Far from imbuing his compositions with precision,

Zeitblom is suspicious that this mathematical so-called rationalism is, in reality, an

abandonment o f composition to chance, shding into superstitious numerology:

Die Rationahtat, nach der du rufst, hat viel von Aberglauben, - vom Glauben an das 
ungreifbar und vag Damonische, das im Glücksspiel, im Kartenschlagen und 
Loseschütteln, in der Zeichendeutung sein Wesen treibt. Umgekehrt wie du sagst, 
scheint dein System mir eher danach angetan, die menschliche Vemunft in Magie 
aufzulosen.^^

Zeitblom’s words o f caution are a sharp reminder that cards and dice rely on apparently 

rational mathematics, but that we call those who trust in these gambles foolish or 

superstitious. We might make an exception for those who are abnormally mathematically 

clever, and might be able to ‘beat the cards’. In this case, concern is properly reserved for 

those who are less adept, but who might be encouraged by the abnormal successes to a faith 

in chance that they are unable to direct themselves. Zeitblom’s criticism o f Leverkiihn is 

made in precisely this spirit.

Leverkiihn’s twelve tone system operates like a mathematical formula, given in advance as

the method or assumption by which a set of problems should be solved. The tone row could

be described as a set o f musical assumptions that forms the basis of the whole composition,

even if  the simplicity o f these is well hidden in the work’s complexity. Within these initial

assumptions, Leverkühn is able to develop themes to an almost unlimited extent. When

describing Leverkühn’s chamber music, Zeitblom says that themes are never rec^itulated

without some sort o f embellishment, and that different sounds and themes are held together

only by the remotest o f connections. The music is thus akin to the higher reaches of

mathematics, in that what is created is internally consistent, and works within the given

formulae, but appears to most people to have httle relationship to reality. The chamber music

is a case in point, as it is virtually unplayable. Leverkühn appropriately describes the string

trio in mathematical language:

Ein Tumult von Problemen, die zusammen mit ünen Lôsungen hereinbrachen; ‘eine 
Nacht’, sagte Adrian, ‘in der es vor Blitzen nicht dunkel wird.^^

4.2.4 Spiritual capacity

Leverkühn’s compositions reflect the spiritual capacity o f music in a number o f ways. 

Virtually all o f them demonstrate in some form the ability o f music to revisit its primal

GWVI, p. 258.
Ibid., p. 607.
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begiimings, the most frequent and important manifestation in Doktor Faustus o f the spiritual 

capacity that is part o f music’s ontology. Leverkühn’s own compositions are seen to relate to 

each other in a cyclical way; they revisit each other, rather than representing a linear, forward 

development. Zeitblom remarks that the Gesta Romanorum reverts to the tonal language o f 

Verlorene Liebesmuh, whilst the style of Die Wunder des Alls is more hke that o f the two 

later oratorios. Zeitblom notes that this is a phenomenon his friend has in common with 

other composers: “solche Vorwegnahmen und Überlagerungen kommen im kreativen Leben 

ja haufig vor”.̂ *

Leverkühn’s most important method o f renewing and revisiting music is his use o f the tone 

row. In exactly the same way that it yields dissonances, the tone row can also yield 

‘banalities’ such as a simple triad or diminished seventh chord - any o f these simply arise 

from the notes chosen from the row. Taken out o f the context o f tonality, and put into the 

new context of the tone row, these instances o f tonality no longer appear outdated, but are in 

fact renewed. This phenomenon in Leverkühn’s compositions is a key example o f the cyclical 

nature of music history; ‘eternal recurrence’ o f elements of tonahty happens even when they 

have been thought to be exhausted. Zeitblom’s description of this phenomenon exphcitly 

associates it with Nietzsche’s concept o f ‘ewige Wiederkehr’, which he believes to lie at the 

very heart o f the way in which the world works:

Die Vereinigung des Âltesten mit dem Neuesten . . .  die doch mitnichten eine Tat der
Willkür ist, sondem in der Natur der Dinge hegt: sie beruht, so mochte ich sagen,
auf der Krümmung der Welt, die im Spatesten das Früheste wiederkehren lafit.^^

This recurrence in the tone row is seen to be a truly revivifying phenomenon in Leverkühn’s 

compositions. The appearance of tonal harmony in the midst o f atonahty even makes it seem 

more daring than the most outrageous dissonance. One example is the Blake songs, in which 

Leverkühn’s use o f very simple harmony, “im Verhaltnis zu der Tonsprache des Ganzen - 

‘falscher’, zerrissener, unheimlicher wirkten als die gewagtesten Spannungen”.^  Later, 

Zeitblom’s description o f HhQ Apocalipsis cum figuris as “eine explodierende 

Altertümlichkeit”^̂  perfectly captures die paradox o f the ancient and familiar made to be 

shocking. In this ‘Nietzsche novel’ o f Doktor Faustus, such instances also reflect Nietzsche’s 

doctrine o f ‘Reaktion als Fortschritt’, which is suggested by Leverkühn’s reflections when he 

first explains his system to Zeitblom:

Ibid., p. 425.
Ibid., p. 499. This recurrence in the Apocalipsis cum figuris is also mirrored by the similarity of the 

different apocaplyptic visions, in which “einer nachfiebert, was andere vorgefiebert”, ibid., p. 475. 
Ibid., p. 350.
Ibid., p. 501.
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Interessantere Lebenserscheinimgen . . .  haben wohl immer dies Doppelgesicht von 
Vergangenheit und Zukunft, wohl immer sind sie progressiv und regressiv in einem. 
Sie zeigen die Zweideutigkeit des Lebens selbst.

The combination o f progress and regression is, crucially, a result o f the knowingness with

which Leverkühn composes, in his reliance on ‘Erkenntnis’. What appears simple and

spontaneous is usually the product o f a severely intellectual process. Thus, although Dr.

Fausti Weheklag clearly recalls Monteverdi and his contemporaries, it has an extra layer o f

intellect and complexity:

Nur daB der dialektische ProzeB, durch welchen auf der Entwicklungsstufe, die 
dieses Werk einnimmt, der Umschlag von strengster Gebundenheit zur freien 
Sprache der Affekts, die Geburt der Freiheit aus der Gebundenheit, sich volbdeht, 
unendhch komplizierter, unendhch bestürzender und wunderbarer in seiner Logik 
erscheint als zur Zeit der Madrigalisten.*^^

Another example of Leverkühn drawing out the complexity of the very old occurs in his

continual development o f the fugue theme in Ùlq Apocalipsis cum figuris, which is

reminiscent o f the elaborate counterpoint o f the earliest ricercares:

Dieser Weg, in dem Rückschritt und Fortschritt, das Alte und Neue, Vergangenheit 
und Zukunft eins wurden . . .  ein neuigkeitsvoUes Zuriickgehen über Bachs und 
Handels bereits harmonische Kunst hinaus in die tiefere Vergangenheit echter 
Mehrstimmigkeit. ̂

Apparent simphcity is thus not truly spontaneous, but, as Zeitblom remarks o f the Brentano 

songs, a “Travestie der Unschuld”.̂  ̂ Leverkühn often deliberately seeks to reverse normal 

assumptions about simphcity and complexity, as in the Gesta Romanorum, where the most 

complex music is used for the simplest parts o f the stories, and an almost childlike simphcity 

for the most comphcated parts.^ Camegy notes diat this reversal o f expected values, too, can 

be traced to Nietzsche, who recognised that it was necessary to reverse values before they 

could be subject to the revaluation for which he strove.^^

Some o f Leverkühn’s compositions even regress to an era that predates civihsation itself^ in a 

quest for the cultic experience o f whose demise in modem, individuahstic music he is only 

too aware. When this topic is first raised, Zeitblom expresses fear that going back beyond 

music’s cultural state would mean embracing barbarism.^* This fear stems from his behef 

that however great a capacity music has to revisit its earhest begiomngs, it cannot be right or

Ibid., p. 258. 
Ibid., p. 644. 
Ibid., p. 494. 
Ibid., p. 242. 

^  Ibid., p. 426.Ibid., p. 426.
P. Camegy, op. cit., p. 114-115. 

^*GWVI, p. 82.
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safe to ignore progress altogetiier. The return to the cultic is particularly ^parent in

Leverkiihn’s two great oratorios, which are full o f instances o f regression to an almost

dithyrambic manifestation o f music, in which everything is subordinated to a collective

ecstatic experience. The style o f the Apocalipsis cum figuris abandons all interest in the

individual. It is described as “am Psychologischen nicht langer interessiert”, and in

composing it, Leverkühn styles himself as Perotinus Magnus, thus referring to one o f the first

known composers of polyphony. The music o f the oratorio regresses to a point even before

musical expression of any kind, in which musical notes are scarcely identifiable, singing is

whispering, and orchestral accompaniment mere sound.

Wie oft ist dieses bedrohliche Werk in seinem Drange, das Verborgenste musikalisch 
zu enthüllen, das Tier im Menschen wie seine sublimsten Regungen, vom Vorwurf 
des blutigen Barbarismus sowohl wie der blutlosen Intellektualitat getroffen 
worden!^^

So it is that the Apocalipsis is described as having “Geheul als Thema” °̂, and that Zeitblom

sees a clear danger of inhumanity and barbarism in the extreme regression it undertakes, not

least because, as noted in 3.2, the service o f music to the church is viewed in Doktor Faustus

as a merely historical phenomenon. Music has far more sinister options open to it, once the

spiritual capacity that is part o f its ontology is entirely separated from its traditional function

in organised religion:

Die Emeuerung kultischer Musik aus profaner Zeit hat ihre Gefahren. Jene, nicht 
wahr?, diente kirchlichen Zwecken, hat aber vordem auch weniger zivilisierten, 
medizinmannischen, zauberischen gedient.^^

The formlessness of the sound is encapsulated in Leverkühn’s use of the uncontrolled

ghssando in the voice as well as in orchestral instruments:

Ein aus tief kultureUen Gründen mit grôfiter Vorsicht zu behandehides Mittel, dem 
ich immer eine anti-kulturelle, ja  anti-humane Damonie abzuhoren geneigt w ar. . .  
Aber das Markerschüttemdste ist die Anwendung des Ghssando auf die menschhche 
Stimme, die doch das erste Objekt der Tonordnung und der Befieiung aus dem 
Urzustande des durch Stufen gezogenen Heulens war.^^

Leverkühn also regresses to primeval sound in Dr. Fausti Weheklag. In this case, however,

although the expression also focuses on the human voice, it is (a pun on Nepomuk’s

nickname) in the form o f an echo. The composition therefore represents progress fi’om the

ah too natural, primeval ‘Geheul’ o f human pain. Rather, the expression it attains is depicted

as nature’s giving back o f the voice to man. Even though this, too, is something reaching

back beyond the cultural form o f music, the process o f the echo does transfigure the sound

from ‘Geheul’ into the more focused ‘Klage’:

Ibid., p. 496 & 494. 
^^Ibid., p. 497.

Ibid., p. 495.
Ibid., p. 497.
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Das Echo, das Zuriickgeben des Menschenlautes als Naturlaut und seine Enthüllung 
als Naturlaut, ist wesentlich Klage, das wehmutsvoUe ‘Ach ja!’ der Natur über den 
Menschen und die versuchende Kundgebung seiner Einsamkeit.^

Despite the apparent barbarism o f Leverkühn’s compositions, the reader is rarely allowed to 

overlook the fact that the devices he uses emanate from the spiritual capacity of music diat is 

so vital a part o f its ontology. This capacity is a void that must be filled, and which 

Leverkühn has chosen to fill with a belief in the devil, constantly referring to this in his 

compositions. Doktor Faustus presents a number o f different forms o f this brand of 

spirituality. As shown in the identity between the diabolic laughter and the angelic choir in 

the Apocalipsis cum figuris, and similar convergences in Dr. Fausti Weheklag, it is difficult 

to assert that either good or evil ever truly gains the upper hand in the novel. In many ways, 

Leverkühn’s music shows him to be the most spiritual character in the novel, as it appears to 

manifest a longing for belief on both a spiritual and artistic level. It is significant, in this 

context, to note Constant Lambert’s remark in his 1934 study o f the supposed decline of 

music, that atonalism “hke blasphemy, requires a background o f behef for its fiiU effect”. 

Lambert also observes that Schoenberg’s earher work shows how devout a believer in 

tonahty he once was, and that “his later eccentricities are in direct ratio to his 

conventionahties, just as the excesses o f a revolution are in direct ratio to the previous 

oppression”. Whilst it could never be said that Leverkühn had ‘believed’ in tonality, it is 

perfectly possible to see the excesses o f his radical inteUectuahsm as in direct proportion to 

his desire to have beheved.

Zeitblom appreciates Leverkühn’s background o f behef when he reahses with some dismay 

that the Klopstock ode setting is composed as a form of atonement. Leverkühn’s behef in his 

chosen, diabohcal, form o f transcendence is nothing if  not genuine. The Ode is “ein Werk der 

attritio cordis, geschaffen, wie ich schaudemd vermute, unter den Drohungen jenes auf 

seinem Schein bestehenden Besuchers”.̂  ̂ One critic in the novel, Jimmerthal, commenting 

on the opera Verlorene Liebesmiih, gives some credence to the notion that fiiis is the work of 

a “gottgeistiger Mensch”.̂  ̂ It is therefore not entirely wishful thinking on Zeitblom’s part 

when he perceives in Leverkühn’s music a “Verlangen nach Seele”, which is symbohsed in 

his fiiend’s identification with Hans Christian Andersen’s mermaid’s struggle to gain a 

human soul:

Ibid., p. 644.
Constant Lambert, Music Ho! A Study o f Music in Decline, (London, Faber & Faber, 1934), p. 

247.
GW VI, p. 353.
Ibid., p. 350.
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Seelenlosigkeit! Ich weiB wohl, dies 1st im Gnmde, was diejenigen meinen, die das 
Wort ‘Barbarismus’ gegen Adrians Schopfimg im Munde fiihren . . .  Man verzeihe 
mir die gewissermaBen ins Blaue gerichtetete Polemik, aber Barbarei, 
Unmenschlichkeit sehe ich darin, ein solches Verlangen nach Seele - das Verlangen 
der kleinen Seejungfrau - Seelenlosigkeit zu nennen!^^

Leverkiihn’s longing for the otherworldly becomes more pronounced towards the end o f his

creative hfe, partly because o f his feeling that his nephew is a visitation from another sphere.

His Ariel songs, composed during Nepomuk’s visit, are very ethereal, and the culmination of

his work. Dr. Fausti Weheklag, is shot through with the notion of salvation, despite its

composer’s conviction that he can never attain it.

There is also some evidence in Leverkühn’s music o f manifestations of the Lutheran 

ontological characteristics o f music. Mann clearly intended Leverkühn’s music to equate 

with his view of the harmful musicality emanating from the German soul from Luther’s time, 

making the devil state: “Wenn du den Mut hattest, dir zu sagen: ‘Wo ich bin, da ist 

Kaisersaschem’, gelt, so stimmte die Sache auf einmal”.̂ * Leverkühn’s pact with the devil 

provides the «supreme example o f the ‘dear purchase’ o f composition, the sublime struggle 

and difficulty. In the constant reminders of the pact that appear in his compositions, they 

manifest clearly the Lutheran sensitivity to sin. In Leverkühn’s case, however, the ‘dear 

purchase’ o f composition hes not in the process o f composition itself, for the diabohc 

inspiration makes this much easier than is normally the case. The Apocalipsis cum figuris, 

for example, is described as if  Leverkühn were more or less taking dictation. Zeitblom writes 

o f the

. . .  ganz und gar unheimliche Rapiditat, mit der es zustande kam - der Hauptsache 
nach in viereinhalb Monaten, in einer Zeitspanne, die man ihm allenfaUs als 
mechanischer Schreiberei, als Abschrifi zugemessen hatte.^^

The struggle lies in the price that Leverkühn must pay for this ease, rather than in the process

o f composition itself. This may be because if  composition itself has become so impossible,

the stmggle that is a necessary part of it must be found elsewhere. In this struggle, Leverkühn

is as terrifying a figure as Beethoven in the doorway. The reader is left in no doubt, however,

that the suffering is a necessary concomitant of Leverkühn’s musical achievements, perhaps

even an honourable sacrifice. It is certainly not sometiiing that can be separated from music:

Die Schauer der Selbstverehnmg, ja  des kostlichen Grauens vor sich selbst, unter 
denen er sich wie ein begnadetes Mundstück, wie ein gottliches Untier erscheint... 
Das sind Schmerzen, die man fur das enorm Genossene mit Vergnügen und Stolz in 
Kauf nimmt.*°

Ibid., p. 501. 
Ibid., p. 301-302. 
Ibid., p. 477. 
Ibid., p. 307.
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4.3 Adrian Leverkiihn’s historical identity

4.3.1 Leverkiihn as intermediary between music and historical reality

Section 3.1 identified the composer as the link between the timeless ontology o f music, and 

particular socio-historical circumstances. Music itself is unable to participate in these 

historical situations without the composer’s intervention to mould its ontology into specific 

compositions. Having examined the way in which Leverkühn’s compositions manifest the 

ontology of music, the next step in understanding the connections between music and history 

in Doktor Faustus must be to consider how Leverkühn acts as an intermediary between his 

compositions and the society in which they are created. So far, this chapter has shown 

Leverkühn’s music as a music of crisis. It is reasonable to suppose that this crisis arises not 

only fi"om music itself, but ultimately fi’om some crisis of the society in which it is composed, 

which the composer cannot help but express. As this chapter will show, however, it is 

actually very difficult to make this sort of coimection through Leverkühn, beyond the 

generalised sense o f a crisis of modernity. His identity as a composer does not readily bind 

him to the Germany of the first half of the twentieth century. He is uninvolved in public life, 

and there is little sense o f him as a psychological personality beyond his tormented 

composing.

There can be no doubt that if  Mann had wanted to bridge the gap between music and history 

by showing a clear effect o f one on the other, he could easily have done so by depicting a 

composer who wrote music specifically to glorify the Third Reich. Music was an essential 

part o f the aesthetic experience o f Nazism. This is clearly demonstrated in Leni Riefenstahl’s 

film of the 1934 Nuremberg Nazi Party Rally, Triumph des Willens. The rally was planned 

from the outset as a fihn set, and uses Wagnerian music at salient points.' If Mann had 

wanted to show a composer o f a higher quality and broader range than the average composer 

o f Nazi marching tunes, he could have turned to the more subtle hnk between music and 

history when music is appropriated, often after the composer’s death, to promote political 

objectives, a category into which Beethoven falls, as well as Wagner. Beethoven was seized 

as a political symbol even though, as Ceha Applegate notes in her essay on the Germans and 

music, he was himself “clearly more concerned with human beings than with Germans as

' Peter Nowotny, in his detailed study of the film, suggests that not enough attention has been given to 
the prominence of music in its effect. The music, he says, reinforces the powerful images throughout: 
“In der Verbindung von Bild und Ton erfahrt der Film erst seine Prazisiemng”. See Peter Nowotny, 
Leni Riefenstahl: Triumph des Willens, Arbeitshefte zur Medientheorie undMedienpraxis, Vol. 3, 
(Dortmund, Nowotny, 1981), p. 128.
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such”.̂  Although Wagner was a well-known anti-Semite, the Nazis did not simply use his

views to reinforce their own stance on German nationalism. Much more important was the

extraordinary force o f Wagner’s music, and his whole sense of myth and its staging, to

encourage people to suspend their rationahty and be carried along unthinking on the tide of

the moment, as Triumph des Willens set out to do. Goebbels’ broadcast for Hitler’s birthday

celebration on 19 April 1942 sought to orchestrate the people’s response to Beethoven’s

ninth symphony, the key composition in Doktor Faustus. The speech lays bare the ends to

which the Nazis sought to use what had started out as innocent, if  stirring, music (and,

incidentally, the Germans’ awareness of the Faust legend):

Wenn jemals die deutsche Nation sich vereint gefuhlt hat in einem Gedanken und in 
einem Willen, dann in dem, ihm zu dienen und seinem Gebot zu folgen. Diesmal 
soUen die Klange der heroischen Titanenmusik, die je  einem faustischen deutschen 
Herzen entstromten, dieses Bekenntnis in eine emste und weihevoUe Hohe erheben.^

At no point during his lifetime or after his death, however, is Leverkühn’s music used in such

a way. The Nazis would have dismissed it, like other atonahty, as degenerate, and a threat to

the ‘Volk’. Indeed, so remote is Leverkühn himself from the ‘Volk’, so enclosed, as Georg

Lukacs observed, in the ‘Studierstube’ of the original Faust, that he cannot think of the ‘Volk’

outside inverted commas, as something real that could include him personallyT he  devil

whom Leverkühn struggles with is not, like Goethe’s, from the external world, but, as in

Dostoyevsky’s The Brothers Karamazov, a projection of his inner hfe. His hfe in the

‘Studierstube’ is depicted apart from, rather than entangled with, the fate o f Germany:

So entsteht ein Faust, dessen Umwelt ausschheBhch die ‘kleine Welt’ der 
Studierstube büdet, in Wechselwirkung mit jenem Leben, das an die Tür der 
Studierstube pochen muB und pochen kann.^

Leverkühn dehberately seeks out isolation, and his contact with the outside world is so scarce 

that it is diffrcult to imagine that anything he does could possibly aftect any other individual, 

much less a whole society. The impresario Fitelberg understands that Leverkühn sees his 

destiny “als etwas zu Einmahges. . .  u n d . . .  zu heihg. . .  um es mit anderen 

ausammenzuwerfen”.̂  In the three main discussion circles that depict the inteUectual history 

in the novel - the Winfiied student group, tiie “stubenreine Bohème” o f Munich before the 

war, and the KridwiB circle during the Weimar Repubhc, he plays practically no role at all. 

Zeitblom later reflects that even when Leverkühn studied theology - an otherworldly.

 ̂Celia Applegate, ‘What is German Music? Reflections on the Role of Art in the Creation of the 
Nation’, German Studies Review (Winter 1992), p. 27.
 ̂Joseph Goebbels, Das eherne Herz. Reden und Aufsûtze aus den Jahren 1941/1942, (Munich, Franz 

Eher, 1943), p. 293.
0. Lukacs, ‘Die Tragodie der modemen Kunst’, p. 78.

 ̂Ibid., p. 46.
 ̂GWVI, p. 537.
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intellectual pursuit in which he might have felt more at home - he was not really a part of the

faculty: “Du warst von ihrer Fakultat. . .  und im Gnmde mehr Hospitant als ich”/  It is clear

from Zeitblom’s description of Leverkiihn in his student days that he is not destined to

participate in society in the same way that his contemporaries will. His life is simply not

running on the same plane. His existence is in the realm of metaphysic, argument and

symbol rather than the real world in which the other students wiU eventually play their parts:

Ich spürte, nicht ohne Beklemmung, einen Schicksalsabgnmd zwischen dieser 
strebend gehobenen Jugend und seiner Existenz, den Unterschied der Lebenskurve 
zwischen gutem, ja  vortrefOichem Durchschnitt, dem bald aus dem vagierenden, 
versuchenden Burschentum ins bürgerliche Leben einzulenken bestimmt war, und 
dem unsichtbar Gezeichneten, der den Weg des Geistes und der Problematik nie 
verlassen, ihn wer weiB wohin weitergehen sollte, und dessen Blick, dessen nie ganz 
ins Brüderliche sich losende Haltung, dessen Hemmungen beim Du- und Ihr- und 
Wir-Sagen mich und wahrscheinlich auch die anderen empfinden lieB, daB auch er 
diesen Unterschied ahnte.*

It is taken for granted in the novel that Leverkiihn knows nothing o f events in the world

outside, and it must therefore be impossible for him to connect his music with the

contemporary history o f which he knows little and cares nothing. This isolation from

external events is especially evident when Zeitblom goes to take his leave o f him at the

beginning o f World War One: “Um Adrian Lebewohl zu sagen, dessen personUche

Unberùhrtheit von dem Ganzen mir die selbstverstandHchste Sache der Welt war, fiihr ich

nach Pfeiffering hinaus”.̂  Although Leverkühn says to Zeitblom “Ihr geht statt meiner”, he

goes on to admit that even if  this substitute had not been available, he would not have

participated in the war: “Ich ware ohnedies nicht gegangen. Ihr helft mir aus einer

Verlegenheit”.̂ °

Even in artistic matters, Leverkühn is quite abnormally self-absorbed. As already noted, it

takes some prompting from Kretzschmar to make him realise that his own perception of the

difficulties with the ‘Schein’ of late Romantic music indicates a more general cultural crisis

shared by his fellow musicians. And at no point does he begin to articulate the possibility

that cultural problems might reflect a deeper social crisis. The only hint o f social awareness

or conscience comes during his highly stylised final speech at Pfeiffering:

DaB allés zu schwer worden ist und Gottes armer Mensch nicht mehr aus und ein 
weiB in seiner Not, das ist wohl Schuld der Z eit. . .  Denn es heiBt: Seid nüchtem 
und wachet! Das aber ist manches Sache nicht, sondem, statt klug zu sorgen, was 
vonnoten auf Erden, damit es dort besser werde.*^

^Ibid., p. 409.
* Ibid., p. 169-170. 
 ̂Ibid., p. 404.

Ibid., p. 410.
"  Ibid., p. 662.
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Hans R. Vaget argues that this speech offers some sort o f glimpse of a new social order, or at 

least, an alternative to what has gone before/^ It is difficult, though, to see Leverkiihn’s 

‘Klage’ in Dr. Fausti Weheklag as anything other than intensely personal. The impetus for 

the composition springs directly from the death of his nephew, although those who, like 

Zeitblom, stand outside this personal situation see the revocation of far more. In his dialogue 

with Leverkühn, the devil does hint at a more direct relationship between the cultural and 

political crises, although if his remarks are meant to refer to the Holocaust, they would have 

more resonance for Zeitblom, Mann and the reader than Leverkühn himself^ as the actual 

events did not occur until nearly thirty years after the dialogue is supposed to have taken 

place:

Es wird getan . . .  im schalldichten Keller, tief unter Gottes Gehor, und zwar in 
Ewigkeit. Nein, es ist schlecht davon zu reden, es liegt abseits und auBerhalb der 
Sprache . . .  Richtig ist, daB es in der Schalldichtigkeit recht laut, maBlos und bei 
weitem das Ohr überfuUend laut sein wird von Gilfen und Girren, Heulen, Stohnen, 
Briillen, Gurgeln, Kreischen, Zetem, Griesgramen, Betteln und Folteijubel, so daB 
keiner sein eigenes Singen vemehmen wird, weils in dem allgemeinen erstickt, dem 
dichten, dicken Hollengejauchz und Schandgetriller.*^

Mann did say that the description of hell was directly connected to Nazi atrocities: “Im Ohr 

der hysterischen Deklamationen der deutschen Ansager über den »heiligen Freiheitskampf 

gegen die seelenlose M asse«  schrieb ich die Seiten über die Holle ... nicht denkbar übrigens 

ohne die innere Erfahrung des Gestapokellers’’.̂ '* These horrifying sounds could be seen to 

be reflected in the raw and unfocussed sounds o f the Apocalipsis cum figuris, but there is 

nothing to compare with the direct referentiality o f a work such as, for example,

Schoenberg’s A Survivor from Warsaw (Op. 46, 1947). Schoenberg composed this work 

following a report o f Jews finding courage, on their way to the gas chambers, in singing 

‘Shema Yisroel’, the command to love God. It is difficult to link Leverkühn with 

contemporary events, or indeed to indict him as complicit in anything at aU. Even his gmlt at 

the murder o f Schwerdtfeger, for which he blames himself, is unconvincing: “ich...will’s 

gebeicht haben, heut und hier vor euch alien, daB ich vor euch sitze auch noch als ein 

Morder”.̂  ̂ Any direct link of responsibility between Leverkühn with the horrors of Nazism, 

which happen after his mental coUapse, is simply unthinkable. There is, as J P Stem has 

observed, “very little objective evil... that Adrian actually commits”.

Hans Rudolf Vaget, ‘Kaisersaschem als geistige Lebensform. Zur Konzeption der deutschen 
Geschichte in Thomas Manns Doktor Faustus', in Wolfgang Paulsen (ed ), Der deutsche Roman und 
seine historischen undpolitischen Bedingungen, (Bern, Francke Verlag, 1977), p. 228.
"  GW VI, p. 327.
‘̂ GW XI, p. 217.

GW VI, p. 664.
J. P. Stexn, History and Allegory, p. 12.
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Even without taking account of his political non-engagement, and his lack o f awareness of 

the important historical events unfolding around him, nothing marks Leverkühn out definitely 

as a citizen of early twentieth century Germany. Zeitblom makes clear in the very first chapter 

of Doktor Faustus that Leverkühn does not himself have any sense o f belonging to particular 

groups, and by implication, to his contemporary world: “Seine Gleichgültigkeit war so groC, 

daB er kaum jemals gewahr wurde was um ihn her vorging, in welcher Gesellschaft er sich 

befand... If anything, Leverkühn is part o f a Germany long past. His home town of

Kaiseraschem not only holds the remains of Kaiser Otto m, but also recalls Luther and Faust. 

As such, the town recalls the most ancient Germany history. Although Leverkühn moves 

away fi~om Kaisersaschem when he grows up, his environment does not change substantially. 

Zeitblom muses, when they go to study theology in HaUe: “wenn ich mich lunsah in unserem 

neuen Lebenskreis, so land ich, daB der Schauplatz sich zwar erweitert, aber nicht wesentlich 

verandert hatte”. Leverkühn certainly never loses his roots in the past rather than the 

present. Gunilla Bergsten observes that: “Das geographische und soziologische Symbol der 

“faustisch-dürerischen” Sphare, die Adrian standig umgibt, ist Kaisersaschem”.*̂

None of Leverkühn’s homes seems to touch contemporary German society. When he goes to 

study theology in Halle, the reader is reminded that it is a city “dessen geistiger Raum seit 

Jahrhunderten voll war von rehgiosen Kontroversen”, and is told some of the highlights of its 

sixteenth century religious history.^** Leverkühn lives in a room overlooking the medieval 

marketplace, with his magic square on the wall, and his lecturers, especially Kumpf, recall a 

much earlier time: “auf gut alt-deutsch, ohn’ einige Bemantelung und Gleisnerei”.̂ * When 

he moves to Leipzig, also fiiU o f history, to concentrate on music, Leverkiihn writes to 

Zeitblom in a parody o f old German. Palestrina, where the dialogue with the devil takes 

place, is the birthplace o f the sixteenth century composer, and its deep roots in the past, rather 

than modem life, are emphasised when the reader is told: “Praeneste mit ihrem antiken 

Namen und als Penestrino, Tmtzburg der Fiirsten Colonna, von Dante im 27. Gesange des 

>lnfemo< erwahnt”.̂  ̂ P erh^s most importantly, Leverkiihn’s residence for eighteen years - 

most o f his composing life - is in a relic of a bygone age, the Schweigestill farm at 

Pfeiffering. Frau Schweigestill is initially surprised that someone like him should want to 

lodge there, in a place so apart fi*om modem life:

GWVI, p. 13.
Ibid., p. 124.
G. Bergsten, op. cit., 

^°GWVI, p. 118.
Ibid., p. 129.
Ibid., p. 281.
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Recht still und einfbrmig werde er es hait haben bei ihnen, übrigens auch primitiv, 
was die Bequemlichkeiten angehe . . .  sie wundere sich doch, daB ein Herr von, wenn 
sie recht verstanden habe, noch nicht DreiBig, der einer von den schônen Künsten 
nachgehe, so abseits von den Statten, wo die Kultur sich abspieie, auf dem Lande, 
sein Quartier machen wolle.^

But Leverkühn very dehberately uproots himself from the contemporary culture o f Munich, 

to move to the timeless Pfeiffering. In doing so, he not only dehberately repeats his country 

childhood, but transports himself to a bygone age: “Bald war das Klosterbarock von Haus 

Schweigestih in Sicht”.̂ "* Gunilla Bergsten’s observation that Leverkühn’s hfe does not 

proceed horizontaUy hke a melodic line, but is hke a chord, into which many centuries of 

German history are compressed, is justly much quoted.^^ Leverkühn unifies a range of 

historical periods in one creative hfe, rather than acting as a composing intermediary between 

the ontology of music and his contemporary German history. Leverkühn seems to be 

intended as the musical Faust Mann referred to in Deutschland und die Deutschen as “der 

Reprasentant der deutschen Seele”, rather than a historically specific person in his own 

right.̂ *̂  Leverkühn does not connect with one specific contemporary period of history - in 

this case, the early twentieth century Germany in which he is composing - but several at once.

4.3.2 Leverkiibn’s universal identity

A number o f studies o f Doktor Faustus have examined Leverkühn’s personal characteristics 

in the light of important figures in German cultural history such as Nietzsche, Luther, Mahler, 

or Mann himself. Each o f these is relevant to the composer’s historical identity, but more 

important Üian any single one o f these identities is the total character they create. Because 

this character encompasses so much, it can hardly be seen as an individual psychological 

identity in its own right. Indeed, the similarities to German figures seem greatly outweighed 

by the fact that Leverkühn’s characteristics strongly resemble the ontological characteristics 

o f music itself. A closer examination reveals that whilst some o f the characteristics are the 

same, others are the inverse, or perhaps, as Mann said o f Hitler’s relationship to art, a 

perversion or ‘Verhunzung’ o f music’s characteristics. Leverkühn seems far from being a 

composing individual who can mould music in interaction with his own contemporary 

society. He not only sp e a rs  to have no real connection with the specifics o f German society

^  Ibid., p. 338.
Ibid., p. 340.
“Indem Mann die horizontal verlaufende historische Zeit von funf Jahrhunderten in einem kurzen 

Menschenleben zusammendrangt, kann man sagen, daB er das Horizontale ins Vertikale, das 
Sukzessive ins Gleichzeitige verwandelt...”, G. Bergsten, op. cit., p. 175.

GW XI, p. 1132. It is worth noting in the context of Bergsten’s remarks, that Mann observes in the 
same essay that “die Deutschen sind ganz vorwiegend Musiker der Vertikale, nicht der Horizontale, 
groBere Meister der Harmonie..”.
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in the twentieth century, but is also in some sense an embodiment o f music itself, and must 

therefore find it difficult to stand outside it.

Leverkühn has characteristics in common with each of the key features o f the ontology o f 

music. First, his whole life is a tragic reflection of music’s struggle for ‘Durchbruch’. His 

string of failed relationships reflects this impulse to escape natural inwardness, as well as 

music’s uncertainty about who its audience should be. Whilst Leverkühn’s c^itulation to 

Schwerdtfeger’s advances and his bungled marriage proposal to Marie Godeau demonstrate 

his longing for intimacy, to be accepted as part o f a larger whole, like the ‘Volk’, his self- 

imposed isolation and elitism dooms him to remain outside this collective happiness. His 

relationships with Zeitblom and Jeanette Scheurl might be said to be more successful, but 

neither involves love. Other than this, Leverkühn’s relationships essentially rest on shared 

intellectual interests, as in his contact with Schildknapp, or the unequal admiration of 

acolytes, such as the comical figures of Meta Nackedey and Kunigunde Rosenstiel. His 

relationship with the Schweigestill family is more fiilfiUing. Indeed, T. J. Reed has argued 

that Frau Schweigestill is perhaps the only character who properly understands and pleads for 

Leverkühn.^^ And he does achieve a union o f sorts with Frau von Tolna, symbolised in the 

ring he wears when composing. Yet if  we take as read her identity with hetaera esmeralda, 

Leverkühn’s union is with nothing other than his art, coming full circle to music, so that he 

has not reached beyond himself at all.

Leverkühn reflects both the sensual and cerebral side of music’s ontology. His character is 

obviously heavily weighted towards cerebralism. His concentration on the matbematical and 

highly theoretical, whether the subject is marine biology or music itself^ mirrors music’s 

capacity for high abstraction. The relationship o f his character to the sensual side o f music is 

more complex. Leverkühn’s coldness is an important leitmotif in the novel, which Zeitblom 

emphasises at the very beginning and connects with the later dialogue with the devü: “Um 

ihn war Kalte - und wie wird mir zumute, indem ich dies Wort gebrauche, das auch er in 

einem ungeheuerlichen Zusammenhange einst niederschrieb”.̂ * Ignace Feuerlicht draws 

attention to Gottfiied Beim’s identification o f coldness as the inevitable state o f the modem 

artist.^^ Coldness, however, is Leverkühn’s natural state, not simply a forced attitude out o f 

necessity for art, and as such his character is a direct inversion o f music’s natural warmth.

T. J. Reed, ‘ “dafi allés verstehen allés verzeüien heifîe” Zur Dialektik zwischen Literatur und 
Gesellschaft bei Thomas Mann’, Internationales Thomas Mann Kolloquimn 1986 inLiibeck, Thomas- 
Mann-Studien Vol. 7, (Bern, Francke Verlag, 1987), p. 170.
^*GWVI, p. 13.

Ignace Feuerlicht, Thomas Mann und die Grenzen des Ich, (Heidelberg, Carl Winter 
Universitatsverlag, 1966), p. 129.
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This coldness does, however, exist in some tension with its opposite, in the form of the heat 

o f the - admittedly artificial - inspiration given to Leverkühn through his pact with the devil.

It is clear, however, that coldness will always be Leverkühn’s dominant characteristic; “kalt 

wollen wir dich, daB kaum die Flammen der Produktion heiB genug sein sollen, dich darin zu 

warmen. In sie wirst du flüchten aus deiner Lebenskalte”.̂ ® The feverish red cheeks 

Zeitblom reports Leverkühn to have in the process o f composition indicate the unhealthy 

tension between the two which rages within him

Leverkühn also reflects music’s inherent sexuahty. Although celibate for most o f his hfe,

sexuahty plays a vital role in his existence. The sexual act is necessary for him to contract the

disease that will give him his fevered inspiration. His diseased sexuahty is inevitably a

perversion of the natural, spontaneous sexuahty which is so often at the heart o f music.

Leverkühn’s abnormahty is emphasised by comparison with Zeitblom’s youthfid experiments

and his later contented marriage. There is never any prospect of Leverkühn regaining a

natural sexuahty, as he is forbidden the love that would render it natural and healthy, and

never has the innocence that must be a precondition of natural pleasure. His knowing

‘Erkenntnis’ stretches to the realm o f sexuahty, which he can discuss only if  it is not on a

personal level. Zeitblom reports that:

. . .  das Gebiet der Liebe, des Geschlechtes, des Fleisches war niemals in unseren 
Gesprachen auf eine irgend personhche und intime Weise berührt worden; niemals 
anders als durch das Medium von Kunst und Literatur, anlaBhch der Manifestationen 
der Leidenschaft in der Sphare des Geistes, hatte dies Wesen in unseren Austausch 
hineingespielt, und dabei waren sachhch wissende AuBerungen von seiner Seite 
gefahen, bei denen seine Person volhg aus dem Spiele blieb... .Dergleichen hatte 
nichts Jungferhches; es zeugte vom einem freien und gelassenen Ins-Auge-Fassen 
der Welt der Begierde.^^

It is made obvious ftiat Leverkühn takes the initiative in sealing the pact wifti the devil. He is

led to the brothel unexpectedly on his first encounter with hetaera esmeralda, but freely

chooses to return to her, and to proceed even when she warns him of her infection. Despite

Zeitblom’s vain attempts to introduce the notion of love into the event, there is no real sense

of the presence o f Eros or any other form o f love. The pact is thus sealed long before

Chapter XXV, and the devil is justified in saying he is an invited guest, because o f something

inherent in Leverkühn’s character: “Da siehst du’s, auf die Disponiertheit, die Bereitschaft,

die Einladung kommt allés an Wir schaffen nichts Neues - das ist andrer Leute Sache.

Wir entbinden nur und setzen frei”.̂ ^

GW VI, p. 332. 
Ibid., p. 195.
Ibid., p. 311 & 315.
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As a result o f his failed relationships, Leverkiihn’s hfe, like music, never really achieves 

stabihty. Each failed relationship is marked with a composition: for example, the violin 

concerto for Schwerdtfeger, Dr. Fausti Weheklag for Echo. Both Leverkiihn and music thus 

have a history that amounts to a series of episodes, seeking to solve problems that he in their 

innermost beings. At the same time, Leverkiihn’s childhood and family life at Buchel is an 

image o f stabihty to which his hfe returns in an 'eternal recurrence’ of its own, reflecting 

music’s abihty to revisit its primal begiimings. His lodgings at Pfeiffering mirror his own 

family home and its inhabitants in extraordinary detail, such as the dog whom he renames 

Suso, the siblings and the simultaneous death o f both fathers. Leverkühn’s return to his 

mother in his madness at the end o f his hfe is the final ‘Wiederkehr des Gleichen’.

Leverkiihn also reflects music’s spiritual aspects. He has an affinity with nature, which starts

firom his father’s ‘spekulieren’ in experiments, though even as a child, he is unable to take

these experiments entirely seriously. This culminates in his quasi-scientific imaginary trips to

the bottom of the ocean with Dr Capercailzie. It is clear firom these explorations tiiat, just

hke music, Leverkiihn connects with the irrational, sublime aspects of nature, which have

least relationship to what man can grasp. Zeitblom finds this aspect o f his interest in nature

especiaUy disturbing:

1st iiberhaupt eine Veranstaltung als Gottes Werk anzusprechen, zu der man 
ebensogut ‘Wenn schon’ wie ‘Hosianna’ sagen kann? Mir scheint eher das erste als 
das zweite die rechte Antwort zu sein auf zwei Dutzend Nuhen hinter einer Eins oder 
auch hinter einer Sieben, was schon gleich nichts mehr ausmacht, und keinerlei 
Grund kann ich sehen, anbetend vor der Quinquilhon in den Staub zu sinken.^^

Zeitblom is surprised to discover Leverkiihn’s spiritual side at an early age, when he

unexpectedly quotes firom the Bible: “Er errotete und ich sah ihn groB an. Es steUte sich

heraus, daB er rehgios war”.^ This rehgiosity does not, however, manifest itself in adherence

to a particular creed. Like music, Leverkiihn has a spiritual void to be filled which does not

necessarily gain its fulfilment in service to the Christian church. He chooses to fill this void

with his belief in his pact with the devil, and as noted in 4.2, the void is manifested in his

music as a “Verlangen nach Seele”. The emphasis on behef in the devil marks him out as an

adherent o f Mann’s particular brand o f Lutheranism. The Lutheran connection is also

reinforced by his father’s study o f the Lutheran Bible, his youth in the Lutheran town of

Kaisersaschem, and in his theological studies in Halle. The inteUectuahsm and medieval

Ibid., p. 361. Leverkiihn’s attitude to the natural sublime also marks him out as a less impressionable 
and more irreverent incarnation of Goethe’s Faust. There is no Erdgeist in the novel to counter 
Leverkühn’s audacity in the face of nature with: “Du gleichst dem Geist, den du begreifst,/Nicht mir!”, 
Goethe, Faust, p. 24.

GW VI, p. 64.
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superstition of Luther is to the fore in his modem reincarnation in Professor Kumpf^ who 

echoes Luther’s actions in throwing a bread roll at the devil’s supposed hiding place in a dark

comer.^^

It is evident from this short analysis that Leverkühn is not a historical composer as normally

understood, and as outlined in 3.1. His connections with both German history, and the

ontology of music are too universal to allow for this. Nonetheless, he is extremely important.

To return briefly to the analogy with Tiresias in T. S. Ehot’s The Waste Land, referred to in

4.1, Tiresias, like Leverkühn, is timeless, not a character specifically tied to the events in the

poem, and yet the pivotal figure for what Eliot seeks to express. Eliot described his role thus:

Tiresias, although a mere spectator and not indeed a “character”, is yet the most 
important personage in the poem, uniting all the rest... What Tiresias sees, in fact, is 
the substance o f the poem.^^

Leverkühn’s loss of individual identity gives him potential to be used in the novel as a 

paradigm, or a mythic figure. To attain meaning, both must transcend the specific and 

timebound. Anni Carlsson neatly encapsulates this concept in relation to Leverkühn by 

suggesting that in creating his protagonist, Mann had moved from the “ich” to the “es”.̂ ^

Part o f Leverkühn’s mythical stature derives from his sense o f the spiritual desperation in the 

quest for both musical creativity and tmthfulness in the modem age. It is this 'Erkenntnis’, 

explored in 4.1, which is his only real contact with his historical world. The idea of myth 

will be retumed to later in the thesis. For the present, however, it is sufficient to note that 

Leverkühn’s lack o f individuahty and specific relationship to the Germany o f die early 

twentieth century means that he does not fimction quite as other composers do in making the 

hnk between the universal phenomenon of music and the specifics o f society at a given 

historical point.

Can it be that works o f art cannot help but reflect the society in which they are created, or 

even have an effect on it, whether or not their creator is an active member o f that society? 

Perhaps this is so. But this explanation is not quite satisfactory. It is clear that Leverkühn 

can be understood as some sort o f paradigm or myth connecting music with society. But how 

can this understanding gain force? A myth depends for its status and effectiveness on 

continuing to be understood in a particular way by members o f a society at a given historical 

point. The next task o f this thesis must therefore be to consider the role o f Serenus Zeitblom 

in Doktor Faustus, focusing particularly on his account o f Germany. Although Leverkühn’s

Ibid., p. 132..
The Waste Land, note 218, T. S. Eliot, op. cit., p. 52. 
A Carlsson, ‘Das Faustmotiv bei Thomas Mann’, p. 85.
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commentary on music in general and his own music in particular tends to highlight 

ontological issues, the novel also shows the historicity o f his creativity, and Zeitblom is a key 

witness in establishing that historicity.

As with music, the narrative about Germany can be divided into descriptions of its timeless, 

ontological characteristics, and particular historical manifestations o f those characteristics in 

the early twentieth century, contemporaneous with Leverkühn’s music. These characteristics 

fall into the same broad categories as the characteristics o f music: the struggle for 

‘Durchbruch’, the tension between sensuality and cerebralism, lack of stability, and a spiritual 

capacity. There is less detailed narrative in Doktor Faustus about German contemporary 

histoiy than about music. As explored in 2.3, however, this may well indicate the relatively 

greater importance with which Mann regarded the historical and political material. The 

references to Germany that there are in the novel certainly reflect Mann’s known views, and 

wider information that is available about Germany m this period. These sources wül be used, 

where appropriate, to expand on the exploration of Zeitblom’s narrative about Germany in 

5.1 and 5.2.
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Chapter 5 Serenus Zeitblom’s account of Germany 

5.1 The ontological characteristics of Germany

5.1.1 The struggle for ‘Durchbruch’

Zeitblom’s narrative sees at the heart o f the ontology of Germany, just like that of music, a 

fundamental desire and struggle to achieve a ‘Durchbmch’ to the world beyond. In both 

cases, there is a tension between this outward impulse and a natural inwardness, which makes 

it difficult for those outside to reach a proper understanding o f either music or Germany. 

Chapter XXXVU o f Doktor Faustus, in which Leverkühn is visited by the impresario Saul 

Fitelberg, explores how this inwardness leads Germany to resent the rest o f the world, and to 

become painfully isolated fi'om it. Mann described Fitelberg’s approach to Leverkühn thus: 

“Es ist, als würbe die Welt um Deutschlands gesellschaffliche Einfugung. Sie wird auch jetzt 

wieder vergebens werden”.̂  Fitelberg sees as typically German all the things that are 

isolating in Leverkühn’s music - its difficulty, mathematical precision and deliberate lack of 

easy elegance:

Ihre Themen - sie bestehen fast durchweg aus geraden Werten, Halben, Vierteln, 
Achteln; sie sind zwar synkopiert und hinübergebunden, verharren aber gleichwohl 
in einer oft maschinell arbeitenden, stampfenden, hammemden Unwendigkeit und 
Uneleganz. C’est >boche< dans un degré fascinant.^

This inwardness with which Germany struggles is not simply the result o f an unfortunate lack 

o f understanding or tolerance on the part o f the rest of the world. Germany, like music, is 

seen to have the difficulty o f choosing between a desire for popular appeal, and the feeling 

that it would be more appropriate to be reserved for an elite audience. Fitelberg makes clear 

that the isolation has much to do with German pride, with thinking that the German destiny is 

“etwas zu Einmahges.. .und...zu heihg.., um es mit anderen zusammenzuwerfen”.̂  This is an 

attitude that Leverkühn only too obviously epitomises. Zeitblom exphcitly equates ‘die Welt’ 

with ‘das AuBer-Deutsche’, that is, foreign to Leverkühn.'^ Fitelberg is inevitably particularly 

familiar with the way in which this German pride divides nations in the cultural sphere, 

although the divisions are seen to go deeper than that. He notes that this proud isolation

* Letter to Agnes Meyer of 11 August 1946, TM - AM, p. 666.
 ̂GW VI, p. 534.
 ̂Ibid., p. 537.
“Trat nicht in [Marie Godeau] ihm die >Welt<, vor der er seine Einsamkeit scheute - auch was man in 

artistisch-musikalischer Hinsicht >die Welt<, das AuBer-Deutsche, nennen mochte ... entgegen? Liebte 
er sie nicht aus seiner Oratorienwelt heraus von musikalischer Theologie und mathematischem 
Zahlenzauber?”, ibid., p. 561.
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prevented Wagner, for example, from appreciating the artistic value of French impressionist 

painting/ The Germans’ adherence to this belief in their uniqueness is neatly and amusingly 

summed up in Fitelberg’s observation: “Zwar ist es ein deutscher Aberglaube, daB es drauBen 

nur Valse brilhante gibt und Emst nur in Deutschland.”^

Early on in his career, especially in the Betrachtungen eines Unpolitischen, Mann had taken a 

pride in what he saw as Germany’s uniqueness and otherness. Through the ‘Bildung’ o f Der 

Zauberberg, however, and as his political insight matured, he became more and more 

conscious of the dangers o f this inwardness and pride. He later exhorted his country to be 

ready to learn from the rest o f Europe. In 1923, he compared Germany’s experience 

unfavourably with that o f Switzerland and Austria, which had not taken on the full sense o f 

German isolation:

Spielarten deutschen Volkstums, die, vom Hauptstamm politisch friihzeitig getrennt, 
seine geistigen, sittlichen Schicksale nur bis zu einem gewissen Grade teilten - ich 
denke an die Schweiz und selbst an die Deutschen Osterreichs - haben die Fiihlung 
mit westeuropaischem Denken niemals, wie wir, verloren, und die Entartung des 
Romantismus, die uns zu Einsamen und Outlaws machte, nicht miterlebt. Es fragt 
sich, ob wir sie darum beneiden sollen.^

The problem of German inwardness is raised early on in Doktor Faustus, in a conversation

between Leverkühn and Zeitblom that is crucial to understanding both the musical and

political problems of the novel. The problem of an inwardness that frustrates the desire for

contact with the outside world is expressed in aesthetic terms. Both music and Germany are

said to require a ‘Durchbruch’ - in the same way that Faust, ultimate representative of the

German ontological state, seeks to overstep his boundaries. The ‘Durchbruch’ o f both music

and Germany requires their problematic ontology to project an appealing form to the outside

world. Whether regarded from a musical or a political perspective, beauty is the ultimate

objective, and the fate to be most dreaded is that of appearing ugly to others:

Es gibt im Gnmde nur ein Problem in der Welt, und es hat diesen Namen: Wie 
bricht man durch? Wie kommt man ins Freie? Wie sprengt man die Puppe und wird 
zum Schmetterling?*

Whilst it is Leverkühn who makes this statement, it is clear that he has not himself thought

through the potentially wider implications of his assertion that there is “nur ein Problem in

der Welt”. The statement is then eagerly seized upon by Zeitblom, who immediately goes on

to apply this aesthetic notion o f pleasing form specifically to Germany:

Sage aber nicht >Nur vom Àsthetischen handelt es<, sage nicht: >Nur!<. Man tut 
sehr unrecht, im Àsthetischen einen engen und gesonderten Teübezirk des Humanen

 ̂Ibid., p. 538
 ̂Ibid.’ p. 539.
 ̂GW Xn, p. 628, {Naturrecht undHumanitat in der Weltpolitik).

* GWVI, p. 410.
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zu sehen . .  . Asthetische Erlostheit oder Unerlostheit, das ist das Schicksal, das 
entscheidet über Glück oder Unglück, über das gesellige Zuhausesein auf Erden oder 
heillose, wenn auch stolze Vereinsamung . . .  Durchbruchsbegierde aus der 
Gebundenheit und Versiegelung im HaBhchen. . .  ich fiihle, habe immer gefuhlt und 
wül es gegen viel derben Augenschein vertreten, daB dies deutsch ist kat exochen, 
tief deutsch, die Definition des Deutschtums geradezu, eines Seelentums, bedroht 
von Versponnenheit, Einsamkeitsgift, provinzlerischer Eckensteherei, neurotischer 
Verstrickung, stülem Satanismus.^

Leverkühn’s blank and mocking reaction to this outburst suggests that Zeitblom has gone too

far. But the idea o f German unsightliness and the pathos of the struggle for beauty continues

to haunt the novel. At the end, after the horrors o f World War Two, the image is tellingly

evoked once more when Zeitblom describes Germany as “ein Volk, das sich nicht sehen

lassen kann”.̂ °

German inwardness is not only seen in Doktor Faustus as a problem to do with German 

contact with other countries, but for unity o f the people within Germany itself. The notion of 

beauty or attraction of any kind as a binding social force is a compelling one. Beauty has 

long been associated in Germany with a sense of wholeness and binding principles of order. 

The sense of classical beauty as a unifying and lasting monument to a great civilisation was 

later important to Hitler, who translated such ideals into the gymnastic movement and the 

quasi-classical architecture of Nazism. Schiller recognised the social quality o f aesthetics, 

and wrote of the idea o f beauty as a social unity, bringing out the capacity for perfection in 

all people:

Wenn schon das BedürfiiiB den Menschen in die Gesellschaft nôtigt, und die 
Vemunft gesellige Grundsatze in ihm pfianzt, so kann die Schonheit allein ihm einen 
geselligen Charakter erteüen. Der Geschmack allein bringt Harmonie in die 
Gesellschaft, weü er Harmonie in dem Individuum stiftet.^^

It is no coincidence, then, that Leverkühn, as the representative German in Doktor Faustus^

has problems of integration into society. His lack of social skills are sometimes deeply felt,

and he periodically yearns for intimacy with other human beings, or, on a grander scale, a

universal brotherhood o f music. Fitelberg implies that Leverkühn is not the first German

composer to have difficulty even with contact with his peers, mentioning that Wolf^ Brahms

and Bmckner lived in the same city, but always avoided one another. Zeitblom, too,

recogni ses the importance of being socially included, and finds this easier than Leverkühn

does. With a touch o f irony, owing much to the simüarity to his own situation as the author

 ̂Ibid., p. 411.
Ibid., p. 638.
Friedrich Schiller, Über die asthetische Erziehung des Menschen in einer Reihe von Briefen, in 

Schillers Werke. Nationalausgabe, Vol. 20, edited by Benno von Wiese with Helmut Koopmann, 
(Weimar, Hermann Bohlaus Nachfolger, 1962), p. 410.

GW VI, p. 537.
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of the Betrachtungen eines Unpolitischen, Mann makes Zeitblom refer to himself as “das

hohere Individuum”, when he, too, recognises the relief o f surrendering to a collective mood

in the euphoria o f entering World War One:

Und doch ist es fur das hohere Individuum auch wieder ein groBer GenuB, einmal - 
und wo hatte dies Einmal zu finden sein soUen, wenn nicht hier und jetzt - mit Haut 
und Haar im AUgemeinen unterzugehen.*^

In this statement o f collectivity, and in others in Doktor Faustus, there is almost as much a

sense o f danger as of relief. Mann implies that when Germany does make the ‘Durchbruch’

to internal unity, which is as difBcult as unity with others, it is a formidable and dangerous

force. There is always a sense o f mystical significance attached to the notion o f the ‘Volk’,

which is clear firom the description o f Kaiseraschem near the beginning of the novel:

Fur den Freimd der Aufhellimg behalten Wort und Begriff des >Volkes< selbst 
immer etwas Archaisch-Apprehensives, und er weiB, daB man die Menge nur als 
>Volk< anzureden braucht, wenn man sie zum Rückstândig-Bôsen verleiten will, 
was ist vor unseren Augen, oder auch nicht just vor unseren Augen, im Namen des 
>Volkes< nicht allés geschehen, was im Namen Gottes, oder der Menschheit oder 
des Rechtes nicht wohl hàtte geschehen konnen!*'^

It is not only in the fiction o îDoktor Faustus that ‘Volk’ is seen as an ontological

phenomenon. G. L. Mosse, in his history o f mass movements in Germany, emphasises that

although the collapse following World War One undoubtedly helped fascism to appeal to the

Germans, it could not have become a viable alternative to Parliamentary democracy without

having roots much deeper in German history - in this case, he believes, in the long-standing

importance o f mass movements and the unity o f leader and people in the ‘Volk’.*̂  A key

premise o f Daniel Goldhagen’s book exploring the role o f the German people in the

Holocaust is that explanations of anti-Semitism to date have given too much weight to Nazi

coercion and not enough to underlying, long-standing ideology:

Germany. . .  was a society which was in important ways fimdamentaUy different 
from oturs today, operating according to a different ontology and cosmology, 
inherited by people whose general understanding o f important realms o f social 
existence was not “ordinary” by our standards.

5.1.2 Tension between sensuality and cerebralism

These dual characteristics are as important to the ontology o f Germany in Doktor Faustus as 

they are to that o f music. Maim had long recognised the need to preserve balance between the 

two forces in the German temperament, designating the forces o f irrationalism and order

Ibid., p. 402.
‘'‘ Ibid., p. 53.

G. L. Mosse, Nationalization o f the Masses, p. 4-6. 
D. Goldhagen, Hitler's willing executioners, p. 460.
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early on as ‘Natur’ and ‘Geist’. Keith BuUivant draws particular attention to the care with

which Mann illustrated the balance between the two in crafting the earlier and later versions

of his essay Goethe und Tolstoi in 1921 and 1925, and how this concern for balance, rather

than cancelling out one force in favour of another, continued to dominate his writing

thereafter.'^ Mann was concerned to achieve the right equilibrium both in his own life and in

the life o f Germany between the two concepts of irrational, spontaneous ‘Natur’ and the more

rational and cerebral ‘Geist’. In a letter to the critic, Harry Slochower, in 1935, he noted that:

Mein Gedanke steht hier im Dienste der humanen Idee selbst, wie ich es verstehe, der 
Idee namlich, daB das Wesen des Menschen das Naturhafte und Geistige zugleich 
umfaBt, und sich erst in beiden voUendet. Es ist die Idee des Gleichgewichts, die ich 
vertrete, und die meine, ich mochte sagen: taktische Partei- und Stellungnahme zu 
den Problemen der Zeit bestimmt.'*

The ‘ Strohgesprache’ of the theology students in Halle, in which both Leverkiihn and 

Zeitblom participate, are perh^s the most important means of establishing, at an early stage 

in Doktor Faustus, Germany’s identity as a nation that is, hke the students, youthful and 

spontaneous, close to nature. The natural, effortless appeal o f music’s warmth and sensuahty 

is matched in Germany by what Deutschlin, a key member of the ‘ Winfiied’ group, calls 

“eine gewisse gewaltige Unreife”.'^ The group o f students, which Deutschlin sees as 

representative o f this phenomenon, is an example o f a form of youth mass movement that 

was firmly established in Germany long before the time o f Doktor Faustus. Theodor 

Fontane’s guidebook combining history and nature, Wanderungen durch die Mark 

Brandenburg had become required reading for youth movements by the end o f

the nineteenth century, and remained so until well into the twentieth.^® The ‘Wandervogel’ 

movement was established in 1901, and became very strong within ten years. Folk songs 

stemming from a much earlier period were an important part o f the culture of the 

movement.^' Mann was very sceptical about this early twentieth century reaction of 

‘wholesome’ youth against decadence. Whilst aware of his own problematic affinity with the 

decadent movement, he was nonetheless both fascinated and somewhat appalled by the 

opposite urge to “das Leben mit gesunden Handen an[zu]fassen”. Writing about Wilhelm 

Speyer’s noveUe for young people, Wie wir einst so glucklich waren (1909), Maim observed:

K. BuUivant, ‘TM and the Weimar Republic’, p. 58.
Letter to Harry Slochower of 1 September 1935, Briefe I, p. 398. 

'^GWVTp. 158.
G. L. Mosse, op. cit., p. 19.
Ibid., p. 175.
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Aber in der Literatur bore ich es überall pochen... Das Wandem und Schlafen im 
Freien. Die Tennispartie. Der Ritt. Das Brausebad.... Intéressant, intéressant - und 
beunruhigend/^

It is no surprise that Zeitblom observes that most o f the students were probably quite flattered

by this idea of personal and national youthfulness and naturalness. Despite the sense that this

is an ontological characteristic o f Germany there is, even at this stage in the novel, a creeping

suspicion that, as with music, this apparent ‘German’ naturalness can be rather more studied

and less spontaneous than it appears. Indeed, echoing Kretzschmar’s claim that music’s

strongest characteristic might actually be its ‘Anti-Sinnlichkeit’, Leverkiihn asserts that

spontaneity and closeness to nature are very far from the real nature of youth;

Der Junge ist zum Sehen und zum NaturgenuB gar nicht sehr aufgelegt. Er ist nach 
innen gerichtet, geistig gestimmt, dem Sinnlichen abgeneigt, meiner Meinung nach.^

Leverkiihn wonders whether Germany’s appearance o f youthfulness is not simply attributable

to the historical circumstances under which Germany came together as a nation, relatively late

in its history. Deutschlin, however, clearly sees this characteristic in firmly ontological terms.

There is an emphasis throughout Doktor Faustus on the tendency, in early twentieth century

Germany, to see in ontological terms, characteristics which, whilst they might be partly

ontological, are also caused by historical circumstance. Characteristics seen, as Deutschlin

does, “im hochsten Sion”, could not be seen as contingent, and thus open to change, but

rather, as having the dignity of unchangeable ontology, even if  they were undesirable or

harmful:

Jugend im hochsten Sinn hat nichts mit poHtischer Geschichte, iibehaupt nichts mit 
Geschichte zu tun. Sie ist eine metaphysische Gabe, etwas Essentielles, eine Struktur 
und Bestimmung. '̂*

From the beginning o f the novel, there is a clear sense that this youthful spontaneity and

naturalness can be dangerously unstmctured if  left to its own devices, in the same way that

music is seen to have become engulfed in subjectivity. It is for this reason that Leverkiihn

invokes the church as a ‘Burg der Ordnung’, when an extremely subjective version o f

religiosity is seen by the group as a particular gift o f this ‘German’ youthfulness:

“Religiositat, das ist vielleicht die Jugend selbst, es ist die Unmittelbarkeit, der Mut und die

tiefe des personalen Lebens”.̂  ̂ Leverkiihn’s response is:

Ich sehe in der Kirche auch noch, wie sie heute ist, sakularisiert und verburgerlicht, 
eine Burg der Ordnung, eine Anstalt zur objektiven Disziplinierung, Kanalisierung, 
Eindammung des rehgiosen Lebens, das ohne sie der subjektivischen VerwUderung,

Quoted from Mann’s notes for Geist und Kunst in Wolfdieter Rasch, ‘Thomas Mann und die 
Décadence’, in B Bludau, E. Heftrich andH. Koopman (eds.), Thomas Mann 1875-1975., p. 274.

GW VI, p. 157.
^^Ibid., p. 159.

Ibid., p. 160.
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dem numinosen Chaos verfiele, zu einer Welt phantastischer Unheimlichkeit, einem 
Meer von Damonie wiirde.^^

At the same time, also from an early stage in the novel, cerebralism is seen as an essential

part o f Germany’s ontological state. The very fact that the students are taking part in such

‘Strohgesprache’ is held up as evidence that the German nation, despite its natural

youthfulness, is at the same time excessively prone to self-contemplation. This dual nature

makes the German nation inherently problematic, though the subtext o f the students’

discussion is that this should be a matter o f pride rather than regret:

‘Was ich wissen mochte’, bemeikte von Teutleben, ‘das ist, ob die Jugend anderer 
Vôlker auch so auf dem Stroh liegt und sich mit den Problemen und Antinomien 
plagt.’
‘Kaum’, antwortete Deutschlin wegwerfend. ‘Die haben es allé geistig viel einfacher 
und bequemer.’̂ ^

Leverkiihn is, o f course, the supreme representative in the novel of this cerebral lack of

comfort, and at the end o f the ‘Strohgesprache’ chapter, Zeitblom notes that Leverkiihn’s

difficulty is that he will never leave this excess of cerebral self-consciousness behind, and

achieve a satisfactory balance between this and simpler, everyday hfe, whilst for the other

young people, this is simply a phase o f growing up:

Oft betrachtete ich sie bei ihren dreologisch-phdosophischen Debatten und steUte mir 
vor, dafi manchem von ihnen spater einmal seine >Winfried< -Zeit als der groCte 
Abschnitt seines Lebens erscheinen werde . . .  Ich spiirte, nicht ohne Beklemmung, 
einen Schicksalsabgrund zwischen dieser strebend gehobenen Jugend . . ,  und dem 
unsichtbar Gezeichneten, der den Weg des Geistes und die Problematik nie verlassen, 
ihn wer weiB wohin weitergehen soUte.^*

Confirmation o f Leverkiihn’s problematic future comes not long afterwards, when he seeks

out his haison with hetaera esmeralda. Zeitblom sees this as an alarming instance of the

union o f extreme cerebralism and extreme sensuality, rather than a balance between them:

Es ist eine Tatsache. . .  daB die stolzeste Geistigkeit dem Tierischen, dem nackten 
Triebe am allerunvermitteltsten gegeniibersteht. . .  es ist auch der Grund, weshalb 
ich das verdammte Abenteuer, von dem er mir berichtete, als etwas so erschreckend 
Symbolisches empfand.^

Although the ‘Strohgesprache’ are the most comprehensive exposition o f the ontological 

theme of Germany’s cerebralism, there are other references later in the novel. These often 

have emotional overtones - a longing for a spontaneity that hes below the surface, but has 

become overshadowed by its opposite characteristic. Ines Institoris is one example. She has 

an active emotional life, but needs to articulate this life rather than simply to hve it, which is

“ ibid., p. 161.
Ibid., p. 166. 

“  Ibid., p. 169. 
Ibid., p. 197.
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one of the causes of her unhappiness. Zeitblom, as her somewhat ambivalent confidant, says 

of Ines:

Sie war ja  belesen und gewohnt, ihr inneres Leben nicht stumm zu fuhren, sondem es 
zu aifikulieren, und hatte sich als Madchen sogar in der Dichtkunst versucht.^®

There is an ironic, but touching, illustration of the futility o f extreme cerebralism with little

practical application when Ines’s affair with Rudi Schwerdtfeger reaches its tragic conclusion.

Dr. Kranich, a member o f the KridwiB circle and a fellow passenger on the tram on which

Ines shoots her former lover, laments that with all his learning, he is not a “real” doctor who

can give Schwerdtfeger the medical attention he needs:

Er fugte hinzu, nie habe er mehr bedauert, nicht Mediziner, sondem nur 
Numismatiker zu sein, und wirklich erschien mir in diesem Augenblick die 
Miinzenkunde als die müfiigste der Wissenschaften, noch unnützer als die Philologie, 
was keineswegs aufiechtzuhalten ist.^^

On a wholly unironic note, the curious German combination of spontaneous innocence and

extreme self-consciousness is central to Zeitblom’s despairing lament at the end of the novel

about Germany’s fate, and the evü she has done. Zeitblom curses in particular those who

have exploited this ontological state to bring about the tragic historical conclusion:

Fluch, Fluch den Verderbem, die eine urspriinghch biedere, rechthch gesinnte, nur 
aUzu gelehrige, nur aUzu gem aus der Theorie lebende Menschenart in die Schule des 
Bosen nahmen!^^

Mann made clear in Deutschland und die Deutschen that he beheved the balance o f 

Germany’s relationship to music, whilst both sensuahty and cerebrahsm were part o f  it, to be 

more weighted towards the cerebral than the spontaneous and sensual: “die Deutschen sind... 

dem Gelehrten und SpnitueUen in der Musik weit mehr zugewandt als dem Gesanghaft- 

Volksbeglückenden”.̂  ̂ This also seems to be the burden o f the ontological argument in 

Doktor Faustus. Both sets o f ontological characteristics are part o f Germany’s timeless 

essence, but even at an early stage, the sensual is seen to be less spontaneous, and more 

cerebral, than it might initially appear.

5.1.3 Lack of stability

Germany does not have a firm, long-standing identity, and much o f its history appears to be 

about a search for national identity. Like the ontology o f music, the ontology o f Germany 

consists more o f a series o f developments than a single, stable identity. The unity o f Imperial 

Germany was estabhshed only in 1871, an event closely followed by rapid and unsettling

^®Ibid., p. 443. 
Ibid., p. 596-597. 
Ibid., p. 638.
GW XI, p. 1132.
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social and economic changes, with no period of calm consohdation. The speed of 

industriahsation was quite alienating for many people, so that, in a reaction to this change, 

their concepts of ‘Volk’ often tended to emphasise traditional rural values and virtues. The 

unity achieved was itself tenuous. Individual states retained, as they still do, strong regional 

identities dating back centuries, which could not easily be dissolved into a sense of 

nationhood overnight. Ferdinand Hoffinan notes, in his study of Mann’s epoch, that German 

unity was really first attained only in 1990, and that the unity in 1871 was somewhat 

ambiguously claimed in the name o f “Das deutsche Volk, einig in seinen Stammen”.^ 

Although there was a sense of national unity at the outset of World War One - the ‘Hurra- 

Lautheit’ fi*om which Zeitblom barely holds himself back - any stabüity Germany had 

attained was not strong enough to withstand the economic, social and pohtical ravages o f war 

without lasting damage. It is not surprising that a nation with no national identity to cling to 

should look for inspiration in a Romantic past, which Mann himself had invoked during the 

war in the Betrachtungen. All this forms the context for the picture in Doktor Faustus o f the 

lack o f stabihty in Germany’s ontology.

Mann saw the disjointedness o f the German nation as one of the major causes of difficulty in 

forming the Weimar Repubhc. He argued in an interview in 1920 that the proposed 

imposition o f a centralist model for the Repubhc, as opposed to a federation, would doom it 

to failure.^^ This lack of ‘wholeness’ was a problem that was seen by the Germans not as 

political expediency, but as something truly ontological, buried deep within the German soul. 

Hans Sluga begins his study o f the influence o f philosophers on the Third Reich by noting a 

long-term problem in Germany o f illusory order. He argues that the main issue in German 

pohtics has been a clearly ontological need “to restore and maintain an order that was 

threatened by a decay and chaos o f metaphysical dimensions,...a permanent and true order 

had to be discovered”.̂  ̂ This lack o f stabihty is not something contemplated only in 

philosophical circles. The journalist Luigi Barzini, in his study o f European nations, refers to 

“the mutable Germans”, arguing that Germany’s forms and structures have always been 

short-hved;

Germany is a trompe l’oeü. Protean country. , .  What is the shape of Proteus when 
caught unawares, at rest? . . .  Germany is, as it always was, a mutable, Proteuslike, 
unpredictable country, particularly dangerous when it is unhappy.^^

Ferdinand Hofifinann, Thomas Moam und seine Welt, (Hildesheim, Georg 01m AG, 1992), p. 141. 
D. Prater, Thomas Mann, p. 129.
Hans Sluga, Heidegger’s Crisis. Philosophy and Politics in Nazi Germany, (Cambridge MA., 

Harvard University Press, 1993), p. 22.
Luigi Barzini, The Impossible Europeans, (London, Weidenfeld & Nicholson, 1983), p. 69, 71 & 

267.
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Mann himself identified the short-lived, episodic nature of Germany’s history in his Leiden

an Deutschland, in terms that make clear that he saw this not as a new phenomenon, but as

something much more deeply rooted:

Die geschichtlichen Epochen sind sehr kurz, gerade in Deutschland. Wahrend das 
fianzosische Konigtum schlecht gerechnet ein halbes Jahrtausend gedauert hat - eine 
auBerordentlich lange Frist -, hat in Deutschland kein Geschichtsabschnitt langer als 
hundert Jahre gedauert. . .  Wer hatte gedacht, daB dem Kaiseireich von 1871 nur 
vierzig Jahre beschieden sein wurde?^*

The students of the ‘Winfiied’ group identify a continual search for order, seen in

umnistakably metaphysical terms, as a key part o f Germany’s ontology. Deutschlin asks his

fellow students: “Hast du nie vom deutschen Werden gehort,... vom unendlichen

Unterwegtsein des deutschen Wesens?”. The implication throughout Doktor Faustus is that

this sense of becoming never ends in a reality of arriving, creating an uncertainty and

instability that damages others. In its spontaneous, youthful exuberance, this may not always

matter much to Germany. Leverkiihn has the insight to remark that: “seine

Revolutionen..sind der Budenzauber der Weltgeschichte”.̂  ̂ The theme is taken up by

Zeitblom when he writes of the mood of Germany when approaching World War One.

Germany is said to regard the war as part o f its process o f becoming - the never-ending urge

for ‘Durchbruch’ to a higher form o f social hfe, which spells disaster for innocent bystanders:

Hier waltete nun fireihch . . .  ein voUig naiver Egoismus . . .  der es fur ganz 
selbstverstandhch ansieht, daB fur die deutschen Werde-Prozesse (und wir werden ja  
immer) eine ganze, schon fertigere und keineswegs auf Katastrophendynamik 
versessene Welt mit uns ihr Blut zu vergieBen hat."”̂

For Germany, as well as for music, the periods o f transition between different historical

‘solutions’ are the most painful, echoing Adorno’s words about music, that “in der

Geschichte . . .  sind die Spatwerke die Katastrophen”.*** This connection with music is an

important theme in Mann’s essay, Deutschland und die Deutschen, where he comments on

the habitually late development o f Germany’s pohtical concepts, seeing this as an extremely

destabUising phenomenon:

Die Deutschen kommen immer zu spat. Sie sind spat wie die Musik, die immer von 
alien Kiinsten die letzte ist, einen Weltzustand auszndriicken - wenn dieser 
Weltzustand schon im Vergehen begriffen ist.'̂ ^

GW Xn, p. 765.
This and the previous quotation, GW VI, p. 159. 

^  Ibid., p. 400.
TWA GS 17, p. 17. See 3.3, footnote 52.
GW XI, p. 1140-1141.
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The lack o f stability leads in German ontology to the kind o f abstraction and complexity that 

is also so much a part o f music’s ontology. Much of the discourse about Germany in Doktor 

Faustus is highly theoretical, constantly valuing the abstraction o f future possibility above the 

solidity o f present reality. In Deutschland und die Deutschen, Mann says that “[die 

Deutschen] sind auch abstrakt und mystisch wie diese ihnen teurerste Kunst - beides bis zum 

Verbrechen”.'̂  ̂ Deutschlin identifies this problem early on as an inevitable consequence o f 

Germany’s eternal state o f ‘werden’: “Sollen und Sein klaffen bei uns weiter auseinander als 

bei anderen, weil eben das Sollen sehr hoch gesetzt ist”."̂  The fateful combination of myth 

and intellectual abstraction is typified in the highly conceptual discussions of the KridwiB 

circle, and the reflections by Zeitblom, which form much of the material about contemporary 

Germany in Doktor Faustus. Whilst this kind of material undoubtedly makes it one of 

Mann’s more difficult novels, it is a tribute to the skill o f its author that in the midst of aU 

this, the narrative rarely loses its sense of being a novel, rather than a philosophical treatise. 

One o f the novel’s most compelling features is its embodiment o f the problem it seeks to 

diagnose. The very complexity of Doktor Faustus demonstrates a key ontological feature of 

music and, most importantly, o f Germany.

Mann was keenly aware that he was well qualified to write this supremely German novel, in 

that he personally tended towards a high level of abstraction in both his political writings and 

in his fiction. It is possible to criticise Mann for demonstrating the very characteristics, in his 

writing about Germany, o f which he should perhaps have been offering a sharper, more 

detached critique. Yet Mann’s writing - particularly in Doktor Faustus - can be seen as a 

highly self-aware and astute portr^al of a system in which debate and pohtical movement 

did actually function on a very abstract level. These two possibihties are explored in Keith 

Bulhvant’s essay about Mann and the pohtics of the Weimar Repubhc and Martin Swales’s 

response.'*^ Whilst BuUivant castigates Mann for his tendency to jump firom sohd pohtical 

ideas to the abstract. Swales argues that the sohdity o f German pohtical ideas was often 

iUusory. It was, after aU, a lecture on Wagner, rather than pohtics, which caused enough 

alarm to the Nazi regime to lead to Mann’s exile: this kind of impractical discourse, not 

rooted in the mundane business of everyday pohtics was, as Swales notes, a long-standing 

German characteristic.'^ Those who complained about Mann’s views about Wagner found it 

difficult to beheve that anyone, including Mann, could suppose that his words about Wagner

“̂ Ibid., p. 1141.
^G W V kp. 166.

K. BuUivant, op. cit., and Martin Swales, ‘In Defence of Weimar: Thomas Mann and the Politics of 
Republicanism’, in M. Minden (ed.), Thomas Mann p. 55-84.
^  M. Swales, op. cit., p. 74.
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were anything other than political provocation. This is shown in a letter from Dr. Siegmund

von Hausegger, one o f the leading signatories of the ‘Protest der Richard-Wagner-Stadt

München’. Hausegger appears to explain this state of affairs partly through Germany’s lack

of stable political values and structure:

Wenn Sie die Frage »R ichard  W agner« als ganzlich unpolitisch ansehen, so kann 
ich Ihnen darin nicht folgen. In Zeiten einer Umgestaltung aller Werte, wie sie die 
gegenwartige ist, will Pohtik im Sinne einer ganz bestimmt gearteteten 
Weltanschauung verstanden sein. . .  Wenn Sie aber, sehr geehrter Herr, fragen, 
weshalb unser Protest in einem Augenbhck hochstgesteigerter politischer 
Empfindlichkeit erfolgte, so mochte ich mit der Gegenfrage antworten, weshalb Herr 
Thomas Mann gerade in diesem Augenbhck seinen Artikel erscheinen heB, von dem 
er wissen muBte, daB er als eine Herausforderung empfunden wurde."*^

This kind of abstraction was hardly a new phenomenon in the 1930s, but a long-standing

characteristic o f the German world view, evidence of someüiing running much deeper. The

ideahsm of Kant, for example, had a strong emphasis on the superior reahty of the inner hfe

of the mind. This was hardly a philosophy to encourage practical action or real pohtical

engagement. Peter Gay notes in his study of the culture of the Weimar Repubhc that the key

characteristics o f Germany’s abstraction in the early twentieth century were not new:

The striking mixture o f cynicism and confidence, the search for novelty and for roots 
- the solemn irreverence - o f the twenties, were a child o f war, revolution, and 
democracy, but the elements that made it up came from both distant and the recent 
past, recalled and revived by a new generation. Goethe and Schopenhauer, historic 
dates hke 1848 and 1871, were hving reahties for the new Weimar.'**

5.1.4 Spiritual capacity

The ontological characteristic o f a spiritual edacity is shown in Doktor Faustus to be

reflected in the ontology o f Germany probably more clearly than any other o f the

characteristics it shares with music. The roots of this paraUel characteristic can be found in

Mann’s perception o f both music and Germany as essentially Romantic phenomena. In

Deutschland und die Deutschen he attributes to Germany

. . .  eine gewisse dunkle Machtigkeit und Frommigkeit, man konnte sagen: 
Altertümhchkeit der Seele, welche sich den chthonischen, irrationalen und 
damonischen Krafren des Lebens, das will sagen: den eigenthchen Quellen des 
Lebens nohe fiihlt und einer nur vemunfhgen Weltbetrachtung und Weltbehandlung 
die Widersetzhchkeit tieferen Wissens, tieferer Verbimdenheit mit dem Heihgen 
bietet.'*^

49

Letter to Peter Suhrkamp of 1 June 1933, in K. Schroter (ed.), TM im Urteil seiner Zeit, p. 205. 
Peter Gay, Weimar Culture. The Outsider as Insider, (Harmondsworth, Penguin, 1969), p. 2. 
GW Xfp. 1142-1143.

158



This could just as easily be a description of the ontology of music. Mann’s description of 

Germany’s ‘nearness to the source o f life’ implies a relationship with nature that was a 

Romantic staple, as well as a key feature o f the ontology o f music. This spiritual dimension 

o f Germany can be seen before the twentieth century in the quasi-religious visions of 

Lagarde, whom Mann referred to as the ‘praeceptor Germaniae’. G. L. Mosse emphasises a 

perennial German tendency to see this type o f spiritual knowledge as superior to the more 

tangible knowledge o f scholarship, manifested in Germany’s fondness, not only during the 

Nazi era, for festivals and monuments - physical and mental space in which this sense o f the 

cultic and universal could flourish.^®

The Romantic roots o f Germany’s spiritual capacity are estabhshed early on in Doktor

Faustus, when, in the ‘Strohgesprache’, Deutschlin defines the religiosity o f Germany in

pantheistic Romantic terms:

Rehgiositat, das ist vielleicht die Jugend selbst, es ist die Unmittelbarkeit, der Mut 
und die Tiefe des personalen Lebens, der Wille und das Vermogen, die 
Naturhaftigkeit und das Damonische des Daseins . . .  in voiler Vitahtat zu erfahren 
und zu durchleben.^*

This establishes a tendency throughout the novel to see Germany as a nation with spirituahty

at the core of its ontology, something borne out by the evidence of German thought, Martin

Heidegger, for example, spoke o f Germany as the most spiritual o f all nations. For the

Germans, he said, the spirit was “das Tragende und Herrschende, das Erste und Letzte, nicht

ein nur unentbehrhches Drittes”.̂  ̂ This is echoed by Zeitblom when he observes that

Germany is a nation, for whom ‘das Seelische’ is always the primary motivating factor, with

practical politics coming a poor second:

Bei einem Volk von der Art des unsrigen . . .  ist das Seelische immer das Primare 
und eigentlich Motivierende; die politische Aktion ist zweiter Ordnung, Reflex, 
Ausdruck, Instrument.

One important aspect o f the spiritual capacity in Germany’s ontology comes in the theme in 

Doktor Faustus o f Germany seeking out a fate, as some sort o f metaphysical, otherworldly 

obligation, somehow separate fi'om practical considerations. This relates not just to 

Leverkühn’s decisive action in contracting syphilis and securing his own artistic destiny, but 

also to Germany as a nation. Zeitblom refers to the concept of ‘Schicksal’ in relation to both 

World War One and World War Two, s^ ing  o f the word: “wie >deutsch< dies Wort, ein

G. L. Mosse, op. cit., p. 47-72. 
GW VI, p. 160.
Martin Heideggger, Einfuhrung in die Metaphysik, (Tübingen, Max Niemeyer Verlag, 1966, 3rd 

ed.), p. 36.
” GWVI, p. 408.
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vor-christlicher Urlaut, ein tragisch-mythologisch-musikdramatisches This attitude

removes the concept o f fate to a quasi-religious reahn, far beyond the control o f human

rationahty. Writing o f the war that rages about him as he writes his account of Leverkiihn’s

life, Zeitblom reflects on the German urge to seek out a fate, no matter what the practical

cost, and no matter how much this militates against reason. He concludes that this is a

distinctively German characteristic;

Ja, wir sind ein ganzlich verschiedenes, dem Nûchtem-Ûblichen widersprechendes 
Volk von machtiger tragischer Seele, und unsere Liebe gehort dem Schicksal, jedem 
Schicksal, wenn es nur eines ist, sei es auch der den Himmel mit 
Gôtterdammerungsrôte entzündende Untergang!^^

Writing about Germany’s defeat in World War One in his essay KuUur und Sozialismus,

Mann concluded that the spiritual aspect of the defeat was the most shattering for the

Germans, rather than the physical destmction:

Der Krieg ging verloren. Was aber das deutsche Gemût am defsten zerriittete und 
qualte, war nicht die physische Niederlage, der Ruin, der ungeheuere Sturz in 
staatliches Elend von der Hohe auBerer Macht. Es war eine schreckliche Beirrung: 
das Zuschandenwerden seines Glaubens, das ideelle Besiegtsein, der 
Zusammenbruch seiner Idéologie, die Katastrophe des Kraftzentrums dieser 
Idéologie, seiner Kulturidee, welche in diesem Krieg mit überwàltigt worden war.^

Another aspect o f Germany’s spiritual capacity that plays a major part in Doktor Faustus is

that the nation is drawn to collective, cultic experience, o f which the ontology of music is

supremely representative. Early on in the novel, Zeitblom’s description o f the

claustrophobic, superstitious medieval town o f Kaisersaschem is made to stand for this cultic

nature, in which, no matter what the century, “Volk immer Volk bleibt”.̂  ̂ The notion of

‘Volk’ giïins its power from its collectivity, and Zeitblom beheves that it can only be

counterbalanced by the more individualistic ends of literature:

Ich spreche vom V olk. . .  ich halte die Religion nicht fur die adaquateste Mittel, sie 
unter sicherem Verschlufi zu halten. Dazu hilfr nach meiner Meinung aUein die 
Literatur, die humanistische Wissenschafl, das Ideal des freien und schonen 
Menschen.^*

Considering the obstacles to true democracy in Germany long before he wrote Doktor 

Faustus, in Kultur und Sozialismus in 1928, Mann identified Germany’s concept o f the 

collective and mysterious ‘Volk’ as a major stumbling block. Germany was simply unable to 

think of itself as the more modem, democratic ‘Nation’. He used the German theatre as an 

example o f this phenomenon; a contemporary instance o f the religious cultic experience:

Ibid., p. 402.
”  Ibid., p. 232.
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Das deutsche Theater ist in der Tiefe verbunden mit dem Kulturgedanken und mit 
dem kultischer Gemeinschaft; aus dieser Sphare bezieht es die metaphysische Würde 
. . .  welche seine Schopfer und Dichter ihm aufgepragt haben und von der das 
demokratische Gesellschaftstheater des Westens und Siidens so wenig weiB. Dieses 
ist eine Tribune, eine Zeitung, eine Diskussionssaal, ein Instrument zur Analyse und 
spielenden Erorterungen ofifentlicher Angelegenheiten, jenes, der Idee nach, ein 
Tempel.^^

Liselotte Voss shows how Mann took care to create an atmosphere in Doktor Faustus that 

underlined this primal state not by bringing together specific places he knew from personal 

experience, but by using written sources such as the Hexerthammer and the Faust Volksbuch. 

She stresses the importance o f Kaisersaschem’s ‘Unterteuftheit’, the central notion o f an 

underlying primitivism belying the apparent modernity o f the town.^ As noted in 4.3, the 

combination of mndem sophistication and ancient cultic sense of the collective ‘Volk’ occurs 

in both Kaisersaschem and HaUe, where “eine .hinter der Aktualitat liegende Zeitentiefe 

bestandig mit leiser Geisterstimme in sie hineinspricht”.̂ * It is clear that Mann saw this 

‘Reaktion als Fortschritt’ - a potent cocktail o f the radical modem and the archaic - as an 

ontological German characteristic, which formed both its glory and its downfall. He 

described Luther himself^ in Deutschland und die Deutschen^ as “groB im deutschesten Stil, 

groB und deutsch auch in seiner Doppeldeutigkeit als befi:eiende und zugleich rûckschlâgige 

Kraft, ein konservativer Revolutionar”.*̂^

Like music, Germany’s spiritual capacity is seen in Doktor Faustus to go beyond a 

generalised Romantic inwardness, and revisitation o f cultic origins. The spiritual capacity 

also has a specifically Lutheran flavour. This is introduced at a very early stage in the novel 

through Kaisersaschem, the town which is referred to tiiereafter as Leverkiihn’s spiritual 

home and, taking Leverkiihn as die timeless representative o f German history, the identity 

which the whole of Germany can never quite shake o ff  For example, the devil retorts in 

response to Leverkiihn’s disbelief in his visitation in Italy; “Wenn du den Mut hattest, dir zu 

sagen: >Wo ich bin, da ist Kaisersaschem<, gelt, so stimmte die Sache auf einmal”.̂  ̂ The 

heavily Lutheran atmosphere is reinforced by the detailed portraits o f Leverkiihn’s theology 

lecturers in Halle, SchleppfuB and Kumpf. Both o f these are huniorously drawn characters, 

but they nonetheless underline the serious notion o f Luther the ‘rûckschlâgige Revolutionar’

^^GWXn,p. 645.
^  L Voss, Die Entstehung, p. 47. 
^ 'G W V fp. 125.
^^GWXI, p. 1133.
"  GW VI, 301-302.
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with their combination of archaic language, superstitious belief in the devü, liberal theology 

and psychosexual analysis.

The Lutheran sense o f sacrifice is also extremely important in the portrayal o f Germany in 

Doktor Faustus. Leverkiihn’s difBculties are another manifestation of the theme o f struggle 

and sacrifice that is constant in Mann’s oeuvre. As such, he is, J. P. Stem argues, die 

apotheosis o f an ethic o f sacrifice dating back to Frederick the Great. Stem sees in Mann’s 

own essay about Hitier’s hero a picture of German ontology in which greatness is derived not 

fi'om obvious success but firom die cost of effort and achievement to the individual. Over the 

course o f developing this dieme: “a scheme emerges Lu which value is commensurate with 

the catastrophic nature o f man’s existential project”.^  Stem develops this theme, and 

expands on its relevance to the tragic course of German history this century, in his 

posthumously published study. The Dear Purchase, in which Doktor Faustus features 

strongly.

64 J. P. Stem, Hitler, p. 20.
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5.2 The manifestation of Germany’s ontology 

in its twentieth century crisis

5.2.1 The struggle for ‘Durchbruch’

The historical manifestations o f Germany’s ontological characteristics in the period covered 

by Doktor Faustus - roughly the first half of the twentieth century - correspond closely with 

the historical manifestations of music’s ontology in the more or less contemporary 

compositions o f Adrian Leverkiihn. Germany shares with music two key historical 

manifestations o f the struggle for ‘Durchbruch’.

First, this ‘Durchbruch’ has become the main, and ultimately tragic, focus, whether in the 

struggle for musical or political expression to the outside world. Looking back on World 

War One in 1928, Mann said that his position in the Betrachtungen was caused by his 

conviction that the outer world o f politics and democracy was entirely foreign to Germany. 

Germany’s isolation firom political realities that were everyday matters for other countries 

was evident in the war:

Es war das dunkel-untriigliche Gefuhl, daB zuletzt diese Fremdheit und 
Widersetzhchkeit die Ursache des Krieges -, daB sie es gewesen, wodurch 
Deutschland der Einsamkeit verfallen sei und was die Welt gegen uns auf die Beine 
und in Hamisch gebracht habe.*

Prefiguring Fitelberg’s remarks in Doktor Faustus, and drawing a close comparison with the

representative medium of music, Mann had spoken of World War One in the Betrachtungen

as a struggle between “dem Geist des Lohengrin-Vorspiels und der intemationalen Eleganz”.̂

In Doktor Faustus, Germany’s urge to attain a form more acceptable to the countries outside

is seen to reach a desperate point in World War One, and then to be taken to truly iniquitous

lengths in World War Two. Both wars are seen to be the result o f a personal crisis on

Germany’s part, rather than something caused mainly by wider world pohtical events. As

Zeitblom reflects on World War One whilst World War Two rages around him, he sees the

difference between the two wars as the wilful desire in the second to involve the world

beyond Germany in what is essentiahy a personal catastrophe, whereas world conflict was not

seen as the inevitable consequence in 1914:

Auch wih ich nicht vergessen, daB wir damais vergleichsweise reinen Herzens zum 
Kriege aufbrachen und nicht meinten, es vorher zu Hause so getrieben zu haben, daB

* GW xn, p. 641-642, {Kultur und Sozialismus).
GW xn, p. 80. Saul Fitelberg remarks that it is “ein deutscher Aberglaube, daB es drauBen nur Valse 

brilliante gibt, und Ernst nur in Deutschland”, GW VI, p. 539.
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eine blutige Welt-Katastrophe als die logisch-imvermeidliche Konsequenz imserer 
inneren Aufïuhning hàtte betrachtet werden müssen. So war es, Gott sei’s geklagt, 
vor fiinf Jahren, aber nicht vor dreibig/

Whilst Leverkiihn merely jokes about World War One, and his lack of participation in it,

Zeitblom talks to him about the desire to be loved which, in Germany’s case, has taken on the

unfortunate clothing of war. He sees this state of war as Germany’s own attempt at the

'Durchbruch’ to effective expression that Leverkiihn is seeking at the same time for music:

Was mit dem Durchbruch zur Weltmacht, zu dem das Schicksal uns berufl, im 
tiefsten gemeint ist, das ist der Durchbruch zur Welt - aus einer Einsamkeit, deren wir 
uns leidend bewuBt sind, und die durch keine robuste Verflechtung ins Welt- 
Wirtschaftliche seit der Rechtsgriindung hat gesprengt werden konnen. Das Bittere 
ist, dafi die empirische Erscheinung des Kriegszuges annimmt, was in Wahrheit 
Sehnsucht ist. Durst nach Vereinigung."*

The failure of the first ‘Durchbruch’ is seen to drive Germany to World War Two. When

Mann was interviewed by the New York Times in September 1933, he described Hitler as the

means by which Germany had regained her international pride, and was able to present a

more compelling image to the rest o f the world: “Deutschland ist - in ihren Augen - endhch

wieder ein Land geworden, mit dem man rechnen mufi, ein Land, auf das man aufpassen, das

man furchten und respektieren mufi”.̂

The bungled and tragic attempt to look outwards from isolation is a key element o f the Faust

story. Georg Lukacs rightly stresses the insularity of Faust’s ‘Studierstube’ that permeates

both the Faust legend and Mann’s version of it. In Goethe’s version, Faust’s ambitions

gradually become wider and more worldly, through the Emperor’s court, and culminating in

the land reclamation project. In Mann’s Faust, however, the bid to attain pohtical form

leaves Germany facing inwards towards a ruin that is not only pohtical and economic, but

ontological, striking at the country’s very being. Yet even at this stage, when the reader is left

in no doubt of Germany’s guilt, it is stdl possible to see, through Zeitblom’s eyes, a country

whose desire to appeal to others has become an object o f pity:

Ach, es ist wohl mehr als eine Frage, dafi dieses geschlagene Volk jetzt eben darum 
irren Bhcks vor dem Nichts steht, weil sein letzter und aufierster Versuch, die 
selbsteigene pohtische Form zu finden, in so grafihchem Mifilingen untergeht.^

A second important similarity with the historical manifestation of music’s struggle for 

‘Durchbmch’ is that both Leverkühn’s music and early twentieth century Germany are seen to

 ̂Ibid., p. 400.
Ibid., p. 408-409.

 ̂New York Times, 10 September 1933, Volkmar Hansen & Gert Heine (eds.), Frage undAntwort. 
Interviews mit Thomas Mann, (Hamburg Albrecht Knaus, 1983), p. 198.
 ̂GW VI, p. 639.
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be dominated by an acute sense o f the artifice of ‘Schein’. The problem of ‘Schein’ is an 

important part o f the struggle for ‘Durchbruch’ in terms of projecting an appealing image to 

the outside world; indeed, an inevitable concomitant of it, quite as relevant to Germany as to 

music at the historical point of Doktor Faustus.

The notion of politics as an aesthetic enterprise was widespread in Germany firom early in the 

twentieth century. In its short life firom November 1918 to May 1919, the Bavarian 

Raterepublik was, for example, associated with many writers and intellectuals, including 

Heinrich Mann, who was a member of its Council o f Intellectual Workers estabhshed in 

1918. The idea of pohtics as an aesthetic phenomenon was, however, never more thoroughly 

hijacked than by the Nazi regime, which perverted reahty into an extreme form of ‘Schein’. 

Under Goebbels, the Reichskulturkammer ensured that all art served the Nazis’ objectives. 

The domination of the visual arts in particular, and condemnation o f ah forms o f artistic 

modernism as ‘degenerate’ was spurred on by Hitler’s view of himself as an artist. As noted 

earlier, as a young man he had faded to gain admission to the Austrian Academy o f Painting. 

He never properly recovered firom this rejection, though he did not take steps to gain the 

quahfications in architecture that were recommended to him by the Academy.^ Whilst the 

Nazi influence was easy to effect, and most obviously identified, in the visual arts, music was 

also a target. As noted in 4.3, the Nazis sought to appropriate the great German traditions o f 

music for their own ends. They even recorded some success in the rise of attendance at 

concerts and operas, and in amateur music-making during the period of the Third Reich. The 

musical experience was all part o f the total aesthetic experience of Nazism.*

The aestheticisation o f pohtics in Germany extended far beyond the appropriation of culture 

for pohtical ends, however, to the aestheticisation of the pohtical process itself as a 

masterpiece of outward ‘Schein’, masking deeper reahty. There could be no more impressive 

work of art than the orchestrated mass party ralhes, for which Hitler took much o f his 

inspiration fi'om the Wagnerian ‘Gesamtkunstwerk’ he had always so admired. The close 

relationship between these musical and pohtical works o f art was a source of great sadness to 

Mann:

 ̂ Ian Kershaw, Hitler 1889-1936: Hubris, (Harmondsworth, Allen Lane, 1998), p. 24.
* Richard Grunberger partly attributes the recorded increase in popularity of opera and concerts to the 
Nazis’ musical conservatism, and the wider appeal of the more conventional pieces that they chose to 
put on. He also notes that whilst Goebbels quoted impressive figures for amateur music-making, and 
even the sale of pianos, these statistics masked the stultifying effect that organised Nazi groups had on 
both adults and young people and, in some cases, very low numbers of children receiving music tuition 
at school. See Richard Grunberger, A Social History of the Third Reich, (London, Weidenfeld & 
Nicholson, 1971), p. 523.
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Die Begeistenmg, die [sein Werk] erzeugt. . .  darf nicht vergessen machen . . .  dafi es 
mit seinem Wagalaweia und seiner Stabreimerei, seiner Mischung aus Urtümlichkeit 
und Zukünftigkeit, seinem Appell an eine klassenloses Volklichkeit, seinem 
mythischreaktionaren Revolutionarismus die genaue geistige Vorform der 
>metapoliti.schen< Bewegung ist, die heute den Schrecken der Welt bildet.^

The late Wagnerian decadence that Leverkiihn finds so disturbing thus has its political

counterpart in Nazi Germany. But the parallel is not complete. Although members o f the

audience listening to Wagnerian excess might be aware that it is just that, the average German

qjpears to have been more thoroughly seduced by ‘Schein’ of the Nazi regime. Siegfiied

Kracauer, commenting on Nazi propaganda films, saw this as an essential part o f the effect o f

this ‘Schein’, given the lack o f real substance and the sinister subtext o f the political

promises:

The emphasis on these living ornaments can be traced to the intention o f captivating 
the spectator with their aesthetic qualities and leading him to believe in the solidity of 
the swastika world. Where content is lacking or cannot be revealed, the attempt is 
often made to substitute formal artistic structures for it: not for nothing did Goebbels 
call propaganda a creative art.̂ *̂

The suspension of individual critical faculties does seem to have been very much part o f the

Nazi ‘Schein’, leading frequently to an unquestioning response to a phenomenon that seems

to have been profoundly appealing on an aesthetic level. A comment from a German woman

more than fifty years after she participated in the ‘2000 Years of German Culture’ procession

in 1939 shows both the mood o f the ordinary people at the time and the lasting impression

made by the Nazi version of ‘Schein’, including the suppression o f what lay beneath it:

It was a lovely experience that I haven’t forgotten to this day at the age o f seventy. 
And officially for us, it didn’t have anything to do with politics. For us it was just a 
lovely day, where you met other people and also where we could show ourselves off 
with different sorts o f clothes and really show something - and then we were really 
quite happy. I was a rococo lady and belonged to the float with an organ on it.”

The ‘Schein’ o f the regime may have more in common with seriahsm, Leverkiihn’s imposed 

musical solution, than with ‘Wagnerian’ late Romanticism. Serialism is the result o f 

calculated use o f effect, surrendering free invention to a pre-established framework. Zeitblom 

applies to the contemporary political situation in Germany Leverkiihn’s quotation o f Kleist’s 

view that a new ‘Erkenntnis’ is necessary to rediscover an attractive ‘Schein’:

^GWXm, p. 357-358.
Siegfried Kracauer, From Caligari to Hitler. A P^chological History o f the German Film, 

(Princeton N. J., Princeton University Press, 1947), p. 302.
” Quoted in Robert S. Wistrich, Weekend in Munich. Art, Propaganda and Terror in the Third Reich, 
(London, Pavilion, 1995), p. 130.
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Das BewuBtsein müsse, meint [Kleist], durch ein Unendliches gegangen sein, damit 
die Grazie sich wdedereinfinde, und Adam müsse ein zweites Mai vom Baum der 
Erkenntnis essen, um in den Stand der Unschuld zunickzufallen.*^

A surrender to an all too convincing ‘Schein’, which is actually manufactured by calculating 

‘Erkenntnis’ must sooner or later be betrayed. Towards the end o f Doktor Faustus, Zeitblom 

describes the frustration of hopes and illusions of ordinary people caught up in the ‘Schein’ 

when he writes o f :

Der Blutstaat. . .  bei dessen das Menschenrecht durchstreichenden Verkündigungen 
ein Taumel von Überglück die Menge hinrifi, und unter dessen grellen Bannem 
unsere Jugend mit blitzenden Augen, in hellem Stolz und im Glauben fest, 
marschierte.^^

The ordinary German might well lament, therefore, with Leverkühn, his or her seduction by 

‘Schein’ - something apparently a source of innocent aesthetic pleasure, but which, in reality, 

conceals a terrible poison; “es war nur ein Schmetterhng und eine bunte Butterfliege, die hatt 

es mir angetan durch Beriihrung . . .  da war ich eingeweiht und die Versprechung 

geschlossen”.̂ "* It may be tempting to criticise those in Nazi Germany who were taken in by 

the deception o f ‘Schein’. Yet the imagery of Hitler and the Nazi regime still seems to exert 

compelling power, even when the objective is to treat it as a legitimate and important object 

of serious historical enquiry. Saul Friedlander argues in his essay on this subject that even 

where a work o f art seeks to understand the historical phenomenon of Nazism, it can lead to a 

new fascination with Nazi mythology, demonstrating its extraordinary staying power as an 

aesthetic phenomenon. Friedlander expresses unease about “the declared moral and 

ideological position o f the author or film-maker, the condemnation o f Nazian and the will to 

understand, and the aesthetic effect, be it literary or cinematographic”.*̂

5.2.2 Tension between sensuality and cerebralism

The particular balance between sensuality and cerebralism at this crisis point in Germany’s 

history is as important as the balance in Leverkühn’s music, and takes a similar form. The 

simple, sensual, eternal youth of Germany is manifested in the early twentieth century as the 

rather less attractive phenomenon of the youth who refuses to grow up, whose simplicity is 

played upon by a cunning political operator. The success o f the Nazis owed much to Hitler’s 

ability to simplify values and concepts in ways that were readily accepted by the general

*^GW VI, p. 410-411.
Ibid., p. 638-639.
Ibid., p. 660.
Saul Friedlander, Reflections o f Nazism: An Essay on Kitsch and Death, (New York, Harper & 

Row, 1984), (translated from the French by Thomas Weyr), p. 20.
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public because they built on currents that were already present in German society. Hitler’s

manipulation o f young people’s movements - the youth o f the ‘youthful’ nation - was

particularly effective. In Doktor Faustus, the devil describes the susceptibility of the young as

they throw their energies into selfless devotion without pausing to differentiate between what

is healthy and what is not;

Vor dem Faktum der Lebenswirksamkeit, mein Outer, wird jeder Unterschied von 
Krankheit und Gesundheit zunichte. Eine ganze Horde und Generation empfanghch- 
kemgesunder Buben stûrzt sich auf das Werk des kranken Genius, des von Krankheit 
Genialisierten, bewundert, preist, erhebt es, fuhrt es mit sich fort, wandelt es unter 
sich ab.^^

Though not all youth groups were favourable towards Hitler, he certainly drew inspiration

from them, and the common ground o f the ideal of the ‘Volk’. The ‘Rebarbarisierung’ o f

Germany was, Mann noted in his diary, “mit Hdfe einer stark vereinfachten Jugend

vorgenommen”. This was the very simphfrcation about which Marm had expressed fears in

his letter to Ernst Bertram ten years earher.^* Marm saw Nazism as a simple fairytale which,

when transposed into pohtics, became a he:

National-Soziahsmus heifit: >lch wih uberhaupt das Soziale nicht, ich wih das 
Volksmarchen.< Er ist damit, versteht sich, auf seine ahermhdeste, ahergeistigste 
Formel gebracht. DaB der auBerdem, reahter, eine schmutzige Barbarei ist, kommt 
daher, daB im pohtischen Bereich das Marchen zur Lüge wird.^^

Maim was acutely aware o f several forms of this simphfrcation. The one shown most clearly

in Doktor Faustus is the ‘Rebarbarisierung’ of pohtics to make it a pohtics of action radier

than reflection, and certainly one with scant regard for estabhshed pohtical institutions. The

cohapse o f pohtical institutions, or at the very least, serious questioning of their value, was an

inevitable part o f the Weimar period, hving through the aftermath o f World War One.

Zeitblom, however, encounters the extreme form of this simphfrcation in discussions in the

KridwiB circle, and frnds it particularly disturbing. The inteUectuals of the KridwiB circle

simphfy pohtical institutions to achve ‘absoluter Macht’, as opposed to the more complex,

but more humane, ‘freie Einrichtungen’, which they dismiss as old-fashioned:

Man zitierte Tocqueville (Alexis de), der gesagt hatte, aus der Revolution seien wie 
aus einer gemeinsamen QueUe zwei Strome entsprungen: der eine fuhre die 
Menschen zu freien Einrichtungen, der andere zur absoluten Macht. An >freie 
EmrichUmgen< glaubte von den bei KridwiB konversierenden Herren niemand m ehr. 
. .  Auf Diktatur, auf Gewalt hef ohnehin ahes aus.̂ ®

GW VI, p. 324.
Tagebücher 1933-1934, p. 54, (20 April 1933).

** Ich verîeiîgne die >Betrachtungen< nicht und bin der Letzte, von der Jugend Enthusiasmus fur Dinge 
zu verlangen, über die sie innerlich hinaus ist, wie Sozialismus und Demokratie. Aber die mechanische 
Reaktion habe ich schon einmal sentimentale Roheit genannt”. Letter to to Ernst Bertram of 8 July 
1922, TM an EB, p. 112. See 2.1, footnote 16.

GW Xm, p. 357, [Zu Wagners Verteidigung].
^®GW\T,p. 485.
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This subjugation and simplification of reflection and political institutions to the blind law of

force touched Mann personally in his early days of exile. He noted in his diary when he

suspected that his house in Munich was to be commandeered by the Nazis::

Die vereinfachende Gewalt, die im Grunde allés Rechtsleben überflüssig macht. Ein 
Nazi will jemandes Wohnung. Betreibt die Exmittierung. Wahrend der Anwalt des 
Inhabers an seinem Schriftsatz arbeitet, schickt der Nazi den >Sturm so und so< der 
die Wohnung einfach wegnimmt.^*

The pohtics of unreflective action as the problematic side of Germany’s youthful enthusiasm 

and spontaneity is actually first noted by Leverkühn during the ‘Strohgesprache’, when he 

mockingly terms Germany’s revolutions the “Budenzauber der Weltgeschichte”.^  At the end 

o f the novel, the image recurs again, with a red-cheeked Germany mshing to conquer: 

“Deutschland, die Wangen hektisch gerotet, taumelte dazumal auf der Hohe wüster 

Triumphe, im Begriffe, die Welt zu gewinnen”. ̂  The phrase has about it not only the echo 

of Leverkühn’s feverish and dangerous inspiration, but also a sense of a blind, youthful 

blundering into battle m search of uphfting experience. Zeitblom says that World War One 

was something the Germans positively sought out as ‘Erhebung’, whilst the French greeted it 

with horror. '̂* J. P. Stem sees Hitler’s transposition of the concept o f ‘Erlebnis’ to the 

political sphere from the world of genuine personal experience as one o f his cleverest 

techniques. He notes that this personalisation of pohtics helped in the process o f casting 

aside supposedly ‘impersonal’ institutions, such as the rule of law, which were actually meant 

to protect the individual.^^ In doing this. Hitler whipped up the enthusiasm o f the Germans 

into a frenzy which. Stem notes, several contemporary commentators described in quasi- 

sexual terms.^^ Like Leverkühn’s sexual abandon, then, twentieth century Germany reaches 

points of abandon to Dionysian camahty.

Perh^s the most striking example in Doktor Faustus o f the tendency towards simphfrcation 

of discussion and values at this point of German history is the concept o f the ‘tote Zahn’. 

Zeitblom is alarmed to find this image, which he and Leverkühn had used to discuss music, 

seized upon by Dr. Breisacher to support the ultimate consequences o f the tendency towards 

simphfrcation under the Nazis. In the musical context, the ‘tote Zahn’ had come to symbohse

Tagebücher 1933-1934, p. 202, (1 October 1933).
22 GW VI, p. 159.

Ibid., p. 676.
Ibid., p. 398-399.
J. P. Stem, Hitler, p. 13. 
Ibid., p. 25.
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a throwback to the old-fashioned, apparently worn-out art form, which Leverkühn realises

that he must nonetheless master

. . .  wie ein Zahnarzt, der kerne Wurzelbehandlung mehr studiere und sich zum 
Reifibader rückbilde, weil neuestens entdeckt worden sei, dafi man von toten Zahnen 
Gelenkrheumatismus bekommen konne . . .  der durch kunstreiche 
Wurzelbalsamierung erhaltene >tote Zahn< wurde zum Symbolwort fur gewisse 
Spaterzeugnisse orchestraklen Paletten-RafBnements.^

In the social and political context, Breisacher notes that dentists are increasingly tending to

extract a dead tooth, disregarding the sophisticated development o f techniques for treating

roots. He goes on to draw an extreme conclusion:

Zweifellos würde man auch die Nicht-Bewahrung des Kranken im groBen Stil, die 
Totung Lebensunfahiger und Schwachsinniger, wenn man eines Tages dazu überging, 
volks- und rassehygienisch begründen, wahrend es sich in Wirklichkeit. . .  um weit 
ticfere Entschlüsse, um die Absage an alle humane Verweichlichung handeln würde, 
die das Werk der bürgerlichen Epoche gewesen war.^*

This kind o f debate, in which a number o f different fields - biology, medicine, politics,

philosophy - were merged falsely into simplified conclusions was typical o f German

academics in the late twenties and early thirties. Martin Swales notes the accuracy o f the

KridwiB debates, quoting fi’om Fritz Ringer’s study o f the German academic community in

the early twentieth century, where it is noted that: “Synthesis, the whole, understanding,

viewing: the slogans were always the same In every discipline, scholars made war upon

individualism, naturalism, mechanism and the like”.̂ ^

As with music, however, the simple, sensuous response evidently did not exist apart firom 

cerebralism in Nazi Germany. In the same way as Leverkühn’s compositions, the apparently 

simple ‘Schein’ in Germany at this time was the manufactured product o f ‘Erkenntnis’. It is 

significant that Zeitblom notes early on in Doktor Fausitis that naivety is part o f even die 

greatest complexity: “Von Mangel an Naivitat mochte ich nicht sprechen, denn zuletzt liegt 

Naivitat dem Sein selbst, allem Sein, auch dem bewuBtesten und kompliziertesten, zum 

Grunde”.̂ ® The Nazis calculated very carefully how much simplification their audience 

could absorb. Much o f Hitler’s success rested on techniques more akin to marketing a 

commodity than offering a political programme designed to address the complex social and 

economic difficulties o f the post-Weimar period. Whilst the historical circumstances gave 

him the right opportunity, Mann was clear that what happened was the exploitation o f long

standing, ontological characteristics. He said o f Hitler in 1940:

^^GWVLp. 201.
Ibid., p. 491-492.
Fritz Ringer, The Decline o f the German Mandarins: The German Academic Community 1890- 

1933 (Cambridge, Mass., 1969), p. 86. Quoted in M. Swales, ‘In Defence of Weimar’ p. 78. 
^®GWVI,p. 203.
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Nie ware er môglich geworden ohne psychologische Vorbedingnungen, die defer zu 
suchen sind, als in Inflation, Arbeitslosigkeit, kapitalistischer Spekulation und 
politischer Intrige/'

Manipulation of radio, in particular, was identified by Horkheimer and Adomo in their

Dialektik derAufklarung as a key plank of the Nazis’ calculated success. It was available

free to everyone, and was able to sound like a voice o f authority. Both o f these factors made

people inclined to suspend their own powers o f questioning and accept the message of radio,

so that it became a key instrument o f mass culture, in stunting people’s ability and inclination

to contemplate something different. In a speech to German directors o f broadcasting in 1933,

Goebbels sought to involve them quite explicitly in an objective o f simplification, using

language that the KridwiB circle would have recognised only too well;

Allerdings muB man dann die Kunst verstehen, komplizierte Tatbestande zu 
entkomplizieren, zu vereinfachen, zu primitivisieren, sie auf das allereinfachste MaB 
wieder zuriickzufuhren und im einfachsten MaBe auch wieder dem Volk vor Augen 
zu geben.^^

The German love o f cerebralism was also to the fore m its own right in the Nazi era,

exemplified in Doktor Faustus by the tortuously intellectual discussions o f the KridwiB

circle, in which even supposedly ‘beautiful’ poetry can only be appreciated as such in an

intellectualised way: “es war >schon< auf eine grausam und absolut schonheitliche Weise”.̂ ^

Looking back at the end of the war on the real-life counterparts of the KridwiB circle, Franz

Werfel painfully acknowledged the part that such gratuitous intellectuaUsm and absence o f

real feeling played in the historical events:

Es [gibt] keinen verzehrenderen, frecheren, hohnischeren, teufelsbesesseneren 
Hochmut als den der avantgardistischen Künstler und radikalen IntellektueUen, die 
von eitler Sucht bersten, tief und dunkel und schwierig zu sein und wehe zu tun. 
Unter dem amüsiert emporten Gelachter einiger Phihster waren wir die 
unansehnlichen Vorheizer der Holle, in der nun die Menschheit brat.^

Unlikely as it seems, extreme cerebralism also served to advance the Nazis’ cmde

manipulation of the masses. It did so by lending statements a false dignity and authority.

Much attention has been focused on Heidegger’s espousal of the Nazi cause, though he was

by no means the only philosopher to associate himself with the Nazis. The numbers

associated with the party rose especially dramatically once Hitler had come to power.^^

GW xm , p. 358.
‘Die zukiinftige Arbeit und Gestaltung des deutschen Rundfiinks’, 25 March 1933, Goebbels Reden, 

Vol. 1 1932-1939, edited by Helmut Heiber, (Düsseldorf, Droste Verlag, 1971), p. 91.
”  GW VI, p. 483.

Franz Werfel, Zwischen oben und unten, (Stockholm, Bermann Fischer Verlag 1946), p. 361-362. 
Whilst barely a dozen of the roughly 180 philosophers with posts at German universities were 

members of the Nazi party at the beginning of 1933, by 1940 almost half of German philosophers were 
members. See H. Sluga, op. cit., p. 7.
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Heidegger himself explicitly identified his philosophy of Being with the pohtical movement 

he saw happening around him, and - however strange the idea of Sein und Zeit as a popuhst 

read - joined the ranks of those writers and thinkers whom ordinary Germans saw as 

articulating the hopes and dreams that they had invested in the Nazi regime, following the 

instabihty of the Weimar Repubhc. The difficulty of Heidegger’s philosophy was less 

important than the resonances its phrases found within the people themselves, so that 

cerebrahsm truly acted in the service of the pohtical process o f simphfication. Peter Gay 

sums this up when he defines Heidegger’s role as giving “philosophical seriousness, 

professorial respectabihty, to the love affair with unreason and death that dominated so many 

Germans in this hard dme”.^

5.2.3 Lack of stability

Section, 5.2 noted that Germany’s history is seen in Doktor Faustus to be similar to that o f 

music, in being a series o f episodes with no underlying continuity or stabihty. The historical 

crisis point portrayed in Doktor Faustus is both cultural and pohtical. In both cases, there is 

a realisation that a system taken for granted as stable - whether musical or pohtical - is 

actuaUy inherently unstable. The lack of real stabihty in the Weimar Repubhc was crucial to 

future disaster. In both music and Germany, the subjective freedom given by this state o f 

affairs is seen in the novel to have become intolerable, with a sense that desperate measures 

must be taken to resolve the crisis. There is both exhilaration and fear in that reahsation. The 

pohtical equivalent o f the increasingly outlandish variations o f Beethoven’s last piano sonata 

is found in Zeitblom’s description o f “die Auflosung eines so lange disziplinar gebundenen 

Staatsgefuges in debattierende Haufen herrenlos geowordener Untertanen”.̂  ̂ The 

Hesperation of this state allows the KridwiB circle to contemplate so calmly the destruction o f 

longstanding values:

Wurde nicht dort am runden Tisch eine Kritik der Tradition auf die Tagesordnung 
gesetzt, die das Ergebnis der Zerstorung von Lebenswerten war, welche lange fur 
unverbriichhch gegolten?^*

The Nazis’ opportunity to fiU a vacuum of power thus came at a time o f historical crisis when 

almost any solution seemed possible. Perhaps this was because so many factors contributed 

to the crisis, and the priority was simply to escape from it. It is interesting that there was 

apparently httle real agreement about the nature of the crisis; Sluga notes that although Hitler 

tended to focus fairly narrowly in his speeches on the hardships of the aftermath o f World

P. Gay, Weimar Culture, p. 84. 
^^GWVTp. 453.

Ibid., p. 493.
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War One, different Nazi authors gave widely differing analyses of the origins o f the crisis.

Sluga also underlines the predisposition of the Germans to regard themselves as in search o f a

monumental ‘Schicksal’, in his observation that it is somewhat paradoxical to regard a

particular moment as a crisis o f world proportions, as that historical judgement can surely

only properly be made retrospectively.^^ The wide-ranging discussions o f the KridwiB circle

give some sense o f the very uncoordinated intellectual basis of many o f the ideas o f the

period, fuelled by a sense o f destiny bom of a cycle of instabihty:

Das Gefuhl. .  . daB ihre Stunde geschlagen hatte, eine Mutation des Lebens sich 
voUziehen, die Welt in ein neues, noch namenloses Stemzeichen treten wollte . . .  
Kein Wunder nun, daB die auflosende Niederlage dieses Gefuhl auf die Spitze trieb, 
und kein Wunder zugleich, daB es in einem gestùrzten Lande, wie Deutschland, 
entschiedener die Gemüter beherrschte als bei den Siegervôlkem, deren 
durchschnitthcher Seelenzustand, eben vermoge des Sieges, weit konservativer war.'*®

As with Leverkühn’s imposition o f a false stabihty on music through seriahsm, cancelling out

the insecurity o f subjectivity, so Zeitblom also witnesses in Doktor Faustus the imposition of

the false stability o f the Nazi regime. Towards the end of World War Two, Erich Fromm

noted in Die Furcht vor der Freiheit that the feehng o f insecurity at having a larger degree of

control over their pohtical hves was a very real motivating factor for large sections of

German society in the 1920s. People fled to dictatorship precisely because it was certain, and

not as disorientating as belonging to an individual freedom that did not, in any case, seem to

guarantee any solutions to their severe economic problems. Fromm described this

phenomenon in terms that recall Leverkühn’s musical solution of a freedom within self-

imposed boundaries:

Die Tatsache der menschhchen Individuation, der Auflosung aUer primaren 
Bindungen laBt sich nicht aus der Welt schaffen. . .  Wir sahen, daB der Mensch diese 
negative Freiheit nicht aushalt, daB er ihr in neue Bindungen zu entriimen sucht, die 
einen Ersatz fur die von ihm aufgegebenen primaren Bindungen sein sollen. . .  
Mochten deutsche Bürger auch noch so sehr gegen die Nazigrundsatze sein - sobald 
sie zwischen AUeinsein und ihrer Zugehorigkeit zu Deutschland zu wahlen hatten, 
wahlten die meisten das letztere.'**

When Leverkühn explains his serialist system to Zeitblom, the latter immediately questions it,

and sees the political equivalence o f die ‘Herren- und Dienertone’ in fascism, although

Leverkühn quickly dismisses such comparisons: “Aber in Wirkhchkeit ist sie doch dann

nicht Freiheit mehr, sowenig wie die aus der Revolution geborene Diktatur noch Freiheit

ist” «

See H. Sluga, op. cit. p. 57-70. 
^  GW VI, p. 469.

Erich Fromm, Die Furcht vor der Freiheit, (Zurich, Steinberg Verlag, 1945), p. 23 & 206. 
'^^GWVLp. 254.
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In artistic terms, the lack of stability from which people fled, and the artificiality that replaced 

it was illustrated in the two art exhibitions that opened in Munich in July 1937. The first, 

opened by Hitler on 18 July, was the ‘GroBe Deutsche Kunstausstellung’ which was filled 

with idealised images of rustic landscapes, and, in particular, the Aryan ideals of youth, 

health and strength communicated through pictures of peasants, soldiers and mothers with 

children. The exhibition of ‘Entartete Kunst’ opened the next day, showing the so-called 

‘degenerate’ images o f the German avant garde, the distortion of colours and forms echoing 

the social and political distortion that artists like Beckmann, Kokoschka and Kollwitz had felt 

so keenly during the years o f the Weimar Republic.

The artificial nature of the stabihty o f the Nazi system of govermnent was partly evidenced

by the rapidity with which the regime was established, and as J. P. Stem notes, by its rapid

decline. When Hitler died, the ideology he claimed to represent almost totally died with him:

“the reason why it proved next to impossible to find out what people had beheved in was not

so much their disingenuousness and wilful forgetting as rather, their real difficulty in recalling

the message now that the voice was gone”.̂  ̂ Sluga notes that Nietzsche, from whom so

much of the Nazi sense o f historical crisis and upheaval was drawn, took much of this idea of

crisis from his colleague Jakob Burkhardt. Burkhardt saw history as a series o f conflicting

and competing powers, and wrote o f crisis as a time when history was accelerated:

Der WeltproceB gerâth plotzhch in furchtbare SchneUigkeit; Entwicklungen, die 
sonst Jahrhunderte brauchen, scheinen in Monaten und Wochen wie fliichtige 
Phantome vorüberzugehen und damit erledigt zu sein."*̂

Such artificial speed might equally weh describe the developments necessary to produce a

totalitarian system, or Leverkühn’s subversion of the musical historical process to produce a

tone row. In Doktor Faustus, the falsehood o f the stability in the imposed political system

becomes tragically apparent as Zeitblom watches his sons’ behef in die regime shattered. He

compares the emptiness of their belief to the physical destmction of the German cities by the

Allied air raids:

Ich .. .  meide den Anblick unseres graBhch zugerichteten München, der gefallten 
Statuen, der aus leeren Augenhohlen blickenden Fassaden, die das hinter ihnen 
gahnaade Nichts verstellen, aber geneigt scheinen, es offenbar zu machen, indem sie 
die schon das Pflaster bedeckenden Trümmer mehren. Mein Herz krampft sich in 
Erbarmen zusammen mit den torichten Gemütem meiner Sohne, die geglaubt haben 
wie die Masse des Volks, geglaubt, gejubelt, geopfert und gekampfi, und nun langst 
schon, wie Millionen ihrer Art, mit starrenden Augen die Emüchtenmg schmecken, 
die bestimmt ist, zu letzter Ratlosigkeit, zu umfassender Verzweiflung zu werden.'*^

J. P. Stem, Hitler, p. 6.
Jakob Burckhardt, Über das Studium der Geschichte, (Munich, C. H. Beck, 1982), edited by Peter 

Ganz, p. 349.
GW VI, p. 600.
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One particularly sinister way in which the imposition of the false security of the Nazi regime

echoes that of serialism is the fact that once this imposition has been accepted, its 'themes%

like those of the tone row, can be developed to an almost unlimited extent. The relationship

to what is normally acceptable matters little, as long as what is created is intellectually

defensible in relation to the tone row or, in this case, the regime, as is clear in the discussions

o f the KridwiB circle. It is, perhaps, an inevitable part of a crisis that, in our efforts to

respond to it, it can be wise to liberate ourselves from any constraints that have gone before.

There is surely an expectation, however, that human decency and understanding will curb any

dangerous excesses o f such a reaction. Not so with the KridwiB circle, for whom not even

moral relativism exists, but all is a matter o f purely intellectual justification. A horrified

Zeitblom observes that they lightly dismiss the loss of value of the individual as inevitable,

merely confirmed by, rather than caused by. World War One. The circle considers this “keine

Sache des Lobes oder Tadels, sondem eine solche sachlicher Wahmehmung und

Feststellung”. Zeitblom goes on to observe:

DaB es Manner der Bildung, des Unterrichts, der Wissenschaft waren, die diese 
Kritik tibten - und zwar mit Heiterkeit, nicht selten unter selbstgefallig-geistesfrohem 
Gslachter iibten -, verlieh der Sache noch einen besonderen, prickelnd 
beuimihigenden oder auch leicht perversen Reiz.'**

These intellectuals are happy to pursue their arguments to their ultimate conclusion, however

horrific: they regard such conclusions as "schon...voUendet, oder doch als notwendig

kommend”. But they are extremely reluctant to test their arguments against anything that lies

outside them. This, hke Leverkühn’s musical system, is die ultimate self-contained, self-

sufficient system. Thus, Zeitblom reports that the KridwiB circle has an attitude of supreme

condescension towards the rational claims of science:

Das hieB: dem gemeinschafthchen Glauben von dieser Seite gar nicht beizukommen 
war und ihre Verfechter desto hôhnisch-überlegenere Gesichter machten, je emsiger 
man sich muhte, sie auf ganz fremder und fur sie irrelevanter Ebene der biederen, 
objektiven Wahrheit zu widerlegen.'*^

5.2.4 Spiritual capacity

The rehgiosity o f  Germany is extremely significant in relation to the point o f historical crisis 

depicted in Doktor Faustus. The wave on which Hitier swept to power owed much to the 

Romantic affinity with nature, and the worship o f the irrational Will over rationality which, 

as noted in 5.2.4, is seen in Doktor Faustus to underly Germany’s ontological spiritual

46 Ibid., 484-485.
This and previous quotation, ibid., p. 487.
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capacity, making ‘Rebarbarisienmg’ relatively easy. J. P. Stem shows how deep the affinity

was between Hitler’s language and nineteenth century Romantic visions o f nature, tracing a

line from Goethe to Nietzsche, to Spengler and to the language o f Mein Kampf'\iSQ\f^^ Jung,

the inventor o f the notion of the ‘collective unconscious’, wrote in 1936 that in Germany’s

case this unconscious was now more or less a reawakening o f the restless wanderer in the

mythical (and Wagnerian) figure of the god Wotan.^^ This is the mentality to which, Mann

said in Deutschland und die Deutschen, the rational, concrete business of pohtics was so

profoundly ahen, with twentieth century German history proceeding accordingly:

Von Natur aus nicht bose, sondem furs Geisdge und Ideelle angelegt, halt er die 
Politik fiir nichts als Lüge, Mord, Betmg und Gewalt, fur etwas voUkommen 
einseitig Dreckhaftes und betreibt sie, werm er aus weltlichem Ehrgeiz sich ihr 
verschreibt, nach dieser Philosophie.^®

The language of Marm’s Betrachtungen eines Unpolitischen stmck a particular chord with

the Germans. The war became an irresistible, inevitable fate - an intensification o f that sense

o f fate seen to be ontologically central to all German experience. Doktor Faustus is full o f

references to the intensely spiritual way in which the Germans perceived their twentieth

century crisis. Zeitblom writes o f “das Pathos...der heihgen Not” as an important part o f the

German conception o f World War One. In World War Two, he is shocked at the spiritual

terms of the propaganda directed at the Allies:

Unsere Propaganda hat eine seltsame Art, den Femd vor der Verletzung unseres 
Bodens, des heiligen deutschen Bodens, wie vor einer grausen Untat zu wamen..Dc£ 
heilige deutsche Boden!^^

The KridwiB circle is united in its pitting o f behef against rational argument, with an

unquestioning conviction that is highly rehgious in nature. It is akin to the imquestioning

faith o f the religious peasant in a much earlier age, and as such, a true ‘Rebarbarisienmg’:

Sie konnten sich nicht genugtun im Amusement über das verzweifelte Anrennen von 
Kritik und Vemunft gegen den durch sie ganz imberiihrbaren, vollig unverletzbaren 
Glauben.

J. P. Stem remarks that the KridwiB circle is a perfect example o f the phenomenon of 

perverted Romanticism he describes as fertile ground for receiving Hitler. This particular 

brand o f Romanticism is coupled with an aggression diat is alien to the nineteenth century

48 J. P. Stem, Hitler, p. 39.
Carl Gustav Jung, ‘Wotan’ (1936), Zivilisation im Übergang, Gesammelte Werke Vol. 10, edited by 

Lüy Jung-Meyer & Elisabeth Rüf̂  (Olten, Walter-Verlag, 1974), p. 203-218.
^°GWXI,p. 1140.

GW VI, p. 401.
Ibid., p. 448-449.
Ibid., p. 488.
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version, and Stem makes clear that this is German ontology that has gone seriously wrong in

this particular historical manifestation;

The point that needs making is a historical one: the Romantic exaltation o f the 
natural being of man and of his Nature-given condition is the intellectual background 
against which, in the circumstances o f lawlessness and anomie prevailing in the 
twenties and early thirties, a social praxis arises in which men are judged, condemned 
and eventually done to death, not for what they have done, but simply for what they 
are.^

One important consequence in the Nazi era o f clinging to a quasi-religious conviction above

rationality was to demonstrate to the fiill Germany’s edacity, noted in 5.2.4, to re-enter a

pre-cultural era, showing, like music, the abihty to revisit primal origins. As already

observed, this sense o f Germany’s furthest history had always been important to her people.

In the first half o f the twentieth century, the new celebration o f the cultic, pre-individualistic

era, took the form of the revivification of the ‘Volk’. In Nazi hands, Zeiblom sees this

ontological feature become an extreme indifference to the fate o f the individual. He notes this

indifference to the fate of the individual as an historical manifestation o f something much

more deeply rooted than the particular historical experience of war:

Diese Achtlosigkeit, diese Indifferenz gegen das Schicksal des Einzelwesens konnte 
als geziichtet erscheinen durch die eben zuruckhegende vieijahrige Blut-Kirmes; 
aber man liefi sich nicht tauschen: wie in manch anderer Hinsicht hatte auch hier der 
Krieg nur vcllendet, verdeutUcht und zur drastischen Erfahnmg gemacht, was langst 
vorher sich angebahnt, einem neuen Lebensgefuhl sich zugrunde gelegt hatte.^^

In other words, this is the barbarism that Zeitblom fears when Leverkiihn adumbrates a return 

to the cultic in a musical context. In Deutschland und die Deutschen, Mann described the 

mass, anti-individual feeling created by the Nazis precisely as barbarism:

“heruntergekommen auf ein klaghches Massenniveau, das Niveau eines Hitler, brach der 

deutsche Romantismus aus in hysterische Barbarei”.̂ ^

With the cult came the myth that sustained it, and Georges Sorel’s writings on this subject are

an important focus o f discussions in the KridwiB circle. Sorel stated that die tmth or

otherwise o f myths were irrelevant to their appeal, and the circle’s discussion o f Sorel puts

the case for Hitier’s use o f crass mythology as the vehicle o f mass political movement:

Dieses war in der Tat die krasse und erregende Prophétie des Bûches, dab populâre 
oder viehnehr massengerechte Mythen fortan das Vehikel der pohtischen Bewegung 
sein wûrden: Fabeln, Wahnbilder, Himgespinste, die mit Wahrheit, Vemunft, 
Wissenschaft überhaupt nichts zu tun zu haben brauchten, um dennoch schopferisch

J. P. Stem, Hitler, p. 42 
”  GW VI, p. 484. 
^^GWXI,p. 1146.
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zu sein, Leben und Geschichte za bestimmen und sich damit als dynamische 
Realitaten zu erweisen/^

The Nazis went back into the fiirthest German past to find images to sustain the myth they

created, and the German people responded eagerly. Picking out Lagarde, Langbehn and

Moeller von der Bruck as key influences, Fritz Stem identifies the quasi-religious tone o f

these thinkers, in particular, even if  unaccompanied by genuine faith, as a key factor in flieir

appeal to the Germans. The Nazis despised the recent past, especially the culture o f the

Weimar Republic, which they saw as supremely representative o f modernity. Stem identifies

the mistrust o f the present and recent past o f the modem liberal society as a wider European

phenomenon in the 1930s, but it was, he believes, especially strong in Germany because the

shallower roots of hberalism in that country made it more vulnerable to attack.^*

Alfired Rosenberg’s des XX. Jahrhunderts, published in 1930, portrayed the ‘myth of

the German blood’, depicting the stmggle between the Nordic German spirit almost to the 

beginning of time itself, and seeing the (highly individualistic) movements of Christianity, the 

Renaissance and the Enhghtenment not as progressive movements in the service o f humanity, 

but a means of disintegrating this Nordic tmth. The book became a best-seller in Germany 

second only to Mein Kampf.^^ The elaborate ritual of Nazi party rallies and meetings did 

much to reinforce the German sense of participating in a myth, filling the German spiritual 

capacity with a powerful quasi-religious experience. J. P. Stem explores the way in which 

Hitler used his speeches at mass meetings not as a means o f conveying new information, but 

rather, as an act of ritual to consolidate and reinforce the solidarity necessary for the Nazi 

myth to take root and prosper.^ The atmosphere and timing on such occasions were 

extremely important. Films show how Hitler accompanied his speeches by more or less 

ritualistic gestures specifically designed to generate responses firom his audiences. The 

dehberateness o f this ploy is tellingly parodied in Brecht’s play, DerAufstieg des Arturo Ui, 

when an actor comes to coach Ui even in sitting and walking: “Wenn ich gehe, wiinsche ich, 

daB es bemerkt wird, daB ich gehe”. '̂

^^GWVI, p. 486.
Fritz Stem, Kulturpessimismus als poUtische Gefahr; eine Analyse nationaler Idéologie in 

Deutschland, (Bern, Scherz, 1963), p. xxiv-xxvi.
500,000 copies had been sold by December 1936, and a million copies were in print in 1944, 

<;ijffopsting that the interest in myth as part of the Nazi world view was far from a minority one. See 
Louis S. Snyder, Encyclopedia of the Third Reich, (London, Blandford, 1989), p. 300.
“  J. P. Stem, Hitler, p. 25-31.

Bertolt Brecht, Stiicke, Vol. 7, edited by Wemer Hecht, Jan Knopf, Wemer Nfittenzwei & Klaus- 
Detlef Müller, (Berlin, Aufbau Verlag, 1988), p. 50.
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This preoccupation witii the past during the Nazi period meant that it was easy for cyclical,

rather than teleological, views o f history to dominate the German world view. Although

Spengler’s relationship with the Nazis rapidly deteriorated when he realised the extent and

brutality o f the regime’s anti-Semitism, his fatalism in Der Untergang des Abendlandes was

a powerful force in the 1920s. The Kridwifi circle’s notion o f a ‘mutation’ of life, and its

calm acceptance of what this entails, owes much to Spengler. One consequence, and perhaps

attraction, of such cyclical views o f the progress o f history, which recall Nietzsche’s ‘ewige

Wiederkehr des Gleiche’ is that their inevitability excludes cause and effect. Nietzsche noted

that “der Glaube an den Willen, als an die Ursache von Wirkungen, ist der Glaube an

magisch wirkende Kràfte”.̂  ̂ In a cyclical view o f history, revisiting ancient myth, events are

only predictable in that they replicate something that has gone before, however distant. They

have no causality, as a particular effect cannot be predicted by or liiiked with a specific cause,

thus eliminating any sense o f moral responsibdity for an event. Participants in historical

events are thus offered a vision of those events unfolding apparently driven by forces outside

human control, which they believe they are powerless to alter. Despite differing opinions

about his merits as a philosopher, Spengler offered to all kinds of people in Germany the

vocabulary to define a crisis that they did not care to examine too closely. Mann’s own essay

on Spengler summed up the paralysis o f humanity that this entailed:

Man muB das Notwendige wollen oder nichts, sagt er - und merkt nicht, daB das gar 
keine Alternative ist und daB der Mensch, indem er nur das will, was die unerbittliche 
Wissenschaft fur das Notwendige erklart, einfach aufhort zu wollen, - was nicht eben 
sehr menschlich ist.^^

The combination of the power o f myth with modem, calculating knowledge, like the false 

banalities of the calculated tone row, make Nazism as portrayed in Doktor Faustus a deadly 

example of ‘Reaktion als Fortschritt’; the world that the KridwiB circle refers to as a 

paradoxically “revolutionar rûckschlâgige Welt”.*̂  The Nazi regime explicitly sought to 

build a vision for the future on a powerful nostalgia for a supposedly glorious distant past, 

with simple, not to say bmtal and aggressive, messages delivered with all the efficiency that 

the technology o f the media could muster. Hitler’s lasting monuments are not only the 

unspeakable barbarism o f the concentration camps, but also the Autobahn network. Although, 

quite rightly, we are more inclined to remember the barbarism, there is no doubt that both 

were key elements of the Nazi programme. Technological advances tended to be seen in the 

rosy, ancient tight o f Romantic nostalgia. Goebbels, for example, referred to the

FN 2, Die frohliche Wissenschaft, p. 128. 
GWX,p. 176.

^  GW VI, p. 489.
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Volkswagen car as a paradigm for the ‘steel-like romanticism’ holding together the German 

soul and the perfection o f technology.^^ Whilst the references to the Nazi regime in Doktor 

Faustus tend to concentrate on its ideology, there is nonetheless an occasional nod in the 

direction o f its technological emphasis, as in Zeitblom’s reference, in a quasi-religious tone, 

to “die Robot-Bombe, ein bewunderungswiirdiges Kampfinittel, wie nur heilige Not es dem 

Erfinder-Genius eingeben kann”.^

Doktor Faustus portrays the spiritual void waiting to be fiUed as an important ontological 

factor in the twentieth century historical crises of both music and Germany. The creation o f a 

new mythology, and the blind faith with which the German people were willing to pursue it, 

was facilitated by this spiritual void. Just as music is seen to have once been in the service o f 

the hturgy, so the German people had once been able to place their faith in a higher reality. 

But Christian belief had gradually been eroded over the last hundred years. Germany played 

a central part in this process o f erosion, and Nazism was well fitted to take the place o f 

religion once the erosion was complete. Christianity had been the subject o f radical attack in 

Germany fi"om well over a century before the Nazis, following on from the currents of 

secularism that had been at work in Europe generally during the eighteenth century, when 

even deists such as Voltaire had argued for a ‘rational’ form of religion rather than traditional 

biblical Christianity, and Kant and Hume had refuted the traditional arguments from reason 

for the existence of God.

In the nineteenth century, as the world became ever more scientifically sophisticated, die 

demise o f traditional Christianity came, in Germany, from within the church itself. More 

than ten years before Marx attacked the church from outside, in his Communist Manifesto o f 

1848, the theologian D. F. Straub pubhshed his seminal two volume work. Das Leben Jesu, 

kritisch bearbeitet (1835-6). This saw the supernatural aspects o f the Gospels not as 

historical fact, but as religious symbolism, whose literary explanation could be found in die 

Old Testament. The book caused a sensation in Germany at the time o f its publication, and 

cost Straub his theological career. It ultimately proved to be a decisive step towards 

dispelling for good the hitherto unquestioned idea that the Gospels contained uncomplicated 

rehgious truth. Shordy afterwards, Nietzsche famously proclaimed the ‘death o f God’ 

through what he saw as Christiaiiity’s self-cancellation, and the urge to fill the spiritual void 

with an exceptional personahty followed soon after. Nietzsche’s warning sign o f the death o f

Speech at the opening of the Berlin Auto Show, 17 February 1939. Quoted in Jeffrey Her^ 
Reactionary Modernism: Technology, Culture and Politics in Weimar and the Third Reich, 
(Cambridge, Cambridge University Press, 1987), p. 196.
^^GWVI,p. 448.
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God actually received far less attention than the concept of the ‘Ubennensch’, which was 

certainly the part of his philosophy that was a key focus for the Nazis. Again, they sought 

reinforcement in past history. Mosse notes that the symbolism of Dürer’s painting, Ritter,

Tod und Teufel, became extremely significant. Hubert Lanzinger’s painting of Hitler as a 

heroic knight became a Nazi icon; in the hteral sense o f the term, a rehgious artefact.

The result of such developments was to create a situation in which it was, in the words o f the

theologian Don Cupitt: “less and less possible to suppose that you can read the New

Testament and there find a body o f pre-packaged divine truth presented to you for your

acceptance”.̂ * The Nazi regime was able to pre-package its own version o f transcendent

truth remarkably effectively, and in Doktor Faustus, the Kridwifi circle exphcitly equates the

new myths with the mass religious behef of a bygone age. These myths offer the same sense

of security and release within a pre-ordained system, which exactly equates, in turn, with the

creative freedom that Leverkühn experiences within the imposed objectivity of seriahsm:

Gerade weü das geistig Uniforme und Geschlossene dem mittelalterlichen Menschen 
durch die Kirche von vomherein als absolut selbstverstàndlich gegeben gewesen, war 
er v/eit mshr Phantasiemensch gewesen als der Bürger des individuahstischen 
Zeitalters, hatte er sich der personhchen Einbildungskraft im einzelnen desto sicherer 
und sorgloser überlassen kônnen.*^^

The Germans’ longing to fill the spiritual void during the historical period covered by Doktor

Faustus is also seen in the novel to embrace the specifically Lutheran notions o f sacrifice and

redemption, in the same way that Leverkühn’s artistic endeavour does. Leverkühn s ^ s  in his

final speech: “Vielleicht auch siehet Gott an, dafi ich das Schwere gesucht und mir’s habe

sauer werden lassen...”.̂ ® Hitler played knowingly on the Germans’ inherent love of fate,

invoicing the inhnilt feeling for strennongness and sacrifice as something necessary to realise a

great reward. This is clearly illustrated in a passage quoted by J. P. Stem from a speech

given by Hitler on 30 January 1936:

If somebody tells us ‘The future too will demand sacrifices’, then we say, ‘Yes, 
indeed it will’. National Socialism is not a doctrine of inertia, but a doctrine o f 
conflict. Not a doctrine o f happiness or good luck, but a doctrine o f stmggle, and 
thus also a doctrine o f sacrifice.^*

G. L. Mosse, op. cit., p. 203. The symbolism was taken up Hans F. K. Gunther, social 
anthropologist, in Ritter, Tod und Teufel: Der heroische Gedanke (1924). Gunther combined science 
and myth in what was later used as one of the ideological foundations for Nazi ideas on race.

Don Cupitt, The Sea of Faith. Christianity in Change, (London, BBC, 1984), p. 112.
^^GWVI,p. 490.

Ibid., p. 666.
J. P. Stem, op. cit., p. 23.
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There are many references in Doktor Faustus to the shame and guilt of Germany, coupled

with an elevation o f the idea o f sacrifice as part o f this burden of guilt, as payment for

Germany’s forced ‘Durchbruch’, Leverkühn, in a rare non-musical reference, sees this

sacrificial canying o f guilt as Germany’s preordained destiny: “Und werdet sie mit Würde zu

tragen wissen... Deutschland hat breite Schultem”.̂  ̂ Writing to Hans Reisiger in 1946,

Mann clearly stated his own impatience with the quasi-religious concept o f Germany bearing

sins, and the false dignity that this concept lent to Nazism:

Offen gestanden hore ich überhaupt nicht gem vom deutschen Schicksal reden - und 
in Deutschland ist unaufhorlich, in den abgeschmacktest-larmoyanten Tonen, die 
Rede davon, direkt in dem Sinn, als sei dies Volk eine Art Jesus Christus und trage 
der Welt Sünden , . .  Das deutsche Schicksal ist gar kein Schicksal und keine 
Tragodie, sondem der ehrlose Bankerott verbrecherischer Dummheit.^^

As the novel hastens in its darkest moments towards the end o f the war and of Leverkühn’s

sentient life, it becomes ever more direct in condemning Germany, with clear references to

the horrors perpetrated by the Nazi regime: “Der dickwandige Folterkeller...ist aufgebrochen,

und offen liegt unsere Schmach vor den Augen der Welt”.̂ "̂  Zeitblom scorns the German

compulsion to tinge this guilt explicitly widi the redeeming flavour o f Lutheran sacrifice:

Eine Vaterlandsliebe aber, die kühnlich behaupten wollte, daB der Blutstaat, dessen 
schnaubende Agonie wir nun erleben; der unermeBliche Verbrechen, lutherisch zu 
reden, >auf seinen Hals nahm<.^^

This chu ter has illustrated the striking similarities between the characteristics o f music and 

German history as they appear in Zeitblom’s narrative in Doktor Faustus. It has shown tiiat, 

like the description o f music, Germany has both timeless, ontological characteristics, and 

specific manifestations o f these characteristics at different historical points. The novel 

suggests a conceptual overlap between the ontological characteristics o f music and Germany, 

and their historical manifestation.*; in Leverkühn’s music and in early twentieth century 

Germany. The next task is to look at the significance of this overly. What does it mean, and 

does it amount to a closing of the gap between music and history in Doktor Faustus? That is 

to say, is some real - perhaps even causal - connection being disclosed?

GW VI, p. 410.
Letter to Hans Reisiger of 16 September 1946, DüD, p. 72-73. 
GW VI, p. 637-638.
Ibid., p. 638-639.
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5.3 Zeitblom as narrator and historical vehicle

5.3.1 The unsatisfactory and subordinate narrator?

Despite the prominence o f Serenus Zeitblom's voice in the novel, it can be tempting to

relegate him to the status o f a background figure, for several reasons. First, it is easy to

categorise him as a vaguely comic; the bumbling schoolmaster who continually doubts his

own ability to measure up to the task he has in hand. Mann himself admitted that part o f

Zeitblom’s role was to lighten both the atmosphere for the reader and, more immediately, his

own task as author, in what is fundamentally a grim and harrowing tale:

GewiB hatte die Erinnerung an die parodistische Autobiographie Felix Krulls dabei 
mitgewirkt, und iiberdies war die MaBnahme bitter notwendig, um eine gewisse 
Durchheiterung des düsteren Stoffes zu erzielen und mir selbst, wie dem Leser, seine 
Schrecknisse ertraglich zu machen.'

Indeed, Zeitblom can fit this bill so well in many ways that one study has even gone so far as

to suggest that his ‘light relief function is his most important one.^

The reader is exposed to Zeitblom’s doubts about his own adequacy as a narrator even before 

the end of the first page o f Doktor Faustus. He voices his uncertainty about his ability to 

write the account that follows, questioning: “ob ich meiner ganzen Existenz nach der rechte 

Mann fur eine Aufgabe bin, zu der vielleicht mehr das Herz als irgendwelche berechtigende 

Wesensverwandtschaft mich zieht”.̂  He continues to reinforce these doubts throughout the 

novel. As Hubert Orlowski notes, looking at Zeitblom’s style of authorship, he is especially 

keen to stress when he is unsure o f details, or whether something is definitely the case. 

Orlowski gives many examples of Zeitblom casting doubt on his accuracy, including fi'equent 

phrases such as: “meiner Meinung nach”, “so zweifelte ich nicht”, and “ich vermute ”.̂  This 

is not just a matter o f what Zeitblom sees as his remoteness fi"om his demonic subject matter. 

It is also because, although he spends as much of his life with Leverkühn as possible, it is 

clearly totally impossible for him to be present at every event he narrates, which gives a 

comic effect. Whether through fastidiousness tiiat any pretence at omniscience would 

quickly be noticed as an inconsistency, or firom pure mischief, Mann makes sure that 

Zeitblom’s elaborate explanations leave us in no doubt about this. The irony comes 

particularly to the fore in his account o f Rudi Schwerdtfeger’s delivery of Leverkühn’s

^GWXl, p. 164.
 ̂Helmuth Kiesel, ‘Thomas Manns Doktor Faustus: Reklamation der Heiterkeit’, Deutsche 
Vierteljahrsschrift far Literatunvissenschaft und Geistesgechichte, 64 (1990), p. 726-743. 
^GWVl, p. 9.
 ̂Hnbert Orlowksi, Prndestination des Damonischen. Zur Frage des bürgerlichen Humanismus in 
Thomas Manns Doktor Faustus’, (Pôsnân, Uniwerzytet im. Adama Mickiewicza, 1969), p. 63-66.

183



marriage proposal to Marie Godeau. Zeitblom begins with a painstakingly detailed account 

of the weather and the clothes that Leverkühn and Schwerdtfeger are wearing in their initial 

conversation, having said a page earlier: “Nein, ich war nicht dabei. Aber heute ist seelische 

Tatsache, daB ich dabei gewesen bin”.̂  The mundane details are hardly “seelisch”, nor even 

particularly relevant to the story. By the time Zeitblom comes to narrate the conversation 

between Schwerdtfeger and Marie Godeau, his protestations are transparently ironic:

Zweifelt irgend jemand, daB ich, was zwischen Rudolf und Marie Godeau sich
abspielte, in derselben Wortlichkeit wiedergeben konnte wie das Gesprach in
Pfciffering? Zweifelt jemand, daB ich ‘dabeigewesen’ bin? Ich denke nicht.^

Second, for all his humorous touches, Zeitblom’s attention to detail can also irritate the 

reader, so that it can be tempting to dismiss him as an irksome pedant. There are, after all, 

several literary precedents for this type of character. Helmut R. Boeninger focuses on this 

aspect of Zeitblom’s character in his 1959 essay, suggesting that he is a descendant o f the 

original Faust’s acolyte, or the critic Beckmesser from Wagner’s opera Die Meistersinger von 

NiimbergJ But neither of these comparisons is convincing as an overall account of 

Zeitblom. If anything, it is Leverkühn who is more at home in Wagner’s dusty 

‘Studierstube’, and Zeitblom who visits him ftiere from the ‘real world’.

The third possibility, perhaps most tempting o f all, is that o f having Uttle respect for 

Zeitblom, seeing him as a less talented impediment on a real genius, with echoes of the 

ultimately pitiable character of Charles Kinbote in Vladimir Nabokov’s Pale Fire (1959), 

who edits the final poem of the murdered poet John Shade. Zeitblom, whilst a saner 

character than Kinbote, might also be said to worship Leverkühn unreasonably, writing a 

hagiographie account of his life. It is certainly clear ftiat Zeitblom is prepared to sacrifice 

more than Leverkühn for the sake o f their fiiendship: “Ich sagte besser: der meinen, denn er 

bestand ja  durchaus nicht darauf, daB ich mich neben ihm hielf’.* For example, Leverkühn 

persuades his friend to collaborate on his opera Verlorene Liebesmiih, yet the plot o f the 

opera mocks the very tradition o f humanism that Zeitblom represents. Despite this, and the 

fact he is second choice behind Rüdiger Schildknapp, whom he dislikes, Zeitblom agrees. 

This is just one amongst many examples of dismissive remarks from Leverkühn, or instances 

where he takes Zeitblom’s devotion for granted. It is certainly clear from Zeitblom’s own 

references to his shaking hands - tangible physical reactions to the biography he is recounting

’ GWVI, p. 576.
 ̂Ibid., p. 587.
' Helmut R  Boeninger, ‘Zeitblom, Spiritual Descendent of Goethe’s Wagner and Wagner’s 
Beckmesser’, German Life and Letters, Vol. XDI, 1959-1960, p. 38-43.
*GWVI,p. 150.
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- that his involvement with his subject is deeply emotional. It is this involvement, rather than 

any particular qualifications for the task, which draws him into it. One of the most appealing 

analogies for the relationship is that of Leverkühn as an eccentric yet brilhant Sherlock 

Holmes, the dark secret of his disease replacing Holmes’s cocaine addiction, with Zeitblom 

as Dr Watson. Zeitblom is, after all, happy to abandon ‘meine gute Frau Helene’ for days at 

a time to take part in Leverkühn’s life, and, if  not armed with service revolver, just as ready 

to defend his fiiend against his detractors. Like Watson, Zeitblom also sets out to chronicle 

his fiiend’s work for posterity. Margrit Henning notes, however, that the hteraiy relationship 

between Holmes and Watson operates so effectively because Watson’s ignorance o f what is 

going on is the perfect foil for Holmes’s dénouements of his cases.^ In contrast, whilst the 

discussions between Leverkühn and Zeitblom often seem to be taking place from opposing 

viewpoints, they are rarely on widely different levels of imderstanding. Zeitblom may not 

fiiUy appreciate Leverkühn’s motivation, and is happy to admit that he is not Leverkühn’s 

musical and intellectual equal, but is nonetheless able to discuss the mechanics o f his work 

with him perfectly sensibly.

Zeitblom may be all these things - comic, pedantic, even slightly obsessed. But this is not all

that he is. The affectionately ironic treatment o f Zeitblom lulls the reader into a false sense o f

security. It is the very characteristics that might cause the reader to dismiss Zeitblom that

serve to underline his significance. He is far from being simply a foil for Leverkühn. It is

surely important that Mann chose to include a reference to Zeitblom in the title of the novel,

rather than leaving it simply as Doktor Faustus: “erzahlt von einem Freunde” is an integral

part of the title. The reader should be very suspicious of what a writer has to hide, when he

goes to the lengths that Zeitblom does to push himself into the background. His very first

sentence makes clear that he wants to remain as unobtrusive as possible:

Mit aller Bestimmtheit will ich versichem, daft es keineswegs aus dem Wunsche 
geschieht, meine Person in den Vordergrund zu schieben, wenn ich diesen 
Mitteilungen . . .  einige Worte über mich selbst und meine Bewandtnisse 
vorausschicke.*®

Edgar Kirsch, in his 1962 essay on the novel, urges extreme caution in the face o f this 

overwhelming self-effacement.** Zeitblom’s lapses into writing of his own situation are 

usually followed by some sort o f apology, and the reader quickly gains the impression that he

 ̂Margrit Henning, Die Ich~Form imd ihre Funktion in Thomas Manns 'Doktor Faustus ' und in der 
deutschen Literatur der Gegenwart, (Tübingen, Niemeyer Verlag, 1966), p. 21.
*°GWVl, p. 9.
' * Edgar Kirsch, ‘Die Vemngleichung des Gleichen. Ein Beitrag zur Analyse des Identitatsproblems in 
Doktor Faustus\ in Georg Wenzel (ed ), VoUendung und Grofie Thomas Manns. Beitrage zur Werk 
und Personlichkeit des Dichiers, (Halle, Verlag Sprache und Literatur, 1962), p. 206.
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protests rather too much. One good example is his description of his own reaction to the

ApocaJypsis cum figuris, which he is all too anxious to dismiss as self-indulgent:

Auch dies sage ich . . .  gewiB nicht, um die Teilnahme des Lesers auf meine 
unbetrachtliche Person zu lenken, welcher immer nur ein Platz im Hintergrunde 
discer Momciren gcbührt. Meinem Bedauem dariiber, daB mein mitteilender Eifer 
hie und da den Eindruck der Gedankenflucht erwecken muB, habe ich schon 
Ausdruck gegeben.

Despite his impression of inadequacy, however, Zeitblom is still concerned to establish his 

reliability whenever he can. He is quite honest in areas where he is vague about the details, 

but very anxious to give them where he has them. The experiments by Jonathan Leverkühn, 

for example, although they took place in Zeitblom’s childhood, are recalled in considerable 

detail, with Zeitblom even apologising for not remembering everything accurately: “Ein 

Tropfen... - ich erinnere mich nicht mit Bestimmtheit, woraus dieser bestand, ich glaube, es 

war Chloroform”.'^ His reconstruction o f conversations to which he is a party, even from a 

very long time before, as with the ‘Strohgespràche’, or Leverkühn’s exposition o f the 

‘Zweideutigkeit’ o f tonality, are painstaking. As already noted, Zeitblom is also capable of 

mastering the musical detail, and as “ein Musensohn im akademischen Sinne des Wortes”, 

provides a useful filter for the intelligent layman

Volker Hage, in his study o f the narrative in Doktor Faustus, argues strongly for the essential 

modernity of the narrator figure in the novel, though he admits this is somewhat diluted when 

compared with Joyce or Doblin. Hage sees the modernist undermining of certainty as one of 

Zeitblom’s most important fimctions, extending both to certainty about the whole process of 

writing and the validity o f the first person narrator.'^ Perhaps the most important feature of 

Zeitblom’s nmrrAtion, however, is that it draws the reader much more closely into the action 

than might otherwise be the case. Zeitblom creates a kind o f ‘ Verfremdungseffekt’ all his 

own, as whilst it is possible that the reader will simply lose patience with him, it is more 

likely that his hesitations will compel the reader to look more closely at the substance o f the 

narrative.''^

GW VI, p. 470.
Ibid., p. 29-30.

''‘ Ibid., p. 10.
Volker Hage, ‘Vom Einsatz und Rückzug des fiktiven Ich-Erzahlers: Doktor Faustus - ein modemer 

Roman?’, in Heinz Ludwig Arnold (ed.). Text und Kritik: Thomas Marm Sonderband, (Munich,
Verlag Text und Kritik, 1976), p. 88-98.

The latter viewpoint is certainly favoured by Margrit Henning. See M. Henning, op. cit., p. 125.
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This effect is enhanced by Zeitblom’s doom-laden tone, and his hurry to tell the story: “Die 

Begierde, allés auf einmal zu sagen, laBt meine Satze iiberfluten”/^  By the middle o f the 

novel, there are few surprises left. Zeitblom’s remarks, for example, when he gets carried 

away in telling the story when he recalls the Blake songs, are typical: “Doch das sind spatere 

Dinge”.** Readers are certainly no longer in any doubt that Leverkühn will come to a painful 

end. Thus, with a mind more or less free o f anticipation of the plot, they are left to ponder 

the more general implications of Leverkühn’s life and work. It is difficult to believe that 

these narrative slips are merely intended to enhance Zeitblom’s bumbling persona. They are 

surely a device concocted by a more sophisticated author than he is, or claims to be. In an 

interesting comparison o f Doktor Faustus with two other novels using ‘unreliable’ first 

person narrators, Jacqueline Viswanathan observes that the inability of such narrators to 

penetrate their main characters’ symbolic interpretation of their own fates leaves these 

characters significantly shrouded in mystery. Thus, as “the narrators’ full reliability is 

undermined, but no other truth is substituted”, readers are encouraged to consider for 

themselves what the ‘truth’ might be.*^

5.3.2 Zeitblom as historical vehicle

Mann himself stated that neither Leverkühn nor Zeitblom was a fully rounded physical

character, whilst the peripheral characters o f the novel were more filled out:

Romanfiguren im pittoresken Sinn durften nur dem Zentrum femeren Erscheinungen 
des Bûches, aile diese Schildknapp, Schwerdtfeger, Roddes, Schlaginhaufens etc. etc. 
sein - nicht seine beiden Protagonisten, die zu viel zu verbergen haben, namlich das 
Geheimnis ihrer Identitat.^^

This ‘Identitat’ is not just a matter o f the psychological characteristics of the two protagonists 

complementing one another. Neither character is a total opposite o f the other - William 

Honsa Jr. remarks that Zeitblom has a little of the artist about him, and Leverkühn just a 

touch of the bourgeois.^^ It has often been claimed that the characters o f Zeitblom and 

Leverkühn represent different sides of Thomas Mann himself But even this does not tell

‘̂ GW VI, p. 468.
** Ibid., p. 221.

Jacqueline Viswanathan, ‘Point of View and Unreliability in Bronte’s Wuthering Heights, Conrad’s 
Under Western Eyes and Mann’s Doktor Faustus\ Orbis Litterarum 29 (1974), p. 51.
“ GWXI, p. 204.

William M. Honsa Jr., ‘Parody and Narrator in Thomas Mann’s Dr. Faustus and The Holy Sinner', 
Orbis Litterarum 29 (1974), p. 69-70.

Michael Beddow, for example, calls Doktor Faustus “as close as Mann ever came to a 
comprehensive autobiography”, M. Beddow, Doctor Faustus, p. 16. Hans Mayer sees the two 
characters as representing two sides of Nietzsche, as well as Mann himself̂  ‘Thomas Mann’s Doktor 
Faustus: Roman einer Endzeit und Endzeit des Romans’, (1959), in R  Wolff (ed ), DF und die 
Wirkung, Part 1, p. 108 & 115.
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the full story. It is easier to see Mann in Zeitblom; not just in the psychological 

characteristics o f the humanist, but in his attitude to contemporary events, from which 

Leverkiihn is much more detached. Although it is possible to argue that this remoteness 

offers some reflection o f Maim’s exile, it is fair to say that however vigorously the members 

of the ‘Irmere Emigration’ might have protested to the contrary, Marm did not see his 

geographical distance as a handicap to genuine engagement with Germany. The two 

characters simply do not balance one another out. Zeitblom is much more real, and is visibly 

rooted in events that Mann himself faced. Kirsch goes so far as to suggest that the 

Entstehung is simply a replay o f Doktor Faustus itself^ with Maim’s tale o f artistic creation, 

like Zeitblom’s, written in a counterpoint with pohtical events.^^

Dorma Reed’s study o f the German novel and Nazism stresses that the significance of

Zeitblom hes at least as much in sociological features as in more metaphysical aspects o f

balance to Leverkiihn’s ch a rac te r.H is  credentials as a typical member o f the middle classes

are established early on, and his opposition to the Nazis is extremely cautious. Zeitblom’s

own awareness of his inadequacy in the latter respect does nothing to improve it:

Wahrend ich treulich von Tag zu Tag . . .  dem Intimen und Personlichen eine Gestalt 
zu geben suchte, habe ich geschehen lassen, was drauBen geschah, und was der Zeit 
angehort, in der ich schreibe.^^

Even though Zeitblom is aware that he does not properly confront these matters, his concerns

about the Nazis seem to focus largely on a general unease about their threat to the cultural

tradition he holds dear. This is nowhere clearer than in his comparison o f Nazism with

Bolshevism, in which his assessment of their relative merits is apparently entirely based on

the attitude of the two regimes to culture: “Meines Wissens hat der Bolschewismus niemals

Kunstwerke zerstort”.̂  ̂ It may be just about possible to take a government’s attitude to

works of art as a fair guide to their treatment o f the individual, but Zeitblom’s concern seems

to be directed more towards the preservation o f culture for its own sake, rather than as an

indicator o f the will to preserve human life and dignity.

This attitude is quite significant, for Zeitblom’s involvement in political events, and his 

increasing understanding o f their import largely mirrors Mann’s own pohtical development. 

Mann himself said that: “Sereni Zeitbloms ‘Pohtik’ . . .  [entspricht] ziemlich genau den 

Stationen meiner eigenen Entwicklung”.̂  ̂ Early on in the novel, with shades o f the

23 E. Kirsch, op. cit., p. 204.
D. K. Reed, Novel and the Nazi Past, p. 17.
GW VI, p. 447.
Ibid., p. 451.
Letter to Max Rychner of 24 December 1947, Briefe II, p. 578.
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Betrachtungen eines Unpolitischen, Zeitblom freely admits that he was swept along by the

fervour of World War One:

Angriff und Verteidigung waren dasselbe in unserem Fall: sie bildeten zusammen 
das Pathos der Heimsuchung, der Berufung, der groBen Stunde, der heiligen N o t... 
ich [konn] in keiner Weise pratendieren, mich von der allgemeinen ErgrifFenheit 
ausgeschlossen zu haben, Ich teilte sie redlich, mochte auch die natùrliche 
Gesetztheit des Gelehrten mich von jeder Hurra-Lautheit abhalten.^*

The development o f Zeitblom’s understanding of pohtical reahties during the novel is

marked by the increasing references to the gathering chaos of World War Two as the

biography of Leverkühn, too, draws towards its tragic climax. The development is near

enough to Mann’s own experience, even though it does not exactly coincide. T. J. Reed

notes that Mann allows Zeitblom to be ignorant of Nazi extermination camps until 1945,

which was three years after Mann himself first reported atrocities against the Jews in his BBC

broadcasts.^^ If Zeitblom had had the same awareness, he would have known before he

began writing the Doktor Faustus narrative in May 1943, and Mann would have lost the

opportunity to depict his growing awareness o f events as they unfold. This development is

very effective within the narrative; as the chaos escalates, and Leverkühn’s life hastens to its

tragic conclusion, so Zeitblom’s references to the historical chaos increase in their frequency

and desperation.

Leverkühn’s striking lack of historical specificity, discussed in 4.3, makes it significant that 

Zeitblom can be seen so clearly in this very specific contemporary social and historical 

context,. Perhaps the most powerful factor in the identity of the two characters is, then, the 

way in which Zeitblom acts as the vehicle to give Leverkühn the historical specificity he 

would otherwise lack. Might this be the ‘Geheimnis ihrer Identitat’ to which Marni referred? 

l  everkühn’s hermetically sealed ‘Studierstube’ is so universal that it is ideally adapted to 

time travel, and could be transported to any German historical setting from Luther’s 

Wittenberg onwards. Leverkühn is incapable o f doing this on his own, however, or at least, 

he shows no inclination to bind himself specifically to his own time. It is only through the 

intervention of Zeitblom that the gap between Leverkühn’s creative output and his 

contemporary history can be closed so that, to all intents and purposes, as an intermediary 

between music and twentieth century Germany, Zeitblom is Leverkühn. In this context, it is

GW VI, p. 401-402.
T. J. Reed, Uses o f Tradition, p. 400. In his broadcast in January 1942, Mann reports what he has 

heard about the experimental gassing of up to four hundred Dutch Jews in Germany, and warns of the 
dangers of an unwillingness to believe such reports. See GW XI, p. 1025. When Zeitblom writes in the 
second chapter of Doktor Faustus “daB ich gerade in der Judenfrage und ihrer Behandlung unserem 
Führer und seinen Paladinen niemals voll habe zustimmen konnen, was nicht ohne EinfluB auf meine 
Resignation vom Lehrfach war”, this is quite an understatement in the light of Mann’s knowledge at the 
time.
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interesting to note that Helmut Koopmann’s study of the Leverkühn and Zeitblom figures as 

an expression o f the dividedness of exile rejects the notion that they are opposites. Instead, 

Koopmann sees them as a single, identity which, though internally divided, cannot be 

«separated. He imderlines not just the more commonly cited identification of Mann’s life with 

Zeitblom, but also with Leverkühn, as what Mann saw as “eine versetzte, verschobene, 

verzerrte, damonische Wiedergabe und BloBstellung meines eigenen Lebens”.^  In other 

words, both Zeitblom and Mann have it in themselves to become a Leverkühn; in a perverse 

form, Leverkühn stands for the same things as they do.

Zeitblom’s narrative points to his extensive identification with Leverkühn in several ways.

He is involved in his fiiend’s life to a degree which is abnormal, even for a relationship with

an element of obsession, so much so that he often seems to he less observing Leverkühn’s life

than actually living it for him. Even in his student days, Zeitblom admits that his fiiend’s life

and career are much more important than his own:

Waren es glückliche Jahre? J a . . .  und sofem ich sie an der Seite eines 
Kindheitsgenossen verbrachte, an dem ich hing, ja  dessen Sein, dessen Werden, 
dessen Lebensftage mich im Grunde mehr interessierte als meine eigene. Diese war 
einfach; ich brauchte ihr nicht viele Gedanken zu widmen, sondem nur durch treue 
Arbeit die Voraussetzungen fiir ihre vorgegebene Losung zu schafifen.^^

Later, Zeitblom says that he lived his own life: “ohne es gerade zu vemachlassigen, immer 

nur nebenbei, mit halber Aufimerksamkeit”.̂  ̂ He stresses the nearness o f Leverkühn’s life to 

his own, apologising almost painfiilly for his inability to distance himself from his subject. It 

is significant that he draws attention to the diificulty o f separating narrator and subject in his 

account:

Auch meine Entschuldingung ist inuner dasselbe. Mein Gegenstand steht mir zu 
nahe. Allzusehr fehlte es hier wohl überhaupt an dem Gegensatz, dem blofien 
Unterschied von S taff und Gestalter. Habe ich nicht mehr als einmal gesagt, daB das 
Leben, von dem ich handle, mir naher, teurer, erregender war als mein eigenes? Das 
Nachste, Erregendste, Eigenste ist kein ‘StofF; es ist die Person - und nicht danach 
angetan, eine künstlerische Gliederung von ihr zu empfangen.^^

Zeitblom is particularly affected by Leverkühn’s liaison with hetaera esmeralda, as if  it is he,

rather than Leverkühn, who has experienced it: “Tagelang spiirte ich die Benihrung ihres

Fleisches auf meiner eigenen Wange”.^

Letter to Hans Reisiger of 4 September 1947, DwD, p. 99. See H. Koopmann, Doktor Faustus und 
sein Biograph.’, p. 19.
^^GWVI,p. 118.

Ibid., p. 415.
Ibid., p. 235, with my italics.

34 Ibid., p. 198.

190



Another significant moment occurs when Leverkiihn says, as Zeitblom goes to war in 1914:

“Dir geht statt meiner!"/^ Zeitblom carries his fiiend with him into the conflict, and lives it

for him. He does not see what Leverkiihn makes of the pohtical situation, for he makes of it

precisely nothing. Nor does he seek to make Leverkiihn aware o f the importance o f this

epoch-making event, seeing his fiiend’s detachment as understandable and not to be

tampered with. Even more importantly, Zeitblom continues to cany Leverkiihn with him into

World War Two, at the time o f writing his text, after his fiiend has died. Zeitblom is glad

that Leverkiihn has not witnessed this war - however pohticaUy detached, this is

understandable. But just when Zeitblom might have been whoUy taken up with his own

survival and maintaining human decency in the Germany o f that time, he seems mainly

preoccupied with continuing to live on behalf o f Leverkühn, who had died in 1940, having

been mentaUy incapacitated since 1930:

Die Geborgenheit Adrians vor unseren Lebetagen ist mir teuer, ich halte sie wert vor 
mir und nehme dafur, daB ich mir ihrer bewuBt sein darf, gem die Schrecken der Zeit 
in Kauf, in der ich foitwahre. Es ist mir, als stande und lebte ich fur Dm, statt seiner, 
als triige ich die Last, die seinen Schultem erspart gebheben, kurz, als erwiese ich 
ihm ein Liebes, indem ich’s ihm abnâhme zu leben; und diese VorsteUung, so 
iDusorisch, ja  narrisch sie sei, sie schmeichelt dem stets gehegten Wunsch, ihm zu 
dienen, zu helfen, ihn zu schützen.^^

Kirsch suggests that one o f the measures o f the importance o f Zeitblom’s identification with 

Leverkühn can be found in the fact that Mann aUows Zeitblom to enter so intimately into 

Leverkühn’s fife up to its end, and to live on in his madness and afier his death. He contrasts 

this ever-deepening connection with Schwerdtfeger’s apparent intimacy with Leverkühn, 

which ends in his murder, calling the latter “angemaBt and iDegitim”.̂  ̂ It is in Zeitblom’s 

willinoness to live for 14?vf>rlriihn beyond his death that Leverkühn’s true timelessness lies. 

Leverkühn can continue to be significant after his death, and his music can be connected with 

contemporary history for as long as Zeitblom is prepared to live his extinguished life for him 

As it is Zeitblom, rather than Leverkühn, who acts as a link between music and contemporary 

German history in Doktor Faustus^ his narrative about Germany is important in showing what 

kind of history he believes this is. The next chapter considers the significance o f this link, 

and how Zeitblom makes it.

Ibid., p. 410.
Ibid., p. 337.
E. Kirsch, op. cit., p. 211.
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Chapter 6 Closing the gap between music and history

6.1 Doktor Faustus and the concept of one Germany’

6.1.1 The ‘one Germany’ argument

A striking feature o f the correlation between the characteristics o f music and Germany in 

Doktor Faustus is that it brings to life Mann’s view of his homeland as ‘one Germany’, rather 

than a separate good and bad Germany. In doing so, the novel demonstrates the plausibility 

o f Mann’s argument - Germany in its twentieth century crisis is seen to be one particular 

historical manifestation o f Germany’s ontology. For Mann, Germany shared both the credit 

for the cultural greatness of the land of Goethe and Wagner, and the responsibihty for the evil 

o f Hitler. The way in which Leverkühn’s compositions manifest music’s ontological 

characteristics has much in common with the way in which Germany in the first half o f the 

twentieth century manifests Germany’s ontological characteristics. This historical 

manifestation o f Germany was a terrible perversion, or ‘ Verhunzung’, o f many o f the things 

he most treasured about his country, as is clear from a letter Mann wrote to Walter Rehm, 

thanking him for a book about Jakob Burckhardt: “Hier bin auch ich noch zu Hause, d.h. im 

19. Jahrhundert. . .  Heute ist seine Welt gründlich dahin . . .  Die besten Dinge von damais 

sind verhunzt”.̂  The presentation in Doktor Faustus of this temporary ‘Verhunzung’ of their 

permanent ontology o f music and Germany is mutually reinforcing.

The roots o f the ‘one Germany’ argument reach far back into Maim’s early thought. He was 

always fascinated with the ambiguity of ̂ pearances, often referring to Nietzsche’s concept 

of ‘doppelte Optik’. In Doktor Faustus, the theme of deceptive ‘Schein’ is, of course, 

important from the beginning, finding concrete representation in Jonathan Leverkühn’s 

experiments with natural phenomena. Ambiguity and double meaning was also a central 

characteristic o f Mann’s great love/hate figure, Richard Wagner. Writing about Wagner in 

1940, in the context o f his being seen as a representative o f the ‘good’ Germany, Mann made 

clear that the same ontology could reveal different sides at different times: “wahr ist, daB 

Volker nicht immer dasselbe Gesicht bieten, und daB es auf Zeit und Umstande ankommt, 

wie ihre konstanten Eigenschaften sich ausnehmen”.̂

Letter to Walter Rehm of 26 June 1930, Briefe I, p. 301. 
GW X m , p. 358.
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The idea of dual characteristics was much on Mann’s mind just before he embarked on the

writing of Doktor Faustus. He was reading R. L. Stevenson’s Dr Jekyll and Mr Hyde

(1896), the link with ‘man’s dual nature’ suggesting both the secret identity o f Leverkiihn and

Zeitblom referred to in the Entstehung, and the good and bad Germanies/ In 1940, Mann

had received from his Enghsh pubhsher a copy of Sebastian Haffiier’s book Germany: Jekyll

and Hyde (1940). At that time, Mann was rediscovering his early Faustus plan, and

apparently found the book the most instructive he had ever read on the subject o f Germany,

referring to it as a “vorziighche Analyse”.'* Mann’s concept of the one Germany thus became

inextricably linked with the writing of Doktor Faustus. He made exphcit in pubhc

statements whilst he was writing the novel that the concept o f ‘Germany’ should not be taken

to be identical with particular historical manifestations of any sort, whether good or bad.

Mann wrote in his open letter to Walter von Molo in 1945:

Deutschland ist nicht identisch mit der kurzen und finsteren geschichthchen Episode, 
die Hitlers Namen tràgt. Es ist auch nicht identisch mit der selbst nur kurzen 
Bismarck’schen Ara des PreuBisch-Deutschen Reiches. Es ist nicht einmal identisch 
mit dem auch nur zwei Jahrhunderte umfassenden Abschnitt seiner Geschichte, den 
man auf den Namen Friedrichs des GroBen taufen kann.^

In the novel, this notion is reinforced by its identity with the concept of the ontology of music

being separate from particular compositions.

Mann saw Doktor Faustus as an important part o f his understanding of Germany, Over the 

years, he became probably more engrossed in writing the novel than his political essays and 

lectures on Germany. In 1943, Agnes Meyer accused him (albeit apologetically) o f not 

properly engaging in the serious issues of Germany’s return to ‘human society’, which was 

the subject o f Krieg und die Zukunft, Mann’s imminent lecture in the Washington Library o f 

Congress:

I can see readily enough how this lecture came into being. Fatigued, you turned from 
the strain of what I am certain is a great new novel, to toss off a sop to everyday life. 
But this is no time for so ungenerous an effort. Isolated in your refugee atmosphere, 
you do not realise at what an intensity America is hving and thinking *̂

Mann was irritated by Mrs Meyer’s intervention - “unverschamter und tief verstimmter Brief

von der Meyer - fuhlte mich elend von dem Brief’ - though outwardly pohte. His reply was

“freundlich beherrscht”.̂  As far as Mann was concerned, however, his fiction was his real

 ̂Hans Rudolf Vaget, ‘ “Germany: Jekyll and Hyde.” Sebastian Haffiiers Deutschlandbild und die 
Genese von Doktor Faustus', in Eckhard Heftrich & Helmut Koopmann (eds ), Thomas Mann und 
seine Quellen. Festschrift fur Hems Wysling, (Frankflirt am Main, Klostermann, 1991), p. 249-271. 
'* Tagebiicher 1940-1943, p. 80, (21 May 1940).
^GWXn, p. 961.
 ̂Letter of 10 September 1943 from Agnes Meyer to Thomas Mann, TM - AM, p. 514.
 ̂Tagebiicher 1940-1943, p. 624-625, (12 & 13 September 1943).
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task, and the fictive world supremely the means to explain the real world. Donna Reed 

contrasts this approach with that o f Doblin and Brecht, neither o f them admirers o f Mann, 

who interwove real material in their works to corroborate their fictive worlds.* In his 

reflertions on his work in the Thomas Mann archive, Hans Wysling described Mann’s 

treatment of political themes in his fiction as more subtle and complex than in his speeches.^ 

This is consistent with Marm’s whole ‘political’ career, as described in 2.1. He was an artist 

not a pohtician, but this did not prevent him from making serious and meaningful political 

statements in his art. This was not least because Maim beheved that, certainly in Germany, 

artistic and cultural issues impacted upon the pohtical sphere. So it is that Doktor Faustus 

actively illustrates, rather than simply states as a concept, the simple but dramatic assertion 

that the good and bad Germany are all one.

There are many prompts in Doktor Faustus to cause the reader to consider the highly

ambiguous nature o f Germany. The town o f Kaisersaschem is fictional, yet intended to be

typical of real German towns: “Kaisersaschem ... fiihlt sich, wiejede deutsche Stadt, als ein

Kulturzentrum von geschichthcher Eigenwürde”.'® It has both the dignity and cultural

richness o f the Holy Roman Empire, and the oppressive medieval atmosphere that gives a

dark undertone to its current modernity:

Aber in der Luft war etwas hângengebheben von der Verfassung des 
Menschengemütes in den letzten Jahrzehnten des funfzehnten Jahrhunderts ... 
Scsderbar zu sagen von einer verstàndig-nùchtemen modemen Stadt (aber sie war 
nicht modem, sie war alt, und Alter ist Vergangenheit als Gegenwart, eine von 
Gegenwart nur iiberlagerte Vergangenheit).**

Later on, confronting the terrible final decline o f his country, Zeitblom uses words that 

suggest that Germany has always contained this fatal potential, just as Kaisersaschem had 

always contained more than one identity: “Wie wird es sein, einem Volke anzugehoren, 

dessen Geschichte dies gràBüche MiBlingen in sich tmg?”.*̂

The theory of ‘one Germany’, with all its people participating equally in the good and the 

bad, and thus all guüty o f the evil o f Nazism, was famously and bitterly opposed by Marm’s 

fellow hterary exile, Bertolt Brecht. Brecht undoubtedly represented the majority view o f the 

Californian exiles on the matter o f Germany’s post-war rehabilitation. According to Brecht,

* D K. Reed, Novel and the Nazi Past, p. 108.
 ̂Hans Wysling, ‘25 Jahre Arbeit im Thomas Mann Archiv; Riickblick und Ausblick’, Internationales 

Thomas Mann Kolloquiuml986 - Liibeck, Thomas Mann Studien Vol. 17, (Bern, Francke Verlag, 
1987), p. 379.
*®GWVl,p. 50.
** Ibid., p. 51-52.
*̂ Ibid., p. 638.
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and the other advocates of the ‘two Germanies’ theory, Nazism was a dictatorship imposed 

by a Fascist ruling class on the bulk o f a decent, peace-loving people. P erh^s the most 

visible opponent of this view was the former Enghsh diplomat, Robert Vansittart. It was a 

source of dismay to the exiles that Mann, the most prominent member o f their community, 

thought to have the ear of the Americans and therefore seen as a potentially effective 

advocate for Germany, should apparently side more with the Germanophobe, Vansittart, than 

with his own compatriots.*^ Brecht could not fulfil the advocate’s role. Despite his fame in 

Berlin and his «eciire position now in the theatrical canon, he was not then well known in 

America. Although he had been interested for some time in popular culture and America 

itself,*"* Brecht had no American public and had as little time for their culture as they had for 

him: “his responses to American life were as negative as his estimate of American 

entertainment”. *̂  He scorned Hollywood in particular, though the absence of a theatrical 

audience forced him to seek work there alongside fellow émigrés, including Heinrich Mann. 

Perhaps more than all his contemporaries, Brecht was seeking to make a reality o f a ‘new 

Germany’ after the war, to be created by its intellectuals in exile and then taken back to 

Germany itself. Despite his personal dislike of Thomas Mann, he would have expected the 

writer who had famously uttered, on arrival in New York in February 1938, “where I am, 

there is Germany”, to join him in this endeavour.**  ̂ Vaget observes that both Brecht’s and 

Mann’s positions on Germany’s guilt were equally impractical: “Fiir Brecht zahlten 

unrealistischerweise 99 Prozent der Deutschen zum anderen Deutschland, fur Thomas Mann, 

ebenso unrealistischerweise, hochstens 10 Prozent” .*̂  In fact, the percentage for Mann was 

probably even lower than this, since he also counted himself amongst the guilty.

In a sense, the dispute over Germany between the two writers stemmed from a long time 

before. Brecht had criticised Mann even in the 1920s for not including the whole o f society in 

his writing, but rather, being concerned with the fate of the bourgeois artist, representative o f 

only a small part o f society. By World War Two, this appeared to some to translate into 

Mann holding the whole of the oppressed working class responsible for Nazism without ever 

properly engaging in their fives. But in truth, Mann did not really deal in class distinctions.

In fact, Mann denied that he was in agreement with the extreme views of Vansittart, in a letter to C. 
B. Boutell of 21 January 1944, Briefe II, p. 351.
*'* A number of Brecht’s works had had an American theme or setting (albeit usually Chicago, not Los 
Angeles), long before he went to live there, e.g. Im Dickicht der Stadte (1923), Aufstieg und Fall der 
StadtMahagonny (1930), Die Heilige Johanna der Schlachthofe (1931, first performed 1959).

A Heilbut, Exiled in Paradise, p. 190.
Quoted in the New York Times, 22 February 1938.
Hans Rudolf Vaget, ‘Deutsche Einheit und nationale Identitat. Zur Genealogie der gegenwartigen 

Deutschland-Debatte am Beispiel von Thomas Mann’, Literaturwissenschafiliches Jahrbuch 33 
(1992), p. 287.
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or indeed, any distinctions at all. He had always been inclined to talk about a ‘collective 

German soul’. Whilst he felt that the Faustian characteristics o f that German soul had been 

perverted in Nazism, the collective soul still held responsibility for that perversion. Mann’s 

rhetoric o f guilt took place on a different plane from Brecht’s “Erst kommt das Fressen, dnnn 

kommt die Moral” outlook. This was perhaps partly because the early success of 

Buddenbrooks had meant that ‘das Fressen’ had never been an issue, whilst Brecht and his 

family lived in Santa Monica more or less in poverty.*^ Brecht would certainly never argue 

that the average German worker would see himself as part o f a Faustian “collective soul”.

Yet however impractical it might sound, it is likely that Mann’s approach c^tured something 

of the German psyche. The Viennese workers whom he addressed in October 1932 must, 

surely, have had ‘das Fressen’ fairly close to their hearts, yet Mann reported that they seemed 

to appreciate his talk on such grand themes: “Wie dankbar sie sich erwiesen! Es ist mir 

unvergeBlich!”.̂ ® Even taking into account that Mann may have somewhat exaggerated their 

appreciation, this is a notable reaction.

The crisis point in Mann’s relations with Brecht came shortly after he began writing Doktor 

Faustus in 1943. On 1 August, Brecht convened a meeting of a number o f other prominent 

German writers, including Heinrich Mann, Lion Feuchtwanger and Bruno Frank, at the home 

of Berthold Viertel, the Austrian theatre director, in order to draft a manifesto in support o f 

the Free Germany Committee. The Committee had used the Russian press to call on German 

soldiers to fight against Hitler. The writers’ efforts turned into a manifesto of their own, 

distinguishing between Hitler’s Germany and the bulk of the German people: “scharf zu 

unterscheiden zwischen dem Hitlerregime und den ihm verbundenen Schichten einerseits und 

dem deutschen Volk andererseits”.̂ * Although Mann signed the manifesto at the meeting, he 

fplpnhoned Brecht the next day to withdraw his signature, provoking Brecht’s extreme rage. 

The dramatist believed that Mann suspected him o f acting under orders from Moscow: “das 

reptU [sic] kann sich nicht vorsteUen....daB man überhaupt ganz von sich aus, sagen wir aus 

überzeugung, in deutschland etwas anderes erbhcken kann als ein zahlkraftiges 

leserpublikum”.̂  ̂ He suspected that Mann simply wanted to retain his American readership 

and citizenship.

Bertolt Brecht, Die Dreigroschenoper, Stiicke Vol. 2, p. 284.
A. Heilbut, op. cit., p. 182.
Letter to Hans Reisiger of 30 October 1932. Quoted in H. Bürgin & H.O. Mayer (eds.). Die Briefe 

Thomas Marms. Regesten und Register, Vol. 1, p. 673.
Bertolt Brecht, Arbeitsjoumal, Vol. 2 1942-1955, (Frankfurt am Main, Suhrkamp Verlag, 1973), p. 

597 (entry for 1 August 1943).
Ibid., p. 621, (entry for 9 August 1943).
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6.1.2 A shared ontology

There was, however, much more to Mann’s action than either suspicion o f Brecht, or self- 

preservation. It could not have been easy to maintain the view of Germany that he did 

amongst the exiles, and the fact that he left it until the day after the meeting to withdraw his 

signature shows the peer pressure he must have faced. Most o f the other exiles, even his 

brother, disagreed with Mann’s stance, feeling that it was the exiled writers’ duty to support 

their fellow Germans, not to sit in judgement. Brecht wrote to Mann later in 1943 that it was: 

“weder ihr Recht. . .  noch ihre Pfhcht sich dem deutschen Volk gegenûber an einen 

Richtertisch zu setzen, ihr Platz scheint. . .  auf der Bank der Verteidigung”.^  Yet if  Mann 

was sitting in judgement on anyone, he was equally sitting in judgement on himself. He was 

not acting from impulse, but from a conviction that coloured all his work, seeing the rise of 

Hitler and its consequences as a crime in which he shared along with all Germans.

Mann’s politics had always been a politics o f self-reflection, and in identifying himself as

Germany when he arrived on American soü, he was not, as some exiled Germans might have

hoped, heralding a new Germany to be built in America and one day return. Instead, he was

describing himself as part o f the unchanging nature o f Germany - tiie ontology - and as guilty

as any other German for the evil he had left behind. In an interview with the New York Times

in 1933, about the rise o f Nazism, he said: “als Deutscher kann ich verstehen, was geschehen

ist und warum es geschehen ist. Als Mensch kann ich es nicht rechtfertigen”.̂  ̂ Mann was

very concerned about the suspicions tiiat would arise about the activities o f a Free Germany

Committee so soon after the war, when most o f the civihsed world recoiled in fear and horror

from Germany. He wrote barely a week after the manifesto incident:

Und schheftlich finde ich, daft man es dem liberalen Amerika überlassen soil, vor der 
Vemichtung Deutschlands zu wamen. . .  Es gibt unter deutschen Links-sozialisten 
eine Art von patriotischer Mode, darauf zu bestehen, daft Deutschland » n ic h ts  
geschehen d a r f « . . .  aber rein morahsch und padagogisch gesehen, komien zunachst 
einmal der Fall und die Bufte gamicht tief genug sein nach dem lasterischen 
Übermut, der wüsten Superioritatsraserei und Gewaltsphantasterei, die dies Volk sich 
rauschvoU geleistet hat.^^

Mann’s view o f the German situation was no act of American appeasement, but represented a

long-held belief about the danger of German power. As early as 1934, Maim had noted in his

diary that the destruction o f the Reich would be desirable, because whilst Germany would be

economically powerful, it would not be a political force that was a threat to the rest o f the

^  Letter to Thomas Mann of 1 December 1943, Bertolt Brecht, Briefe, edited by Günter Glaeser, 
(Frankfurt am Main, Suhrkamp Verlag, 1981), p. 485.

New York Times, 10 September 1933, Frage undAntwort, p. 198, (translated from the English 
original).

Letter to Agnes Meyer of 9 August 1943, TM-AM, p. 503-504.
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world.^^ He thought that the only way for Germany to re-enter the company o f other 

countries was to have its power reorganised and quelled by the Allies - total disintegration as 

the path to new birth. This is reflected in Doktor Faustus, when Leverkühn’s Dr. Fausti 

Weheklag shows that the only possibihty o f real hope is granted to those who reach the 

deepest despair and must go beyond hopelessness to find it. It is at this point that something 

described as an almost theological ‘grace’ is activated: “Es ware die Hoffiiung jenseits der 

Hof&ungslosigkeit, die Transendenz der Verzweiflung, - nicht der Verrat an ihr, sondem das 

Wunder, das über den Glauben gehf’.̂ ^

Mann did not see the potential destmction of Germany as the end, but as a new beginning; the 

‘Stunde Null’ fi'om which the démocratisation o f Germany could begin. He was disillusioned 

when the attempt to set up a federation of the AUies’ different parts of Germany foundered in 

the wake of their differing politics, even in the early days o f the occupation. The death of 

Roosevelt, whom Mann greatly admired, in 1945, effectively ended any hope of genuine 

reconcihation. His hopes sank lower with the onset o f the Cold War, die confirmation o f the 

division o f Germany, and McCarthyism in the USA, when he was personally under FBI 

suspicion:

Es ist nicht zu leugnen, dafi dieses grofie, materieU so begünstigte Land, dessen 
innere Entquickung entscheidend geworden ist fur das Schicksal der Menschheit, 
seinen Bewunderem seit dem Ende des Krieges manche Enttauschung bereitet hat.^*

It is important to distinguish beP.veen the concepts of guilt and responsibihty in Mann’s

assessment of Germany after the war. Guilt can be hopeless and passive, but responsibihty is

a more dynamic concept, which can be seized and acted upon. In Mann’s eyes, a new start

could h ^pen  only if  every German could move beyond a generahsed, sometimes crippling,

feeling o f guilt, and actively accept shared responsibihty for the Third Reich. This is clearly

expressed in one of Mann’s BBC broadcasts to the German people towards the end o f the

war. He gives a sense o f underlying determinism attached to being German, noted in 5.1 as

part o f its ontology, but also states that it is possible, and indeed necessary, for individuals to

take hold of that fate, and shape it at particular points in history. In doing so, Mann makes

exphcit not only the idea that ontology can take on particular manifestations at different

historical points, but also that individuals can make a difference to those manifestations:

Schuld des deutschen Volkes, das in einem blutigen Popanz den Erloser sah? Wir 
woUen von Schuld nicht reden. Es ist kein Name fur die fatale Verkettung von 
Folgen einer unglückhchen Geschichte. . .  Aber Verantworthchkeit ist etwas anderes

H R Vaget, op. cit., p. 285. See Tagebiicher 1933-1934, p. 385, 472 & 486 (9 April, 14 & 29 July 
1934).
^^GWVI, p. 651.

GW xm , p. 779, (An David McCoy).
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als Schuld. Verantwortlich sind wir alle fur das, was aus dem deutschen Wesen kam 
und von Deutschland als Ganzem geschichtlich veriibt wurde . . .  Gibt es das: 
Deutschland; gibt es das Volk als geschichtliche Gestalt, als eine koUektive 
Personlichkeit mit Charakter und Schicksal, dann ist der Nationalsozialismus nichts 
anderes als die Form, in die ein Volk, das deutsche, sich vor zwolf Jahren gebracht 
hat.^

Mann did not believe that there were sufficient forces for democracy in Germany 

immediately after the war to effect on their own the type of changes that Brecht and his 

supporters envisaged. But Mann’s concept o f hope and mercy that balances out this 

apparently harsh approach is often overlooked, not least in Doktor Faustus - die combination 

of ‘Genugtuung’ and ‘Erbarmen’ that he wrote of in April 1945, in the midst o f the novel, to 

Agnes Meyer: “Welche Zeiten, in denen wir leben! Welche taglichen Erschütterungen! Und 

was das rochelnde Deutschland betriffi, - wie wird das Gemiit zwischen Genugtuung und 

Erbarmen bin und her gerissen!”.̂ ® The mercifiil side of Mann’s attitude to Germany was 

certainly overlooked by the writers o f the ‘innere Emigration’ who had stayed in Germany 

during the war. Their bitter opposition to Mann disputed in particular that he had any right, 

after his long absence, to speak about Germany as it was at the end o f the war. After all, the 

notion that there were not two Germanies, good and bad, could be interpreted as implying not 

only that all good Germans were comphcit in evil, but also that Nazism might have some 

influence on the good aspects o f Germany. This was a bold statement indeed for someone 

who had not hved through the regime. The harshness of Mann’s words in responding to 

these writers did not help to endear him to the ‘innere Emigration’. In his reply to Walter von 

Molo, Mann stated that he felt the books produced in Germany between 1933 and 1945 were 

“wertlos, und nicht gut in die Hand zu nehmen. Ein Gerach von Blut und Schande haftet 

ümen an; sie soUten eingestampft werden”. '̂

Mann’s view of Germany’s constant ontology, shared by all Germans, does not mean that 

everyone is good, or that everyone is evil. The ontological characteristics o f Germany 

depicted in Doktor Faustus are neither inherently bad nor inherently good. Above all else, 

they are inherently problematic, as are the ontological characteristics o f music. Germany’s 

ontological characteristics can, at a given point o f history, lead to triumph or destruction. In 

the case o f music, it is apparent firom the picture in Doktor Faustus that the same 

characteristics that make for beauty at one point can slip too far and become degeneration and

^^GWXI,p. 1109.
Letter to Agnes Meyer of 11 April 1945, TM - AM, p. 623.
GW Xn, p. 957.
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decay at another. The key concept, offered by Mann in Deutschland und die Deutschen, is

of the bad as ‘das fehlgegangene Gute’;

[Es] gibt nicht zwei Deutschlands, ein boses und ein gutes, sondem nur eines, dem 
sein Bestes durch Teufelslist zum Bosen ausschlug. Das bose Deutschland, das ist 
das fehlgegangene Gute, das gute im Unglùck, in Schuld und Untergang.^^

Zeitblom’s summing up o f Nazi Germany towards the end oïDoktor Faustus reflects this

concept of ‘das fehlgegangene Gute’. He states that the worst characteristics o f twentieth

century Germany were also to be found in its greatest historical moments;

War diese Herrschaft nicht nach Worten und Taten nur die verzerrte, verpobelte, 
verscheuBlichte Wahrwerdung einer Gesinnung und Weltbeurteilung, der man 
charakterhche Echtheit zuerkennen muB, und die der chiistlich-humane Mensch nicht 
ohne Scheu in den Zûgen unserer GroBen, der an Figur gewaltigsten Verkôiperungen 
des Deutschtums ausgepragt findet?^^

Mann emphasised the temporary nature of Germany’s problem. Writing to Ernst Bertram 

after Rathenau’s assassination, he had said: “Ich leide unter einer Veizerrung des deutschen 

Anthtzes”, a phrase that suggests a temporary disturbance of something that can change 

again. ̂  The time immediately after World War Two was, nonetheless, a period o f history 

from which it would take a long time to recover. Marm said that profundity (‘Tiefe’) should 

be banned from the German vocabulary for fifty years: “ Ich spreche auch von deutscher 

Tiefe und wie leider diese Tiefe jeden Zusammenhang mit dem Gedanken der Humanitat 

eingebüBt habe”.̂ ^

Far from balancing out good or evil into a neutral state, the problematic nature o f Germany’s 

ontology seems to lead to extremes o f either greatness or evil. As in the sanatorium in Der 

Zauberberg where “nur die Wahl zwischen Extremen gegegeben war”, there is no place for 

the mediocre in Doktor Faustus, whether in music or politics. ^  A  key idea in Leverkühn’s 

conversation with the devil is that the devil is only interested in a pact with him because o f 

his genius, and does not care about his fellow syphilitic, Spengler. What the devil has to 

offer the composer is no ordinary productivity, but ‘geniale Zeit’ - a phrase constantly 

repeated in the course o f their dialogue. This is like the tremendous mercy referred to in 

Leverkühn’s final speech. The mercy that the sinner can expect is in proportion to the 

enormity o f the sin; those who sin most and are forgiven can be most conscious o f the grace 

that forgives them. The beginning o f a ‘Stunde Null’ in which Germany’s huge sins were 

wiped should therefore take them on to better things:

^^GWXI,p. 1146.
^^GWVI, p. 639.

Letter to Ernst Bertram of 8 July 1922, TMan EB, p. 112.
Letter to Agnes Meyer of 21 September 1941, 7M-AM, p. 314-315. 

^^GWULp. 696.
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Ihr werdet zugeben, dafi der alltaglich-maCige Sunder der Gnade nur maûig 
intéressant sein kann. In seinem Fall hat der Gnadenakt wenig Impetus, er ist nur 
eine matte Betatigung. Die MittelmaBigkeit fuhrt ûberhaupt kein theologisches
Leben/^

Doktor Faustus makes explicit that the good is indivisible from the evil, underlining the fact 

that these qualities come from one entity, rather than two separate ones. The devil is never 

divided from Leverkiihn himself: “Ihr sagt lauter Dinge, die in mir sind und aus mir 

kommen, aber nicht aus Euch”.̂ * The devil changes his outward ^pearance in the course of 

his dialogue with Leverkiihn, so that he can never be seen as a solid and separate entity. 

Perhaps because of this intermingling o f good and evU, Mann evidently found the dialogue 

chapter difficult to write: “verteufelt schwer zu komponieren”.̂  ̂ It is also significant that 

I wFrViihn’s pact with the devil has been entered into long before the dialogue h^pens. The 

pact reinforces what the composer already is. Helmut Koopman notes that the dialogue with 

the devil is almost wholly parody."*® It is therefore not to be taken as the decisive moment in 

which the contract with evü is made. Rather, it is a culturally sophisticated discussion of 

things that have already happened.

6.1.3 Germany’s culpability and the power of myth

The idea o f a constant ontological nature with distinct, particular historical manifestations has 

implications for the culpability of Germany - that is, whether the Germans had the power to 

act differently, but chose not to. The prospect o f different historical manifestations o f 

ontological characteristics suggests that people have some control over those characteristics at 

the different points in history. Individuals have the power to determine whether their 

ontology is a force for good or bad. Although in Deutschland und die Deutschen, Mann 

presents different faces o f Germany in the shape o f Martin LuÜier, and the woodcarver 

Riemenschneider, in Doktor Faustus ontology seems to triumph over everything else. There 

sp ea rs  to be no possibility o f acting any differently, whatever the consequences. Even if  

the historical circumstances change, ontology dooms the nation to ‘ewige Wiederkehr’.

Mann was concerned that he might unwittingly have created a new German myth in Doktor 

Faustus:

Das Siindendasein und das vom Teufel Geholt werden ist in Parallèle gestellt zum 
deutschen Rausch und zum deutschen KoUaps, und das ist es, was Sie ârgert und 
v/cmit ich mir v/ahrscheinlich unwillkommene Freunde mache. Es lauft auf die

V fp  329.
Ibid., p. 300.
Letter to Agnes Meyer of 7 January 1945, ibid., p. 613.

^  H. Koopmann, ‘‘Doktor Faustus. A Novel of German Introspection?’, p. 29.
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gefahrliche Creation eines neuen deutschen Mythes hinaus. Ich habe es nicht gewoUt 
und habe es doch wohl wollen miissen.'*’

One o f the dominant impressions in the novel is of the German tendency in the first half of

the twentieth century to see the merely historical in ontological terms. That is, to see things

that were a product o f their time, and therefore open to change, as fixed for all time, past,

present and future. This idea o f a fixed state is an important feature o f myth. Myth can be

described as the metaphysical basis of a society - the story a society tells to explain why it is

the way it is, believed by the members of the society. Mann explored the concept of myth

quite extensively in his talk, Freud und die Zukunft (1936). He was aware that the tendency

to use myth was not exclusively German, seeing it as a general human characteristic to

confuse the universal and the particular: “Denn dem Menschen ist am Wiedererkennen

gelegen, er mochte das Alte im Neuen wiederfinden und das Typische im IndividueUen”.'*̂

Myth had, however, been a major part o f the German consciousness since the Romantics had

sought the dignity and roots o f the German people in the ancient past. Many o f the key

German works about myth were written in the early nineteenth c e n t u r y I n  the search for a

unifying '•nd «ïll-pvnlaining world order. Romanticism was a complement to the

Enlightenment’s trust in the powers of man alone. Nietzsche, the guiding spirit o f Doktor

Faustus, took myth to new extremes in his exploration o f the birth o f tragedy in 1871. He

rejected rationality as a means o f explaining the world order, glorifying instead the individual

hero who imposes a world order, using stirring Wagnerian imagery to create a new German

mythology that could later be discerned in the foundations o f Nazism:

Glaube niemand, daB der deutsche Geist seine mythische Heimat auf ewig verloren 
habe, wenn er so deutlich noch die Vogelstimmen versteht, die von jener Heimat 
erzâhlen. Eines Tages wird er sich wach finden, in aller Morgenfiische eines 
ungcbeueren Schlafes: dann wird er Drachen toten, die tùckischen Zwerge vemichten 
und Brünnhilde erwecken - und Wotans Speer selbst wird seinen Weg nicht hemmen 
konnen!'^

This kind of myth-making, with its suspension of rationality, also became a key weapon in 

Hitler’s quest to ensure that his seizure of power should seem inevitable - a manifestation of 

the collective will o f the German people. Bullock’s biography o f Hitler notes that he read a 

mish-mash o f books about mysticism, superstition and ancient belief: “He spent much time 

in the public library . . .  Ancient Rome, the Eastern Religions, Yoga, Occultism, Hypnotism,

Letter to Kuno Fiedler of 5 February 1948, DuD, p. 136.
42 GW DC, p. 492.

^  FNl, Die Geburt der Tragodie, p. 132.

The most influential works included Friedrich Schlegel, Sprache und Weisheit der Inder (1808), 
Jakob Grimm Deutsche Mythologie (1835) and Johann Jakob Bachofen, Das Mutterrecht (1861).
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Astrology, Protestantism, each in turn excited his interest for a moment'*/^ Hitler was heard 

to ridicule Rosenberg’s Mythus des zwanzigsten Jahrhunderts (1930), which spoke at length 

about the notion o f the German mythology as ‘faith’, as the Nazi answer to Christianity. 

Hitler’s reaction came about presumably not least because he was anxious to avoid a clash 

with the powerful church. Yet despite this, as explored in 5.2, the Nazis saw the potential of 

the myth to help them achieve their ends, in a sinister combination o f gross irrationality and 

extreme calculation. Jung saw the ‘faith’ developed by the Nazis as a genuine ‘archetypal’ 

faith, and apparently cautioned against holding the Germans responsible for it. Indeed, J. P. 

Stem notes, Jung seemed to see a value in it on its own account, quite independent o f the 

damage it caused.*^ Mann, however, had no doubts about the evils o f the Nazis’ exploitation 

o f myth. He saw his own Joseph as a counterbalance to the Nazi use o f myth, wanting to 

rehamess it in the service o f humanity; “Man muB dem intellektuellen Faszismus den 

Mythos wegnehmen und ihn ins Humane umfunktionieren”.'̂  ̂ Emst Bloch, who had invented 

the concept o f ‘umfunktionieren’, thought that Mann achieved this very successAiUy in 

Joseph!^^ Adorno was well attuned to the Nazis’ highly calculated use o f myth, and with 

HorVhei'mer, <f»"ght to evnnse its ‘Massenbetmg’ in the Dialektik der Aufldarung. Mann 

himself had recognised early on the Nazis’ expertise in creating a myth that responded to 

people’s needs, and the fact that this made the regime all the more difficult to displace. 

Writing in his diary in 1933, Mann said:

Die neuen Machthaber, wenn sie die simpelsten Bedürfiiisse der Menschen nicht zu
befiiedigen vermogen, werden davongejagt werden. Es ist jedoch ein ganzer Retter-
Mythus zu zerstoren."*^

The heavy, mythical determinism in Doktor Faustus is obvious from the start, with the fate of 

Leverkühn seemingly unalterably mapped out. The mood is heightened by Mann’s heavy 

reliance on the German Faustian legend. Despite modelling his career on Goethe, Mann 

himself freely admitted that his Faust owed httie to that o f his literary hero: “Mit Goetiies 

>Faust< . . .  hat mein Roman nichts gemein, auBer der gemeinsamen Quelle, dem alten 

Volksbuch”.̂ ® At the start o f the novel, Mann dwells on the characteristics o f Leverkühn’s 

parents, describing them in some detail. His father has “eine Physiognomie, wie gepragt von 

vergangenen Zeiten”.̂  ̂ Jonathan Leverkühn’s interest in theology, combined with his

Alan L. C. Bullock, Hitler. A Study in Tyranny, (Harmondswcrth, Penguin, 1973), p. 35.
P. Stem, m /gr, p. 91-93.

Letter to Karl Kerényi of 7 September 1941, TM - KK, p. 100.
Manfred Dierks, Studien zu Mythos und Psychologie bei Thomas Mann, Thomas Mcam Studien, 

Vol. 2, (Bern, Francke Verlag, 1972), p. 260.
Tagehücher 1933-1934, p. 128 (6 July 1933).
Letter to Hilde Zaloscer of 24 August 1953, DiiD, p. 278.

‘̂ GWVI,p. 20.
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tampering with nature are both akin to the Faust o f legend, and prefigure the course that his 

son’s life will take:

Neben der geistlichen Tendenz seiner Lektiire lief jedoch eine andere, die von 
gewissen Zeiten dahin charakterisiert worden ware, er habe wollen » d ie  elementa 
spekulieren«/^

The chapter dealing with Leverkühn’s early life contains within it virtually all the motifs that

shape his fate, notably the butterfly hetaera esmeralda: “ein solcher Schmetterling in

durchsichtiger Nacktheit den dammemden Laubschatten hebend”/^ The butterfly, of course,

prefigures the prostitute who infects him with syphilis, a recurring image in his music. The

image is invoked by Leverkühn at his final coU^se in virtually the same words used at the

very beginning of the novel. It is evident that actions could not change Leverkühn’s fate,

even if  Leverkühn himself might sometimes have attempted to avoid it:

Denn es war nur ein Schmetterling und eine bunte Butterfiiege, die hatt es mir 
angetan durch Berührung, die Milchhexe, und folgt ihr nach in den dammemden 
Laubschatten, den ihre durchsichtige Nacktheit liebt.^

The same early chapter introduces the idea of blue eye colour as deception, - “Neimst du das

Himmelsblau Trug?”^̂  later fulfilled in the figure o f Rudi Schwerdtfeger. The osmotic plants

and their growth “zwar mit so sehnsûchtigem Drângen nach Warme und Freude”^

foreshadow the finitless struggle for warmth and intimacy that will dominate Leverkühn’s

adult life. The preponderance of such images in Jonathan Leverkühn’s research and

experiments is very striking. Agnes Schlee argues m some detail that each o f the experiments

provides a motif for the future course of the novel, so fiiat this fliird chapter o f Doktor

Faustus lays out, like the tone row of serialist composition, the basis o f all that follows.

The determinism is also inherent in the town of Kaisersaschem, which appears, as noted 

earlier in this chapter, to have had its characteristics set many years before, despite any 

attempts to be a modem ‘Weltstadt’. Little wonder, then, after the early part o f the novel, that 

the dialogue with the devil which is the turning point o f every other Faust story, necessary for 

the rest o f the action to happen, does not occur until Chapter XXV. As already noted, the 

impossibility of seeing the devil as separate from Leverkühn himself is an important 

contributory factor to the determinism of Leverkühn’s life, and his appearance simply 

confirms what has already occurred: “gesehen hab ich Dm doch, endhch, endlich; war bei

Ibid., p. 22. 
Ibid., p. 23. 
Ibid., p. 660. 

”  Ibid., p. 23. 
Ibid., p. 31.
A Schlee, Wandlungen musikalischer Strukturen im Werke Thomas Manns, p. 90-113.
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mir hier im Saal, hat mich visitiert, imerwartet und doch langst erwartet”.̂ * Not only in this 

introduction, but in the devil’s words at the end o f  the dialogue, it is made abundantly clear 

that this is an affirmation, but no turning point: “wir auferlegen dir beileibe nichts Neues, die 

KJeinen machen nichts Neues und Fremdes aus dir, sie verstarken und ûbertreiben nur 

sinnreich allés, was du bist”/^

This last quotation perfectly sums up the portrayal o f both Leverkühn and Germany in the

novel: nothing new is possible, and certain situations will intensify the worst ontological

characteristics. Both seem to see themselves as at the mercy o f preordained characteristics.

There is no portrayal of die individual interacting successfully witii the ontology o f either

music or Germany to change the way in which it is manifested at this particular historical

point o f crisis. This is precisely the way in which Mann describes myth and its effects in the

Freud lecture - die “Vollzüge eines Vorgeschriebenen”.^  This is where the danger o f myth

lies. It is a story written in a time that is now inaccessible, and constrains the individual to

understand and act on events within its framework. The apparent authority o f ancientness

banishes any thought that things could or should be changed. This is not only evident in

Doktor Faustus in Leverkühn’s following o f his fate. Although Zeitblom considers the

implications o f resistance to the Nazi regime, this possibility is hardly a theme at all in the

novel. He freely (and guiltily) admits the conspiracy o f silence that allowed the worst to

happen, in an anguished passage worth quoting at some length, for it surely also reflects the

shared sense of culpability that Mann himself felt:

“das Grausen, so scheint mir, vollendet sich, wenn eigenthch alle schon wissen, aber 
zusammen in Schweigen gebannt sind, wahrend einer dem andem die Wahrheit von 
den sich versteckenden oder angstvoll starrenden Augen liest. Wâhrend ich treulich 
von Tag zu Tag, in ctiller Dauer-Erregung, meiner biographischen Aufgabe gerecht 
zu werden, dem Intimen und Personlichen eine würdige Gestalt zu geben suchte, 
habe ich geschehen lassen, was drauBen geschah, und was der Zeit angehort, in der 
ich schreibe”^'

Zeitblom’s stance, if  realistic, is also somewhat disappointing. If̂  as explored at the end of 

the previous chuter, he stands outside the novel as a type o f ‘Verfremdungsefifekt’, can 

there be any message for the reader if  even he does not learn from the narrative? If myth - 

whether the fate o f Leverkühn or the course of German history - is the “VoUzùge eines 

Vorgeschriebenen”, must it not be “vollgezogen” by someone? And is the myth so real and 

so powerful that this someone really has no choice at all? Zeitblom’s role in conveying these

’*GWVI,p. 296.
Ibid., p. 332. 

^®GWIX,p. 497. 
‘̂ GWVI,p. 447.
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myths warrants close attention, as we consider how the gap between music and history is 

closed in Doktor Faustus.
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6.2 Zeitblom’s hesitant closure

We have already seen that Zeitblom is the means by which Leverkiihn gains historical

specificity and significance. It is therefore important to consider how he - Zeitblom -

approachs the gap between music and this history in his narrative. This is not a simple matter.

At no point does Zeitblom connect music with contemporary German history in the sense that

he sees music in general, or Leverkühn’s works in particular, as overt and explicit political

statements. The sharp contrast between Zeitblom’s attitude and that o f Professor

Holzschuher, a member of the KridwiB circle, late on in the novel shows that we should not

look for straightforward connections of this kind. When Holzschuher bumps into Zeitblom

after Schwerdtfeger’s last concert with the Z^fenstoGer orchestra, the former expresses great

concern about the orchestra’s decision to programme Wagner with Berlioz, seeing this as an

overtly political statement urging pacifism. Zeitblom’s report o f the conversation shows that

he prides himself on taking a more sophisticated approach:

Diese Zusammenstellung von Berlioz und Wagner, von welschem Virtuosen- und 
deutschem Meistertum sei eine Geschmacklosigkeit, die überdies nur schlecht eine 
politische Tendenz verberge. AUzusehr sehe sie nach deutsch-franzosischer 
Verstandigung und Pazifismus aus, wie denn dieser Edschmidt als Republikaner und 
als national unzuverlassig bekannt sei. Der Gedanke habe ihn den ganzen Abend 
gestôrt. Leider sei eben heute allés Politik, es gebe keine geistige Reinheit mehr.... 
Ich sagte ihm nicht, daB er es ja  sei, der die Dinge politisiere, und daB das Wort 
‘deutsch’ heute keineswegs gleichsinnig mit geistiger Reinheit, sondem eine Partei- 
Parole sei.'

Zeitblom is subsequently able to distract Holzschuher from the subject quite easily, and he 

rapidly becomes “ganz glücklich, weich, unpolitisch und heiter”. This suggests both that an 

obvious connection between music and contemporary historical events should not be looked 

for in Doktor Faustus, and tiiat the real significance o f the connection is more serious and 

more deeply felt than the simple ideas that Holzschuher expresses.

6.2.1 The portentous biography

At a general level, Zeitblom connects Leverkühn with historical events by loading his account 

o f his life with portent. It could be argued that the mere existence of Leverkühn’s biography, 

Zeitblom’s decision to tell the tale at all, should be seen as a means o f closing the gap 

between music and German history. Zeitblom is both the historical agent through which the 

gap between music and contemporary history can be closed, since Leverkühn does not fulfil 

this function, and the sole writer o f Doktor Faustus. It must therefore, in a sense, be possible

' GW VI, p. 593.
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to close the gap at any point in the novel, for here is a tale worth telling, even if Germany is 

collapsing around its narrator. The decision to spend time on this musical biography means 

that it cannot be held in isolation from these historical events.

The novel is narrated entirely from Zeitblom’s point of view, with no other points of 

reference available to the reader with which to compare his account. This is summed up by 

Hubert Orlowski’s observation that; “die Geschichte ist in ihrer Wahrhaftigkeit dadurch 

begrenzt, was Zeitblom geben will und was er zu geben verm a^}  Like any biographer, 

Zeitblom’s authorship inevitably influences the way in which the reader understands the life 

o f his subject, and the interaction of that life with events contemporary with it. He is, in a 

special sense, Leverkühn’s ‘pubhc’. In this way, o f course, a biography can usually tell the 

reader at least as much about the biographer as about his or her subject - a point to return to 

in the next section, 6.3. This is enhanced in Doktor Faustus by Zeitblom’s personal 

relationship with Leverkühn, and his almost obsessive engagement with his subject, discussed 

in 5.3. This intimacy makes the text more of a personal memoir than a conventional 

biography. The purpose of the latter is usually to attain a new level of detail in knowledge, or 

reveal new (and sometimes scurrilous) facts about the subject. Zeitblom’s account, however, 

is more likely to reveal personal feelings and beliefs than an academic or political agenda.

He appears to be writmg from memory. Although he has aU of Leverkühn’s papers at his 

disposal, they do not feature in the novel as they might in a “real” biography. Consequently, 

the reader’s knowledge of Leverkühn’s intentions has to rest, whether by necessity or not, 

almost entirely on Zeitblom’s memory. There is no indication that Leverkühn kept a diary, 

often one of the most useful tools at the biographer’s disposal. But a diary would suggest 

both an inner life on Leverkühn’s part, filling him out as a more substantial historical 

character, and a consciousness of interest that the public might have in him after his death, 

though Zeitblom seems to be the only one worried about that. Perh^s more surprisingly, 

Leverkühn’s ‘NachlaB’ does not appear to contain any papers that explain individual 

compositions. The dialogue with the devil is the only account of the rationale for his work 

that is not conveyed by Zeitblom, and even this is written in a dubious state o f mental health 

and with a high degree o f self-stylisation on Leverkühn’s part.

The inadequacy of relying totally on Zeitblom’s interpretation of events becomes more 

obvious as his account progresses beyond the relatively straightforward tales o f incidents in 

school and university days to events later in Leverkühn’s hfe. By then, Zeitblom can only 

interpret and remember at a physical distance from Leverkühn key events at which he could

H. Orlowsld, Pradestination des Damonischen, p. 102.
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not have been present. This leaves a space into which Zeitblom can place meaning that there 

might not have been if he had had a closer and more comprehensive experience o f the events. 

Anna Hellersberg-Wendriner suggests that Mann demystifies, or indeed, demythologises, the 

Faust figure by introducing him first as a child, as opposed to Goethe’s qjproach o f showing 

Faust as a fully adult and almost mythical figure firom the outset.^ Yet there is, as noted in 

the previous chapter, a heavily deterministic tone in Zeitblom’s description o f Leverkühn’s 

early hfe. Can it be that Zeitblom has burdened an ordinary, if  unusually intellectual, 

childhood with a weight of the symbohsm to ‘explain’ the inevitabüity of what follows - the 

“Vollzüge eines Vorgeschriebenen”? Margrit Henning notes that Zeitblom’s interpretation 

limits the reader’s perception o f the relationship of Leverkühn and his music to the wider 

world;

Die Art dieser DarsteUung ist getragen von der Subjektivitat des Erzahlers, der das 
Bindeghed ist zwischen Leverkühn und der Welt: Leverkühn kann also immer nur in 
die Welt aus der Perspektive Zeitbloms eingeordnet werden.'*

Zeitblom’s extreme subjectivity would matter less if  his account really were, as he claims at

the outset, an act o f love undertaken in memory of his fiiend, with httle immediate prospect

o f publication. But despite this protestation, there is always a strong sense that he is writing

for an audience. There is also a feeling fi*om the outset that there is more meaning in what he

is about to relate than appears on the surface, enhanced by the ‘ Verfremdungseffekt’

discussed in 5.3. Although Zeitblom does not have a high awareness of contemporary

historical events at the beginning of the novel, the reader nonetheless gets a sense even in the

first chapter of a great portent behind the tale to be recounted. Zeitblom seems to sense this

dimly, and gradually allows himself to admit to it more fully as his account develops. The

last sentence of the first chapter certainly has ironic significance in this context:

Emzelnen Vokabeln konnen Leben und Erfahrung einen Akzent verleihen, die sie 
ihrem alltaglichen Sinn voUig entfremdet und ihnen einen Schreckensnimbus verleiht, 
den niemand versteht, der sie nicht in ihrer furchterlichsten Bedeutung kennengelent 
hat.^

This mood o f portent is enhanced by the atmosphere that Zeitblom sets, within which his 

readers are to understand the events he relates. Orlowski cites many instances in which 

Zeitblom seems deliberately to create an uneasy atmosphere, noting more than eighty 

examples using vocabulary such as “Schrecken”, “Unbehagen”, grafihch”, “damonisch” and 

“Verwimmg”.̂  Even as Zeitblom denies his own affinity with the demonic, he plunges the

 ̂Anna Hellersberg-Wendriner, Mystik der Gottesfeme. Eine Interpretation Thomas Manns, (Bern, 
Francke Verlag, 1960), p. 121-23.
'* M. Henning, Die Ich-Form, p. 79.
’ GWVI, p. 13.
 ̂H. Orlowski, op. cit., p. 85-93.
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reader into a demonic understanding of his account o f Leverkühn’s life as early as his second 

paragraph. Zeitblom’s urgent claims that he has to force himself to overcome his own 

aversion to the demonic, means - in another touch o f irony - that he finds himself almost 

involuntarily dwelling on it;

Ich breche aufs neue ab, indem ich mich daran erinnere, daB ich auf das Genie und
seine jedenfalls damonisch beeinfluBte Natur nur zu sprechen kam, um meinen
Zweifel zu erlautem, ob ich zu meiner Aufgabe die notige Affinitat besitze.^

Perhaps this is not all Zeitblom’s fault. It is true that the archaic and demonic atmosphere 

owes quite a lot to the documents written by Leverkühn - few though they are - which 

Zeitblom quotes verbatim. The letter fi'om Leipzig reporting his first meeting with hetaera 

esmeralda, and the dialogue with the devil are extremely significant. Yet Zeitblom seems 

almost too eager to assure readers in the case o f the letter that “ihre altertümliche 

Ausdrucksweise natürlich parodisch gemeint und Anspielung auf skurrile Hallenser 

Erfahrungen, das sprachliche Gebaren Ehrenfried Kumpfs ist”.* If Zeitblom had not 

intrndiired the nn^cibility o f doubt that the letter could be understood as anything else, it 

might have seemed no more sinister than an intellectual joke. And when Zeitblom recounts 

Leverkühn’s dialogue with the devil, he does not hide fi’om the reader his own difficulty in 

shaking off the possibility that the devil might be real - “Ein Dialog? 1st es in Wahrheit ein 

solcher? Ich müBte wahnsinnig sein, es zu glauben”.̂  Although he wants to dismiss the 

authenticity of the devil beyond question, Zeitblom does not ever resolve satisfactorily the 

question o f his separate existence or lack o f it. This may be because Mann himself was 

troubled by the same doubts: “Der Teufel spielt von Anfang an in den Roman hinein, um in 

der Mitte personlich den schon geschlossenen Pakt zu verabreden. Zeitblom bemüht sich, 

nicht an seine Realitât zu glauben. Ich auch”.̂ °

Heightening the portentous atmosphere still further, Zeitblom, once he has raised these 

doubts in the mind o f the reader, shrugs off any responsibility for having done so. In the 

chapter following the dialogue with the devil he says that - “Die damit verbundene Zumutung 

liegt auBer meiner Autorenverantwortung und darf mich nicht kümmem”.”  But surely this 

does not absolve Zeitblom? Given his readiness to interrupt his own authorial flow, it would 

not be unreasonable to expect him to insert some qualifying “asides” in the dialogue with die 

devil. Instead, he copies the account verbatim firom Leverkühn’s manuscript without

^GWVI, p. 12.
* Ibid., p. 185.
 ̂Ibid., p. 295.

Letter to J. C. de Buisonjé of 26 February 1948, DiiD, p. 144. 
"GW  VI, p. 333.
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inteijection, and attempts to justify this at some length in the next chapter. He always allows 

the text to speak for itself, rather than tempering it with his own voice o f sceptical humanism. 

If anything, Zeitblom dwells much more on the intense physical manifestations o f his unease 

with Leverkühn’s account, and is clearly far more taken in by the vision than he cares to 

admit:

So schreibe ich denn ab, - und ich furchte, kein Rütteln femer Explosionen an meiner 
Klause wird notig sein, um meine Hand zittem und meine Buchstaben ausfahren zu 
lassen beim Schreiben.'^

6.2.2 Textual and linguistic juxtaposition

At a more detailed level, Zeitblom sometimes connects music and contemporary history by

placing the historical events affecting Germany and the musical events o f Leverkühn’s

composing career next to each other in the narrative. Zeitblom’s emphasis on the three

temporal levels of the novel - Leverkühn’s time, his own time o f writing, and the future time

in which it will be read - is important for this means of coimectmg the two sets o f events. His

apparent confusion about why these levels intrigue him is another ironic touch, surely

designed to draw the reader’s attention very firmly to the time in which Zeitblom is writmg

the account o f Leverkühn’s life, not just to the account itself:

Ich weiB nicht, wanim diese doppelte Zeitrechnung meine Aufinerksamkeit fesselt, 
und weshalb es mich drangt, auf sie hinzuweisen: die personliche und die sachhche, 
die Zeit in der der Erzahler sich fortbewegt, und die, in welcher das Erzahlte sich 
abspielt.'^

There are several instances in which, simply by virtue o f placing references to real poUtical 

events within the text, particularly the accounts of the Hitler regime and World War Two, 

Zeitblom suggests a connection between music and contemporary events. He then usually 

draws even more attention to the juxtaposition by an authorial aside. One example is the 

opening o f Chapter XXVI, immediately after the dialogue with the devil, which starts with a 

description o f the destruction in Germany as the war nears its end, including almost daily air

raids and the bombing of Leipzig. Again, Zeitblom’s extraordinarily self-deprecating 

narrative serves to emphasise the importance o f the coincidence:

Moge [der Leser] meine Pedanterie belàcheln, aber ich halte es fur richtig, ihn wissen 
zu lassen, daB, seit ich diese Aufzeichnungen begann, schon fast ein Jahr ins Land 
gegangen und über der Abfassung der jùngsten Kapitel der April 1944 
herangekommen ist.*'̂

Ibid., p. 296. 
"  Ibid., p. 335. 

Ibid., p. 334.
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One very obvious example o f the technique of textual juxtaposition is Zeitblom’s 

interweaving of the discussions o f the KridwiB circle with descriptions o f Leverkühn’s 

Apocalypsis cum figuris. Even though these are ostensibly three chapters, they are designated 

as Chapter XXXTV, its continuation and conclusion, to show that the concept o f a single 

whole is important. Even without Zeitblom’s asides about his own tendency to see these 

discussions and the Apocalypsis as confirming one anodier, this arrangement o f die text 

leaves the reader in no doubt that the two are to be understood as connected in some way. 

Then, towards the end of the novel, the accounts of the hastening decline o f both Leverkühn 

and Germany gradually pile on one another to create a powerfid overall effect - “meine 

Erzahlung eût ihrem Ende zu - das tut alles”.'^ Leverkühn’s exhaustion and the shattering 

effect o f Echo’s death coincide with Germany’s final defeat in 1945 - both stand “vor dem 

Nichts”, as their plans come to nothing.

Zeitblom’s use of language in the text also binds the musical discourse together with German 

contemporary history. At the level of individual words, the easy interchangeability of 

concepts such as ‘Durchbruch’, ‘Barbarei’, ‘Reaktion als Fortschritt’, ‘Ordnungszwang’, and 

the ‘tote Zahn’ to speak of both music and German events has a powerful cumulative effect 

It suggests to the reader that the same phenomena are at work in both music and history. As 

noted earlier, Zeitblom shows alarm, and even hysteria, when the KridwiB circle uses the 

same argument and imagery - the ‘tote Zahn’ - which he and Leverkühn had used to 

symbolise a worn-out device in modem music, to rationalise the idea of getting rid of those 

not meeting standards of health that would ensure the future of the German race.

There are also instances in which leitmotifs recur both in Zeitblom’s narrative about

Leverkühn and his work, and in what he says about the events unfolding as he writes. One

example is the personification o f Germany tumbling into war with flushed cheeks, which

recall Leverkühn’s feverish state when composing:

Deutschland, die Wangen hektisch gerôtet, taumelte dazumal auf der Hohe wüster 
Triumphe, kn Begriffe, die Welt zu gewirmen.*^

Ich sehe ihn plotzlich aus lassiger Lage sich aufiichten, seinen Blick starr und 
lauschend werden, seine Lippen sich trennen und eine mir unwillkommene, 
anwandlungshafte Rote in seine Wangen steigen.**

Ibid., p. 599. 
Ibid., p. 491. 
Ibid., p. 676. 
Ibid., p. 478.
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Another striking example is Zeitblom’s use of words from \hs Apocalipsis cum figuris to

depict the state of Germany as the war draws to an end. Leverkühn first puts the apocalyptic

text into the mouth of the witness in his oratorio, then Zeitblom takes up the words as the

witness of the contemporary apocalypse happening around him in World War Two:

‘Das Ende kommt, es kommt das Ende, es ist erwacht über dich; siehe, es kommt.
Es gehet schon auf und bricht daher über dich, du Einwohner des Landes.’ Diese 
Worte, die Leverkühn seinen testis, den Zeugen, den Erzahler. . .  verkünden laBt.’̂

Über Deutschland schlagt das Verderben zusammen . . .  das Ende kommt, es kommt 
das Ende, es gehet schon auf und bricht daher über dich, du Einwohner des Landes.^°

6.2.3 A hesitant framework for the reader’s understanding

Zeitblom’s mere placing o f musical and contemporary historical references together, whether 

through textual or linguistic methods, may prompt the reader to see music and history as in 

some way connected, but it does not prove that connection. None of this, in itself^ suggests 

what kind of relationship might exist between musical and historical events. It does not offer 

a full explanation of why, at the end o f the novel, Zeitblom invokes in the same prayer for 

mercy - indeed, almost in the same breath, as if  they were the same thing - both his ‘Freund’ 

and his ‘Vaterland’. This is virtually the only time, apart from the ‘deutsche Tonsetzer’ in the 

subtitle of the novel, that music is linked with German history without qualification.

There are just a couple o f hints about how the reader is to understand the two accounts.

Zeitblom asserts early on in his account that Leverkühn’s music is to be identified with

Kaisersaschem, and thus intimately with Germany itself. He states that it could only have

come from Kaisersaschem, itself the symbol of the ‘one Germany’ combining old and new,

but never overcoming its basic ontology. He does not allow for the music to be seen as a

free-standing creative entity that can be understood independent o f its provenance:

Aber weim es sehr kühne Musik war, die er schrieb, - war es etwa ‘freie’ Musik, 
AUerweltsmusik? Das war es nicht. Es war die Musik eines nie Entkommenen, war 
bis in die geheimste genialisch-skurrile Verflechtung hinein, in jedem KryptenhaU, 
und -hauch, der davon ausging, charakteristische Musik, Musik von Kaisersaschem.^^

Then, at the end o f the novel, having agonised over Germany’s defeat, Zeitblom hints that the

decline of both Leverkühn and Germany have come from the same source:

Denn die letzten Jahre des geistigen Lebens meines Helden, diese beiden Jahre 1929 
und 30 . . .  sie gehorten ja  schon dem Heraufsteigen und Umsichgreifen dessen an, 
was sich dann des Landes bemachtigte und nun im Blut und Flammen untergeht.”^

Ibid., p. 474. 
Ibid., p. 576. 
Ibid., p. 113. 
Ibid., p. 639.
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Beyond this indefinite framework, however, Zeitblom does httle to guide the reader’s 

understanding of how the musical and historical elements of his narrative affect each other. 

Herbert Lehnert observes that the play o f Zeitblom’s biographical account and the symbohcal 

deep structure of the novel merely suggest a connection between high art and pohtical evil, 

but that this never reaches closure.^^ Part o f the reason why Zeitblom can never make 

headway with this closure is because Leverkühn himself never contemplates a cormection 

between his music and contemporary historical events. When, for example, Leverkühn 

explains the twelve tone system to Zeitblom in C huter XXII, the latter is only too ready to 

make the leap from the aesthetic to a metaphorical political reading o f what is said, in terms 

o f mentality, stmcture and hierarchy. Leverkühn, on the odier hand, is unable or unwilling to 

understand what is said on this level, and dismisses the notion entirely. There are three 

instances in this exchange when Zeitblom clearly senses, and articulates, the pohtical 

imphcations of the musical form that Leverkühn is describing to him First, when Zeitblom 

describes Leverkühn’s notion o f the “Schulmeister des Objektiven und der Organisation ... 

das Archaische mit dem Revolutionaren zu verbinden” as “etwas sehr Deutsches”.

Leverkühn resists this description, saying that the concept is merely “etwas zeitlich 

Notwendiges”. Shortly afterwards, Zeitblom refers to pohtics again, when he rejects 

Leverkühn’s assertion that die tone row gives die composer genuine freedom. This, he says, 

is not real freedom, “sowenig wie die aus der Revolution geborene Diktatur noch Freüieit 

ist”. Leverkühn responds in a reference to the scene in Auerbachs Keller scene from 

Goethe’s Faust, when the drunkards’ song is rejected as too political. '̂* He dismisses 

Zeitblom’s reference as irrelevant and continues talking about art: “Obrigens ist das ein 

pohtisch Lied. In der Kunst jedenfalls...”. Finally, near the end of the chapter, Zeitblom asks 

Leverkühn whether the concept of combining progression and regression is not a general 

reflection o f “hauslichen nationalen Erfahrungen”, rather than just a musical phenomenon. 

Again, Leverkühn deflects die political reference: “Oh, keine Indiskretionen. Und keine 

Selbstgratulation! Allés was ich sagen will, ist...”.̂ ^

There are a few occasions when Zeitblom reveals in his narrative, rather than in conversation 

with Leverkühn, the way in which music is coimected in his own mind with real historical 

events. He does this mainly by revealing an understanding of Leverkühn’s life and work as 

the creative afOrmation, the expression in an aesthetic form, of the political ideas he hears 

discussed and the shattering historical events he sees enacted around him In none of these

“  H. Lehnert, ‘Indeterminacy of the Text’, p. 8.
“Ein garstig Lied! Pfiii! ein politisch Lied/Ein leidig Lied...”, Goethe, Faust, p. 68.

25 See GW VI, p. 252-258 for these three examples.
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cases, however, does Zeitblom ever claim that the connection he sees is an objective fact, and

he usually goes on to qualify his view as entirely subjective. A typical example is when he

refers to his tendency to see Leverkühn’s poor health before the composition o f the

Apocalipsis cum figuris as connected with the pohtical situation. Zeitblom admits diat he

finds this connection “unbesieghch” despite his conviction that the link springs from nothing

deeper or more sinister than the contemporaneity o f the two facts;

So wenig es moghch war, das Absinken seiner Gesundheit mit dem vaterlandischen 
Unglück in gemüthafte Verbindung zu bringen, - meine Neigung, das eine mit dem 
andem in cbjektivem Zusammenhang, symbohscher Parallèle zu sehen, diese 
Neigung, die eben nur durch die Tatsache der Gleichzeitigkeit mir eingegeben sem 
mochte, war unbesieghch durch seine Feme von den auberen Dingen, mochte ich den 
Gedanken auch sorgsam bei mir verschliefien und mich wohl hüten, ihn vor ihm auch 
nur andeutungsweise zur Sprache zu bringen.^^

There is, o f course, a strong pinch of irony in all this. The more Zeitblom denies that music

and contemporary history are connected anywhere other than in his own mind, the more the

reader is inclined to think that they might be. Yet however closely Doktor Faustus is read, it

is impossible to find the text itself doing anything more than strongly suggesting a

connection between music and German history. It does not close the g ^  between the two

exphcitly, much less give a definitive answer to the question o f what such closure might

actually mean. This is consistent with Mann’s own view. He rejected the notion that music

could operate as a simple parallel or allegory for real events. At the same time, however, he

encouraged the reader to engage with his urgent concem in Doktor Faustus for the German

catastrophe, through which, despite being in exile, he had lived no less painfully Üian

Zeitblom:

Sie haben gewifi recht, den Adrian Leverkühn eine Symbol-Gestalt zu nennen Aber 
als eine blofie AUegorie mochte ich ihn so wenig wie das ganze Buch betrachtet 
wissen. . .  Natürlich sind die symbolischen Beziehungen Deutschlands stark 
herausgearbeitet. Das ganze Buch, als fiktive Biographie verkleidet, ist eben 
eingegeben von den Erschütterungen, die wir durch das krankhafte Abenteuer und 
den Znsammenbmch Deutschlands in den Jahren erfahren haben, m denen das Buch 
geschrieben wurde.^^

This suggests that any scheme o f correspondences between music and German history in the 

novel was not created in an objective, detached frame o f mind. Whilst not wishing to place 

excessive weight on biogr^hical factors, it is worth taking a number o f these into account 

when considering the way in which Doktor Faustus works, such as Mann’s indifferent 

physical health at the time o f writing, which seems to have inclined him to a half- 

superstitious sense of suffering with and from Germany. Certainly, his anxiety about his 

fellow Germans’ understanding o f his motives is important. Time after time, he wrote in

Ibid., p. 454-455.
^  Letter to Margot Klausner of 8 January 1948, DiiD, p. 123-124.
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letters that he hoped the book would convince Germans “daB es ein Irrtum war, einen 

Deserteur vom Deutschtum in mir zu sehen”.̂ * Above all, it is important to acknowledge 

Mann’s emotional involvement in his subject. Even if  Mann had been inclined to create a 

straightforward allegory, he was unlikely to be able to summon up the necessary detachment 

that the clarity o f a straightforward allegory would require. The question o f Doktor Faustus 

as an allegory wül be explored in more detail in the next section.

The reader has an important role in unravelling the correspondences between music and

German history in Doktor Faustus. Mann’s letters around the time the novel was published

show him to be more anxious than ever about critical reception o f the novel, chiefly in

Germany, and, in a letter to Hermann Hesse, not wholly certain himself about the full import

o f the novel in relation to the German question;

Mehr als 800 Seiten - eine gewisse morahsche Leistung bedeutet es immer, so etwas 
durchzuhalten. Ob sonst noch etwas Anerkennneswertes daran ist, muB die Zukunft 
lehren. Ich bin blind fur die Frage zur Zeit. Etwas provokant Deutsches ist es 
jedenfalls.^^

No wonder, then, that Mann makes Zeitblom mention the time o f the reader as the third

temporal level on which his account operates. The reader faces a considerable task to

understand the significance of the novel, and the perspective o f the reader coming to it even

after Zeitblom’s and Mann’s time is seen as extremely important:

Es ist dies eine ganz eigentiimhche Verschrankung der Zeitlaufte, dazu bestimmt 
iibrigens, sich noch mit einem Dritten zu verbinden: namhch der Zeit, die eines Tages 
der Leser sich zur geneigten Rezeption des Mitgeteilten nehmen wird.^

Mann valued the involvement of his readers m the novel very highly. His letters after the

pubhcation of Doktor Faustus mention many times that they had been moved to tears:

“Früheres von mir hat aUerlei Wirkung hervorgebracht, aber zum erstenmal sehe ich Trànen

in den Augen meiner Leser”.̂  ̂ Mann was particularly keen on Erml Staiger’s commendation

o f the novel as a work that brought the reader into a new relationship with his present.^^

Doktor Famtus does not, however, lay out clearly what this new relationship ought to be, and

In DiiD, see, for example, letters in 1947 to Carl Maria Weber of 3 August (p. 97), Hans Reisiger of 
4 September (p. 98), Hans-Egon Hass of 1 October (p. 100), Max Rychner of 26 October (p. 103), 
Wilhelm Ludwig von Comides of 8 November (p. 108), Johannes R Becher of 16 November (p. 109), 
and Paul W Freedman of 26 November (p. 111).
^  Letter to Hermann Hesse, 8 February 1947, HH - TM, p. 125.
^°GWVI,p. 335.

Letter to Kate Hamburger of 2 February 1948, Thomas Mann/Kate Hamburger, Briejwechsel 1932- 
1955, Thomas Mann Studien Vol. 20., edited by Hubert Bruntrager, (Frankfurt am Main, Vittorio 
Klostermann, 1999), p. 98. Several letters written by Mann around this time contain similar 
phraseology.

Mann comments in his letter to Ida Herz of 11 December 1947 that Staiger believes the novel brings 
the reader “in ein neues Verhaltnis zum Gegenwartigen ... sein BewuBtsein vertieft und erweitert”, 
DüD, p. 137.
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Zeitblom as narrator is little help. For someone who claims to have so little affinity with the 

demonic, Zeitblom himself is slow to debunk it, and the effect it sp e a rs  to have on him, in 

order to make a pragmatic analysis of his feelings and the action he should take. Thus, 

although there are many correspondences between music and contemporary German history 

in the novel. Zeitblom is hesitant in his closure, and in the end, still leaves a gap between 

music and history. Readers are left with only the sketchiest o f frameworks in which to pick 

these correspondences up, and learn from them, which places a great responsibility on them. 

The next section examines how Doktor Faustus might be read in the light of the 

correspondences between music and history, in order to close the gap between them, in the 

absence o f a clear framework from its narrator.
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Chapter 6.3 Closing the gap

What, then, is the reader to do with Zeitblom’s highly suggestive juxtaposition of real 

historical events in Germany and Leverkühn’s musical hfe and work? Having begun this 

thesis with the aim of reducing the ambiguity with which the novel is interpreted, the ultimate 

objective must be to suggest some answers to this question, having teased out the detailed 

correspondences that exist in Doktor Faustus between the accounts o f music and German 

history. It is evident that the gap wiU not be closed by Zeitblom himself The previous 

section showed that the reader is left with only a vague framework from which to draw his or 

her own conclusions, as Zeitblom simply leaves music and history tantalisingly close together 

without closing the gap between them. The tables in the Appendix to this thesis bring 

together the points made in the relevant sections of the thesis to illustrate just how detailed 

the parallels are in the text between the ontological characteristics o f music and Germany, 

and their historical manifestations in Leverkühn’s compositions and Nazism respectively.

Zeitblom’s hesitation to set a clear framework does not in itself mean that Mann did not 

intend his readers to close the gap between music and history, simply that the readers need to 

consider carefully how best to do this. The detail of the parallelism summarised in the tables 

in the Appendix suggests that the potency of the relationship between music and German 

history in Doktor Faustus outstrips Zeitblom’s willingness to discover and describe it. From 

what we know of Mann’s creative process in writing Doktor Faustus, we can safely conclude 

that he did not begin with a table of correspondences, and certainly not one approaching the 

level o f detail in the Appendix. The correspondences that emerge are all the more striking for 

that. But what relationship are music and German history meant to have to one another?

6.3.1 Allegory or realism?

The most obvious explanation o f the correspondences between music and Germany in 

Doktor Faustus is to describe the novel as an allegory. This would attribute to the story of 

Leverkühn a coherent meaning in addition to the literal (biographical) meaning it has on the 

surface. It would make Leverkühn and his suffering for his music ‘stand for’ Germany and 

her decline into Nazism. The correspondences between music and German history in the 

novel would certainly suffice to make a detailed and coherent system o f double meaning 

work on this allegorical level. An allegorical explanation is, therefore, an attractive option. 

But did Mann really intend his readers to see an artist submitting to serialism as an allegory 

o f a nation submitting to fascism? Whilst the correspondences between music and Germany

218



have been shown to be comprehensive, it would not necessarily be wise to be seduced by this 

into imposing a simple, one to one system o f meaning on the novel.

Both music and German history surely have a role to play in Doktor Faustus on their own 

account, rather than one merely providing the symbohsm for the other. The reader should not 

feel compelled to impose an allegorical interpretation on the novel along the lines of, say, 

George Orwell’s Animal Farm (1945). Whilst there may be allegorical moments in Doktor 

Faustus, a sustained allegory separates its subject and the vehicle for understanding that 

subject rather more clearly. It would, for example, be possible (though not necessarily 

desirable) to read and enjoy Animal Farm without thinking about the Russian Revolution. Or 

it would be possible to read the book, and be told about the correspondences between Russia 

and the farm much later on, after it was finished. But Doktor Faustus simply does not work 

in the same way; German historical events and forces are imphcated in the music on every 

page. It is impossible to read Leverkühn’s life story without thinking of Germany. The sheer 

enormity of the historical events, especially for Mann’s German audience, is consistently 

invoked, bringing with it, therefore, the attendant wish for explanation. The emphasis on 

German events is also deliberate, in that Zeitblom takes great pains to remind his readers of 

the different levels of his account. There is no chance of the reader being totally caught up in 

the musical stoiy, and losing sight o f German reality. The thread o f the tale o f Leverkühn’s 

life is continually interrupted, particularly towards the end o f the novel, with quite detailed 

accounts of specific events in World War Two, as Germany stumbles towards defeat. 

Statements such as the following can, after all, hardly be seen as a subtext:

Die Zeit, in der ich schreibe, die mir dienen muft, in stiller Abgeschiedenheit diese
Erinnerungen zu Papier zu bringen, trâgt, grafilich schwellenden Bauches, eine
vaterlandische Katastrophe im Schofi.^

Thus, whilst the specificity o f the correspondences identified in this thesis does help to 

demystify Doktor Faustus, giving something concrete from which to derive meaning, there is 

still no avoiding the fact that the reality with which the novel seeks to g r^p le  is complex. It 

demands much more of its readers than fitting together two sets o f characteristics, o f music 

and Germany, to form an allegory. This complexity and the attendant ambiguity is not 

something wilfully imposed by Mann. The novel tackles large and emotive questions, which 

do not have simple answers. To some extent, therefore, ambiguity is unavoidable. Yet, as 

stated at the beginning o f this thesis, it cannot be right to respond to Doktor Faustus by using 

this ambiguity as an excuse for never properly answering these questions. At the other

‘ GW VI, p. 446.
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extreme, however, it is not right to pretend that the ambiguity is simply not there.

Interpreting the novel at a realistic, rather than an allegorical, level is no easy task.

There seems to have been more of a tendency for the earlier critics to understand Doktor 

Faustus at an allegorical level than there is now. This was perhaps because their proximity to 

the reality of Germany’s historical problems made it all the more painfiil to confront the 

complexity of the novel and what it might mean. Werner Milch, for example, stated in 1948 

that “die beiden (mein Freund, mein Vaterland) stehen fur einander, das ist die politische 

Symbolik des Romans” and later went on to say “es ist kein Buch, das die Problème unserer 

Gegenwart anpackt”.̂  Later critics have been more likely to reject the purely allegorical 

approach. Erich Heller, for example, was not attracted to an equation between Leverkühn 

and Germany. He argued that there is nothing particularly noteworthy in the composer’s life; 

all artists suffer and Leverkühn simply chooses a new way of doing so.^ In his recent survey 

of Doktor Faustus literature, John Fetzer concludes that an allegorical interpretation of the 

novel, even at a general level, does not fuUy explain the text: “The allegorical argument is at 

best approximate, not absolute”.'̂

These later interpretations seem closer to Maim’s intentions. As already noted, he rejected

the notion of a straightforward allegory. It is true that he did not mean Leverkühn to be seen

as a wholly realistic human character - a personality reflecting the society in which he lived

and worked. Section 4.3 established that Leverkühn is the representative of the whole of

German society and history. Mann stated in the Entstehung that the composer was to rise

above the particular to a more univCTsal symbolism:

Die Meinen woUten immer, daB ich ihn beschreibe, daB ich . . .  meinen Helden 
sichtbar machen, physisch individualisieren, anschaulich wandeln lassen sollte . . .
Ein Verbot war hier einzuhalten - oder doch dem Gebot groBter Zurückhaltung zu 
gehorchen bei einer auBeren Verlebendigung, die sofort den seehschen Fall und seine 
Symbolwürde, seine Reprasentanz mit Herabsetzung, Banalisierung drohte.^

This fear o f banality is not, however, the same as an intention to reduce Leverkühn to a non

human, allegorical cipher, created only as a means of conveying the significance of the layer 

of meaning beneath him. In the same part o f the Entstehung, Mann admitted that he loved 

Leverkühn more than virtually all his other characters.^ Leverkühn was certainly a real 

personality for his creator, which must partly reflect Mann’s feelings about Germany,

 ̂Werner Milch, ‘Thomas Manns Doktor Faustus ’ (1948), in Kleine Schriften zur Literaiur und 
Geistesgeschichte, (Heidelberg, Lambert Schneider, 1957), p. 230, & 239-40.
 ̂E. Heller, ‘Taking Back of the Ninth Symphony’, p. 148.
J. Fetzer, Changing Perceptions, p. 23.

 ̂GW XI, p. 204.
 ̂Ibid., p. 203.
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heightened by his exile, and also, surely, his identification with Leverkiihn as a fellow artist. 

Despite being conceptually outside time, and able to relate to the whole o f German history, 

Leverkiihn has a real, not simply symbolic, role to play in relation to the cataclysmic 

historical events in Doktor Faustus. There is evidence for this both in the Entstehung and in 

Mann’s letters, sometimes in words that leave no doubt that Leverkiihn is a ‘real’ character, 

and conferring on him almost Christ-like characteristics in carrying the weight o f suffering o f 

the age;

Übrigens mag ich es gamicht gem, wenn man den Leverkiihn aUzu sehr als AUegorie
und Reprasentanten des Deutschtums nimmt. Er ist vielmehr » e in  Held unserer
Z e it« , ein »verzw eifelt H e rz «  das das Leid der Epoche tràgt.^

The status o f Doktor Faustus as more than an aUegory is not only due to the weight o f 

Leverkiihn’s character, but also the importance of music to the narrative. Music far surpasses 

the fimction of an aUegorical representation of Germany. In an essay exploring the detailed 

musical knowledge underpinning Doktor Faustus, Rowland CotteriU argues that an attempt 

to explain the novel as an aUegoiy fails to do justice to this detail. He asserts that the primary 

level o f the novel is realism, and any aUegory is only a hesitant one - like its narrator.* This is 

an important point. The musicaUy detailed realism of the novel is surely the key to its 

meaning, partly because the relationship o f the artist (with the musician as die ultimate 

representative) to his world was always a key theme for Mann. He was unlikely to forsake 

this theme in this, his ultimate book about Germany. Music itself is therefore essential to 

understanding Doktor Faustus, in itself and through the detailed paraUels with the German 

history contemporary with the novel. To return to the comparison Animal Farm, 

OrweU’s novel could have been constmcted with some other allegorical representation. Pigs, 

or even animals in general, are not essential for the understanding of the pohtical message. 

And there is certainly not the level of circumstantial detail about farm hfe that there is about 

music in Doktor Faustus. In Animal Farm, there is interest only in the details that interlock 

with the underlying theme, whereas music is vital to Mann’s text. Doktor Faustus speaks of 

music on its own account. It says something about the power o f music and o f human 

potential, whereas Animal Farm, even at its most brutal, does not set out to tell us anything 

about the nature o f animals. We know that animals could never reahy do the things they are 

described as doing in OrweU’s novel. But human beings have the potential both to compose 

music and create war, to write a poem or participate in the murder o f innocent Jews and 

others.

 ̂Letter to Friedrich Sally Grosshut of 30 September 1949, DiiD, p. 239.
* Rowland CotteriU, ‘Hesitant AUegory: Music in Thomas Mann’s Doktor Faustus\ Comparison 5 
(1977), p. 58-91.
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Some of the early critics of Doktor Faustus, such as Hans Egon Holthusen, claimed that it 

was inappropriate to suggest that music might be complicit in Nazism. But this claim surely 

does not do justice to the complexity either o f the novel or o f human potential, both good and 

evil. On one level, Doktor Faustus is a serious book about music. Mann understood the 

social and pohtical importance of art, and loved music deeply. This compelled him to 

explore the relationship between music and Nazism, however painful that might be. He was 

upset by the accusations of his critics, who tended to imply that he did not love music as they 

did; “Und was fur ein gehassiger Esel muû einer sein, um aus dem Buch Feindschaft gegen 

die Musik herauszulosen! Zu glauben, er miisse die Musik gegen mich verteidigen!” .̂  But 

writing a novel about his much-loved music on this level was not necessarily an easy task for 

Mann. The importance of the relationship between music and German history meant that he 

could not necessarily operate in musical territory that was comfortable for him In his study 

of music and the twentieth century novel, Alex Aronson notes that most modernist writers 

remained immersed in music that did not actually reflect the complex and difficult states o f 

mind they sought to convey in their writing. In Doktor Faustus, however, Marm broke away 

from the music with which he was naturally comfortable and sought to make the music itself 

speak of the time of which he was writing.'® Adorno, of course, saw music as something 

closely involved in human life. It should not only give pleasure, but have profound meaning 

in itself. He believed that twentieth century art could only describe suffering, and was 

powerless to offer the quasi-religious comfort that it had done in earlier times. Adomo 

described suffering in Àsthetische Theorie as “the humane content o f art” :

Mehr zu wiinschen ware, dafi eines besseren Tages Kunst ûberhaupt verschwànde, als
dafi sie das Leid vergafie, das ihr Ausdruck ist und an dem Form ihre Substanz hat.
Es ist der humane Gehalt, den Unfreiheit zu Positivitat verfalscht."

For both Mann and Adomo, therefore, Leverkühn’s music needed to be as comfortless as the 

situation in which it came about, with its only salvation the ability to find a voice to express 

this suffering; “[der] Trost. . .  de r . . .  darin liegt, dafi der Kreatur fur ihr Weh ûberhaupt 

eine Stimme gegeben ist”.'^ Thus, art in Doktor Faustus does not stand for an underlying 

reality, but for itself. The novel is not primarily an allegory. It speaks o f art not as i f  it were 

life, but of art as it really is in life.

The close affihation between the two realities in the novel - music and German history - does 

not, however, necessarily mean that there is a causal relationship between them. That is to

 ̂Letter to Albert Moeschinger of 15 July 1949, DüD, p. 235. 
A. Aronson, Music and the Novel, p. 37.

"TWAGS7,p. 387. 
'^GWVI, p. 651.
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say, it does not necessarily imply that an artist can make bad things happen. Can an artist be 

guilty in this way? And can some artists be more complicit in harm than others? George 

Steiner recently recalled Georg Lukacs saying to him in 1957: “There is not a single crotchet 

in Mozart that can be used for an inhuman or reactionary political end”.*̂  And what about 

the reverse question, whether Mozart can actually promote enlightened and humane ends? 

Such huge questions have been long debated, and certainly cannot be answered in this thesis. 

But it should be possible to explore whether Doktor Faustus begins to answer, or even 

properly ask, questions of causality between music and historical situations contemporary 

with it.

6.3.2 The art of politics

Doktor Faustus does not appear to suggest that artists directly cause events, whether desirable 

or undesirable - to happen. The artist is not a politician - just as, as explored in 2.1, Mann did 

not see himself as a politician, despite his active engagement with contemporary German 

events. Yet as also noted in that section, Mann certainly believed that his writing o f novels, 

however ‘unpolitisch’ these were on the surface, constituted some kind of political statement. 

It is reasonable to suspect, therefore, that he would see the writing o f music, ultimate amongst 

the arts, in the same light. Mann’s political view had developed a great deal up to the time o f 

writing Doktor Faustus. In a lecture delivered in 1934, he had argued tiiat not eveiy artist 

would have pohtical effects. Some, for example, would not be affected by Hitler’s Germany: 

“Dieser Kampf wird den Schriftsteller, der sich nach innen wendet und über hmere Dinge 

schreibt, nicht stark beeinflussen”.*'̂  Ten years later, however, the reahty o f Hitler’s 

Germany meant that virtually all art could be imphcated in historical events.. As already 

noted, Mann’s condemnation o f the ‘Innere Emigration’ was relentless. In his response to 

Walter von Molo, he viewed every book that had been produced m Germany during tiie Nazi 

period, however apparently hmocent on the surface, as tainted with the stain o f the regime: 

“Es mag Aberglaube sein, aber in meinen Augen sind Bûcher, die von 1933 bis 1945 in 

Deutschland ûberhaupt gedruckt werden koimten, weniger als wertlos und nicht gut in die 

Hand zu nehmen”.̂  ̂ But Mann did not simply blame others more firmly rooted in Nazi 

Germany than he was. A major part o f his pohtical sense was a well-developed feeling for 

his own guilt in relation to Germany.

George Steiner, ‘Great music falls on deaf ears’, an edited version of a 1998 Proms lecture, 
published in The Guardian, 22 August 1998.

GW Xm, p. 326 (Literatur und Hitler).
GW Xn, p. 957.
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Guilt is a strong theme in Doktor Faustus. Leverkiihn regularly assumes guilt in situations

that he does not appear to cause directly, especially the deaths o f people he loves. One o f the

few overtly sinister moments of the novel occurs when Zeitblom begins to telephone

Leverkühn to tell him about the murder of Rudi Schwerdtfeger. Zeitblom replaces the

telephone receiver when he reahses: “dafi es nicht notig sei, Adrian meine Erlebnisse zu

erzahlen”.̂ *̂ Leverkiihn exphcitly takes responsibihty, in his most anguished moment, for the

death o f his beloved nephew, Nepomuk Schneidewein:

Welche Schuld, welche Sünde, welch ein Verbrechen . . .  dafi wir ihn kommen 
hefien, dafi ich ihn in meine Nahe hefi, dafi ich meine Augen an ihm weidete! Du 
mufit wissen. Kinder sind aus zartem StofF, sie sind gar leicht fur giftige Einflüsse 
empfanghch.'^

By this stage, the atmosphere of guüt in the novel has been built up to such an extent that 

despite the fact that Leverkühn is obviously not responsible for the meningitis that kills his 

nephew, it is difficult for the reader to decide whether to pity him in his madness, or agree 

with him in his self-flagellation. It is not satisfactory, however, simply to say that 

Leverkühn’s general sense o f guilt reflects the general guilt o f the artist. Whilst there may be 

some truth in this, stopping at this as an explanation of the novel would leave it with the 

vague general interpretation o f ‘Zweideutigkeit als System’, which this thesis has set out to 

clarify. It does nothing to explain what the guilt might consist of, and why it exists.

A statement made by Mann in the Entstehung about the role o f the artist gives an important 

clue to his understanding o f the nature o f the artist’s role and the gudt diat accompanies it. 

Mann sees the artist as a seismograph. In other words, the artist, like the instrument recording 

earthquakes or other movements within the earth, is a kind o f visual aid that illustrates and 

measures forces that are often unseen. Mann described art as “eine geistige Erhohung der 

Wirklichkeit”.** In the Entstehung, he describes the artist who gives concrete - albeit 

sometimes inexact - form to the forces operating in the history of the age in which he creates 

his work:

Der Dichter (und auch der Philosoph) als Melde-Instrument, Seismogr^h, Medium 
der Empfindlichkeit, ohne klares Wissen von dieser seiner organischen Funkdon und 
darum verkehrter Urteile nebenher durchaus fahig - es scheint mir die einzig lichtige 
Perspektive.^^

A good example o f this concept o f the seismograph, picking up and reflecting forces that 

already exist, is given by Adomo in his 1962 radio lecture. Engagement. Adomo accuses 

critics o f railing against the horror o f artistic perversion of life as if  nothing had happened in

GW VI, p. 599.
Ibid., p. 633.

** GW xm , p. 326 {Literatur und Hitler). 
^^GWXLp. 240.
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the world since 1933; “als batten die Autoren schuld an dem, wogegen sie sich aufbaumen, 

indem, was sie schreiben, jenem ÀuBersten gleichmacbt”. He cites die particular example o f 

Picasso’s painting Guernica: “Als [Picasso] ein deutscber BesatzungsofBzier in seinem 

Ateber besucbte und vorm Guemica-Bild fragte: » H ab en  Sie das gem acbt?«, soil er 

geantwortet baben: » N e in , S ie «  Mann’s own work is as good an example as any o f 

the phenomenon o f the seismograph. The hermetically sealed ferment o f ideas and 

experience in the sanatorium of Der Zauberberg, for example, effectively highlighted the 

introverted and fevered search for a coherent set o f values in Germany before World War 

One.

Mann thought that the artist could not only reveal the contemporary forces at work in society,

but unwittingly predict what was to come. In his informal Tischrede in Amsterdam, in 1924,

Mann remarked that “Talent ist im wesentlichen Sensitivitats- Empfindlichkeit fur

Zukunftsnotwendigkeiten”. '̂ He saw Nietzsche, on whom he based Leverkiihn’s character -

his background, his recurring headaches, his syphilitic infection, his embrace of the piano

(instead o f a horse) before collapsing into final madness - in precisely this way. In his

‘farewell’ essay to Nietzsche in 1947, Mann felt forced to take his leave o f one of his

philosophical ‘Dreigestim’ as anything other than an aesthetic thinker, rejecting his general

philosophy and ethical thought in the light of the use to which it had been put by the Nazis.

He said that he did not blame Nietzsche for causing Nazism, but saw him as someone

exceptionally sensitive to the forces in history that had led to Nazism, and thus the unwitting

indicator o f what was to come:

Unterderhand bin ich geneigt, hier Ursache und Wirkung umzukehren und nicht zu 
glauben, dafi Nietzsche den Faschismus gemacht hat, sondem der Faschismus ihn, - 
will sagen: politikfem im Grunde und unschuldig-geistig, hat er als sensibelstes 
Ausdrucks - und Registrierinstrument mit seinem Macht-Philosophen den 
heraufsteigenden Imperialismus vorempfunden und die faschistische Epoche des 
Abendlandes, in der wir leben und trotz dem militarischen Sieg über den Faschismus 
noch lange leben werden, als zittemde Nadel angekiindigt.^

In the same way, Leverkühn’s works uncanmly echo the downfall o f Germany in World War

Two, which Zeitblom lives through afl:er his fiiend’s death. Zeitblom is quite clear that

Leverkühn’s compositions illustrate and reinforce the disturbing intellectual discussions to

which he was a party in the KridwiB circle. Indeed, he even describes the music as having

“prophetische Beziehungen” to the discussions, implying its relationship to the horrors that

the discussions prefigured.^

TWA OS 2, p. 424.
GWXl, p. 355.
GWIX, p. 701-702, {Nietzsches Philosophie im Lichte unserer Erfahrung). 

^^GWVl, p. 470..
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The role of seismograph is thus not free of problems, despite Mann’s claims that the artist is

not necessarily aware of his function. The artist can have an influence or impact, can be an

emotional, intellectual or cultural force that a seismographic print-out cannot be. Mann

asserted that the artist should not convey the spirit of the times just as it is, but that this -

whatever it is - should undergo a transition, or at least have some sort o f comment, as it

passes through the artist’s hands. This could be approximately compared to the difference

between painting a picture like Guernica and taking a photograph at the scene of a battle

simply to record the facts of what has happened. The artist should be neither unthinking nor

blindly accepting. Whilst it would be a generalisation, or indeed an injustice, to claim a

journalist to be either o f these things, Mann clearly saw the artist as having a higher duty. A

number o f photographic surveys o f the twentieth century were published towards the end of

1999. These illustrated particularly forcefully that the best journalistic photography can be

far more than a factual record; it can shed new tight on an event or make a moral point.

Perhaps the most important difference between even the best newspaper photograph or

journalistic writing and a work of art is that the photograph is normally intended to be

ephemeral, even if  it subsequently becomes widely used for many years. It is not surprising,

however, that Mann was sceptical of the media at a time when Goebbels had described it as a

musical instrument in the hands o f government: “Das, was fur den Pianisten das Piano ist,

das ist fur Sie dann der Funkturm, auf dem Sie spielen, die souveranen Meister der

offenttichen Meinung”.̂ '̂  Mann made a clear distinction between the work of the journalist

and the writer o f literature in his e s s^  Literatur und Hitler:

Das geistige Klima der Zeit ist ein Medium, aus dem der Schriftsteller sich nicht 
herauslosen kann. Dies bedeutet jedoch nicht, dafi der Künstler die Funktionen des 
Feuületonisten oder des reinen Reporters ubemehmen solle, und ebensowenig 
bedeutet es, dafi er von den Anforderungen der kiinstlerischen Disziptin befreit ist.^^

Mann clearly felt that the artist could affect what h^pened in society, and did not treat his 

fellow writers or himself with the same detachment and lack o f blame with which he treated 

Nietzsche. In his diary, for example, Mann questioned whether Hofmannsthal had thought 

through the implications o f an important speech, circulated a few years later, in 1933, as a 

pamphlet - Das Schriftum als geistiger Raum der Nation: “Seine Rede aber muB als 

Prophétie und Bestatigung herhalten. . .  und trâgt damit zur geistigen Stützung und 

» h is to r isc h e «  Rechtfertigung weltgefahrticher Greuel bei”.̂  ̂ Peter Gay notes in his study

‘Die zukiinflige Arbeit und Gestaltung des deutschen Rundfunks’, 25 March 1933, in H. Heiber 
(ed.), Goebbels Reden, Vol. 1 1932-1939, p. 106.
^^GWXm, p. 325.

Tagebiicher 1933-1934, p. 194 (26 September 1933). Mann does admit, in partial mitigation for 
Hofinannsthal, that the possible consequences were clearer in Germany than they were in Vienna, 
where Hofinannsthal originally made the speech.
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of the Weimar Republic that the speech was elegant, civilised yet “strenuously vague”, 

exactly what was not needed in the climate o f the times:

This elusiveness was itself, though perh^s not intentionally, a political act, for if  the
Germany of 1927 needed anything, it needed clarity, concreteness, demystification.^^

Once living in the midst of the reality of Nazi Germany, the duty of writers became aU the 

more pronounced, because there could be no doubt about the evil o f the social forces with 

which they were grappling. Mann’s condemnation o f the writers of the ‘Innere Emigration’ 

has already been mentioned. He also rebuked “Geihart Hauptmann’s apostasy” in 1934: “er 

geht mit den augenblicklichen politischen Ereignissen m if

Doktor Fausius goes further than merely awakening a sense of danger in response to the 

awareness of the potential o f the artist’s seismographic function. It shows two sides of this 

function at work. The artist can either point a way to solving the hidden problems of his age, 

or he can intensify them. Leverkühn is seen at least beginning to solve, on an artistic level, 

one of the key problems that Germany also faces, namely, the need to attain ‘Durchbruch’ to 

a satisfactory form of expression. Mann meant the search for expression in both music and 

Germany to be closely interwoven - a prime example o f art as “eine geistige Erhohung der 

W i r l d i c h k e i f T h e  composer is seeking to break through the stagnation o f musical form, 

and Germany wages war in an attempt to find an acceptable political form with which to 

relate to rest o f Europe. Leverkühn does achieve a breakthrough of sorts, even if  only in 

finding a voice for expressing his pain at the death of his nephew in the Dr. Fausti Weheklag. 

Mann means this to be seen as a triumph over the devü who had forbidden the composer to 

love, for in this darkest o f despairs, the famous “Hoffiiung jenseits der Hof&ungslosigkeit, 

die Tranzendenz der Verzwerfiung” remains in the lingering cello note at the end o f the
30composition.

Leverkühn’s stmggle with musical expression also reflects Mann’s own struggle with the 

difficulty o f expression as a novelist. He described music in the Entstehung as one example 

o f this general difficulty: “Darstellung der kulturellen Gesamtkrise wie der Musik im 

besonderen”. '̂ Expression in German carried with it the particular difficulty o f die 

perversion of German language by Nazism. The ‘hollow miracle’ o f George Steiner’s essay 

o f the same name is the deadened German language hiding behind the indisputable economic

P. Gay, Weimar Cluture, p. 88. 
GW Xm, p. 327.
Ibid., p. 327.

^®GWVl,p. 651.
GWXl, p. 187.
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miracle that ensured the country’s recovery as a major European power: “at the heart, there is 

a queer stillness”/^ Steiner argues that the language finally foundered under the literally 

unspeakable weight of the combination o f irrational horror and cold calculation that Doktor 

Fausius illustrates so effectively. The German language, in Steiner’s view, has never fidly 

recovered:

It was one o f the peculiar horrors o f the Nazi era that aU that happened was recorded, 
catalogued, chronicled, set down; that words were committed to saying things no 
human mouth should ever have said and no paper made by man should ever have 
been inscribed with. It is nauseating and nearly unbearable to recall what was 
wrought and spoken, but one must.^^

There is something o f this flavour in Doktor Fausius when the devil speaks o f hell, in what is

generally taken as a reference to the concentration camps: “Nein, es ist schlecht davon zu

reden, es liegt abseits und auBerhalb der Sprache”.^ None of this is to suggest that the

artistic illumination of the political problem can necessarily make it any easier to solve.

Neither serialism nor Nazism provided permanent or satisfactory solutions to the problem of

musical or pohtical expression respectively. The use of the artistic version o f the problem

hes in helping the historical problem to be seen more clearly by being placed in, and even (if

only temporarily) solved in, a new context.

An important message of Doktor Fausius is that the artist can actually intensify a problem 

rather than helping to solve i t  This does not mean that the artist can necessarily be blamed 

for finding the prevailing spirit o f the age within himself and thus in his work. What it does 

mean is that an artist o f public prominence should not be indifferent to the effect that an 

unthinking translation of the spirit of the age into art might have in reinforcing that spirit, and 

legitimising it in people’s minds. In good times, this can be positive and uplifting. Where 

the spirit o f the age is dangerous or undesirable, however, there is a difficult line to be 

trodden between laying it bare for pubhc inspection that gives the potential for corrective 

action, and elevating it for public affirmation. There can be few better descriptions o f this 

phenomenon than Fetzer’s phrase “existential malingering”. Such a phrase does not 

condemn a piece o f art or philosophy, but the indifference of the artist or philosopher to its 

social and political effects. J. P. Stem cites the lyric poet Stefan George as an example o f 

this phenomenon. George claimed to be both in touch with his historical context, and, since 

he saw man as justified only in an aesthetic context, also above it. Others, however, applied

George Steiner, ‘The Hollow Miracle’, in Language and Silence  ̂(London, Faber & Faber, 1967), 
p. 117.

Ibid., p. 122.
GW VI, p. 327.
J. Fetzer, op. cit., p. 63.
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his ideas to politics in a concrete and inflammatory way. George’s vision o f Das neue Reich

(1928) led Hitler to offer him the presidency o f the Dichter-Akademie, which caused George

to emigrate to Switzerland. Stem writes:

The events of 1933, which George watched perhaps with horror, certainly with 
distaste, showed that there was a realistic political dimension to this tragic view o f 
hfe, which a politician o f supreme skill could exploit.

In Doktor Fausius, Leverkühn’s music does little to lower the general temperature of the

opinion formers in Germany. On the contrary, Zeitblom sees that it confirms and reinforces

the worst excesses o f the KridwiB circle by reproducing these intellectual forces on a higher

plane. He takes part in the circle’s discussions:

Wahrend ich zugleich mit ganzer, tief erregter und oft entsetzter Seele der Geburt 
eines Werkes aus fireundschaftlicher Nahe beiwohnte, das gewisser kühner und 
prcphctischer Beziehungen zujenen Erorterungen nicht entbehrte, sie auf hoherer, 
schopferischer Ebene bestatigte und verwirklichte.^^

In Lukacs’ view, the potential o f Leverkühn’s works to raise the political and intellectual 

temperature is exacerbated by the characteristics of inwardness and ‘ Weltscheu’ that he and 

Germany both share. Lukacs sees Leverkühn as a Faust who is unlike previous literary 

manifestations o f Faust, in that he does not venture out into a wider world. Instead, his world 

remains essentially that o f the ‘Studierstube’ of the first scene of the Faust drama. In each o f 

Leverkühn’s homes, his study is described in detail, and is always very similar, with the clear 

implication that it forms the limits o f his world. Lukacs believes that in this small space, 

there is no space for the spirit o f the age to develop and change. Rather, it can only intensify 

it in a damaging way:

Die Studierstube des neuen Faust ist zwar - auBerlich gesehen - weit hermetischer von 
der gesellschaftlichen AuBenwelt abgeschlossen, in Wirklichkeit ist sie aber die 
Hexenküche in der alle verhangnisvoUen Tendenzen der Zeit zu ihrem 
konzentriertesten Ausdruck gebraut werden.^*

Mann applied his own strictures to himself. He was painfiiUy aware o f the damage that

artists could do in the tense and febiile atmosphere of Germany in the 1930s, and was careful

to remain a measured, democratic opponent o f Nazism, whilst clearly a German Romantic at

heart.

Mann does not explicitly write about politicians in Doktor Fausius, but was well aware o f the 

phenomenon we have already noted - that in Germany culture and politics are closely 

intertwined. Mann’s essay Bruder Hitler, published in 1939, treated the theme o f the artist

J. P. Stem, The Dear Purchase, p. 239. 
^^GWVI,p 470.
38 G. Lukacs, ‘Die Tragodie der modemen Kunst’, p. 48.
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within the politician. Mann examined the phenomenon o f Hitler seen as an artist, and found 

a disturbing kinship between himself as an artist and the fascist leader, even if  some o f these 

features were in a perverse form in Hitler, a product o f ‘Verhunzung’. Politicians must, of 

course, take responsibility for creating the spirit of the age, the realities o f contemporary 

history. There is also a sense, however, in which they respond to and exploit this spirit o f the 

age. It is a simple fact that the politician who tells the people what they want to hear is more 

likely to get elected. Hitler was probably the most extreme example o f this, and Mann found 

a disturbing parallel between him and the writer’s ‘telling o f stories’, which also ^ p ea l to the 

people;

Màrchenzüge sind darin kenntlich, wenn auch verhunzt (das Motiv der Verhunzung 
spielt eine groBe Rolle im gegenwartigen europaischen Leben). . .  muB man nicht, 
ob man will oder nicht, in dem Phanomen eine Erscheinungsform des Künstlertums 
wiedererkennen? Es ist, auf eine gewisse beschamende Weise, allés da.^’

It is this view that the KridwiB circle calmly accept when they conclude that politics will

henceforth be carried out in the language o f myth-making:

Seine Einsicht und Verkiindigung, daB im Zeitalter der Massen die parlamentarische 
Diskussion sich zum Mittel politischer Willensbildung als ganzlich ungeeignet 
beweisen müsse; daB an ihre Stelle in Zukunft die Versorgung der Massen mit 
mythischen Fiktionen zu treten habe, die als primitive Schlachtrufe die politischen 
Energien zu entfesseln, zu aktivieren bestimmt seien.'^

Many writers identified and explored the phenomenon o f politics as art in the first half o f the

twentieth century. According to Walter Benjamin, the aestheticisation o f politics in addition

to the politicisation o f art was a peculiarity of fascism; communism simply sought to

politicise art. Aestheticisation o f politics in fascism, however, was a means o f drawing

people’s attention away from the gap between rhetoric and reality. Adorno believed that

even the worst aspects o f fascism were experienced by the people as ‘the ultimate sensation’,

albeit a mass sensation of low quahty:

Faschismus war die absolute Sensation . . .  Genossen ward im Dritten Reich der 
abstrakte Schrecken von Nachricht und Gerücht als der einzige Reiz, der zureichte, 
das geschwàchte Sensorium der Massen momentweise zum Erglühen zu bringen."*^

The Nazis obviously persisted in their quest for quasi-aesthetic effect because tihey knew that

attractive visual images, short stirring words, and theatrical splendour have an immediate,

almost involuntary appeal, which neither demands nor encourages critical reflection, as noted

earlier with Siegried Kracauer’s observation that aestiietic qualities could lead spectators to

“believe in the solidity o f the swastika world”.'*̂  Politics as an aesthetic experience makes it

GW Xn, p. 847-848. 
GW VI, p. 486.

^^TWAGS4, p. 269.
S. Kracauer, From Caligari to Hitler^ p. 302.
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possible for people not have to engage in the detail o f what their political choices mean, but 

simply to enjoy the spectacle. The aesthetics o f politics was never more comprehensively 

exploited than in Hitler’s Germany - a country which, as Helmut Wiegand observes, had 

always had a tendency to explain life from an aesthetic perspective."*  ̂ It is evident, then, that 

the artist does not work in isolation as the seismograph of his age. He certainly cannot be 

isolated from the effects o f his seismographic fimction. Nor, it seems, can he be separated 

from the politicians, who will, in some circumstances, become quite like artists themselves. 

When one becomes virtually indistinguishable from the other, the truth becomes even harder 

to distinguish.

6 3 3  Zeitblom’s pact

Oscar Wilde wrote that; ‘There is no such thing as a moral or an immoral book. Books are

well written or badly written. That is all”.'*"* This is an extreme statement. But it does serve

to remind us that the moral power and influence of art does not exist solely in the work as

created by the artist. It also depends on its reception by the public, as is apparent from

Mann’s own reluctance in taking on a pohtical role that his pubhc were anxious to give to

him Speaking in 1928 about Bruno Frank’s Politische Novelle, he attributed to the audience

an important function in determining the quahty and influence o f a work. Whilst he was

speaking principally o f aesthetic quahty, what he says is an important reminder that die

audience and the artist together determine the outcome of a work. It is a “schwebendes

Anerbieten”, not completely fixed in advance:

Ein Kunstwerk ist nicht an sich und von vorherein gut oder schlecht; es ist keine 
Sache mit unleugbar feststehenden Eigenschaften, es ist viehnehr ein schwebendes 
Anerbieten an das Herz und den Geist des Menschen, und erst zusammen damit wird 
es zur wirkenden Einheit, zum Wert."*̂

It is evident, then, that art cannot change much in society on its own, but its audiences might.

The view that the artist has a potentially serious impact on society also has imphcations for

the artist’s audience, for there is obvious danger in being merely a passive recipient o f either

art or contemporary events. The character of Zeitblom is helpful in illuminating the

significance of the artist’s audience. As already noted, whilst he is not the intellectual equal

o f the genius Leverkühn, he is certainly enable of insights into the composer’s work. He

shares Leverkühn’s early musical education, and actively participates in several key

discussions about the nature o f music. Zeitblom sets out his academic credentials at the

'*̂ Helmut Wiegand, Thomas Manns "Doktor Fausius ’ als zeitgeschichtlicher Roman. Eine Studie 
aber die historischen Dimensionen in Thomas Manns Spàtwerk, Frankfurter Beitrage zur neueren 
deutschen Literaturgeschichte, Vol. 1, (Frankfurt am Main, R. G. Fischer, 1982), p. 117.
'*'* Oscar Wilde, The Picture o f Dorian Gray, (Oxford, Oxford University Press, 1974), p. xxiii.
'*^GWX,p.689.
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beginning of the novel: “ein Gelehrter und conjuratus des >Lateinischen Heeres<, nicht ohne

Beziehung zu den Schonen Künsten (ich spiele die Viola d’amore)”.'^ He is later readily

accepted as a member o f the Munich salons, even though he does not consider himself much

o f a conversationalist:

Bei Roddes sowohl als im Schlaginhaufen’schen Saulen-Salon horte man gem mein 
Viola d’amore-Spiel, das allerdings der gesellschafüiche Beitrag war, den ich, der 
schlichte und in der Konversation niemals sehr vive Gelehrte und Schulmann, 
vomehmUch zu bieten hatte/^

Zeitblom’s choice not to be more active in the salon is more about reticence than a lack of

understanding, though he plays this down. He later claims to take part in the discussions o f

the KridwiB circle “aus purer Gewissenhaftigkeit”.*** It is at this point that Zeitblom is

inclined to place Leverkühn’s music and the alarming political discussions together. He

seems to feel most distressed about the discussion at the moments o f realisation that the

music illuminates the politics h^pening around him, rather than as a direct result o f the

content o f the discussions themselves:

Nie batte ich mir jene Redereien am runden Tisch zu Herzen genommen, wie ich es 
tat, batten sie nicht den kaltschnauzig-intellektuellen Kommentar gebUdet zu einem 
heiBen Erlebnis der Kunst und der FreundschaA.^^

This testifies to the power o f Leverkühn’s music in the fimction o f highlighting the spirit o f

the times, but not to the strength and alertness of its audience. The music does not steel

Zeitblom to challenge what he hears in the discussions. On the contrary, it simply seems to

alarm him and render him powerless for anything other than silent acquiescence: “Obgleich

mir unwohl war in der Magengrube, durfte ich nicht den Spielverderber machen und mir von

Widerwülen nichts anmerken lassen”.̂ ® He seems totally unable to act to take his somewhat

tentative juxtaposition o f music and contemporary history a step further and deal with the

consequences.

The audience cannot wash its hands of responsibihty for the effects o f art. Nietzsche was 

well aware of this, and conscious o f his joint responsibility with his readers, for what he 

wrote. He believed that his works should be read intelligently, and not accepted blindly: 

“eine Dosis Neugierde, wie vor einem fi^emden Gewachs, mit einem ironischen Widerstande, 

schiene mir eine unvergleichlich intelhgentere Stellung zu mir”.̂  ̂ Nietzsche was especially 

conscious of fhe rpcponsihility of the audience in relation to his great obsession, Richard

^GWVI, p. 10.
^^Ibid., p. 367.

Ibid., p. 470.
Ibid., p. 493.
Ibid., p. 488.
Letter to Carl Fuchs of 29 July 1888, Friedrich Nietzsche, BrieJWechsel. Kritische Ausgabe, Vol. 

m  (5), edited by Giorgio Colli & Mazzino Montinari, (Berlin, Walter de Gruyter, 1984), p. 375-6.
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Wagner. He did not think that the effects o f Wagner could solely be attributed to the 

composer, calculated though he beheved his effects to be. Nietzsche also believed that 

people had created for themselves the Wagner that they wanted to hear, not necessarily seeing 

through him as a ‘decadent’: “Die Deutschen haben sich ernen Wagner zurechtgemacht, den 

sie verehren konnen: sie waren noch nie Psychologen, sie sind damit dankbar, dafi sie 

miBverstehen”.̂  ̂ Extending this principle of the joint complicity o f artist and audience to the 

artefact o f Nazi Germany, the question - as posed in the first chapter o f this thesis - must be 

not so much what creates an individual like Hitler, but how, whatever the extreme economic 

circumstances, his regime could come to have such a hold on a country. The willing 

participation o f the ‘audience’ o f Germany must be seen as complicit, as its national 

fascination with Hitler the ‘artist’ was essential for his success.

A similar temptation to focus on the artist almost to the exclusion of his audience also exists 

when considering the meaning o f Doktor Fausius. The reader’s attention tends to be drawn 

much more readily by the central, almost tragic figure of Leverkühn than by the much more 

‘normal’, hesitant, even comical, Zeitblom. Yet it is he, the narrator, who carries more 

weight. Leverkühn has been shown to have no historical specificity, with Zeitblom acting as 

the means by which he can gain historical and political significance. Zeitblom both gives 

Leverkühn meaning within the contemporary society in which he is composing, and carries 

him forward in history even after the composer’s death. Eckhard Heftrich notes in his essay 

on Doktor Fausius as autobiography that Zeitblom has less freedom and carries more 

historical weight than Leveikühn: “DaB Zeitblom viel von dem zu tragen bekommt, was 

Thomas Mann der Zeit unmittelbar an Tribut gezollt hat, macht gerade den andem fi*ei fiir das 

gefahrhche Leben der Kunst”.

It is important to be wary o f Zeitblom’s self-deprecating style, and his keenness to place 

himself in the background. As we have already seen, the irony with which Maim treats 

Zeitblom’s narrative points towards his significance in Doktor Fausius. Zeitblom may place 

music and contemporary events side by side in the hesitant fi-amework discussed in the 

previous section, and then retreat, leaving the reader to bridge the gap between the two. Yet 

utterances like the one below are surely designed to encourage ftie reader to do the very 

opposite o f what Zeitblom suggests:

FN2, Der Fall Wagner, p. 912.
Eckhard Heftrich, Doktor Fausius. Die radikale Autobiographie’, in B. Bludau, E. Heftrich & H. 

Koopmann (eds.), Thomas Mann 1875-1975, p. 149.
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Auch dies sage ich nur zur Charakteristik der geschwinden, gefahrhchen Zeitlaufte 
und gewifi nicht, um die Teilnahme des Lesers auf meine unbetrachtliche Person zu 
lenken, welcher immer nur ein Platz im Hintergrunde dieser Memoiren gebiihrt.^

We come to know far more about Zeitblom’s motivation, and the way he feels about both art

and pohtics than about Leverkühn’s inner hfe. The lengthy description of the Apocalypsis

cum figuris, for example, is all from Zeitblom’s perspective: about his compulsion to

understand it in a particular way, rather than about Leverkühn’s motivation for writing it.

The notion o f Leverkühn’s ‘sacrifice’ is a significant theme in Doktor Faustus. Yet the 

connection between this creative sacrifice and German history does not come mainly from 

Leverkühn himself, but from Zeitblom’s narrative. Even if  the reader is encouraged to see 

the composer as making a symboUc sacrifice for Germany, Leverkühn does not see it in the 

same way. This is partly because music never seems to be anything other than a personal 

crusade for Leverkühn. He knows that he suffers, and his suffering is certainly genuine, but 

does not himself suggest that this suffering might be on behalf o f others. The devil advances 

the idea that “einer muB immer krank und toll gewesen sein, damit die anderen es nicht mehr 

zu sein brauchen. . .  auf deinen Namen werden die Buben schwôren, die dank deiner ToUheit 

es nicht mehr notig haben, toll zu sein”, but Leverkühn does not develop the theme. Whilst 

Leverkühn does have a highly developed sense of gmlt, the notion of sacrifice, in which he 

might be able to take some comfort, barely occurs to him, even though the reader is 

encouraged to see him as someone carrymg the suffering for the whole o f Germany, in an 

almost Christ-hke sense. When Leverkühn calls his acquaintances together for his final 

speech before his descent into madness, it is not to reveal to them a master plan in which they 

are the beneficiaries of his suffering. He mentions sacrifice only once, and then in a self 

conscious and stylised manner as “die Schuld der Zeit auf eigenen Hals”.̂  ̂ The substance o f 

his speech is an extended confession reflecting his own acute sense o f guilt. This is not guilt 

that his listeners can relate to, but, for them, a ridiculous claim that he has been in thrall to the 

devil. They take it first for poetry, and then for madness, when he falls insensible at the 

piano. Leveridihn’s sense o f guilt is more acute than that felt by any of the KridwiB circle. 

Peter Pütz suggests that the key difference between Leverkühn and the KridwiB circle is in 

their respective attitudes to what they produce. Although Leverkühn’s suffering does not 

connect directly with anything in the external world, he experiences the reality and genuine 

pain o f ‘Klage’ within himself. The same cannot be said, meanwhile, for the intellectuals, 

who do not even express regret about the themes they are discussing:

“̂ GWVI, p. 470.
”  Ibid., p. 314 & 324. 
^^Ibid., p. 662.
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Natürlich konnte man es sagen, nur hâtte man es, da es sich schlieBlich um die 
Beschreibung einer heraufziehenden Barbarei handelte, fur mein Gefiihl mit etwas 
mehr Bangen und Grauen sagen soUen/^

In Pütz’s view, this contrast with his own sense of guilt allows Leverkühn, for all his isolation 

from society, to come closer to an ideal o f humanity than anyone else in the novel.

Perhaps, then, it is those other than the artist who have more to learn?

It may be more appropriate to see Doktor Faustus as a novel that is as much about the artist’s

audience as about the artist himself - about collective understanding o f artists, rather than the

individual process o f creating art. The image in the Dante songs o f the man with the lamp on

his back, which is emphasised in Zeitblom’s description o f the songs, is important for this

reading of the novel. The man cannot see the light himself, but it does illuminate the path o f

those who come after him. Zeitblom is moved by

die bewegende musikalische Diktion die dem Purgatorio-Gleichnis von dem Manne 
verhehen war, der in der Nacht ein Licht auf seinem Rücken trâgt, das ihm nicht 
leuchtet, aber hinter ihm den Weg der Kommenden erhellt. Ich hatte Tranen dabei in 
den Augen.^^

In the same way, the vision the artist provides o f the society in which he hves may not be o f 

any significance for him, but it should be noticed and acted upon by those of his audience 

who are able to see it. The image is a perfect metaphor for the light that Leverkühn’s oeuvre 

should cast on the undercurrents that helped Nazism gain such success. Despite the tears in 

Zeitblom’s eyes, it seems he is unable to detach himself from Leverkühn’s music sufficiently 

to see the light that it is casting on what comes after it, and to act on what diis reveals. 

Zeitblom’s sense of his own responsibility by the end o f the novel is very unclear, and it is 

not obvious whether he mcludes himself in the p r^ers  for ‘Freund’ and ‘Vaterland’.

With all this in mind, it must surely be possible to argue that the greatest Faustian pact in the 

novel is not between Leverkühn and die devil, who are, after aU, virtually identical with one 

another; rather it is between Zeitblom and Leverkühn. A number o f critics have argued that 

Leverkühn’s supposed Faustian pact is unrealistic. The motivation for the pact is not 

immediately obvious, as there was no need for it if  the twelve tone system solved the 

problem o f achieving satisfactory musical expression. There are small ways m which 

Leverkühn’s situation and the traditional Faustian pact are dissimilar. Anni Carlsson draws 

attention to the fact that in die usual account o f Faust, his horizons gradually broaden, as in 

Goethe’s Faust when, after being Gretchen’s lover, he enters the mythical realm to become

Ibid., p. 486.
P. Pütz, Kunst undKiinstlerexistenz bei Nietzsche und Thomas Mann, p. 130. 
GW VI, p. 217.
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the lover o f Helen of Troy, and ends the second part o f the play with a huge project to 

reclaim the land from the sea. Carlsson observes that Leverkühn’s world becomes, if  

anything, ever more enclosed as the novel develops.^ Kate Hamburger had strong views 

About the novel. Her initial inclination was not to like it at all, and Mann was wounded by 

her reaction. At the root of this, as Hubert Bruntrager notes in his introduction to the recent 

edition o f correspondence between Mann and Hamburger, was probably Hamburger’s deep 

humanism. She could not understand Mann’s hngering attraction to the decadence at the 

heart of Leverkühn’s pact, nor appreciate the musical world as Mann did.^' Though she 

wondered initially about Zeitblom’s function, she later realised that: “ohne dm das Leben des 

Leveridihn nicht darstellbar und ertraghch gewesen wàre”.̂  ̂ Kate Hamburger’s later essay on 

Doktor Faustus, quite apart from these reactions, however, concentrates on the legitimacy o f 

interpreting Leverkühn as a genuine Faust figure: “Ja, wir wagen zu fragen: ist Leverkühn 

ein Doktor Faustus weil er Dr. Fausti Weheklag komponiert?’.*̂^

In his 1985 essay on Zeitblom, Osman Durrani explicitly refers to a pact entered by 

Zeitblom:

His unquestioning dependence on his friend is also an unacknowledged pact with 
evil, which paralyses the schoolmaster in much the same way as Adrian is paralysed 
emotionally by what he sees as his compact with the devil.^

To paraphrase these words, Leverkühn’s pact is illusory even though he beheves it to be real,

whilst Zeitblom has entered a pact of which he consciously knows nothing - surely all the

more dangerous for his lack o f awareness o f it? And if  sacrifices are to be weighed up as part

o f the pact, it is easier to see that Zeitblom has sacrificed his whole hfe to Leverkühn’s art,

rather than any sacrifice by Leverkühn himself, who is simply what he has a lw ^s been,

though perhaps at a higher intensity. Becoming Leverkühn’s friend is surely a ‘pact’ that

changes what Zeitblom would otherwise have been, and much more o f a turning point than

Leverkühn’s dialogue with the devil? Zeitblom admits that he was far more concerned with

the composer’s hfe than with his own. There is a sense beneath Zeitblom’s words that he

always considered himself thoroughly ‘ordinary’, giving himself no credit for any real

potential to reflect. Instead, Zeitblom prefers to sacrifice his own potential to the life o f an

exceptional individual

dessen Sein, dessen Werden, dessen Lebensfrage mich im Grunde mehr interessierte 
als meine eigene. Diese war einfach; ich brauchte ihr nicht viele Gedanken zu

^  A Carlsson, ‘Das Faustmotiv bei Thomas Mann’, p. 96.
13.

Letter to Thomas Mann of 9 February 1948, ibid., p. 101.
Ibid., p. 139.

^  Osman Durrani, ‘The Tearful Teacher. The role of Serenus Zeitblom in Thomas Manns Doktor 
Faustus\ Modem Language Review 80 (1985), p 656.
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widmen, sondem nur durch treue Arbeit die Voraussetzimgen fiir ihre vorgegebene 
Losung zu schaffen^^

Although Zeitblom clearly does not have the special talents that Leverkühn does, it is at least 

possible that he might have been a more prominent academic if  he had allowed his hfe to 

deviate firom the path of always following Leverkühn. Leverkühn, however, always seems 

destined for music. At no point does he speculate that his suffering might have been less if 

he had chosen a different career, but Zeitblom seems at least dimly aware that his life might 

have been different if  he had not been so closely involved with Leverkühn and his music. He 

admits that this has not always been easy: “Es gibt Menschen, mit denen zu leben nicht 

leicht, und die zu lassen unmoglich i s f N e a r  the end o f the novel, Zeitblom’s dedication 

to Leverkühn does seem to be seen in terms o f some sort o f burden that he has assumed:

“Mir ist, als kame diese Treue wohl auf dafiir, daB ich mit Entsetzen die Schuld meines 

Landes floh”.̂ ^

This, then, could be part of the ‘Geheimnis ihrer Identitat’ that Mann refers to in the 

Entstehung', Leverkühn’s creativity cries out for an active, creative and critical response, not 

near-identification and surrender. There is a potential lesson in this for everyone who engages 

with art, including readers o ïDoktor Faustus. Hans M ^er, having argued for the identity of 

both protagonists as Mann himself^ refers to the novel’s secret epigraph, firom Goethe’s 

Torquato Tasso: “Vergleiche dich! Erkenne, was du hist!”. Mayer interprets this not only as 

a warning to artists, including Mann, but as an instruction to every reader o f Doktor 

Faustus. H a v i n g  identified the link between music as the ultimate art, and the reality o f 

historical events in Germany, Mann suggests that the artist can either exacerbate problems or 

help to solve them. He does not, however, tell us exactly how non-artists - who must include 

politicians as well as the wider audience - can help to prevent or change this in the way in 

which they receive art and interact with it. It seems, prima facie, that they should be able to 

do something. If  the artist illuminates, and the lamp shines behind him, the solutions to the 

problems o f the age must surely be made clearer for those in a position to see and act?

On the contrary, Zeitblom thinks it is not seemly to contradict when he sees the real-life 

version o f the music that has enthralled him being played out by the German intelligentsia. It 

is only in retrospect that he realises his intellectual respect was misplaced: “Heute sieht man 

wohl, daB es der Fehler unserer Zivüisation war, diese Schonung und diesen Respekt aUzu

GW VI, p. 118. 
^  Ibid., p. 294.
^^Ibid., p. 669.

H. Mayer, ‘Roman einer Endzeit und Endzeit des Romans ’, p. 113.
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hochherzig geübt zu haben”. C o m p a r e d  with Levedmhn's agonies o f contrition in his final

speech, however, it is difficult to see Zeitblom as a repentant, changed man, who would do

things differently i f  he had to repeat the experience again. Towards the end o f the novel,

Zeitblom admits that the recognition of evil in something is not necessarily incompatible with

loving it- The argument is meant to apply to both Germany and Leverkühn:

Die unvermeidhche Anerkeimung der Heillosigkeit ist nicht gleichbedeutend mit der 
Verleugnung der Liebe. Ich, ein schlichter deutscher Maim und Gelehrter, habe viel 
Deutsches geUebt, ja, mein unbedeutendes, aber der Faszination und Hingabe fahiges 
Leben war der Liebe, der oft verschreckten, der immer bangen, aber in Ewigkeit 
getreuen Liebe zu einem bedeutend deutschen Menschen- und Künstlertum geweiht, 
dessen geheimnisvolle Sündhaftigkeit und schrecklicher Abschied nichts über diese 
Liebe vermogen.^®

The idea of devotion ‘in Ewigkeit’, and the overtones o f rehgious sacrifice in “geweiht” 

conspire to make this statement by Zeitblom sound as much an admission o f a fatal pact as 

anything Leverkühn ever says. The statement is ultimately unsatisfactory, because it places 

the evü o f Nazi Germany on the same plane as atonal music and an imagined pact with the 

devil. Zeitblom needs to learn not to see these two entities as the same thing, but to recognise 

how a better understanding o f the meaning o f the lesser o f them might have affected his 

attitude to the other. Whilst Zeitblom considers his contribution as ‘unbedeutend’, his 

capacity, along with thousands o f others, for ‘Hingabe’, meant that it had very serious 

meaning indeed. He is unable to stop being taken in by the composer or by the forces that 

create Nazi Germany. He may not be an artistic genius or a politician, but he is certainly no 

fool, and a more detached and critical attitude might have made a difference.

The way in which Doktor Faustus closes the g ^  between music and history, then, is not by 

straightforward allegory, but by a web of very suggestive conceptual correspondences, woven 

into a narrative that shows that without a pubhc, such correspondences would have little or no 

effect. In this sense, the novel rises above the tendency that Judith Ryan identifies in German 

hterature immediately after the war, o f accepting the mythological status o f Nazism, and 

transposing it to a plane beyond reahty. Mann was, after all, wary o f the “Vollzuge eines 

Vorgeschriebenen”. Ryan notes that German writers after the war were continually asking 

why the German people were the victims of such an outrage, never considering that they 

might also be the perpetrators.^^ In showing Zeitblom in thrall to something tiiat he could 

actually have the power to overcome, Doktor Faustus begins to invoke the notion o f an

GW VI, p. 378. 
Ibid., p. 600.
Judith Ryan, The Uncompleted Past: Postwar German novels and the Third Reich, (Detroit, Wayne 

State University Press, 1983), p. 25.
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audience with a mind o f its own, and freedom to act. This is an important encouragement to 

the reader to ponder the question of how this freedom might best have been exercised in the 

historical circumstances of the day.
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Chapter 7 Conclusion

The objective of this thesis was to examine what is said about music and German history in 

Doktor Faustus, and to consider how the novel bridges, or conceivably closes, tiie gap 

between them. The original hope was to analyse in as concrete and systematic a way as 

possible how the novel speaks o f music and German history.

The thesis has shown that the novel views both music and Germany in two ways. They are 

seen at once as timeless entities with a continuing ontology, and as historical entities that 

manifest their ontology in particular ways at different points in history. Doktor Faustus 

describes the ontology of music and Germany, and the historical manifestation o f that 

ontology at their time of twentieth century crisis. The close similarities between music and 

Germany in their ontological and historical descriptions in the novel are established by the 

insistent presence of a number of concepts, which embrace both the artistic and historico- 

pohtical spheres. For ease of reference, the Appendix to this thesis offers an overview in the 

form of two tables: one on the ontological characteristics o f music and Germany, and the 

other on their historical manifestation in Levericiihn’s music and in Nazism.

I am aware that in doing this, I have come perilously close to schematizing a hugely complex 

text. As one recent essay on Doktor Faustus notes: “»B eziehungszauber« wird leicht zu 

Beziehungswahn oder gar Beziehungszwang”.* I beheve, however, that this is a risk worth 

taking, not least because it makes possible a helpful degree o f conceptual clarification.

Doktor Faustus is a profound novel, but it is, after all, a text that can be clarified, rather than 

something that works on a metaphysical level. The clarification offered can, I believe, 

explain more clearly than has been done to date the connection between Leverkiihn’s music 

and the German historical crisis that is the substance o f Doktor Faustus. This tiiesis has found 

that relationship to be analogous rather than causal, but certainly mutually reinforcing. That 

is, art (in this case, music) both reflects, and reflects upon, the spirit o f the historical age in 

which it is created. In doing so, it has the power to intensify the problems o f the age, or 

perhaps even help to relieve them. The role o f the audience in responding to the artist has 

been identified as cmcial to this process, and the figure o f Zeitblom as worthy o f further 

exploration, for it is he who specifically connects Leverkühn with twentieth century German 

history.

* V. Scherliess, Zur Musik in 'Doktor Faustus’, p. 116.
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Chapter 1 of the thesis held out the possibihty that discovering more about the links between 

music and history in Doktor Faustus might have wider lessons. The chapter pressed the case 

for considering literature as a potential contribution to serious historical study, in this case, in 

terms of attaining a deeper understanding o f a society in which Nazism could come about, 

moving away from an isolated démonisation o f the figure o f Hitler, and perhaps even 

revealing something about the wider relationship between culture and historical and political 

events. The thesis points towards a de-demonisation o f Nazism in two ways. First, it has 

shown in the text o f Doktor Faustus a view of the Nazi regime that is very far from seeing it 

as a mysterious, unstoppable force, but rather, perceives it as made up o f a number of 

identifiable characteristics. One example is the combination o f quasi-Romantic, irrational 

feeling and cold calculation that fed into Nazism. I am not for a moment suggesting, of 

course, that Mann set out to write the novel with a detailed table of characteristics of music 

and Germany like the one in the Appendix. At the very least, however, this table shows 

Mann exposing Nazism, perhaps more than he realised, as a phenomenon capable of 

deconstruction and critical understanding. Second, in highlighting the difference between 

timeless ontology o f Germany, and those ontological characteristics as manifested at a 

specific historic point, Doktor Faustus expresses and reinforces Maim’s view that Germany 

could not be divided into two Germanies, good and bad. The whole country was responsible 

for Nazism, at a particular historical juncture, but the implication, surely, is that this episode 

need not be repeated, nor viewed as something ontological and inevitable.

Doktor Faustus does seem to contain, then, helpful wider lessons about the relationship 

between culture and politics. It is especially helpful in its discussion o f die relationship 

between art and historical events contemporary with it. Music and German events are not 

directly equated in the novel, but nor are they ever completely separated. This corresponds to 

Mann’s own view of his role as an artist - as one not directiy equatable with politics, but also, 

never completely separate from contemporary events. Up to the end o f his life, he could 

never quite take seriously the political role that he found himself having to play: “Unleugbar 

hat ja  das politische Moralisieren eines Kiinstiers etwas Komisches”.̂  At the same time, he 

was acutely aware o f the responsibihty he carried. The suggestion in Doktor Faustus is that 

whilst artists cannot be held responsible for causing events to h^pen , they can increase or 

diminish the impact o f what is happening around them, as hving seismographs or ‘visual 

aids’ for the age in which they hve. In its contribution to the understanding o f the Nazi period 

o f German history, Marm’s novel exemplifies this phenomenon o f the artist being able to 

illuminate the problems o f his age, although, as noted earlier, Mann was anxious that he

 ̂GW X, p. 397 {Der Künstler und die Gesellschaft).
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might have intensified them by helping to create a new mythology o f Germany/ This 

relationship with contemporary events means that all artists must assume responsibility for 

what they communicate and how. This was something that Mann realised only gradually in 

his creative development. The story of Adrian Leverkühn makes clear that culture is never so 

exalted that the strictures of responsibility cannot apply to it. Zeitblom is misguided when he 

supposes that Leverkühn’s isolation and lack of responsibility is completely understandable: 

“dessen personliche Unberiihrtheit von dem Ganzen mir die selbstverstandlichste Sache von 

der Welt war”.** This is particularly so in Germany, where, as noted at the beginning of this 

thesis, culture plays a greater role in the public’s understanding of contemporary events than 

in some other countries.

Perhaps the most universal lesson that can be drawn fi*om Doktor Faustus is that the artist’s 

responsibihty is not his alone, but shared with his audience. The theme o f the artist’s 

audience runs subtly through the novel, in Dante’s image of the man with the lamp on his 

back illuminating the path for those coming after him, and in the specific reference to the 

novel’s ‘third’ temporal level: “die eines Tages der Leser sich zur geneigten Rezeption des 

Mitgeteilten nehmen wird”.̂  It is only through the attention of an audience, after all, that the 

artist can gain any social or political significance. Zeitblom’s surrender to the total 

experience o f Leverkühn’s music is crucial. It is evident that, if  he is to play a part in 

bringing Germany out of its historical crisis, he needs to be more sceptical in his appraisal o f 

this art than his narrative manages to be.

Yet Zeitblom’s ultimate failure to be discerning enough can also be seen as a point of 

enrichment for the novel’s readers. In his self-conscious reflections on his own performance 

as a narrator, Zeitblom frequently raises the issue of coherence, o f how the different strands 

o f his narrative hang together, and is often concerned to register some sort o f correspondence. 

In this way, he contributes to the cementing of ontology and history o f both music and 

Germany into a total interpretative package. At otiier times, he criticises ftiis kind of 

conflating discourse in the KridwiB circle. Zeitblom’s narrative is thus laid before its readers 

in a way that invites us to be critical and discerning, in the same way that Leverkühn’s music 

invites, but does not receive, such a response from Zeitblom. The readers’ response should 

surely be to see what Zeitblom writes as itself in some way complicit in the early twentieth 

century German tendency to conflate ontology and history in such a way that political

 ̂Letter to Kuno Fiedler of 5 February 1948, DüD, p. 136. See 6.1, footnote 41.
GW VI, p. 404.

 ̂Ibid., p. 335.
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acquiescence becomes invested with a sense o f unalterable destiny. This very imperfection 

o f Zeitblom may be one o f the triumphs o f Mann’s work, and ensure its lasting relevance.

We may, o f course, think that the impact of art on debates about contemporary issues is fairly 

limited in 2000, because technology or economics are generally held to be far more 

significant. This may well be partly tme. But there is certainly evidence that in Germany, at 

least, die view expressed in Doktor Faustus, that high art can connect with real historical 

events is as timely as ever. Grass’s novel about Germany’s reunification, Ein weites Feld, 

was published in 1995, and popularly described as a ‘Deutschlandroman’, with Grass widely 

condemned for his apparentiy sceptical, and by that token unpatriotic, views. The 

condemnation o f the book, especially by the critic Marcel Reich-Ranicki, sparked a furious 

debate in the media, almost as i f  it were a pohtical tract under discussion. Yet any reader 

who picks up the novel in search of overt pohtical didacticism will be disappointed in Ein 

weites Feld. On the contrary, the novel is a dense, complex work, steeped in the hfe and 

writings o f Theodor Fontane. It is more obviously about the love o f Fontane’s work than 

about recent history, in the same way that Doktor Faustus was more obviously about music 

than about Nazism. It is noteworthy that an article in the Bildzeitung - a newspaper for which 

a novel of this sort was surely not an obvious topic - said: “Was ist das Buch sonst? Keine 

Story, keine Seele. Was darm? Leeres Gerede”.̂  The writer o f the article seems to have 

been preparing to make an onslaught on Grass’s unacceptable stance as a pohtical doubter, 

but was unable to find the pohtics in the novel. The pohtical dimension is certainly there, but 

couched in the mode o f understatement and rmphcation. Both this mode, and the spirit of 

scepticism in the face o f triumphahsm, generated intense controversy. The result was that a 

novel of high cultural sophistication became a pohtical event, and the process generated 

higher sales figures than might otherwise have been the case.^

Perhaps the most lasting and universal message in Doktor Faustus, however, is about the 

power o f the artist as seismogr^h, and the necessity o f watchfulness and adequate response 

by the audience. Two recent examples fi’om our own country show that we also respond to 

that seismographic function. The indignant articles about modem art that fill newspapers 

around the time o f the Turner Prize each year are more than just reactionary forces being 

pitted against a Damien Hirst or a Tracey Emin, or a need to fill the features pages. What 

underlies these is surely an unspoken fear that if a sheep in formaldehyde, or a dirty, rumpled

* Bildzeitung, 22 August 1995, reprinted in Oskar Negt (ed.), Der FallFonty. Ein weites Feld’ von 
Gunter Grass im Spiegel der Kritik, (Gottingen, Steidl Verlag, 1996), p. 91.
^Ibid., p. 49.
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bed surrounded by the unsavoury detritus o f everyday life, are seen as legitimate, perhaps 

even the only possible, artistic expression, then this disparages the quality o f our collective 

life. There were also concerns recently that Simon Armitage, the Poet in Residence for the 

New Millennium Experience Company (NMEC), painted too bleak a picture of the last year 

o f the twentieth century in Killing Time, his Millennium poem. Armitage said of the 

NMEC’s reaction: “I was talking about larger issues. I think that they thought I was going to 

write about ferris wheels, which I did, but maybe not in the way they expected”.* Like 

ZHthiom, we, too, seem to have moments of alarm about “what the world is coming to” 

when we see what passes for art or entertainment: “Hier kann niemand mir folgen, der nicht 

die Nachbarschaft von Àsthetizismus und Barbarei, den Àsthetizismus als WegbereitCT der 

Barbarei in eigener Seele, wie ich, erlebt hat”.̂

There may well be moments when it is worth pausing to consider what the art we engage with 

is a ‘ Wegbereiter’ for. Or perhaps we think that we are now living in a post-modern world, 

and are beyond worrying about such things. But it is important to remember that Zeitblom is 

no simpleton. If he is intended as the man in the street, he is a relatively sophisticated one. 

Perhaps we need to ponder at what point we are a little too pleased with ourselves in our 

increasingly self-aware entertainment. At what point does ironic use o f violence, bad 

language, racism, sexism slip into easy acceptance o f it? This question can be applied to any 

number of success stories, from Quentin Tarantino films to South Park.

Doktor Faustus may not give us a model o f how to change what art reveals about society.

But it is a powerful reminder o f what art - however far it sp ea rs  removed from real life - can 

tell us about ourselves, if  we only interact critically with it. As such it is a fitting testimony to 

Maim’s belief that the lessons o f art could sometimes eclipse those of life in their power:

“Die Sache ist schwer, diister, unheimlich, traurig wie das Leben, da immer Idee und Kunst 

das Leben Ubertreffen und ubertreiben”.

* Interview with Simon Armitage in The Guardian, 15 December 1999. 
 ̂GW VI, p. 495.

Letter to Agnes Meyer of 2 June 1943, TM-AM, p. 487.
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Appendix

Table 1 The ontology of music and Germany

Ontological characteristics o f  music (3.2) Ontological characteristics o f  Germany (5.2)

Struggle for 'Durchbruch'

• desire to reach out to world from inwardness of itself;
• struggle demonstrated by appeal through beauty, and in relationship between music and 

words; and
• better at communicating with an elite, but unresolved struggle between this and desire for 

wider communication.

Struggle for ‘Durchbruch’

• desire to reach out to world from inwardness and pride;
• struggle demonstrated by attempt to appeal through a quasi-aesthetic attraction; and
• better at communicating with an elite, but in tension with desire for more universal 

social feeling, also within Germany, - manifested in the powerful sense of the ‘Volk’.

Tension between sensuality and cerebralism

• natural sensuality and spontaneity, with potential to slide into dangerous carnality; and
• natural inclination to form and order, and to detached self-contemplation.

Tension between sensuality and cerebralism

• natural ‘youthful’ sensuality and spontaneity, but potentially dangerous if left too subjective 
and unstructured; and

• inclined to excessive self-contemplation, but with a wistful pull back to spontaneity.

Lack of stability

• despite underlying sense of order, tonal system is contingent on what composer does with it 
historically; and

• contingent nature of system lends itself to high intellectual abstraction of mathematics, 
which can be exploited by someone with the right skills.

Lack of stability

• not a long-established nation, but a series of short historical episodes, never arriving at a 
stable state; and

• constant “becoming” lends itself to high intellectual abstraction, not solid reality and 
practical politics.

Spiritual capacity

• generalised capacity for non-rational gives afïTmity with nature and primal beginnings;
• can revisit its own primal elements e.g. the triad, with pull back to origins as mass, cultic 

experience; and
• Lutheran in sensitivity to sin and in seeing virtue in the pursuit of difficulty.

Spiritual capacity

• general Romantic affinity with nature, with a non-rational sense of fate and destiny at the 
centre of all experience;

• strong sense of primal, cultic roots as ‘Volk’, revisited even in the midst of apparent modem 
sophistication - ‘Reaktion als Fortschritt’; and

• specifically Lutheran model of German ontology, especially in glorification of the idea of 
struggle and sacrifice.



Table 2 Historical manifestation of the ontology of music and Germany in their twentieth century crises

Leverkühn’s compositions (4.2) Early twentieth century Germany (5.3)

Struggle for ‘Durchbruch*

• entire oeuvre reflects this struggle, turning especially on the relationship between music and 
words, which culminates in the musical language of the tone row;

• unbearably acute sense of “Schein” as artifice, combined with longing for innocent beauty; 
and

• tension between honourable isolation and good taste of the avant-garde, and longing for 
popularity and intimacy, but isolation as artistic necessity has the upper hand.

Struggle for ‘Durchbruch’

• entire history of this period dominated by this struggle - manifested in two world wars - out 
of isolation to an acceptable political form; and

• the need to appeal aesthetically can be politically exploited by the Nazis, who are expert at 
using the artifice of ‘Schein’.

Tension between sensuality and cerebralism

• plagued by excesses of subjectivity, but longs for simple sensuality, which he can artificially 
recreate through the ‘Erkcnntnis’ of serialism; and

• extreme cerebralism of compositions, whose complexity can only be appreciated through 
intellectual examination rather than listening.

Tension between sensuality and cerebralism

• artificial simplification of values (e.g. action without reflection) to appeal to youthful naivety 
of the German nature; and

• extreme cerebralism lends false intellectual weight to this process and the Nazi cause 
generally.

Lack of stability

• solutions to lack of stability have dried up, and he is forced to impose false stability through 
his own system of the tone row; and

• serialism is highly abstract and cerebral, setting its own limits like a mathematical formula 
worked out in advance - dark and cabbalistic at its extremes.

Lack of stability

• instability becomes intolerable, making it easier for Nazis to establish fairly rapidly the false 
stability of dictatorship; and

• limits of what is acceptable behaviour set only by regime’s ideology, with no external 
reference point, which leads to terrible extremes.

Spiritual capacity

• the intellectually calculated tone row can revivify outdated “banalities”, making them sound 
as shocking as extreme dissonance;

• regression to the cultic, pre-cultural state of music because there is nowhere else to go, 
filling music’s spiritual void with a demonic belief; and

• Lutheran sensitivity to the sin of the pact, which brings with it intense struggle and 
sacrificial suffering in the creative process.

Spiritual capacity

• a ‘Rebarbarisierung’ of the German people is carried out with ruthless political calculation 
and technological efficiency;

• Nazi regime underpinned by myth and quasi-religious ritual, a timely means of filling the 
void left by the demise of traditional Christianity; and

• an inclination to see Germany’s guilt as a sacrificial burden, encouraged by Hitler’s 
exhortations to strenuous self-sacrifice on behalf of the regime.



Bibliography

Thomas Mann: primary sources

All references to Thomas Mann’s works are taken from the Gesammelte Werke in zwolf 

Bànden, (Frankfurt am Main, S. Fischer Verlag, 1974). References are cited as GW followed 

by the volume and page number. The title of the text follows in brackets where this is not 

clear from the context in which it is quoted.

Many of the references to Thomas Mann’s letters are taken from Briefe Î889-1936, Briefe 

1937-1947 and Briefe 1948-1955 undNachlese, ed. by Erika Mann (Frankfurt am Main, S. 

Fischer Verlag 1961, 1963 and 1965). They are cited as Briefe I, II and III respectively.

Other sources o f Mann’s letters used;

Dichter über ihre Dichtungen - Thomas Mann, Vol. 14 Part HI 1944-1955, ed. by Hans 

Wysling with Marianne Fischer, (Passau, Ernst Heimeran Verlag, 1981) cited as DUD

Thomas Mann, Briefe an Paul Amann 1915-1952, ed. by Herbert Wegener, (Lübeck, Max 

Schmidt-Romhild, 1959) cited as TM an PA

Thomas Mann an Ernst Bertram. Briefe aus den Jahren 1910-1955, ed. by Inge Jens, 

(PfuUingen, Verlag Gunther Neske, 1960) cited as TM an EB

Thomas Mann, Briejwechsel mit seinem Verleger Bermann Fischer 1932 bis 1955, ed. by 

Peter de Mendelssohn, (Frankfiut am Main, S. Fischer Verlag, 1973)

Thomas Mann - Kate Hamburger, Briejwechsel 1932-1955, Thomas Mann Studien Vol. 20, 

ed. by Hubert Bruntrager, (Frankfurt am Main, Vittorio Klostermann, 1999) cited as TM - 

KH

Hermann Hesse - Thomas Mann, Briejwechsel, ed. by Anni Carlsson, (Frankfurt am Main, 

Suhrkamp Verlag, 1968) cited as HH - TM

Thomas Mann - Karl Kerényi, Gesprach in Briefen, ed. by Karl Kerényi, (Zurich, Rhein- 

Verlag, 1960) cited as TM - KK

247



Thomas Mann - Heinrich Mann, Briefwechsel 1900-1949, ed. by Hans Wysling, (Frankfiut 

am Main, S. Fischer Verlag, 1984) cited as TM - HM

Thomas Mann - Agnes Meyer, Briejwechsel 1937-55, ed. by Hans Rudolf Vaget, (Frankfiut 

am Main, S. Fischer Verlag, 1992) cited as TM - AM

Jahre des Unmuts. Thomas M am s Briefwechsel mil René Schickele 1930-1940, Thomas 

Mann Studien Vol. 10, ed. by Hans Wysling and Cornelia Bemini, (Frankfiut am Main, 

Vittorio Klostermann, 1992)

Biirgin, Hans, and Mayer, Hans-Otto, eds.. Die Briefe Thomas Manns. Regesten und 

Register, Vol. 1 1889-1933, (Frankfiut am Main, S. Fischer Verlag, 1976)

Mann, Erika, Briefe und Antworten, ed. by Anna Zanco Prestel, (Munich, Verlag Heinrich 

Ellermann, 1984)

Mann, Klaus, Briefe und Antworten, ed. by Martin Gregor-DeUin, (Munich, Verlag Heinrich 

Ellermann, 1975)

Quotations firom Mann’s diaries are fi'om the ten volume edition edited by Peter de 

Mendelssohn and Inge Jens, (Frankfiut am Main, S. Fischer Verlag, 1977-1995). References 

are cited as Tagebiicher followed by the dates covered by the volume, then the page number 

and date of the entry.

Wysling, Hans, and Schmidlin, Yvonne, eds., Thomas Mann Notizbiicher 7-14, (Frankfiut 

am Main, S. Fischer Verlag, 1992)

Hansen, Volkmar, and Heine, Gert, eds., Frage undAntwort. Interviews mit Thomas Mann, 

(Hamburg, Albrecht Knaus, 1983)

Thomas Mann: secondary sources {Doktor Faustus)

Bahr, Ehrhard, ‘Art Desires Non-Art; The Dialectics o f Art in Thomas Mann’s Doktor 

Faustus in the light of T W Aàomo's Aesthetic Theory' (1991), in Thomas M ann’s Doctor

248



Faustus A Novel at the Margin o f  Modernism, ed. by Herbert Lehnert and Peter C.

Pfeiffer, (Columbia, Camden House, 1991), pp. 145-160

Beddow, Michael, Thomas Mann: ‘Doctor Faustus ', (Cambridge, Cambridge University 

Press, 1994)

Bergsten, Gunüla, ‘Musical Symbolism in Thomas Mann’s Doktor Faustus ', Orbis 

Litterarum, 14 (1959), 205-214

Bergsten, Gunilla, Thomas Manns ‘Doktor Faustus Untersuchungen zu den Quellen und 

zur Struktur des Romans, (Lund, Scandinavian University Books, 1963)

Boeninger, Helmut R., ‘Zeitblom, Spiritual Descendent of Goethe’s Wagner and Wagner’s 

Beckmesser’, German Life and Letters, XIII (1959-1960), 38-43

Bonwit, Marianne, ‘Babel in Modem Fiction’, Comparative Literature, 2 (1950), 236-251

Brode, Hanspeter, ‘Musik und Zeitgeschichte im Roman. Thomas Manns Doktor Faustus\ 

Jahrbuch der deutschen Schillergesellschqft, 17 (1973), 455-472

Carlsson, Anni, ‘Das Faustmotiv bei Thomas Mann.’ (1949), in Thomas Manns Dr. Faustus 

und die Wirkung, ed. by Rudolf Wolff^ (Bonn, Bouvier, 1983), Part I, pp. 84-105

Camegy, Patrick, Faust as Musician. A study o f  Thomas Mann's novel ‘Doktor Faustus ', 

(New York, New Directions, 1973)

Cotterill, Rowland, ‘Hesitant Allegory: Music in Thomas Mann’s Doktor Faustus\ 

Comparison, 5 (1977), 58-91

Dierks, Manfred, ‘‘Doktor Faustus and Recent Theories o f Narcissism: New Perspectives’, in 

H. Lehnert & P. Pfeiffer, eds., op. cit., pp. 33-54

Dorr, Hansjorg, ‘Thomas Mann und Adorno. Ein Beitrag zur Entstehung des Doktor 

Faustus' (1970), in R. Wolff ed., op. cit. Part H, pp. 48-91

249



Durrani, Osman, ‘The Tearful Teacher. The role o f Serenus Zeitblom in Thomas Maims 

Doktor Faustus\ Modem Language Review, 80 (1985), 652-658

Fetzer, John P., Changing Perceptions o f Thomas Mann's 'Doctor Faustus Criticism 

1947-1992, (Columbia, Camden House, 1996)

Fischer, Emst, ''Doktor Faustus und die deutsche Katastrophe’, in his Kunst undMenschheit. 

Essays, (Vienna, Globus-Verlag, 1949), pp. 35-97

Forster, Wolf-Dietrich, ‘Leverkiihn, Schonberg und Thomas Mann. Musikalische Strukturen 

und Kunstreflexion in Doktor Faustus', Deutsche Vierteljahrsschrift f i r  

Literaturwissenschafi und Geistesgeschichte, 49 (1975), 694-720

Frank, Manfred, ‘The Old and the New Mythology in Thomas Mann’s Doctor Faustus', in 

Thomas Mann, ed. by Michael Minden, (London, Longman, 1995), pp. 194-209

Hage, Volker, ‘ Vom Einsatz und Riickzug des frktiven Ich-Erzahlers: Doktor Faustus - ein 

modemer Roman?’, in Text und Kritik: Thomas Mann Sonderband, ed. by Heinz Ludwig 

Arnold, (Munich, Verlag Text und Kritik, 1976), pp. 88-98

Hamburger, Kate, ‘ Anachronistische Symbolik. Fragen an Thomas Manns Faustus-Roman’ 

(1969), in R. Wolff ed., op. cit.. Part I, pp. 124-150

Hatfield, Henry, ‘The Magic Square. Thomas Mann’s Doctor Faustus ', in his Crisis and 

Continuity in Modem German Fiction Ten Essays, (Ithaca, NY, Cornell University Press,

1979), pp. 166-176

Heffrich, Eckhard, ‘'Doktor Faustus. Die radikale Autobiographie’, in Thomas Mann 1875- 

1975. Vortrage in Miinchen-Ziirich-Liibeck, ed. by Beatrix Bludau, Eckhard Heffrich and 

Helmut Koopman, (Frankfurt am Main, S. Fischer Verlag, 1977), pp. 135-154

Heller, Erich, ‘The Taking Back of the Ninth Symphony; Reflections on Thomas Mann’s 

Doktor Faustus', in his In the Age o f Prose. Literary and Philosophical Essays, 

(Cambridge, Cambridge University Press, 1984), pp. 127-148

250



Henning, Margrit, Die Ich-Form und ihre Funktion in Thomas Manns ‘Doktor Faustus ' und 

in der deutschen Literatur der Gegenwart, (Tübingen, Niemeyer Verlag, 1966)

Holthusen, Hans Egon, Die Welt ohne Transzendenz, (Hamburg, Verlag Heinrich Ellermann, 

1949)

Honsa, William M., ‘Parody and Narrator in Thomas Mann’s Dr. Faustus and The Holy 

Sinner’, Orbis Litterarum, 29 (1974), 61-76

Kesting, Hanjo, ‘Krankheit zum Tode. Musik und Idéologie’, in H. L. Arnold, ed., op. cit., 

pp. 27-44

Kiesel, Helmuth, ‘Thomas Manns Doktor Faustus: Reklamation der Heiterkeit’, Deutsche 

Vierteljahrsschrift fiir Literaturwissenschaft und Geistesgeschichte, 64 (1990), 726-743

Kirsch, Edgar, ‘Die Verungleichung des Gleichen. Ein Beitrag zur Analyse des 

Identitatsproblems in Doktor Faustus\ in Vollendung und Grofie Thomas Manns. Beitrage 

zur Werk und Personlichkeit des Dichters, ed. by Georg Wenzel, (Halle, Verlag Sprache und 

Literatur, 1962), pp. 204-212

Klussmann, Paul G., ‘Thomas Manns Doktor Faustus als Zeitroman’, in Thomas-Mann- 

Symposiiim Bochum 1975: Vortrage und Diskussionsberichte, ed. by Paul G. Klussmann & 

Jorg-Ulrich Fechner, (Kastellaun, Henn, 1978), pp. 82-100

Kolago, Lech, ‘Nachklange der Musikgeschichte im Roman Doktor Faustus von Thomas 

Mann, Germanica Wratislaviensia, 36 (1980), 193-201

Koopmann, Helmut, ‘"Doktor Faustus und sein Biograph. Zu einer Exilerfahrung sui generis’ 

(1983), in R. Wolff, ed., op. cit. Part U, pp. 8-26

Koopmann, Helmut, ^Doktor Faustus, a Novel of German Introspection?’ (1991), in H. 

Lehnert and P C. Pfeiffer, eds., op. cit., pp. 17-31

Lehnert, Herbert, ‘Indeterminacy of the Text and the Historical Horizon’ (1991), in ibid., pp. 

1-9

251



Lehnert, Herbert, ‘Der NarziB und die Welt: Zum biographischen Hintergrund des Doktor 

Faustus von Thomas Mann’, Orbis Litterarum, 44 (1989), 234-251

Lukâcs, Georg, ‘Die Tragédie der modemen Kunst’ (1948), in R. Wolff (éd.), op. cit.. Part I, 

pp. 34-83

Maegaard, Jan, ‘Zu Theodor Adomos Rolle im Mann/Schônberg-Streit’, in Text und Kontext 

Special Series Vol. 2, ed. by Rolf Wiecker, (Copenhagen, Verlag Text und Kontext, 1975), 

pp. 215-222

Mayer, Hans, ‘Thomas Mann’s Doktor Faustus-. Roman einer Endzeit und Endzeit des 

Romans’ (1959), in R. Wolff, ed., op. cit.. Part 1, pp. 106-123

Milch, Werner, ‘Thomas Manns Doktor Faustus ', Die Sammlung, 3 (1948), 351-360

Mundt, Hannelore, Doktor Faustus ' und die Folgen: Kunstkritik als Gesellschaftkritik im 

deutschen Roman seit 1947, (Bonn, Bouvier, 1989)

Orlowksi, Hubert, Pradestination des Dâmonischen. Zur Frage des bürgerlichen 

Humanismus in Thomas Manns Doktor Faustus', (Pôsnan, University of Posnan, 1969)

Puschmann, Rosemarie, Magisches Quadrat und Melancholie in Thomas Manns Doktor 

Faustus Von der musikalischen Struktur zum semantischen Beziehungsnetz, (Bielefeld, 

AMPAL, 1983)

Pütz, Peter, ‘Die teuflische Kunst des Doktor Faustus bei Thomas Mann’, Zeitschrift fiir 

Deutsche Philologie, 82 (1963), 500-515

Roberts, David, ‘Post modernism - Deconstmction or Radicalization o f Modernism? 

Reflections on the Example o f Doktor Faustus\ in Michael Minden, ed., op. cit., pp. 210- 

216

Sauerland, Karol, ‘ ‘Er wuBte noch mehr...’ Zum Konzeptionsbruch in Thomas Manns 

Doktor Faustus unter dem EinfluB Adornos’, Orbis Litterarum, 34 No. 2 (1979), 130-145

252



Schafermeyer, Michael, Thomas Mann: Die Biographie des Adrian Leverkiihn und der 

Roman 'Doktor Faustus Historisch-kritische Arbeiten zur deutschen Literatur Vol. 4, 

(Frankfurt am Main, Peter Lang, 1983)

Schaper, Eva, ‘A Modem Faust. The Novel in the Ironical Key’, Orbis Litterarum, 20 

(1965), 176-204

Scherliess, Volker, ‘Zur Musik in Doktor Faustus', in » U n d  was werden die Deutschen 

sa g en ? ? «  Thomas Manns 'Doktor Faustus ', ed. by Hans WiBkirchen and Thomas 

Sprecher, (Liibeck, Verlag DràgerDrück, 1998), pp. 113-151

Schulze, Matthias, Die Musik als zeitgeschichtliches Paradigma. Zu Hesses 

'Glasperlenspiel ’ und Thomas Manns 'Doktor Faustus ’, Europaische Hochschulschriflen 

Vol. 1688, (Frankfurt am Main, Peter Lang, 1998)

Stein, Jack M., ‘Adrian Leverkiihn as a Composer’, Germanic Review, 25 (1950), 257-274

Stem, J. P., History and Allegory in Thomas Mann's 'Doktor Faustus ’. An Inaugural 

Lecture Delivered at University College London. 1 March 1973, (London, Lewis, 1975)

Stemberger, Dolf^ ‘Deutschland in Doktor Faustus und Doktor Faustus in Deutschland’, in 

B. Bludau, E. Heffrich & H. Koopmann, eds., op. cit., pp. 155-172

Vaget, Hans Rudolf, ‘Amazing Grace: Thomas Mann, Adomo and the Faust myth’, in Our 

Faust? Roots and Ramifications o f a Modem German Myth, ed. by Reinhold Grimm and 

Jost Hermand, (Wisconsin, University of Wisconsin Press, 1987), pp. 168-189

Vaget, Hans Rudolf, ‘ “Germany: Jekyll and Hyde.” Sebastian Haf&iers Deutschlandbild 

und die Genese von Doktor Faustus', in Thomas Mann und seine Quellen. Festschrift fiir 

Hans Wysling, ed. by Eckhard Heffrich and Helmut Koopmann, (Frankfurt am Main, 

Klostermann, 1991), pp. 249-271

Vaget, Hans Rudolf, ‘Kaisersaschem als geistige Lebensform. Zur Konzepdon der deutschen 

Geschichte in Thomas Manns Doktor Faustus', in Der deutsche Roman und seine 

historischen und politischen Bedingungen, ed. by Wolfgang Paulsen, (Bern, Francke Verlag, 

1977), pp. 200-235

253



Vaget, Hans Rudolf, ‘Mann, Joyce and the Question o f Modernism in Doctor Faustus ’ 

(1991), in H. Lehnert and P C. Pfeiffer, eds., op. cit., pp. 167-191

Viswanathan, Jacqueline, ‘Point of View and Unreliability in Bronte’s Wuthering Heights, 

Conrad’s Under Western Eyes and Mann’s Doktor Faustus', Orbis Litterarum, 29 (1974), 

42-60

Voss, Lieselotte, Die Entstehung von Thomas Manns Roman ‘Doktor Faustus ’. Dargestellt 

anhand von unveroffentlichen Vorarbeiten, (Tübingen, Niemeyer Verlag, 1975)

Wiegand, Hermann, Thomas Manns ‘Doktor Faustus ’ als zeitgeschichtlicher Roman. Fine 

Studie über die historischen Dimensionen in Thomas Manns Spatwerk, Frankfurter Beitrage 

zur neueren deutschen Literaturgeschichte Vol. 1, (Frankfurt am Main, R. G. Fischer, 1982)

Wiegand, Hermann, ‘Zu Thomas Manns Anteil an Serenus Zeitbloms Biographie von Adrian 

Leverkühn’, Deutsche Vierteljahrsschrift fu r  Literaturwissenschafi und Geistesgeschichte, 5 1 

(1977), 476-501

WiBkirchen, Hans, ‘Verbotene Liebe. Das Deutschland-Thema in Doktor Faustus', in H. 

WiBkirchen and T. Sprecher, eds., op. cit., pp. 179-207

Thomas Mann: secondary sources (general)

Bulhvant, Keitib, ‘Thomas Mann and the Politics o f the Weimar Republic’, in M. Minden, 

ed., op. cit., pp. 55-69

Dierks, Manfred, Studien zu Mythos und Psychologie bei Thomas Mann, Thomas Mann 

Studien Vol. 2, (Bern, Francke Verlag, 1972)

Feuerlicht, Ignace, ‘Thomas Maims Mythische Identifikation’, The German Quarterly, 36 

(1963), 141-151

Feuerhcht, Ignace, Thomas Mann und die Grenzen des Ich, (Heidelberg, Carl Winter 

Universitatsverlag, 1966)

254



Fumess, R. S., ‘The Unsuccessful Exorcism: Thomas Mann and Richard Wagner’, The 

Publications o f the English Goethe Society, New Series Vol. LXII (1991-1992), 59-76

Harpprecht, Klaus, Thomas Mann. Bine Biographie, (Leek, Rohwohlt, 1995)

Hatfield, Henry, From the Magic Mountain. Mann's Later Masterpieces, (Ithaca NY, 

Cornell University Press, 1979)

Haug, Hellmut, Erkenntnisekel. Zum friihen Werk Thomas Manns, Studien zur deutschen 

Literatur Vol. 5, (Tübingen, Niemeyer Verlag, 1969)

Hayman, Ronald, Thomas Mann. A Biography, (New York, Scribner, 1995)

Heftrich, Eckhard, ‘Der gehafite Kollege: Deutsche Schrifisteller über Thomas Mann’, 

Internationales Thomas Mann Kolloquium 1986 in Liibeck, Thomas Mann Studien Vol. 7, 

(Bern, Francke Verlag, 1987), pp. 352-366

HeUbut, Anthony, Thomas Mann. Eros and Literature, (London, Macmillan, 1996)

Hellersberg-Wendriner, Anna, Mystik der Gottesfeme. Eine Interpretation Thomas Manns, 

(Bern, Francke Verlag, 1960)

Hoffinann, Ferdinand, Thomas Mann und seine Welt, (Hildesheim, Georg 01m, 1992)

Jaretzky, Reinhold, ed., Materialien Thomas Mann >Der Tod in Venedig< , (Stuttgart, Emst 

Klett, 1981)

Kahler, Erich, The Orbit o f  Thomas Mann, (Princeton N.J., Princeton University Press, 1969)

Kurzke, Hermann, Thomas Mann. Epoche-Werk-Wirkung, 2nd edition, (Munich, C. H.

Beck, 1991)

Lange, Viktor, ‘Thomas Mann: Tradition und Experiment’, in B. Bludau, E. Heftrich & H. 

Koopmann, eds., op. cit., pp. 566-585

255



Lehnert, Herbert, ‘Bert Brecht und Thomas Mann im Streit über Deutschland’, in Deutsche 

Exilliteratur seit 1933. Kalifomien, ed. by John M. Spalek and Joseph Strelka (Bern, 

Francke Verlag, 1976), Vol. 1, pp. 247-275

Lehnert, Herbert, Thomas Mann. Fiktion, Mythos, Religion, (Stuttgart, W. Kohlhammer, 

1965)

Mann, Katia, Meine ungeschriebenen Memoiren, ed. by Elisabeth Plessen and Michael 

Mann, (Frankfurt am Main, S. Fischer Verlag, 1974)

Northcote-Bade, James, ‘The Background to the ‘Liebestod’ Plot Pattern in the Works of 

Thomas Mann’, Germanic Review, 59 (Winter 1984), 11-18

Pikulik, Lothar, ‘Die Politisierung des Àstheten im ersten Weltkrieg’, in B. Bludau, E. 

Heftrich & H. Koopmann, eds., op. cit., pp. 61-74

Prater, Donald, Thomas Mann. A Life, (Oxford, Oxford University Press, 1995)

Pütz, Peter, Kunst und Kiinstlerexistenz bei Nietzsche und Thomas Mann. Zum Problem des 

asthetischen Perspektivismus in der Moderne, Bonner Arbeiten zur deutschen Literatur Vol. 

6, (Bonn, Bouvier, 1975)

Pütz, Peter, ‘Thomas Mann und Nietzsche’, in Thomas Mann und die Tradition, ed. by Peter 

Pütz, (Frankfurt am Main, Athenaum Verlag, 1971), pp. 225-249

Rasch, Wolfdietrich, ‘Thomas Mann und die Décadence’, in B. Bludau, E. Heftrich and H. 

Koopman, eds., op. cit., pp. 271-284

Reed, T. J., ‘ “daB allés verstehen allés verzeihen heifie” Zur Dialekdk zwischen Literatur 

und Gesellschaft bei Thomas Mann’, in Internationales Thomas Mann Kolloquium 1986 in 

Liibeck, Thomas-Mann-Studien Vol. 7, (Bern, Francke Verlag, 1987), pp. 159-173

Reed, T. J., ‘Thomas Mann and Tradition: Some Clarifications’, in The Discontinuous 

Tradition. Studies in German in honour o f  Ernest Ludwig Stahl, ed. by P. F. Ganz, (Oxford, 

Oxford University Press, 1971 ), pp. 158-181

256



Reed, T. J., Thomas Mann. The Uses o f  Tradition, 2nd edition, (Oxford, Oxford University 

Press, 1996)

Reich-Ranicki, Marcel, ed.. Was halten Sie von Thomas Mann? Achtzehn Autoren 

antworten, (Frankfurt am Main, Fischer Taschenbuch Verlag, 1986)

Renner, Rolf Giinter, ‘Public Symbolism and Private Doubts. The Psychological Conditions 

o f Mann’s writing in Exile’, in M. Minden, ed., op. cit., pp. 85-101

Schlee, Agnes, Wandlungen musikalischer Strukturen im Werke Thomas Manns. Vom 

Leitmotiv zur Zwolftonreihe, Europâische Hochschulschriflen Vol. 384, (Frankfurt am Main, 

Peter D. Lang, 1981)

Schroter, Klaus, ed., Thomas Mann im Urteil seiner Zeit. Dokumente 1891-1955,

(Hamburg, Wegner, 1969)

Sontheimer, Kurt, Thomas Mann und die Deutschen, (Munich, Nymphenburger 

V erlagshandlung, 1961)

Stock, Irvin, Ironic Out o f  Love. The Novels o f  Thomas Mann, (Jefferson, McFarland & Co., 

1994)

Swales, Martin, ‘In Defence o f Weimar; Thomas Mann and the Politics o f Republicanism’, 

in M. Minden, ed., op. cit., pp. 55-84

Vaget, Hans Rudolf, ‘Deutsche Einheit und nationale Identitat. Zur Genealogie der 

gegenwartigen Deutschland-Debatte am Beispiel von Thomas Mann’, 

Literaturwissenschaflliches Jahrbuch, 33 (1992), 277-298

Wysling, Hans, ‘25 Jahre Arbeit im Thomas Mann Archiv: Ruckblick und Ausblick’, in 

Internationales Thomas Mann Kolloquium 1986 - Liibeck, Thomas Mann Studien Vol. 17, 

(Bern, Francke Verlag, 1987), pp. 370-380

^megaif, Viktor, Die Musik im Schaffen Thomas Manns, (Zagreb, Philosophische Fakultat 

der Universitat, 1959)

257



Other German writers: primary sources

Adomo, Theodor W., Gesammelte Schriflen, ed. in 20 volumes by Rolf Tiedemann, with 

Gretel Adomo, Susan Buck-Morss and Klaus Schultz, (Frankfurt am Main, Suhrkamp 

Verlag, 1971- 1986) cited as TWA GS followed by the volume and page number

Adomo, Theodor W. and Dirks, Walter, eds., Soziologische Exkurse nach Vortragen und 

Diskussionen, Frankfurter Beitrage zur Soziologie Vol. 4, (Frankfurt am Main, Europaische 

Verlagsanstalt, 1956)

Benjamin, Walter, Das Kunstwerk im Zeitalter seiner technischen Reproduzierbarkeit 

Version II, in Gesammelte Schriften Vol. 1.2, ed. by Rolf Tiedemann and Hermann 

Schweppenhauser, (Frankfurt am Main, Suhrkamp Verlag, 1974), pp.473-508

Brecht, Bertolt, Arbeitsjoumal, Vol. 2 1942-1955, (Frankfurt am Main, Suhrkamp Verlag, 

1973)

Brecht, Bertolt, Der unaufhaltsame Aufstieg des Arturo Ui, in Stiicke Vol. 7, ed. by Wemer 

Hecht, Jan Knopf, Wemer Mittenzwei & Klaus-Detlef Müller, (Berlin, Aufbau Verlag, 1988)

Brecht, Bertolt, Briefe, ed. by Gunter Glaeser, (Frankfurt am Main, Suhrkamp Verlag, 1981)

Brecht, Bertolt, Die Dreigroschenoper, in Stiicke Vol. 2, W. Hecht, J. Knopf^ W. Mittenzwei 

& K. Müller, eds., (Berlin, Aufbau Verlag, 1988)

Burckhardt, Jakob, Über das Studium der Geschichte, edited by Peter Ganz, (Munich, C. H. 

Beck, 1982)

Fromm, Erich, Die Furcht vor der Freiheit, (Zürich, Steinberg Verlag, 1945)

George, Stefan, Der siebente Ring, in Sàmtliche Werke Vol. VI-VII, (Stuttgart, Klett-Cotta, 

1986)

Goethe, Johann Wolfgang von, Faust. Eine Tragôdie, in Goethes Werke. Hamburger 

Ausgabe Vol. m, ed. by Erich Trunz, (Hamburg, Christian Wegner Verlag, 1952)

258



Goethe, Johann Wolfgang von, Torquato Tasso, in Goethes Werke. Hamburger Ausgabe 

Vol. V, ed. by Josef Kunz, (Hamburg, Christian Wegner Verlag, 1952)

Grass, Giinter, Ein weites Feld, (Gottingen, Steidl Verlag, 1995)

Heidegger, Martin, Einfiihrung in die Metaphysik, 3rd edition, (Tübingen, Max Niemeyer 

Verlag, 1966)

Hoffinann, E. T. A., Phantasiestiicke in Callots Manier, in Sàmtliche Poetischen Werke Vol. 

1, ed. by Hannsludwig Geiger, (Wiesbaden, Emil Vollmer Verlag, 1965)

Jung, Carl Gustav, Wotan, in Zivilisation im Übergang, Gesammelte Werke Vol. 10, ed. by 

Lily Jung-Meyer & Elisabeth Rüf, (Olten, Walter-Verlag, 1974), pp. 203-218

Luther, Martin, Briefe. Eine Auswahl, ed. by Giinther Wartenberg, (Leipzig, Insel Verlag, 

1983)

Mann, Heinrich, Zola, in Essays Vol. 1, ed. by Alfred Kantorowicz, (Berlin, Aufbau-Verlag, 

1954), pp. 156-235

Nietzsche, Friedrich, Werke in Drei Banden, ed. by Karl Schlechta, (Munich, Carl Hanser 

Verlag, 1966) cited as FNl, 2 or 3, followed by the title of the work and page number

Nietzsche, Friedrich, Briefwechsel. Kritische Ausgabe, ed. by Giorgio Colli & Mazzino 

Montinari, (Berlin, Walter de Gruyter, 1984)

Rilke, Rainer Maria, Duiniser Elegien, in Sàmtliche Werke Vol. I, ed. by the Rilke-Archiv, 

'*^th Ruth Sieber-Rilke and Emst Sinn, (Frankfiut am Main, Insel Verlag, 1961), pp. 683-726

Schiller, Friedrich, Über die àsthetische Erziehung des Menschen in einer Reihe von Briefen, 

in Schillers Werke. Nationalausgabe Vol. 20, Philosophische Schriften 1, ed. by Benno von 

Wiese with Helmut Koopmann, (Weimar, Hermann Bohlaus Nachfolger, 1962), pp. 309-412

Schopenhauer, Arthur, Die Welt als Wille und Vorstellung, in Sàmtliche Werke Vol. I, ed. by 

Wolfgang Frhr. von Lohneysen, (Frankfurt am Main, Suhrkamp Verlag, 1986) cited as Welt 

als WV

259



Wagner, Richard, Mein Denken. Eine Auswahl der Schriften, ed. by Martin Gregor-Dellin, 

(Munich, R. Piper & Co., 1982)

Werfel, Franz, Zwischen oben und unten, (Stockholm, Bermann Fischer Verlag, 1946) 

German literature: secondary sources

Arfken, Emst, ‘ “Ethche geistliche Lieder zusammengebracht” Luther als 

Kirchenliederdichter’, in Text und Kritik: Martin Luther Sonderband, ed. by Heinz Ludwig 

Arnold, (Munich, Verlag Text und Kritik, 1983), pp. 105-120

Bertram, Emst, Nietzsche: Versuch einer Mythologie, (Berlin, G. Bondi, 1918)

Boemer, Peter, ‘Faust 1987; Aüve and Well - in East and West’, in Faust through Four 

Centuries: Retrospect and Analysis, ed. by Peter Boemer and Sidney Johnson, (Tübingen, 

Max Niemeyer Verlag, 1989), pp. 263-274

Bosmajian, Hamida, Metaphors o f Evil. Contemporary German Literature and the Shadow 

o f  the Holocaust, (Iowa City, University o f Iowa Press, 1979)

Bottomore, Tom, The Frankfurt School, (London, Routledge, 1984)

Boyle, Nicholas, Goethe. The Poet and the Age Vol. 1, (Oxford, Oxford University Press,

1992)

Durrani, Osman, Fictions o f Germany. Images o f  the German Nation in the Modem Novel, 

(Edinburgh, Edinburgh University Press, 1994)

Heilbut, Anthony, Exiled in Paradise. German Refugees, Artists and Intellectuals in 

America from the 1930s to the Present, (Boston, Beacon Press, 1983)

Lyon, James K., Bertolt Brecht in America, (Princeton N. J., Princeton Uitiversity Press,

1980)

Magee, Bryan, The philosophy o f  Schopenhauer, (Oxford, Oxford University Press, 1983)

260



Negt, Oskar, éd., Der Fall Fonty. ‘Ein weites Feld ' von Giinter Grass im Spiegel der Kritik, 

(Gottingen, Steidl Verlag, 1996)

Reed, Donna K., The Novel and the Nazi Past, (New York, Peter Lang, 1985)

Rethy, Robert, ‘ ‘Schein’ in Nietzsche’s philosophy’, 'm Nietzsche and Modem German 

Thought, ed. by Keith Ansell-Pearson, (London, Routledge, 1991), pp. 59-87

Rose, Gillian, The Melancholy Science. An Introduction to the Thought o f  Theodor Adomo, 

(London, Macmillan, 1978)

Ryan, Judith, The Uncompleted Past: Postwar German novels and the Third Reich, (Detroit, 

Wayne State University Press, 1983)

Silk, M.S. and Stem, J. P., Nietzsche on Tragedy, (Cambridge, Cambridge University Press,

1981)

Stem, J. P., The Dear Purchase. A Theme in German Modemism, (Cambridge, Cambridge 

University Press, 1995)

Swales, Martin, The German Bildungsroman from Wieland to Hesse, (Princeton N. J., 

Princeton University Press, 1978)

Music

Abraham, Gerald, The Concise Oxford History o f  Music, (Oxford, Oxford University Press, 

1979)

Applegate, Celia, ‘What is German Music? Reflections on the Role o f Art in the Creation of 

the Nation’, German Studies Review, Winter 1992, 21-32

Aronson, Alex, Music and the Novel. A Study in Twentieth Century Fiction, (Totowa N. J., 

Rowman and Littlefield, 1980)

Dahlhaus, Carl, Foundations o f  Music History, trans. by J. B. Robinson, (Cambridge, 

Cambridge University Press, 1983)

261



Dennis, David B., Beethoven in German Politics 1870-1989, (New Haven, Yale University 

Press, 1996)

Fischer-Dieskau, Dietrich, Wagner und Nietzsche. Der Mystagoge und sein Abtriinniger, 

(Stuttgart, Deutsche Verlags-Anstalt, 1974)

Franklin, Peter, The idea o f  music: Schoenberg and others, (London, Macmillan, 1985)

Fubini, Enrico, The History o f  Music Aesthetics, trans. by Michael Hatwell, (Basingstoke, 

Macmillan, 1990)

Hall, Michael, Leaving Home. A conducted tour o f  twentieth-century music with Simon 

Rattle, (London, Faber & Faber, 1996)

Hanshck, Eduard, Vom Musikalisch-Schonen, (Leipzig, Johann Ambrosius Barth, 1896)

James, Jamie, The Music o f  the Spheres. Music, Science and the Natural Order o f  the 

Universe, (London, Abacus, 1995)

Kerman, Joseph, Musicology, (London, Fontana, 1985)

Lambert, Constant, Music Ho! A Study o f  Music in Decline, (London, Faber & Faber, 1934)

Mason, Daniel G., The Quartets o f  Beethoven, (New York, Oxford University Press, 1947)

Mellers, Wilfrid, Romanticism and the Twentieth Century, Man and his Music Vol. IV, 2nd 

edition, (London, Barrie & Jenkins, 1988)

Paddison, Max, A dom o’s Aesthetics o f Music, (Cambridge, Cambridge University Press,

1993)

Roseberry, Eric, ‘Into the Twentieth Century’, in O f German Music. A Symposium, ed. by 

Hans-Hubert Schonzeler, (London, Oswald Wolff Ltd., 1976), pp. 278-286

Sabor, Rudoplh, The Real Wagner, (London, Sphere, 1987)

262



Steiner, George, ‘Great music falls on deaf ears’, an edited version o f a 1998 Proms lecture, 

in The Guardian, 22 August 1998

Strunk, Oliver, ed., Source Readings in Music History, 2nd edition, (New York, London, 

Norton & Co., 1998)

Taylor, Ronald, Richard Wagner. His Life, Art and Thought, (London, Paul Elek, 1979) 

Whittall, Arnold, Music since the First World War, (London, J. M. Dent & Sons Ltd., 1977) 

German history

Barzini, Luigi, The Impossible Europeans, (London, Weidenfeld & Nicholson, 1983)

Bullock, Alan L. C., Hitler. A Study in Tyranny, (Harmondsworth, Penguin, 1973)

Eksteins, Modris, Rites o f  Spring. The Great War and the Birth o f  the Modem Age, 

(London, Black Swan, 1989)

Fest, Joachim, The Face o f  the Third Reich, trans. by Michael Bullock, (Harmondsworth, 

Penguin, 1979)

Friedlander, Saul, Reflections o f  Nazism: An Essay on Kitsch and Death, trans. by Thomas 

Weyr, (New York, Harper & Row, 1984)

Fulbrook, Mary, The Fontana History o f  Germany 1918-1990. The Divided Nation, 

(London, Fontana, 1991)

Gay, Peter, Weimar Culture. The Outsider as Insider, (Harmondsworth, Penguin, 1969)

Goebbels, Joseph, Das eheme Herz. Reden undAufsàtze aus den Jahren 1941/1942, 

(Munich, Franz Eher, 1943)

263



Goebbels, Joseph, ‘Die zukünftige Arbeit und Gestaltung des deutschen Rimdfunks’, speech 

given on 25 March 1933, in Goebbels Reden Vol. 1 1932-1939, in Helmut Heiber ed., 

(Düsseldorf, Droste Verlag, 1971)

Goldhagen, Daniel J., Hitler's willing executioners: ordinary Germans and the holocaust, 

(London, Little, Brown & Co., 1996)

Grunberger, Richard, A Social History o f  the Third Reich, (London, Weidenfeld & 

Nicholson, 1971)

Herf, Jeffrey, Reactionary Modemism: Technology, Culture and Politics in Weimar and the 

Third Reich, (Cambridge, Cambridge University Press, 1987)

Kershaw, Ian, Hitler 1889-1936: Hubris, (Harmondsworth, Allen Lane, 1998)

Kracauer, Siegfried, From Caligari to Hitler. A Psychological History o f  the German Film, 

(Princeton N.J., Princeton University Press, 1947)

Meinecke, Freidrich, Die deutsche Katastrophe, (Wiesbaden, Eberhard Brockhaus Verlag, 

1946)

Mosse, George L., The Crisis o f  German Ideology. Intellectual Origins o f  the Third Reich, 

(London, Weidenfeld & Nicholson, 1964)

Mosse, George L,, The Nationalization o f  the Masses. Political Symbolism and Mass 

Movements in Germany from the Napoleonic Wars Through the Third Reich, (New York, 

Howard Fertig, 1975)

Nowotny, Peter, Leni Riefenstahl: Triumph des Willens, Arbeitshefte zur Medientheorie und 

Medienpraxis Vol. 3, (Dortmund, Nowotny, 1981).

Rosenbaum, Ron, Explaining Hitler. The Search fo r the Origins o f  his Evil, (New York, 

Random House, 1998)

Sluga, Hans, Heidegger's Crisis. Philosophy and Politics in Nazi Germany, (Cambridge 

MA., Harvard University Press, 1993)

264



Snyder, Louis S., Encyclopedia o f  the Third Reich, (London, Blandford, 1989)

Steiner, George, ‘The Hollow Miracle’, in his Language and Silence, (London, Faber & 

Faber, 1967), pp. 117-132

Stem, Fritz, Kulturpessimismus als politische Gefahr: eine Analyse nationaler Idéologie in 

Deutschland, (Bern, Scherz, 1963)

Stem, J. P., Hitler. The Führer and the People, 3rd edition, (London, Fontana, 1990)

Wistrich, Robert S., Weekend in Munich. Art, Propaganda and Terror in the Third Reich, 

(London, Pavilion, 1995)

Other

Armitage, Simon, Interview in The Guardian, 15 December 1999

Armitage, Simon, Killing Time, (London, Faber & Faber, 1999)

Auden, W. H., The Collected Poetry, (New York, Random House, 1945)

Burgess, Anthony, Mozart and the Wolf Gang, (London, Vintage, 1991)

Cupitt, Don, The Sea o f Faith. Christianity in Change, (London, BBC, 1984)

Eagleton, Terry, The Ideology o f  the Aesthetic, (Oxford, Basil Blackwell, 1990)

Eliot, T. S., The Complete Poems and Plays 1909-1950, (New York, Harcourt, Brace & 

Company, 1952)

Ferguson, Niall, ed.. Virtual History. Alternatives and Counterfactuals, (London, Picador, 

1997)

Ishiguro, Kazuo, The Unconsoled, (London, Faber & Faber, 1995)

265



Midgeley, Simon, ‘In with the new’. The Times Higher Education Supplement, 27 December 

1996

Nabokov, Vladimir, Pale Fire, (Harmondsworth, Penguin, 1973)

Orwell, George, Animal Farm. A fairy story, (London, Seeker & Warburg, 1945)

Plato, The Republic, trans. by H. D. P. Lee, (Harmondsworth, Penguin, 1955)

Wilde, Oscar, The Picture o f  Dorian Gray, (Oxford, Oxford University Press, 1974)

266


